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This Exhibition

under the Hioj) Patrona oe of

HIS MAJESTY BAUDOUIN

Kino of the Belgians

and patronised by

UNESCO and icoM

is organised by

The City of .bitirerp

The Ministry for Dutch Cji/ture

and The Royal Museun/ of Fine Arts in . Intn'erp

to con/ ///e///orate

the 4th Centennial of R/ibenis Birth





Foreivord

The occasion of this Exhibition, which owes its existence to har-

monious co-operation between the Belgian State and the Cit\ of

Antwerp, is the four hundredth anniversar\- of Rubens's birth, which

falls on 28 )une 1977.

At the outset it appeared a bold venture to organize the first great

displa\ of Rubens's works at a time when museums throughout the

world are reacting against the unbridled enthusiasm for exhibitions

which is threatening the ph\sical condition of unreplaceablc master-

pieces belonging to the patrimonx of European culture.

It was justl\- feared that manv foreign museums would not be anxious

to part with such priceless treasures as the paintings, oil sketches and

drawings of Rubens, the most uni\'ersal oi artists. Moreo\er it was

soon e\ident that other countries too wished to commemcjrate the

four hundredth anniversar\' of his birth. Museums in X'ienna, (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 man\-sided fashion

the principal ideas of seventeenth-centurv Europe. The humanistic atti-

tude to life, and the Counter-Reformation movement within the Roman
church, were the chief sources of inspiration that go\"erned 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 \ arious countries of Europe and overseas.

Not all works bv Rubens that lie close to our hearts could be brought

to Antwerp. I ha\e in mind, for instance, certain portraits of the Mas-

ter's \\itt\, modest and devoted first wife, Isabella Brant, his second

witc Helena Fourment with her luxuriant heaut\ and loxe of life, and



his charming c]au!j;hter Clare Serena. I also rcinember the self-portrait

in which he depicts himself as an old, tired man awaiting the approach

of death.

The ideal exhibition can onh exist in dreams; and, as the Antwerp

poet W'illem Elsschot put it, "dream and deed are dixorced b\ laws

and man-made difficulties." Man\ a canvas or panel could not be trans-

ported because of its size or condition. Manx museums wanted to keep

particular works so as to organize their own contribution to the Rubens

celebrations. All the more gratitude is 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 e\'er\ single one of those who
ha\e helped in this wa\, but the\ are so numerous that 1 must refer

readers to the list on another page. It is a source of rejoicing that

so man\ haxe understood what Rubens means to our people. He was

the "child of fortune" of the (jt\ on the Scheldt, who lived in a

time of strife and social miser\ but who, whith his exceptional talent

and knowledge, his amazing energx and strength of character, con-

quered the world not b\ force but b\ the magic ot his art and the

generosit\- of his disposition. His gifts and achie\ements are still alixe

in the minds of his fellow-countrxmen, and even more in their hearts.

I therefore venture, on behalf of the people of Antwerp, to express

profound and respectful thanks to His Majest\ King Baudouin, who

has gracioush accorded his high patronage to this exhibition. Many

are the representatives of our Roxal House abroad who have exerted

themselves to secure a taxourable response trom the directors ot

museums to the requests addressed to them b\ the (College ot Maxor

and Aldermen ot the (ax\ ot \nrx\erp.

1 cannot in this introtluction name all those. xx-ho ha\e contributed

in one xxax or another to the success of the exhibition. As far as the

Municipalitx' is concerned, hoxxexer, I will mention here especiallx Mr.

]. \'an Idexxijk and his successor Mrs. L. Detiege, Alderman tor CaiI-

tural Affairs.

I would also recall that both Unesco and the International (Council

of Museums have been good enough to bestoxx- their patronage on

the exhibition.



Finalh' I would address a word of thanks to m\ colleague Mr.

Defraigne, who in 1976, as Minister of Public Works, provided the

credits necessary to make it possible, from a material point of view,

for the Ro\al Museum in Antwerp to present this exhibition in the

most adxantageous conditions. The final result ot e\er\()ne's conjoined

efforts is seen in this great exhibition, which I hope will impress upon

the visitor the miracle of Rubens's art an achievement in which more

is displayed than can ever be expounded b\' human wisdom or human

speech.

R. Dh Back hr-Van ockhn
Minister for Netherlands ('ulture

in the Belgian (loxernment





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 \ear. The outline programme for the commemorative exhi-

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

lege of Mavor and Alciermen on 25 januar\ 1974, alread\- envisaged

as the "focus of attention" a major exhibition of Rubens's works, to

be held in the Roval Fine Arts Museum.

There has not pre\'iousl\' been such a comprehensi\e and s\ stemati-

callv arranged exhibition as the present one, devoted entirely to

Rubens's art and comprising finished paintings, oil sketches and draw-

ings. Man\- of the master's works have of course been seen in earlier

exhibitions such as Flemish .Xrt'ixx London (19s 5) and The . [oe of Rubens

in Brussels (1965), anci art lovers will also recall the fine collections

of oil sketches anci drawings shown respectiveh' at Rotterdam in

1953-^4 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 19^0, which included paintings, oil sketches and draw-

ings; but these were naturalh' less \'aried and comprehensi\e than the

one 1 now have the honour to introduce.

For those who were concerned in its organization this exhibition

certainh- constituted a challenge, as its success was b\ 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 man\- pictures could not be moved from their

present location on account of their size or state of conservation, or

because of the fragilit\" of the panels on which the\' are painted.

The fact that other countries were also mounting Rubens exhibitions

in 1977 might have constituted an additional problem, but it was solved

to the satisfaction 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 that as a general rule prioritv in this respect

was given to Rubens's citv of Antwerp.

That this exhibition has been organized in spite of the difticulties

referred to and of inevitable disappointments is due hrst and foremost

to the kind co-operation of so man\ museums and collectors. W'e are

deeply conscious that it has been a sacrifice for them, especiallv in

this anniversary year, to part with such priceless possessions. Some
of these are works that are normally never lent, and we are profoundlv

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 bv 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.

It is impossible to name here all the manv persons who have contri-

buted to the exhibition's success. First and foremost I would thank

Mr. ]. van Elewyck, formerh .\lderman for Cultural Affairs of the

Cit\ of Antwerp, tor his personal contribution. Next come the

members of the Exibitions \\ orking Group, who designed the overall

programme, after which smaller groups were set up for each separate

exhibition, including this one. The task of supervising the whole com-

plex of arrangements for the Rubens Year i9'77, and of acting as a

link and stimulus between the working groups and the College of

Ma\or and Aldermen, fell to the Co-ordination Committee aided by

the Budget and Finance \\ orking Group, whose role must certainly

not be underrated. The Public Relations WOrking Group has ensured

wide publicitx 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 Ministr\ tor Netherlands Culture would be

indispensable. We are therefore glad that representatixes of that

Department played an effective part from the outset in the activity

of the Exhibitions Working Group and the Co-ordination Committee.

W'e extend our sincere thanks tor the moral and financial support

proxided b\ Mrs. Rika De Backer-\'an Ocken, Minister for Nether-

Xll



lands (Ailturc in the Belgian Government. Thanks in part to her untir-

ing good oFhces with her Government colleagues, especiallv MM.
Defraigne and Olivier, successively Ministers of Public Works, the

restoration and reorganisation of the Fine Arts Museum building that

has been considered necessar\ for \ears was carried out, thus creating

the opportunitN to exhibit works lent for the occasion in conditions

that displa\' them to the best advantage. We also thank the relevant

departments of the Ministr\- of Public Works for what the\ have

achiexed in this connection in a ver\ short time.

The co-operation of the Ministr\' ot Foreign /Xttairs, especial! \' its

Direction for Cultural Relations, has been particularh \'aluable in

organizing the exhibition. We are also most gratetul tor the co-opera-

tion of Their Excellencies the /Vmbassadors in Brussels ot countries

that have sent works to be exhibited. Rec|ucsts for help were never

addressed in \ain to Belgian /Vmbassadors in foreign countries and

to their staff.

I express m\ 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 aheld, for the Rubens

Year 1977 and for this exhibition in particular.

I also thank the scientific and research staff and other personnel

of the Ro\al Fine Arts Museum, and our own Municipal Directorates

and Services. 1 would mention more particularh' the First, Fourth and

Sixth Directorate, the Serxices 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 Museum and that of

the Municipal Museums have alread\' done much preparator\- work

and are ready to assume the responsibilitx of guiding the public.

Last but not least, I would mention three members of the Working

Group concerned with this exhibition who hax-e done their utmost

for vears to make this culmination of the Rubens celebrations a rcalitx.

These arc Mrs. Ciepts, (Airator-in-CChiet of the line Arts Museum,
who had also to cope with the difiicuit jTroblems connected with the

restoration and reorgani/ation of the Museum building; Professor Dr.

Ir. R.-A. d'Hulst ot Ghent Universit\, whose ad\ ice as an outstanding

expert on Rubens was sought at a \er\ earh stage and whose \aluable

co-operation has continued e\er since; and AF Frans Baudouin, (Aira-



tor of Museums of Art Historx , who took charge of the innumerable

administrative and organi;^ational aspects of the entreprise and was

responsible for co-ordination. The energy, expertise and co-operative

spirit of these three made it possible to overcome a host of difficulties.

In conclusion 1 express the hope that this exhibition, which has come

about thanks to the co-operation of S(^ manv helpers, ma\- contribute

to a better knowledge of Rubens's work, and that the man\' visitors

will find it a source of rare enjox ment and artistic pleasure.

Leon A Detiege
Alderman for Culture and

Environment of the Cit\' of Antwerp
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Explanatory Note by the Working Committee

The purpose of the Working Committee for this Exhibition has been

to give as clear and manv-sided a picture of Rubens's work as possible.

Works ha\'e been chosen from all the various genres which the Master

cultivated, and we have endeavoured to illustrate the dexelopment of

his stvle at different periods.

The exhibition includes paintings, oil sketches and drawings, man\

of which have never, or ver\' seldom, been shown before. With a few

exceptions the\- 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 Ro\al Museum of

Fine /\rts or in other museums and churches at a relativel\' 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 man\- of Rubens's

masterpieces are dispersed in museums all over the world. We express

our especial thanks to the private collectors and curators ot museums

who ha\'e entrusted so man\' \aluable works to us. We well understand

the reasons that have made loans impossible in some cases. We are

greath' obliged to the .Ambassadors and other members of the Belgian

diplomatic service who ha\c facilitated our task b\ 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 scientihc

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 prefaced 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 di\ ision



of the exhibition itself. The works within each ii;roLip are listed chrono-

lou;icall\.

The catalogue entries give a short description of the subject of the

work in cjuestion, the date and circumstances of its origin and the

purpose for which it was intended. The bibliograph\' indicates the

names ot art historians who ha\e made a basic contribution to the

knowledge and understanding of each work. Data concerning pro-

venance show how the course of histor\ and especialh' 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 b\ a short account of the

nature and origin of the project for which the\ were designed.

The catalogue was compiled, in collaboration with Professor R.-A.

d'Hulst, b^' members of the scientific staff of the Ro\al Museum of

Fine Arts, in particular Dr. A. Monballieu, senior officer, Mr. |. 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 translation is b\ Mr. P.S. Falla.

Dr. G. Gepts Prof. Dr. Ir. R.-A. D'HUI.ST F. BAUDOUIN



The organizors of this exhibition express their gratitude to

Hf'R MAjHST^' JLIJANA QUEEN OI- THE NETHERLANDS,

for gracioush' granting the loan of a drawing b\' 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 Farbo\vsk\ , Ambassador Extraordinarx and plenipotenti-

ar\ of Austria to Belii;ium; 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 Extraordinar\ and plenipotentiary of the Democratic Republic ot

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 plenipotentiar\' of Ireland to Belgium; Mr. Folco Trabalza, Ambas-

sador Extraordinary and plenipotentiarx of Itah to Belgium; Mr. M. Fischbach,

Ambassador Extraordinary and plenipotentiar\ of Luxemburg to Belgium; Mr. Hugo
Scheltema, Ambassador Extraordinary and plenipotentiarx 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 Sovjet-Union to Belgium; Mr. Manuel Rodrigues

de Almeida Goutinho, Ambassador Extraordinary anci plenipotentiary of Portugal

to Belgium; Mr. Nuno Aguirre De Career \ 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 Extraordinar\ and plenipotentiary of Switserland to Belgium; Sir David Muir-

head, KCMd, CNO, Ambassador Extraordinary and plenipotentiarx of the L'nited King-

dom to Belgium; Mrs. Anne (A)x-(^hambcrs, /Vmbassador Flxtraordinarv and pleni-

potentiarx of the L'nitcil States of America to Belgium.

Their Excellencies Baron J. Papeians de Morchoven, Ambassador of Belgium to Aus-

tria; Mr. Ch. Kerremans, Ambassador of Belgium to Canada; Mr. |. Smets, Ambassa-

dor of Belgium to Denmark; Prince Werner tic Merode, \mbassatlor of Belgium

to Prance; Mr. R. Huybrecht, Ambassatlor of Belgium to the German Democratic

Republic; Mr. Th. De Dobbeleer, Ambassador of Belgium to the Federal Republic of



Germany; Mr. A. De X'ogelaere, Ambassador of Belgium to Ireland; Mr. A. Fort-

hommc, Ambassador of Belgium to Itah ; Mr. j. Dechamps, Ambassador of Belgium

to Luxemburg; Mr. |. Lodewyck, Ambassador of Belgium to the Netherlanils; Mr.

l". Taelemans, Ambassador of Belgium to Poland; Mr. M. \\ er\. Ambassador of Bel-

gium to Portugal; Mr. j. Herpin, Ambassador of Belgium to the Sovjet-Union ; Mr.

j. X'erwilghcn, Ambassador of Belgium to Spain; Miss E. Dever, Ambassador of

Belgium to Sweden; Mr. G. Putte\ils, Ambassador of Belgium to Switserland; Mr.

R. Vacs, Ambassador of Belgium to the L'nited Kingdom; Mr. W. \an (^auwenberg,

Ambassador of Belgium to the L'nited States of \merica.

Mr. \l. \'an I'ssel, Xmb.iss.ulor, Permanent Representatix e of Belgium to the l \l S(X);

(]ount de Kerchove de Denterghem, Former .Ambassador of Belgium to France.

\LSrRl\: Dr. Fleribert R. Hutter, Direktion, Ciemaldegalerie der .Akademie der

bildenden Kiinste, A'ienna; \\ HR Prof. Dr. Walter Koschatskv, W'irkl. Hofrat, Direk-

tor, Ciraphische Sammlung Albertina, A'ienna; Herrn Dr. Erwin Mitsch, (iraphische

Sammlung Albertina, A'ienna; W'HR Dr. Friderike Klauner, Erster Direktor, Kuns-
thistorisches Museum, A'ienna; Dr. Klaus Demus, Ciemiildegalerie des Kunsthistor-

isches Museums, A'ienna.

1^1 1 ('ll M: Andre Fexsen, Antwerp; Alartin \\ ittek, (^hief Director a. i., Koninklijke

Bibliotheek .Albert 1, Brussels; Ir. N'.uiwiingaerden, Department (Hiief, Belgian Service

for International Exchange, Koninklijke Bibliotheek .Albert \, Brussels; Private Collec-

tion, (ihent; (. Sabbe-A'ande \\ iclc, Kortrijk; Private (j)llection.

(:.\N.\D.\: Miss jane Sutherland Boggs, Director, The National Cjaller\ of Canada,

Ottawa; Gyde A'anier Shepherd, Assistant Director, The National Ciallerx of Canada,

Ottawa.

Ol.NM \RK: Dr. )orn Rubow, Directeur, Statens Museum for Kunst, Copenhagen.

I R WCl : D. Ponneau, (]het de Flnspection generale des Musees classes et controles,

Paris; ]. Facambre, (,\)nser\ atcur a ITnspection generale des Musees classes et con-

troles, Paris; Mrs. Frangoise iMaison, (^onservateur, Musee des Beaux- Arts, Arras;

Paul Baze, Conservateur, iAIusee Bonnat, Baxonne; AF Coutagne, Conservateur,

Musees de Besancon ; Airs Francoise Soulier-lrangois, Conscr\ateur-.Ailjoint, Alusees

cie Besangon; ).-AF Girault, Senateur-AIairc, A'illc de C'aen ; Alme. V. Debaisieux, Con-

servateur, Musee des Beaux- Arts, (^aen ; AF Bertrand, (Conservateur, Collection AFuicel,

Caen; P. Quarre, Conservateur en Chef, Musee des Beaux-.Arts, Dijon; Mrs. AF Guil-

laume, (Conservateur, Musee de Dijon, Palais des Etats de Bourgogne, Dijon; .Andre

Fabarrere, Depute-Maire, A'ille de Pau; Ph. Comte, (Conser\ateur, Alusee des Beaux-

.Arts, Pau ; Alichel Faclotte, (Conserx ateur en (Chef, Departement des Peinturcs du

Musee du Fouvre, i'aris; ]. 1 oucart, (Conserx .iteur, Alusee du l.ouxrc, I'aris; AF Serul-

laz, Conservateur en (CChef, (Cabinet des Dessins du Alusee ilu Fouvre, Paris; Airs.

A. SeruUaz, (Conservateur, (Cabinet des Dessins tlu Alusee du Fou\re, Paris; Airs.

A. (Cacan de Bissv, (Conservateur en (Chef, Alusee du Petit Palais, Paris; (Carlos Aan

Hasselt, Directeur, F'ondation (Custodia, Institut Neerlandais, Paris; P. (^uiniou, (.on-

serxateur iles Alusees Alunicipaux, Alusee des Beaux-Arts, (^uimper; Francois Bergot,

(Conservateur, Mu.see des Beaux-, Arts, Rennes; |. 1 a\iere, (Conservateur en (Chet,

Musees de Strasbourg; j.-D. Fudmann, (Conserx ateur, Alusee des Beaux-.Arts, Stras-

bourg; A. March, (Conserxateiu', Alusee des Be.iux-Arts, A'alenciennes.



GERMAN DHMOCR AllC HI IH BI.IC: Herr Rost, Vcrwaltungsdircktor, Staatlichc

Kunstsammlungen, Drestlen; Prof. Dr. Manfred Bachmann, Gencraldircktor, Cjcmal-

degalerie Alte Meister der Staatliche Kunstsammlungen, Dresden; Dr. A. Maver-

Meintschel, Direktor, Gemaldegalerie Alte Meister der Staatliche Kunstsammlungen,

Dresden; Werner Schmidt, Direktor, Kupferstich-kabinett der Staatliche Kunstsamm-

lungen, Dresden; Frau Kriiger, Sachbearbeiterin, Gemaldegalerie ;\ltc Meister der

Staatliche Kunstsammlungen, Dresden; H. Wiegand, Direktor, Museen der Stadt

Gotha; Mrs. Ingeburg Neumeister, Stellv. d. Direktors der Museen der Stadt (iotha,

und Leiter des Schlossmuseums, Ciotha; Dr. Ci. Winkler, Direktor, Museum der bil-

denden Kiinste, Leipzig; Dr. L. Honigmann, Dircktorin, Kunstsammlungen zu Wei-

mar; (i. Pommcranz-Licdtkc, Direktor, Kunstsammlungen /.u Weimar.

1 11)1 R \l. Kl ri hl.K.oi (,1 K\l \\^ Prof. Dr. Stephan W'act/oldt, (icncraldirckfor,

Staatliche Museen Preussischer Kulturbesitz, Berlin; Prof. Dr. Henning Bock, Direk-

tor, Gemaldegalerie 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. E,rich Herzog, Direktor, Gemaldegalerie der Staat-

liche Kunstsammlungen, Kassel ; Dr. F. Lahusen, Gemaldegalerie 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-Dieter Dube, Landeskonservator, Baverische Staatsgemaldesammlungen,

Munich; Prof. Dr. R. Steingraber, Generaldirektor, Baverische Staatsgemaldesamm-

lungen, Munich; Dr. Ulla Krempel, Oberkonservatorin, Ba\erischc Staatsgemalde-

sammlungen, Munich ; Private Collection.

IREI. AND: Sir Alfred Beit, C^o. Wicklow.

ITAI.^': Onorevolc Francesco Franchcscini, Presidentc, Comitate) di Scttore per i

Beni Storici c /Vrtistici; Prof. Salvatore Accardo, Direttorc Generale dellc /Vntichita

e Belle Arti, Ministero della Pubblica Instruzione; Prof. Annio Giostra, Sindaco di

Fermo; Prof. Dante Bernini, Soprintendente alle Galleric e Opere d'Arte dclle Marche,

L'rbino; Prof. Dott. Luciano Berti, Soprintendente per i beni artistici c storici per

le Provincie di I'irenze e Pistoia; Dott. Marco Chiarini, Direttore, Cjalleria Palatina,

Palazzo Pitti, Florence; Dott. A. Lattarulo, Commissario del Commune di Firenzc,

Palazzo Vecchio, Florence; Dott. Ilaria Toesca Bertelli, Soprintendente per i beni

artistici e storici per le Provincie di Brescia-Cremona-Mantova, Direttore, Museo del

Palazzo Ducale, Mantova; Dott. Maria Brugnoli, Soprintendente alle Gallerie ed alle

Opere d'Arte di Roma e del Fazio; Prof. Carlo Pietrangeli, Soprintendente ai Musei,

Monumenti e Scavi del Commune di Roma; Dott. Giuseppina Magnanimi, Direttore,

(jalleria Nazionale d'Arte Antica, Palazzo Corsini, Rome; Drs. Luciana Ferrara Grassi,

Direttorc, Museo e Ciallcria Borghese, Rome.

l.r X l,M Bl R(,: Artemis, S.A.

Nt.TH 1 R 1. \Nns: Dr. Simon Levy, Chief Director, Rijksmuseum, Amsterdam; Dr.

P.).). van Thiel, Director of Paintings, Rijksmuseum, Amsterdam; Dr. j.W. Nie-

meijer. Director, Rijksprentenkabinct \an het Rijksmuseum, Amsterdam; B. Haak,

Director, Amstcrdams Historisch Museum; H.R. Hoetink, Director, Koninklijk
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Warsaw; Mrs. Teresa Sulerzyska, Keeper, Department of Prints and Drawings, Biblio-
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Lisbon; Mrs. Maria Teresa Gomes Ferreira, Director, Museum Service, Fundagao
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SOMl' NOTliS ON RUBI'NS'S LIFF AND WORK

M77 Born on 28 June at Siegen, Westphalia, son of the Antwerp la\v\er Jan

Rubens ami of Maria P\pclinc\.

1598 Recordetl as a Master I'ainter in St. lAike's Ciuilcl at Antwerp, having

studied under Tobias Verhaegt, Atlam \an Noc^rt and Ottcj van Veen.

1600-08 Rubens lives in ltal\, in the serxice of the Duke of Mantua. Visits the

great art centres of the peninsula and studies classical works and the

Renaissance masters as well as contemporary Italian works. Paints several

altarpieces and numerous portraits.

1603-04 First visit to Spain, on a diplomatic mission for the Duke of Mantua.

There he achnires numerous works b\ Titian, and copies some of them.

1608 Returns to /Vntwerp.

1609 Appointed court painter to the /Vrchduke Albert and the Infanta Isabella.

Marries Isabella, daughter of |an Brant, an Antwerp law\er and humanist.

1609-10 Paints 'J'be . [doralidii of/he Mao/ for the Antwerp magistrature.

1609-21 Paints several important altarpieces for churches in and around Antwerp,

including 'I'hc Raisinj^ of /he Cross (i 610-11) for St. Walburga's and The

Pcposi/ioii (1611-14) •"<>' (^Lir Lack's church, both in Antwerp.

16 I 7 Designs cartoons t-or The I lislory of Piti/is M/is, his hrst tapestrx series.

1620 [Resigns ceiling ]Taintmgs tor the |esuit church in Antwerp.

1622-2:; Designs cartoons t^or Thi' I l/s/orx of ihv h///fcror C.oiis/ciii//in\ a tapestrx series

eommissioneil b\ Louis \lll of Lrance.

1622-2^ Llxecutes a series of pictures for the Long Cjaller\- in the Palais du l>Lixem-

boLU-g in Paris, commissioned b\ the ()ueen i\L)thcr of France and depicting

The Life of Marie cle' Medici.

1626 Death of Isabella Brant.

1627-28 Designs cartoons for I'lie 'I'ri/imfh of /he luicharis/, a set of tapestries

eommissioneil b\ the Archduchess Isabella.

1628 Secontl diplomatic mission to Spain, where he again admires Titian's works
and copies some of them.

1629-30 Diplomatic mission to F.ngland. Knighted b\ (Jiarles 1.



1630 Marries Helena, daughter of Daniel I''()urment, an Antwerp dealer in silks

and tapestries.

1630-32 Designs cartoons tor a series of tapestries depicting The Life of . Xcbilhs.

i6;o-^4 j-'nints tor Charles I of I'.ngland the ceiling tlecorations tor the l^anc]iieting

FloLise, \\ hifehall, London. Also [laints in these \ears some ot his linest

altarpieces.

1634-3^ Designs and directs the decoration of the cit\ of /Vntwerp for the State

Hntr\ of the Cardinal hifante Ferdinand.

1635 Acquires the C^hateau de Steen at Hlewijt near Vilvoorde, where he paints

man\ landscapes.

1636-38 Designs decorative paintings for the Torre de la Parada, King Philip I\'s

hunting lodge near Madrid.

1640 Dies on 30 Ma\ in his home at Antwerp.



The .Xrtist and His Wife, Isabella Brant, in the Honeysuckle Boner, Alte Pinakuthek, Munich



Thv Di'scifiil from the Cross, (^athctlral, Aiitwei



I'he Adoration of fhe Maiii, St. johns-church, Malincj



Siisaiiii I oiirweH/, National Ciallcrv, London



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 wear\ing the reader with an excess ot subject-matter." These

words are still true tochu, indeed more so than ever. Since the begin-

ning of the centur\' patient and exact research has added so man\' 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 anv 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 ma\' help to impro\'e his knowledge of the Master.

Peter Paul Rubens was born on 28 June M77. He was not an infant

prodigw True, he displa\ed a rich and promising talent at an earl\

age, but he did not spring into instant fame in the same way as the

youthful Van Dyck some years 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 any case he soon moved to Adam van Noort's studio,

where he stayed at least four \ears 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 journey to Itah and whose

painting was imbued with Renaissance humanism. \'an X'een's own



pictures were not of the first fliijht, 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 M98, after seven or ciL^ht \ ears' 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,

probabh because he was alreadv planning an educational tour of Italv,

which attracted him as it had so manv of his elders and contemporaries.

No doubt his master, who had himself made the journev, encouraged

Rubens to undertake it; moreover the artist's father had spent seven

\ears in Italv and his eldest brother fan Baptist had died there. Rubens

set out in 1600, shortlv before his twentv-third birthdav. He was better

equipped for the journcN than most \oung artists of his dav, not onlv

because of his talent but because he spoke Italian, was a Latin scholar

and was familiar with the principal authors of antiquitv. It was not

surprising, therefore, that within a few months of his arrival in Italv

the Duke ot Mantua, \ incenzo 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 b\ a genuine appreciation of beautv.

Rubens's duties at Mantua included cop\ing 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 Itah . Rubens made two long sta\s in Rome, visited

X'enice more than once, became thoroughly acquainted with Florence

and Genoa and got to know other art centres near Mantua such as

Milan, \'erona, Padua, Pisa, Lucca and Parma. Few painters acquired

a comparable knowledge of the wealth of art treasures in the peninsula.

Rubens worked indefatigabh , recording his impressions in drawings

that he kept in portfolios for later use. He became an expert on Roman
antiquities - gems, statues, sarcophagi and the Palatine ruins. F!,\er\'

feature of the Italian Renaissance excited his curiosit\ . The voung

Rubens admired the splendour of \'enetian painting: the luxuriant col-

ours of \'eronese, 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



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, Raphael and Titian in the Duke of Mantua's collec-

tion, and retained a lifelong memory of the Palazzo del Te, 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 yet balanced

vision and admired the skill and repose of Cigoli's altarpieces, while

his Flemish feeling for nature was attracted h\ Caravaggio's emphatic

realism. In Annibale Carracci's Galleria Farnese in Rome he not onh

found a new and magnificent decorative system, full of brightness and

strength, but also a synthesis of all the great painting of

sixteenth-century Italy: 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. Especially in his early years, 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 Pieter Bruegel, also played

a large part in inspiring his work.

Rubens's visits to other parts of Italy, and also to Madrid in 1605,

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



Itah he intended to return there, but in fact he never again saw the

countrx' to which he had become so attached. For the time being,

various circumstances combined t(^ keep him in the Netherlands. The

Tweh'e-Years' Truce of 1609 brought peace to the land for the first

time in over fort\' \ears, 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. thev allowed him

to go on painting at Antwerp and did not require him to move to

Brussels where the court was. Finallv, and this was perhaps the decisive

factor, Rubens fell in love with the eighteen-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 earlv sixteenth-centur\' house to which he

added a studio in Genoese st\le, adorned w^ith 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 ecoqomic power

during the long years of war, but its cultural life was still vigorous

and man\-sided. Besides Rubens, man\' other talented painters helped

to give it fresh impetus: Jan Breughel, with whom he was closelv

associated, Ach'iacn Brouwcr, whom he greath admired, the masterh

animal painters hrans Snijders and Paul de \'os, the somewhat younger

Jacob Jordaens, who was to paint robust, impetuous scenes of popular

Flemish life, and the hrical Van D\'ck, who was Rubens's assistant

at an earh' stage of his brilliant career.

Rubens's fame had preceded him from Itah, and he was entrusted

with important commissions directly after his return. (3ne of these,

lor the Hall of State in the Antwerp town hall, was The .Xdoration

of the Magi^ a subject to which he reverted on several occasions. Abra-

ham Janssens painted Scaldis et .Xnlrerpia (The Scheldt and Antwerp)

to decorate the same apartment, and we ma\ assume that both works

were ordered in connection with the negotiations that were held there

and led to the TweKe-\'ears' Truce in the war with Spain. Most of

RLibens's commissions, howexer, were for altarpieces, 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 an\

other period of his life. The first of theSe were The Adoration of the

Shepherds and The Glorification of the Eucharist^ both now in St. Paul's

at Antwerp. Much more important works, however, are The Raising

of the Cross (1610-11) and The 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 The 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 seems

to parade all his new-found powers. The Deposition is marked bv

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

Juno and Argus and the powerful, impressive Prometheus Bound.



Rubens soon became so famous that, besides orders from his coun-

trymen, foreign commissions flowed in from every direction: the King

of France (Louis XIII), the Prince of Wales (the future Charles I), 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 paindng 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/una delpennello. 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 w^e admire the beauty and

variety of these preliminary works, we must not forget that they always

played 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 The History of

Decius 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 beginning of 162 1 and that

Rubens must paint the sketches himself, though his assistants might

10



help with the final execution. The ceiling paintings, set in wooden

coffers, were all destroyed by fire in 171 8. The oil sketches, manv

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 b\' 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 energy, 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 The History

of the Emperor Constarrtine. 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 twenty-five pictures

representing the events of her life in metaphorical and allegorical style,

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 162 1 : "Each

one according to his gifts: m\- endowments are such that I have never

lacked courage to undertake any design, however vast in size or diver-

sified in subject."

Another commission, this time from the Infanta Isabella, daughter

of Philip II of Spain, gave him a fresh opportunit\' to indulge his prefer-

ence for grandiose compositions. Isabella, now in middle age, wished
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to make a roval 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 naturallv 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 Hucharist^ 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 1625, 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 onh' hope la\' in a treaty 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 1629-50 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 I 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 The 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 lieht resolves the local colour into
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a sparkling multiplicity of separate elements, inspired Rubens to con-

tinue in the direction he had already chosen. From this time on his

touch became freer and more rhythmical, his forms lighter, more fluent

and animated.

In 1626, after seventeen years of marriage, Rubens's wife Isabella

died. Their only daughter, Clara Serena, had died three years 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 happy 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 The

San Ildefonso, commissioned by the Archduchess Isabella for

Saint-Jacques-sur-Coudenberg in Brussels, and The Madonna with Saints,

painted to adorn Rubens's own memorial chapel. In addition he con-

tinued to paint large cyclical 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 bv Rubens's father-in-law Daniel

Fourment, who was a well-to-do tapestry dealer.

Some \ears before, it was indicated to Rubens that the English court

intended to call on his scr\ices 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 I, 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.
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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 IV. 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 years of his life Rubens received two more commissions

of special importance. His great patroness the Archduchess Isabella

died in 1633, and Philip IV 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 Ger-

many, but on 17 April 1635 he finally made his Joyous 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 displayed 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 b\' Rubens.

Rubens received his last major commission from Philip IV of Spain,

a great admirer of his work, who ordered a set of pictures - mostly
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mythological subjects from Ovid's Metamorphoses, but including some

hunting scenes and animal pieces - to decorate the Torre de la Parada,

a new royal 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 roval 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 Te, which he admired so much in his vouth.

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, w^hile Pieter Snayers painted some landscapes with a staffage of

hunting scenes. The whole series was despatched to Madrid bv the

beginning of 1658. 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 stvle in his latest period: golden in tone

and loosely executed in a free, flowing style, thev testify to the strength

and unimpaired liveliness of his imagination.

After Rubens's important diplomatic journevs 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 abudantlv expressed in his symbolic paint-

ing The 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 Hght 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
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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 svmpath}' 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 Dionysiac 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 years, with the youthful Helena Fourment bv his

side, Rubens was able to keep old age at ba\', 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 melancholv 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 health began to fail. His attacks

of gout grew more frequent and rapidlv 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 b\' his versatility and

power of execution. There is no other instance in the historv 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 b\' admiring

colleagues. The ablest of these understood his purpose and were in-

spired b\' the deeper meaning of his robust, impetuous art; weaker

personalities, discerning only superficial features, imitated these and

often sank into a dull, anaemic style. 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 swav accordingly.

In the three centuries since his death he has sometimes been extrava-

gantly praised and sometimes much over-criticized, but never for-

gotten. W'atteau in the earh eighteenth centurx admired Rubens's
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work, copying 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 Cezanne 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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CATALOGUE
Paintings and Oilsketches





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 youth, beset by the temptations of Bacchus and Venus, has sunk

to the ground and is on the point of \ielding; but Minerva and

Chronos, guardians of wisdom, appear in the nick of time, and their

victory is presaged bv the genii who are seen on the right.

The subject derives from an engraving bv Pieter Perret executed

before 1585, to a design by Rubens's teacher Otto van Veen.

Although it bears Van Veen's monogram, the stvle of the painting

is more plastic than is usual with him, and we mav suppose that

the young Rubens had at least some part in it. The picture mav

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 OT^.

Bibl. : F.AL Haberditzl, Die Lebrer des Rubens, in Jahrbnch der kunstlnstorischen Samm-
limgen des allerhochsten Kaiserhauses, XXVII, 1908, pp. 209-13; ). Miiller Hof-

stede, Ziir - bitirerpener hriib^eit von Peter Paul Rubens, in Miinchener Jabrbucb

der hildenden Kilnste, 1962, pp. 179-215.

Prov. : Owned by Queen Christina of Sweden.

Nationalwiiseum, Stockholm





THE CONVERSION OE ST. PAUL

Paul, at that time still named Saul and a persecutor of the Christians,

was on his way to Damascus when he was thrown violently to

the ground and heard a voice saying: "Saul, Saul, why persecutest

thou me?" {.lets, 9: 1-9; 22:6-10; 26: 12-20).

in accordance with tradition Saul is shown on horseback, while

Christ appears in a dazzling light in the clouds. This earl\ work

is inspired bv an engraving (1545) by Eneo \'ico after Francesco

Salviati and bv Leonardo da Vinci's Battle of .bighiari; other details,

including the figure of Christ, are still reminiscent of Rubens's master

Otto van \ een. It was J. Muller Hofstede who, in 1964, hrst assigned

the work to Rubens and to his Italian period, c. 1602.

Panel, 72 : 103 cm.

Bibl.: J. Muller Hofstede, .J/; Early Rubens Conversion of St. Paul. The Be^/nn/n^

of his Preoccupation with Leonardo's Battle ofWnohiari, in The Burlinoton Maga-
!^ine, C\'l, 1964, pp. 95-106.

Prov.: Roose familv, Antwerp.

Private collection, Courtrai ( Kortri/k)
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ST. SEBASTIAN

The well-known legend of the young Roman officer and mart\r,

popularized b\ Jacopo de Voragine {Leoenda .h/rea, I, cols. 170-1),

is derived from the . k/a of Sebastian, erroneously ascribed to St.

Ambrose. He is stated there to have been a centurion whom the

Emperor Diocletian in 287 condemned to be shot b\ archers; as he

did not succumb to his wounds, he was finalh' clubbed to death.

The martyr is here seen transfixed b\' 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 probabh' of Italian origin: it occurs in the same position

and similarly emphasized in Titian's \/. Sehcisfiaii in the Hermitage

at Leningrad.

The paintmg undoubtedl\- belongs to Rubens's Italian period; the

style ma\ be compared with that of The Baptism of Chris/, a drawing

off. 1604 now in the Lou\re in Paris (see No. 121).

Canvas, 153: 118 cm.

Bibl. : f-.M. Haberditzl, S/zidicn iihcr Rubens, in fahrbuch ckr kiislhistorischeu SciMwliiniieii

(ies iilkrhochskii KciiserbciHsi'S, XXX, 1912, p. 259; C/tick, pp. 375, 409; /:/ers,

1942, p. 143 ; Erirs, 194}, pp. 151, 202 ;
(.'. Norris, Review of 1,. \an Pli\ \cIcIc,

Lci pc/iit/ire fliiniaiuk a Rome, in Ibc B/ir/hiofon Alava^/'i/e, \C\\ 1955, P- loH;

HeM, p. 98; BMrdiard-cl' Hii/sf, nj6^, pp. 54, iio; Mieglu', Saints, II, pp.

147, 148, No. 144.

Prov.: Cardinal Neri Corsini (168 5-1 770); acquired by the Italian Ciovcrnmcnt from
Prince Tommaso Corsini, 1884.

Galkria Nationale d' Arte .intica, Pala^^^o Corsini, Rome
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HERO AND LEANDER

Leander swam nighth' across the Hellespont from Abydos to Sestos

to see his beloved Hero. She lit a lamp to guide him, but one

night it blew out, he failed to reach Sestos and was drowned. Hero

in despair threw herself into the sea. (Ovid, Heroides, i8, 19).

The naked, swollen body of the dead Leander occupies the centre

of the composition. He is surrounded by thirteen Nereids, swimming

in a stormy sea.

This work was ascribed to Rubens in 1958 by M. Jaffe, who
assigned it to his Italian period. The date 1604-05 is generally

accepted. Several sheets of study drawings, especially for the Nereids,

have survived.

Canvas, 95,9: 127 cm.

Bibl.: M. Jaffe, Rubens in Italy: Rediscovered W'^orks, in Tbe Burlington Magazine,

C, 1958, pp. 418-21; J. Miiller Hofstede, Some Early Drawings by Rubens,

in Master Drawings, II, 1964, pp. 8-10; M. Jaffe, -A Sheet of Dran'ings from

Rubens's Italian Period, in Master Drawings, \iii, 1970, pp. 42-51.

Prov.: jVIrs. Carlsson; Mrs. Frederick W. Hilles.

) ale I 'niversity .irt Gallery, Gift of Susan Morse Hilles, Neir Haven, Gonnecticut
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THE ENTOMBMENT

Although this painting is generally called The Hntombwent^ it is in

fact a hamentation (the scene after the Descent from the Cross and

before the Entonihment). The body of Christ is surrounded b\ the

Virgin, bending over his face, Mary Magdalen clasping his ankles,

Joseph of Arimathea, Nicodemus, St. John and some lamenting

women.

The picture bears on its back the seal of the noble Roman familv

of Colonna, and it is listed in the inventory, dated 1783, of art

treasures in the Colonna palace outside Rome. In 1605-6, when

Rubens was in Italv, his breather Philip was secretary and librarian

to Cardinal Ascanio Colonna (i
5 59-1608), and it may be supposed that

the picture was painted then and was commissioned by the Cardinal.

A larger work for which it miiiht have served as model is not known

to exist.

(loppcr, 28,2 : 24,4 cm.

Bibl.: (^at. Exh. lioltcrdaw, kjjj-j^, pp. 52, 33, No. 2.

Prov.: (.ardinal .\scanio (Colonna ( 1 5 59-1608)? ; Palaxzo (Jilonna, Rome, 17B3; pre-

sented in 1798 by Prince Philippo Colonna, Duke of Paliano, to the painter

Giuseppe Cades (1750-99); Harrv G. Sperling, New York.

(./iwwcr GilI/cry of . Ir/, /cickso/int/c, I lor/dn
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GIAN-CARLO DORIA ON HORSEBACK

A portrait of Gian-Carlo Doria, Duke of Tursis, born at Genoa

in 1 5 77, 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 III of Spain, and his breastplate

accordinglv bears the cross of the Order of St. James of Compostela.

Some elements of the painting are symbolic, e.g. the eagle's nest

in the tree, which figures in the arms of the Doria familv. The

portrait was certainh painted in Rubens's Italian period.

Canvas, 265 : 188 cm.

Bibl. : R. Longhi, L'n ritratto eqHcstn del/' epoca oeiwvese del Rubens, in .\nniiaire des

Alusees Rqyaux des Beaux-Arts de Belgicjiie, II, 1939, pp. 123-30; J. Miiller

Hofstede, Rubens' St. Georo und seine friihen Reiterbi/dnisse, in Zeitscbrift fur

Kunstgeschichte, XXMII, 1965, pp. 84-90; Huewer, Portraits /, No. 10.

Prov. : Doria family, Genoa; inherited bv the Doria d'Angri branch in Naples

in the first half of the nineteenth centurx'; Doria d'Angri sale, Naples, 27

February 1940, lot 172; sold to Hitler bv Mussolini's order; traced in Ger-

many and restored to Italy, 1948; Ufhcio Recupero, Rome; on loan to

the Palazzo Vecchio, Florence.

Soprinlendeui^a per i Beni . Irtistici e Storici per le Provincie di Piren^^e e Pistoia, Florence
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MARCHRSA BRIGIDA SPINOLA DORIA

Horsin Deon noted in 185 1 that this portrait was formerly inscribed

on the back: Brigida Spinola Doria, . 1//w Sal. 1606, Aet. Suae 22,

P.P. Rubens tf. The same inscription, except for the artist's name,

figures on a lithograph made after the painting in 1848 bv

Pierre-Frederic Lehnert: this shows the iMarchesa (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 c. 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 Dvck imitated when he came to work

there fifteen vears later.

C]anvas, 1)2,2:98,7 cm.

Bibl.: Horsin Deon, De la conscrrcil/oii et de la resta/irafion des tableaux, Paris, 1851,

pp. 54, 35 ; Rooses, W
, p. 273, No. 1064; K. Bauch, Beitrdoe \^iir Rnhtnsforschiiir^,

in Jabrbiich der prtiissiscbun K/instsawml/iir^cii, \XXX\', 1924, p. 190; L. Bur-

chard, Gen/ies/sche Ira/wnb/ldiiissf von Rubens, in /abrbiich der preiissiscben Kiiiist-

samnilunven, I., 1929, pp. 321-3; Gor/s-Held, p. 26, No. 2; M. jatYc, Sowe

Recent .\cqiiisilions of Seventeentb-C.entiiry I lewisb Paintinv, in National Gallery

oj .Art, Report and Studies in tbe History of Irt, 1969, pp. 26, 29, 35, n. 59;

llnewer, Porlriuls /, No. 41.

Prov. : Bertram Curric, Minley Manor, Hampshire; Duvcen Brothers hic, New-

York; Samuel H. Kress Collection, 1961.

National Gallery oj . Irt, San/iiel II. Kress Collection, 11)61, \\"asbin;.!^lon
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SUSANNA AND THE ELDERS

Susanna, a Jewess living at Babylon, was accused of adultery bv

two elders of Israel who had tried in vain to seduce her; she was

condemned to death, but was saved at the last minute b\' the sagacity

of Daniel, the future prophet {Daniel, 13:1-65).

The painting shows the naked Susanna surprised in her bath b\'

the two elders. Rubens depicted this scene many times, and several

versions are preserved. The present, as far as is known, is the earliest;

it was painted during his years in Italy. See No. 33.

8

Canvas, 94: 66 cm.

Bibl.: K.d.K., p. 19; A. Dc Rinaldis, 1 .11 Calh-ria Ronibt'sc in Rowii, Rome, 19^9,

p. 41; Paola della Pergola, Gallcria Burghese. I Dipiiiti, II, Rome, 1959, pp.

183, 184, No. 273; Paola della Pergola, /-'./-'. R/ibens c il tenia della Susanna

al bagno, in Bulletin van de Koninklijke Alusea roar Scheme Kiinsten van Belgie,

1967, pp. 7-22.

Prov. : In the Villa Borghese from the hrst half of the seventeenth century.

Musecj e Galleria Borghese, Rome
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RUBENS AND HIS MANTUAN FRIFNDS

This group portrait raises several perplexing questions as to the date

of execution and the identity of the figures. The only certain facts

are that the man facing the spectator is Rubens himself; Mantuan

motifs are visible in the background landscape; and the work was

painted during Rubens's stav in Italy.

Can\'as, 77,^ : 101 cm.

Bibl.: K. Cicrstcnbcrs^, Riibois in/ Krcisv .wiinr ro/z/isfhcn Cifiihr/cii, in Zcilschrifl f/ir

Kunstgeschichti\ I, 1952, pp. 99-109; Cj/iick, pp. 392, ^9^; livers, 1942, pp.

27, 459, 463; livers, 194 j, pp. 321-6; H. Kaufmann, Peter Paul Rubens in/

Licht seiner SelbslbekeniUuisse, in W iillriif-Riil.i(ir/::^-/(ihrb/iili, X\'ll, 1955, p. 181;

W.j. Miiller, Ptis Selbstbildiiis des R/tbens //lit seinen Mant/uiiier Ire/mden, in

Kunstgescbicljtliche Gesellschcift i:;u Berlin. Sit:^iingshericljte, N.F., Heft 11, October

1962-May 1963, pp. 5-7; H. Vey-Annamaria Resting, Kcitaloj;^ der niederldn-

dischen Ce//idlde von 1 jjo bis 1800 ii// \X'allraf'-Ricbart-:{-Miiseiir/i nnd i/// offentlichen

Besit^ der Stadt Kiiln, Cxjlognc, 1967, pp. 94, 95, No. Dep. 248; I. Bini, In
Rubens del penodo Mantovano a (.olonia, in Civilta Mantovana, \III, 1974, pp.

293-303; Huenier, Portraits I, No. 37.

Prov.: Lord B\ron, Ncwstead /\bbe\, sold March 1722?; G.T. Biddulph, Pctcrs-

nam; Dr. Vitale Bloch, Berlin; Eugen Abresch, Ncustadt an der Haardt;

loaned by the I'ederal Republic of German\.

\\ 'alIraj- Ricliartq^-M/ise/i/// , Cioloone
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THE G()NZAGy\ FAMILY ADORING THE TRINITY

While at Mantua Rubens painted for Duke Vinzenzo I Gonzaga

three large pictures for the Cappella Maggiore in the former Jesuit

church of the Santissima Trinita : The Gon^aoci family adoring the Trinity,

which was to be placed over the altar, and, for the side-walls of

the choir. The Transfiguration (now at Nancy) and The Baptism of

Christ (now at Antwerp). These paintings, begun in August 1604

at earliest, 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 I 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 Felice 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.
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FERDINANDO, SON OF VINCENZO I GONZACiA lO

This portrait, published bv C. Norris, is a fragment of Tbc Go/7!(aoa

family adoring the Trinity^ formerly in the church of the Santissima

Trinita at Mantua, which showed the sons of Duke Vincenxo I kneel-

ing on the left beside their father (see p. 41). l^'erdinando, aged

seventeen, wears a black, white-collared doublet embroidered with

a Maltese cross. His head is seen against the background of a halber-

dier's red cloak with gold ornamentation. A leg clad in armour can

also be seen behind him, showing that the boy was in a kneeling

posture.

Canvas, 48 : 38,2 cm.

Bibl.: Ch. Norris, The Temf^/o dclla Santissima Trinita at Mantua, in Tlw B/ir/inoton

Maiia:;-ii/(', (,X\'II, 1975, pp. 73-9-

Prov.: Private collection, I'.nglancl.

Privati' collection, W'asscnaar, Netherlands
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A SON OF VINCF^NZO I GONZACA II

A fragment of The Gon^aga family adoring the Trinity, formerly in

the church of the Santissima Trinita at Mantua, which showed the

sons of Duke Vincenzo I kneeling on the left beside their father

(see p. 41). There is disagreement as to which son is here portrayed.

Traditionally it is supposed to be l>ancesco, but C. Norris believes

it to be the \'oung Vincenzo. In the right background can be seen

the arm and Maltese cross of Ferdinando, another son of the Duke

(see No. 10).

Can\as, 67 : 51,^ cm.

Bihl.: M. Jaftc, //v Dccnised Yaiiii'^ Dnkc iif Maiii/ui's Bro/htr, in The B/ir/hiiilon

Magai^iiw, Clll, 1961, pp. 574-8; (]. Norris, TIjc 'I'cwpio cklla Saiilissima 'iiiiiilh

at Manilla, in ibc Hiirliiv^loii Ma<ia:^iin', (,X\ li, 197^, pp. 75-9.

Prov.: In the possession of the Vienna museum since 1908.

KiiiistbisIorischi'S Museum, I ii'inia
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A HALBERDIER

Fragment of The Gorii^aga family adoring the Trinity, formerh in the

church of the Santissima Trinita at Mantua (see p. 41). This figure,

of which only the head and the left arm remain, was most probably

on the extreme left of the original composition. In the background

is a fragment of a Salomonic column, a frequent motif in Rubens's

work. Columns of this shape, believed to come from the Temple

in Jerusalem, were in old St. Peter's in Rome and were much

admired bv the archaeologists of Rubens's time. See No. 122.

12

Canvas, 128:69 '^'^•

Bibl.: M. Jaffe, The Deceased Yo/tiii^ Duke of Mantua s Brother, in The Burlington

Maga-:^ine, Clll, 1961, pp. 374-8; Frances Huemer, Some Observations on Rubens'

Mantua l/tarpiece, in J'he Art Bulletin, XLXlll, 1966, pp. 84, 85; J.S. Held,

Letter to the Editor, in The .\rt Bulletin, XlAUl, 1966, pp. 468-9; C. Norris,

The Tempio della Santissima Trinita at Mantua, in The Burlinoton Maoa-:;^ine,

cwii, 1975, pp. 75-9-

Prov.: Church of the Santissima Trinita, Mantua.

Aluseo del Pala;^:;;o Pucale, Mantua
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A SON OF VINCENZO I (JONZAGA I3

This portrait is to be compared with one in Vienna (see No. 11)

which formed part of The Gon^^aga family adoring the Trinity: in that

painting, formerly in the church of the Santissima Trinita at Mantua,

Duke Vincenzo and his sons were depicted kneeling together (see

p. 41). M. |affe, who hrst published the portrait and ascribed it

to Rubens, believes it to be of 1 rancesco, the eldest son, who suc-

ceeded his father as fifth Duke of Mantua.

Canvas, 67,3 : ^7,2 cm.

Bibl.: Rooses, W
, p. 209, N(i. 985; M. Jafte, The Deceased Yrj;mo Duke of Mantua's

Brother, in The Burlington Maga^^ine, GUI, 1961, pp. 574-8; C. Norris, The

Tempio della Santissima Trinita at Mantua, in Tl)e Burlington Magazine, CW'll,

1975, pp. 73-9; Huen/er, Portraits /, No. i v

Prov.: Kina; Charles I of England; purchased bv Mr. Bass in 1649; first recorded
in the Saltram collection in 18 19.

The Xational Trust (Saltram), Plympton
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THE CIRCUMCISION I4

The Virgin, seated left of centre, averts her gaze from the pain

inflicted on her son. Beside her are two women looking up to heaven,

as angels hover round a dazzling light that breaks through the clouds.

On the right is the priest performing the operation, with two assist-

ants; Simeon stands behind. On the far left are three women
onlookers, one with a child.

A careful modello, executed c. 1607, for the altarpiece still in the

Jesuit church of Sant' Ambrogio at Genoa, which was commissioned

bv the Marchese Niccolo Pallavicini, banker to the Duke of Mantua.

Canx'as transferred to panel, 105 : 74 cm.

Bibl.: Rooses, I, pp. 201-3, under No. 156; R. Eigenberger, Die Genjdidegalerie

der -Xkademie der hildeiideii Kiinste in W'ien, Vienna-Leipzig, 1927, pp. 346,

347; J. Muller Hofsrcde, Bi/diiissc mis Rid)ens' Ilci/ienjcdjn\ in Jeibrb/nh der

Staatlichen Kunstsaninilungeii in Bciden-Wiirttenberg, II, 1965, pp. 89-154.

Prov. : Very probably identical with the work of the same title recorded in Rubens's

estate at his death; appears in David Teniers's painting of \rchduke Leopold

Wi/lici/// risifino his oa//ery, now in the Prado at Madrid; Count Anton
Lamberg-Sprinzenstein, Vienna, who bec]ueathed it to the Academv in 1821.

Cewd/deua/erie der . Ikcrdemie der hi/denden Kiinste, \ ienna
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ST. GREGORY THE GREAT WITH OTHER SAINTS I5

In 1607, during his sta\" 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-davs. Rubens

was to paint a picture for the high altar showing this Madonna

being worshipped bv the patron saints of the church. When the

panel was completed and installed, however, it proved to be too

shinv, 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 year, in

St. Michael's Abbey (which no longer exists). The panel is now
in the Grenoble museum. 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

^iicchetto, 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 n'ith St. George, which Rubens had had an oppurtunit\ of

admirino; at Modena near Mantua. See No. 16.

Ginvas, 146,5 : 120 cm.

Bibl. : L. Burchard, Ski::^::^ai cks jimoeu Riibais, in Sit^^/iuosbenchfe der kjiiistoi'schicbtlichen

Gese/lschaft Berlin, October 1926-May 1927, p. 2, No. 3; Evers, 194J, pp.
1 1 1-4; Cat. Exh. Rotterdam, ic)j^-j^, p. 54; l^ljeghe, Saints, ll, pp. 54, 55,

No. io9d.

Prov.: King Frederick II of Prussia; Schloss Charlottenburg, Berlin; Neues Schloss,

Potsdam. On permanent loan in the Berlin museum since 1966.

Staatlicbe M/isccii Prc/issischer K/zltz/rbesit:;^, Ccwaldej^alerie, Bcrlin-W est
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MADONNA WORSHIPPED BY ANGELS l6

In 1607 Rubens painted a S/. Gregory the Great ivith other saints for

the high altar of the Chiesa Nuova in Rome, also called Santa Maria

in Vallicella. When installed, however, the painting did not meet

with approval as it was too shin\', so he undertook to replace it

(see No. 15). This he did with three separate paintings: one for

the high altar itself, showing the Madonna worshipped bv angels,

and two pictures of three saints apiece to decorate the walls of the

apse on either side of the altar. All three were painted on slate

to minimize the reflection of light. The work seen here is an oil

sketch for the main painting, which was completed in 1608 and

is still in place o\'er the high altar. See No. 125.

Canvas, 86:57 cm.

Bibl. : K.d.K., p. 24; R. ELigenberger, l^ic Gematdeonli'rie di-r Ikadewic der hildendeii

Kiinste III W'leii, \'icnna-Ecipzig, 1927, pp. 354-6; hrers, 194^, p. 117; Hetd,

pp. 100, loi. No. 17.

Prov. : Count .\nton Lamberg-Sprinzenstcin, X'ienna; bequeathed bv him to the

\cadem\ in 1821.

Gcmdideiicilerie der . Ikadcmic der hiIdenden Kiinste, \ ienna
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THE ADORATION OF THE SHEPHERDS

Rubens painted this .idoration of the Shepherds in 1608, during his

sta\' in Italy, for the Oratorian church of San I'ilippo Neri at Fermo,

which was consecrated in 1607. The grouping of the figures, and

the light radiating from the Child, are inspired b\ Correggio's .Ado-

ration of the Shepherds at Dresden, which in Rubens's time was in

the church of San Prospero at Reggio Emilia. Caravaggio's influence

is seen in the sharp contrasts of light and shade and in the colour-

scheme, which consists chieflv of brown tones.

In 1608-09, shorth atter his return to Antwerp, Rubens repeated

this composition in a large canvas of the same title which, how^ever,

is much freer and more powerful in stvle; it is now in St. Paul's

church at Antwerp. See No. 127.

17

Can\as, 300: 192 cm.

Bibl.: R. Loni^hi, La ' Noffe' del Rubens a t'lrn/u, in I ita Artistica, 11, 1927, pp.

191-7; L. Burchard, -ilciini Dipiiili del Rubens net periodo italiaiio, in l^/nacokca,

1, 1928-29, pp. 1-2; L. Van Puyvelde, Rubens' ' .\anhidding dour de Herders'

fe Antwerpen, in Jcuirboek ran Ijet Koninklijk Museniii roor Scbone Knnsfen te

Antwerpen, 1942-7, pp. 83-7, M. Jaffe, Rnbens and the Oratorian lathers, in

Proportion}^ IV, 1963, p. 209 e.v.

Prov. : Church of San Filippo Neri, Fcrmo.

Miiseo C.ivico, lenuo
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THE ANNUNCIATION l8

The angel appears to Marv as she is kneeling at a prie-dieu. She

rises to her feet, one hand still on her prayer-book, the other raised

in a gesture of surprise. The angel, kneeling on one knee, addresses

her with reverence. The Holy Spirit descends towards Mary in a

blaze of heavenl}' light; it is accompanied bv five hovering cherubs,

two of which scatter roses and lilies over the Virgin.

Rubens, who married Isabella Brant on 3 October 1609, was a

member of the Antwerp 'Sodahtv of Married Men', an association

run bv the Jesuits and devoted to the Annunciation. He painted

the present work for the Sodalit\ in c. 1609-10. A preliminary oil

sketch is in the Ashmolean Museum at Oxford (see No. 19).

Canvas, 224:200 cm.

Bibl.: Rooses, 1, pp. 185, 186, No. 143; Oldciibo/iro^ pp. 91, 92; L. Burchard, .V/€/>~w

dcs jii)}'^fn R/iIh'iis, in Sit-::;/mosherichtc di-r kj/iisf}ii'scb/ch//ich('ii Ccsc/hcbuft Berlin,

8 October 1926, p. 2, No. 6; Gliick, p. i^6; Iiirrs, 194 j, p. 206.

Pro\. : Protessed House ot the Jesuits at Antwerp; acquired thence in 1776 h\

the Empress Maria Theresa.

Kinisthistorischi'S M11sen///, 1 ii'iiiia
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THE ANNUNCIATION I9

A preparatory oil sketch, ascribed to Rubens bv L. Burchard, for

The . \)uumciation in Vienna (see No. 18). The latter work was painted

c. 1609-10 for the Married Men's Sodality in Antwerp.

Panel, 44 : 3 3 cm.

Bibl.: P. Buschmann, Riihens eii \'aii Dyck in bat Asbniolean Museum te Oxford,

in 0//~f AV/z/.f/, XXIX, 1916, pp. 8-13; (.'ci/ii/ooiic of Paintings in tlw \shwokon

Al/isc/iM, ( )xfc)rc], s.a., p. 90, No. 380.

Pr()\-.: (Chambers Hall (Southampton ami London, 1786-185^), who l-)ct|u cat lied it to

Oxford Universit\.

TIjc .isljwo/cun M/tsc/iw, Oxford
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SAMSON BETRAYED BY DELILAH 20

Human hair plavs an important role in magic and religion. Primitive

men believed that the soul resided in all parts of the bod\-; the

hair was regarded as particularly important, and even as the main

seat of vital strength. This is illustrated by the Biblical storv of

Samson and Delilah {Judges, 16:1-21): through Delilah's trcachcrx

Samson was made drunk and shorn so that he lost his great strength.

The painting shows the befuddled Samson Iving at Delilah's feet,

his head in her lap. A Philistine, aided b\' 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 c. 16 10 belonged to Nicolaas Rockox, ma\or of

Antwerp and Rubens's friend and patron. Rockox died on 12

December 1640, and the work is mentioned in the inventorv of

his estate: "In the large parlour: An oil painting on panel, framed,

representing Samson and Delilah, the work of Signor Rubens". Frans

II Francken (i> 81-1642) depicted it above the fireplace in his painting

of Burgomaster Rockox's Art Gallery in Munich.

A preparator\- cirawing h\ Rubens is in the collection of Professor

I.Q. van Regteren Altena, Amsterdam (see No. 129), and a modello

is in the Cincinnati museum.

Panel, i8^ : 205 cm.

Bibl.: L. Burchard, in Gl/ick, p. 382; Evers, 194^, pp. 151-66; D. Rosen and

J.S. Held, , J Rubens Discovery in Chicago, in The journal of the Walters . \rl

Gallery, XIII-XIV, 1950-51, pp. 70-91, Cat. Exh. Rotterdam, icjj)-J4, pp. 37-9,

under No. 6; Bnrchard-d' Htilst, 1956, pp. 46, 47, under No. 32; Held, p.

103, under No. 24; Biirchard-d' Hiilst, 196 j, pp. 79, 80, under No. 46; Madlvn
Kahr, Del/lab, in I'be . 1/V Bulletin, Ll\', No. 3, 1972, pp. i<)s-l-

Pro\ .
: Nicolaas Rockox, maxor of Antwerp (d. 1640); Prince of Liechtenstein,

Menna; A. Neuerburu;, Hamburo;.

Private collection
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THE MIRACr,!' OF ST. WALBURGA 21

This painting illustrates a storv first met with in the I'^ita S. IV^a/huroae

bv Philipp von Rathsamhausen, Bishop of Hichstatt in Bavaria from

1306 to 1322. This author relates that the saint, who was of E,nu;hsh

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 prayers 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 Ra/sh{o of the Cross (commissioned in 16 10) in

St. Walburga's church at Antwerp, until they were replaced, between

1755 and 1757, by the new marble border b\' 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 The Burial

of St. Catherine, are not at present known. However, the pedigree

of The Miracle of St. Walburgci, which was at one time in the collection

of the painter Jacob de Wit, can be traced almost without interruption

from St. Walburga's church to the Leipzig museum.

Panel, 75,5 : 98,^ cm.

Bibl.: S. Heiland, Tiro R/ibciis l^aint'ni^s rcljah/li/dtccf, in The Riirl'DV^Ion Miioci:^im\

CXI, 1969, pp. 421-7.

Prov.: St. Walburga's church, Antwerp; purchased thence bv Jacobus de Roore,

The Hague; Jacob de Wit, Amsterdam; Johann Zacharias Richter (Leipzig,

d. 1764); Johann Thomas Richter (Leipzig, 1728-83); Johann IVicdrich

Richter, sold at Leipzig in 18 10; Fischer (artist), sold at Leipzig, 8 AL-n

1820; Speck von Sternburg, Liitzschena near Leipzig. In the Leipzig museum
since 1945.

Miiseniii dcr bildi-iuku Kf/iis/e, /.e/p-::^/;^, 1^ l^R
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DRUNKHN, SLEEPING SATYR 22

A fat sat\r, drunk and asleep, lies in the foreground of a cave.

One hand rests on his knee, the other on a panther King 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 n\mph presses out into his goblet. /\t 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 satvr is seen caressing a Bacchante.

In this painting, which can be dated on st\'listic grounds c. 1610-11,

Rubens holds up to the spectator a mirror of the animal passions

and desires that beset humanity. The tableware is bv another hand

and is generally attributed to Frans Snijders.

Canvas, 1^8:217 cm.

Bibl.: Rooscs, 111, pp. 9^, 96, No. 611 bis; Oldeiihniir;^, pp. 86, 87; R. Eigenberger,

n'n- Gfindldi'iifih-r'n- dcr . ikadew/t' der hi/di'iideii Kiinsfe in W^/e/i, Vienna-Leipzig,

1927, pp. 544-6; /z/'crs, i9^)\ pp. 221-56.

Prov. : Count Anton Lambcrg-Sprinzcnstein, \'icnna ; bec|ueathccl b\- him to the

/\caclem\' in 1821

.

Gcmdldegah'r'u' dcr Akadcwic der bi/dcndcii K/iiis/e, I iei/Jia
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BUST OF A MAN, SUPPOSEDLY CORNARO - after Tintoretto 23

Portrait of a robust, bearded man with dark hair; copied b\ Rubens

c. 1610-12 after a portrait ascribed to Tintoretto (Venice, 1518-94)

which was with the London art firm of Martin B. Asscher in 1950.

The London portrait bore an unidentified coat of arms and the in-

scription ANO. ETATIS. SVE. XXXX, indicating that the sitter was

forty years old. Rubens's painting was exhibited at Brussels in 1897

as a portrait of the Doge Cornaro, but the ground for this identifica-

tion cannot be traced.

A woodcut after this portrait was made b\ Christoffel Jegher.

Panel, 59: 48 cm.

Bibl. : Riibc'iis-Biille/ijii, \', 1897, p. 89; H. H\mans, i'lie exposition de portraits uiiciviis

a Brtixelks dans ks gakries du Musk modenii', in Gazette dcs Bca/ix-. Arts, 18,

1897, p. 81; E. Michel, Rubens, Paris, 1900, p. 291; Cat. Exh. Knnstschatten.

T»ee Nederlaiidse collecties schilderi/eii nit de ri/ftiende tot en wet de i^erentiende

eeinr en een collectie oiid aardenerk, Laren, 1959, No. 68; Mar\ L. .\I\crs,

Rubens and the Woodcuts by Christoffel Jr^her, in Tlje Metropolitan Museum of

Art Bulletin, Summer 1966, pp. 7-23.

Prov.: Rousselle, exhibited at Brussels, 1897; Kleinberticr, Paris, 191 i; Leopold

Koppel, Berlin, exhibited in 1914; Rosenberg & Stiebel, New ^'ork, 1951;

Matthiesen Ltd, London.

M.P.W. Collection
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THE ASSUMPTION AND CORONATION OF THE VIRCilN 24

After the iconoclastic riots of 1566 an .idoration 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 b\ Floris,

the centre panel of which represented The Coronation of the \/iroin.

The church authorities sought to obtain a new altarpiece depicting

the Assumption, and in 161 1 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 bv 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 earth respectively. In the scene below, the stone has been rolled

away from the Virgin's grave amid rocks, and the Apostles and

hoh' 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.: Rooscs, II, pp. 189, 190, No. 364; Ba/ido/iin, p. ^^-9; C. Van de Velde,

Rubens' Henielvaart van Maria in de Kathedraal te . \ntirerpen, in Jaarhoe/s, ran

bet KoninteJiJk Museum voor Schone Kiinslen, Antwerp, 1975, pp. 252-9.

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

Museum of the Herwitaoe, Leninorad
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THE VISITATION 25

Sketch for the left panel of The Deposition, a tript\ch commissioned

in 161 1 by the Arquebusiers' Guild for their chapel in Our Ladv's

church in Antwerp. In the large painting the two women meet on

a flight of steps, which does not appear in the sketch, and the poses

are somewhat different. The steps and balustrade are borrowed from

Veronese's picture of the same subject in the Barber Institute at Bir-

mingham, while Rubens also gives evidence of having studied the

work of Annibale Carracci. He was able, however, to subordinate

these Italian influences to his own artistic personalitv.

A drawing in the Bonnat Museum at Bayonne comprises other

studies for the Antwerp I Isitafiou (see under No. 136).

Panel, 50 : 26 cm.

Bibl.: L. Burchard, .V,4''~^f// desjtingen R/iheiis, in Sifi^/iiigsbc'richfe der kiiiistju'schichflicheii

Gesel/scbtift Berlin, October 1926-May 1927, p. 2, No. 14; Cat. Exh. Rotterdam,

J9J3-H-> P- 4^' No. 11; M. Jaffe, I'li cbef-d'mivre mieiix coimii, in L'Oi'il,

4y44, 1958, pp. 19, 20, 80.

Prov.: Acquired by W. von Bode on the London art market in 1890 for the

Strasbourg museum.

Ah/se'e des Beaux-. Arts, Strashour
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HEAD OF AN HI.DI'RI.Y MAN 26

Study 'from life' of the head of an aged man. Portrait studies of

this kind are frequent in Rubens's earh- period and attest his admi-

ration for robust male tvpes with strong, expressive features. His

use of bearded models for man\ of these heads reflects the baroque

artist's delight in Howing lines and plastic forms with strong contrasts

of light and shade.

Most of these studies were intended to be used as part of a composi-

tion; the present one is found in The Woman Taken in .Xdulkry,

c. 16 1 2, now in Brussels.

The same head, engraved bv Paul Pontius, occurs in a sheet of

nine heads in a Drawing Book published at Antwerp bv Petrus van

Avont.

Panel, 67,3 : 50,2 cm.

Bibl.: A. P. dc Mirimonde, Vne lite d'c/i/dc niheiucimc an i/nisk- dc Ro/ieii, in Ca^etk
dcs Bccwx-.lr/s, March i960, pp. 151-14; ^^'c P'/y/o// . I/V ///.r/zV/z/c Hiilh-t'ni,

19, No. 4, Januar\-Februar\' 1961, p. i.

Prox.
: Presented In Mr. and Mrs. (;arlr()n W. Smith.

Tbi- Dayton . 1/7 histit/itc. Gift of Mr. and Mrs. Carlton If". Smith, Dayton, Ohio
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HEAD or MEDUSA

In Greek legend Medusa was one of the three Gorgons, frightful

beings who punished with death an\one 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 aflixed it to her shield - the indestructible 'aegis', 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 bv Leonardo

da Vinci and Caravaggio. The smooth, careful execution indicates

that Rubens painted this version soon after his return from Italy,

probably c. 1612. The reptiles and insects are b\' another hand.

27

(Canvas, 68, s : 118 cm.

Bihl.: A'.c/. A'., p. 80; Gliick, p. 162, No. 223; C~at. Kimsll.ustoriscl.H-s Musi'iin/, W'tvii,

\ iT^cichiiis da- Gcwa/dc, X'ienna, 1973, p. 147.

Pr()\. : Duke ot Buckingham (cat. 1635, \o. 21).

k/iiislh/s/oriscl.H'S M/tsc/u//, I /ciiiui

11





LAMENTATION FOR ADONIS 28

Venus fell in love with Adonis, a handsome young prince of Cyprus.

Fearful of losing him, she urged him not to hunt dangerous animals;

but the rash youth disregarded her advice, pursued a wild boar and

was killed bv it (Ovid, Metamorphoses^ X, ^25-739).

This scene does not show the fatal hunt or the boar, but Venus's

lamentation over Adonis. The goddess crouches beside the bod\-,

splendid in form but already pale in death, and strokes the head

of her beloved. Her three attendants (mentioned by other authors

though not b\' Ovid) express their sorrow in convulsive gestures,

while young Cupid, also weeping, unfastens his quiver as if to sa\"

that it is no use shooting lov^e-arrows any more. The scene is com-

pleted b\' two hounds, one of which licks up Adonis's blood from

the ground.

The academic classicism of this painting points to a date c. 16 12- 14.

A preliminar\ oil sketch is in the DuKvich museum.

Can\as, 212:326 cm.

Bibi.: S/;/i/b, (.afa/oii/ic Rci/soiiuc, II, Xo. 751; Rcosix, III, p. 179, Xo. 696; lircrs.

194), pp. 121-36; i\I. jaffe, 'J'be Diuilh of . Idonix by Rubens, in Diiils O/uirfcr/y,

II, 1967, pp. 3- 16.

Prov.: Bryan, sold in Pall Mall, London, 19 .\Ia\ 1798; Thomas Hope, sold at

Christie's, London, 20 |ul\ 1917, lot 117, and bouy;ht there bv Gooden
and Fox for the hrst Lord Leverhulme; sold h\ his heirs at (Christie's,

London, 24 March 1961, and bought there bv Mr. Duits.

DiliIs Ltd, Loudon
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ALL SAINTS 29

The companv of saints worshipping the Trinit\' 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 b\' Titian's Triumph of the Holy

Trinity, painted in 15^4, which Rubens ma\' have seen during his

first visit to Spain in 1603; it was placed in the Escorial 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 bv 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 Ma)' 161 3 for the Breriari/im Roniaiiiin/ published at Antwerp b\-

Balthasar Moretus in 16 14. The fact that the sketch is about four

times as large as the engraving makes it unHkely that it was a design

for the latter, but the resemblance between the two suggests a date

oi c. 16
1
3 for the sketch. See No. 137.

Panel, 58:38 cm.

Bibl.: L. Burchard, Sl?,i:i^i'ii desjiiiigcii R/thciis, in Sit:i/ii!o^sbi'ricbfe der k/iiistoc'scbichflicheii

Gesellschaff Berlin, October 1926-May 1927, p. 3, No. 23; H.F. Boucher\

and F. van den Wijngaert, P.P. Riibciis en bet Plantiinscbe Hiiis, /\.nt\verp-

Utrccht, 1941, pp. 62, 1^2, T5i; livers, 194]^ p. 219; C^at. f'',xh. liotlerda///.

rgjj-J-l, pp. 43, 44, No. 13; d'H/itsf. 196 H, pp. 90, 91, No. 3; Mieojje,

Sainis, I, pp. 27, 28, No. i.

Prov.: Presented to the museum b\- /\..). Lamme in 1963.

Royiiuvis-rau Be/iniiiiieii Mnseiin/, Rolterdan/





CUPID CARVING HIS BOW 30

The composition of this painting closely resembles a work h\ Parmi-

gianino on a similar theme in the Vienna museum, which, according

to Vasari, was painted in 1551 for Cavaliere Baiardi of Parma. T\pical

of Rubens are the putti, the modelling of Cupid and the light range

of colouring that he generally used in 16 14-18.

Rubens seldom signed or dated his works. This picture is one

of the few exceptions: like l-^enns frigida in the Antwerp museum
and Susanna and the Elders in the National Museum, Stockholm (see

No. 33), it is signed and dated 1614.

Canvas, 142: 108 cm. Signed and dated: P.P. Rubens 161.^.

Bubl.: Roo.H's, 111, p. 69; K.d.K., p. 72; L. van Puyvcldc, Ia's sources dii style de

Riibeiis, in Revue hel^of d'archeo/ooje ef d'histoire de Part, XXI, 1952, I, p. 31.

Prov.: First recorded in the inventory of the Resident at Munich, 1748.

Bayerische Staats;ien/dldesaii/iiiliiii;j^e}i , Mitnicli





'SINF. BACCHO KT CHRF.RK FRK,RT VKNUS' 3I

An illustration of the saying that Venus (goddess of love) is cold

without Bacchus (god of wine) and Ceres (goddess of corn), i.e.

that hunger and thirst are fatal to love. The adage is here treated

positively, showing that love prospers when food and drink are abun-

dant. A literal depiction of the theme can be found in Rubens's

I'^enns frioidci, painted in 16 14 and now in the Antwerp museum.

The present picture is notable for its academic classicism, and is

one of a series of works of similar character executed c. 16 12-15.

Canvas, 140,5 : 199 cm.

Bihl.: Rooscs, III, p. 182, 183, No. 699; R. ( )Iclcnb()ur^, P/c .\'ar/vi7rk////ii lUilivus

aiif Rubens und die Grmdiin^ seiner Werkshitt, in /(djrbiich dcr Kinisthisloriscben

Sammlunoen des allerhbchslen Kaiserhci/ises, XXX1\', 19 18, p. 193; Cat. Staatliche

Gemdldegalerie, Kassel, 1958, p. 131, No. 85; \\". Stechow, Rubens and the

Classical Tradition^ Cambridge, Mass., 1968, p. 48.

Prov.: Lantlu;ra\e \\ illiam \lll of Hesse, Kassel.

S/aa/ticln' K/insfS(iw///l/m<>cii, Kassel





THE ENTOMBMENT OF CHRIST

During his stay in Italy Rubens worked for the Chiesa Nuova in

Rome and became acquainted with Caravaggio's Entombment^ which

was then in that church. The present work is a free interpretation

of it, painted c. 1613-15 after Rubens's return to Antwerp. B\" eschew-

ing the rhetorical gestures that Caravaggio had given some of the

figures, he was able to comprise the whole group in a self-contained

curve. Instead of hard isolated patches of colour he used graduated

transitions, thus departing considerably from Caravaggio's style. In

some places the brown, transparent priming can be clearly seen. See

No. 139.

32

Panel, 88,3 :66,5 cm.

Bibl.: Si/iill), Calci/oii^ue Raisonin\ ll, p. 104, No. 339; Rooses^ II, pp. 136, 137, No.

323; A. von Schneider, Caravaggio mid die Niederldtider, Marburg a.tl. Lahn,

1933, p. 96; R.H. Hubbard, (.atalog/ic of Painliiigs and Sculpture , I'hc JSatioiuil

Gallery of Canada^ I, Ottawa-Toronto, 1957, p. 67.

Prov.: Eorchondt, Antwerp, 1710; Prince of Liechtenstein, Vienna, 1710. Acquired

in 1956.

The National Gallery of Canada, Ottawa





SUSANNA AND THE ELDERS 33

Rubens painted the subject of Susanna and the Elders on several occa-

sions (see No. 8). Its variety enabled him to display his talent to

the full: landscape and interior, air and water, and the voung, volup-

tuous nude contrasting with the senilitv of the Elders. As Rubens's

own dating indicates, the Stockholm version was painted in 16 14.

Rubens's stvle at that time is evidenced b\- the way in which the

smooth, glistening paint is applied, while the treatment of form is

still intermediate between the classicism of the late sixteenth centurv

and the full exuberance of baroque.

Panel, 66:51 cm. Siunetl and dated: P.P. Rubens P. 161.^.

Bibl.: K.d.K., p. 52; Cat. I'xh. Br/i.i.w/.f. 196 j, pp. 170, 171, No. 183; Paola tlclla

Pergola, P.P. Rubens e il lenni delta Susaiiua at has>^no, in Butte tin ran de Koniiik-

tijli-e M/t.'Sed I'oor Scboue Kiiiisleii luiii /^e(^/(\ 1967, pp. 7-22.

Prov.: St. Luke's Guild, Antwerp, 1733; Louisa L'lrika, Queen of Sweden (1720-82);

Gustavus III, King of Sweden (1746-92).

Katioualiiiitseum, Sl(icl<.l)(iliu
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THE FOUR HVANGHLISTS

The composition shows the Evangelists with their respective attri-

butes. The three 'S\noptics' are seated 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 Kvangelists were depicted in a single painting b\ (^orreg-

gio in 1 521. The first Netherlands painter known to have treated

the subject in this \va\ is brans Floris, in a lost composition known

from an engraving of 1566.

This painting, clearly influenced by Caravaggio, was executed c.

16
1
4. Some weaker parts, especially in the figures of Mark, Luke

and the angel, suggest that it was done with help from the studio.

34

Canvas, 224:270 cm.

Bibl.: Roosi's, II, pp. 193, 194, No. 567; Oldeiiho/irt[, p. 104; E. Henschel-Simon,

Die Gi'iucildi' mid Skii/pt/ircii der Bi/dcroei/cr/c roii Saiisso/ici, Berlin, 1950, No.

9^; L'. Moussalli, Rnlu'iis et C.aravagi;, in Iztudes d'arf publiks par le Musk
d\ \/iii'i\ 11-2, 1955-6, p. 91; G. Eckardt, Die Gemdlde in der Bildergalerie

voii SdJisso/ici, l-'otsclam, 1965, No. 83; I'/icohc, Saints, 1, pp. 70-2, No. 54.

Prov.: Purchased between 1755 and 1764 for the collection of Frederick ll, King

of Prussia.

Sanssotici, Bi/dfrn^akric , Potsdaw
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ST. AUGUSTINE BETWEEN CHRIST AND THE VIRGIN 35

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 apocrvphal stor\' 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 verfam nescio, hie pascor a vulnere, hie lactor ah uhere.''''

His indecision is expressed in his features and bodily posture.

The figure of Christ is strongly influenced by the antique Torso

of a Faun, 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 oi c. 1615.

Canvas, 257: 179 cm.

Bibl.: Rofiscs, II, p. 220, No. ^^9^; K.d.K., p. 9';; C/iick, p. m7; A. Perez Sanchez,

Reel/ - Iciidfwid di' Bellas _ Irtt'S dc Sail temaildo. Iiwciitario de las Pintiiras,

Madrid, 1964, p. 63, No. 685; F. Labrada, Real , Icadew/a de Bellas . \rtes

de Sail leniaiido, Catdlogo de las Pititiiras., Madrid, 1965, p. 75, No. 685 ; f lieghe,

Saints, I, pp. 97, 98, No. 66.

Prov. : Jesuit college, Alcala de Henares; transferred c. 1772 to the Jesuit college

of San Isidoro at Madrid; deposited with the Academia de San Fernando

at a date between 1829 and 1852.

. \cadewia de San Fernando, Madrid
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IX ION OUTWITTED BY jL PITER 36

Ixion, who had been protected b\- Jupiter, ungratefulh' tried to seduce

his consort Juno; but Jupiter outwitted him bv 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 bv

Jupiter. Behind Ixion, and symbolizing his fate, is a Fur\- with a

coil of snakes in her hand. Iris, the messenger of the gods, holds

Juno's mantle over the pair; she is a partv to the stratagem, as

is shown bv 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 b\' the hand to Jupiter, who is seen above with his eagle.

On stylistic grounds the painting may be dated c. 161 5.

Canvas, 171:245 cm.

Bibl.: Sij/'ilb, (.(italoofie Raisoiiiic, II, pp. 249, 250; Rooses, III, p. iii, Xo. 651;

M. Rooses, l^laamscbe kmst tentoongesteld ... te Brussel in 1910, in Oii^e

Kmist, XX1\', 1911, pp. 8, 9.

Pro\. : \'an de Amory, sold at Amsterdam in 1722; Sir Gregorv Page Turner;

Welbore Ellis Agar, sold at Christie's, London, 2 May 1806, lot 60; Duke
of Westminster, London; Charles T. Yerkes, New York, sold at New York,

5-8 April 1910, lot 143. Bequeathed to the Louvre bv Baron Basile de

Schlichting in 1915.

iMiisee (ill Lo/ii're, Paris

\>\



1



ST. FRANCIS OF ASSISI RECEIVING THE STIGMATA 37
In 1224, two years before his death, St. Francis had a vision on

Mount Alverna (La Verna) near Arezzo, where he was in retreat

in the compan\' 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 miraculoush' imprinted on his hands, feet and

side.

The picture shows St. Francis 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 clearlv visible. On the ground in front

of him are a prayer-book, a crucifix and a skull, the Yanitas 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 Italian Mannerism.

The painting was largelv executed bv 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 c. 1615-20. See No. 38.

Canvas, 193,5 : 146 cm.

Bibl.: 1 '//ctibc, Sdiiifs, I, pp. 142, 143, No. 91

Prov.: Acquired after 1907.

Ah/sec Alunicipal des Bca/ix-Arfs. . \rras
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ST. FRANCIS OF ASSISI RECHIVING THH STKJMATA 38

St. Francis of Assisi, kneeling on the ground, his arms outspread

in ecstasy before the Seraphic Christ, receives the marks of the

Saviour's five wounds.

An oil sketch in grev and brown tones, sober in technique and

ver\- direct in expression, for the picture of the same subject in

the Musee Municipal at Arras, which ma\' be dated c. 1615-20 on

stylistic grounds (see No. 37).

Panel, 23,^ : 17,8 cm.

Bibl.: j.S. Held, . I pvopos ck I'exposifioii R/ihciis a Bnixc/lcs, in I-cs . Ir/s Plasliqiies^

\'l, 2, 1953, p. 116; J. Miiller Hofstedc, Am- ()lskj::^::;^i'n roii R/ihciis, in Sfcidcl

Jabrhiich, N.F., 11, 1969, pp. 213, 215, 216, 237; I'licohc, Sniii/s, 1, p. 143,

No. 91a.

Prov.: Unknown German collection till 1932; Dr. l.udwiy Burchard, Berlin, later

i.ontlon; Matthiescn (lallerx, London.

M.P.W. Collcclion, \iiish'rdcuii
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THH CROW NINC; Ol Till' HIIRO 39

The Hero, in armour, embraces a naked, winged young 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 satvr, who lies prostrate beside a bunch of grapes; he also

renounces lust, as is shown bv 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 The

drunken 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 The croii'iiino of the Hero and The drunken

Hercules are in the museums at Munich and Dresden respectively.

The\' were painted c. 1612-14 '^^'^ were very probabh' 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 thev must

be dated later, c. 161 5-16. As the panels were not available on loan,

we show here one of the canvases.

Canvas, 203 : 222 cm.

Bibl.: S////II1, C.c/lci/oo/ie Rii/soiii!(\ II, p. 83, No. 260; Rnoses, IV, pp. 51, 52, No.

828; K.d.K., al. Rosi'iihiTi^, p. 18; H. Dillon, R/ihciis, London, 1909, pp.

82, 8^, 94, 11^, 1^2, 194; K.d.K., pp. 456, 4^7 (untlcr S. 5^)); I',. Ilcnslcr,

Pas I'rb'ild cks 'Jr/iiiki'iieii Hcrc/i/cs' von R/ihciis a/if^^cf/fiick'U, in K/iiislchroii/k^

2^-30 Januarx 1926, pp. G(ii, Miw I.. Huvchai\l, ////// I'rhi/d i/c.< '/)/////. c/zi'//

Herciiks von R/ihcus, in K/iiis/cbroii/k, 20-27 March 1926, pp. 763-^; hrers,

1942, pp. 174-79.

Prov.: ,\cc|Liirecl in Mantua, 174^.

S/aal/iclie K/iiis/S(i///w//iiineii, Gi'/j/cildc'^d/cric l/lc Mc/s/cr, Drcsdvii, DPR
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DIANA R1-:TURNING FROM THE CHASI' 40

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 sat\rs. 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 nvmphs contrast with the animal exuberance of the

satyrs: one side of the picture is spiritual, the other physical.

In view of the style, the work may be dated c. 16 16. The dog,

the game and the fruit are by Frans Snijders.

Canvas, 136 : 182 cm.

Bibl.: Rooscs, 111, p. 79, 80, No. '597; R. ( )ldcnbouru;. Die Niu-hn'irkMiio Iialiens

aiif Rubens iiiid die Griindiing seiner W'erkstatt, in Jcdjrbiicb der Kiiusthisloriscben

Samm/uiioen des allerhochsten Kaiserhaiises, X.\XI\', 1918, p. 201 e.a. ; Cj/iick,

p. 160 (No. 133), 360, 395; Evers, 1942, p. 196 c.a.

Prov.: PLirchasctl h\ Raschkc at Antwerp in 1710.

Slaatinl.H- K/iiislSii///w//in<^en, Cewd/de'^a/erie . \/le Meisler, Dresden, DDR
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MADONNA IN A BORDER OF FLOWERS 4I

In the seventeenth centur\ 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 bv Rubens, while the floral border and the wreath

above her head are bv Jan I Breughel. The latter wrote as follows

on 5 September 162 1 to Ercole Bianchi, the agent of Cardinal Federi-

go Borromeo, Archbishop of iVIilan; "... I send you another painting,

the finest and most exquisite piece I have done in m\' life. Signor

Rubens has also displayed his talent in the medalHon, in which is

a verv 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 16 17 at latest,

as it figures in Sights one of five paintings illustrating the senses,

executed b\' Breughel with staffage b\- Rubens, and that work (now

in the Prado at Madrid) bears the date i6iy.

Panel transferred to can\as, 85:65 cm.

Bibl.: Smith, C.atalogiif Raisojiin\ II, p. 115, No. 390; Rooses, I, pp. 204-6,

No. 199; Cat. Exh. Riihcns cf son tnups^ Paris, 1956, No. 65; C^at. Exh.

De Madonna in dc Kiinsf, Antwerp, 1954, p. 134, No. 93; M.L. Hairs, Les

peintres pawands dc fieiirs an Wilt siec/e, Paris-Brussels, 1955, pp. 29, 30,

153, 202.

Prov. : Cardinal Federigo Borromeo, Archbishop of Milan, i6zi; Biblioteca Ambro-
siana, Milan; in Paris since 1796.

Aliisec dii honvre, Paris
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LANDSCAPE, WITH A CART TRAVF.RSINC; A FORD 42

The picture shows carriers returning at nightfall from a quarr}-, their

cart laden with stones. They descend laboriously with their heavy

burden towards a ford; the horse has just set his forefeet on the

marshy ground. The landscape is mountainous, and in the centre

is a rock parth- overgrown with trees and bushes, giving access

to a cave. On the left-hand slope of the rock a man and woman
are warming themselves by a fire.

This landscape was probably painted c. 1617. See No. 92.

Canvas transferred to panel, 86: 126,'i cm.

Bibl.: Smith, Catalogue Raisonne, II, p. 157, No. ^47; Idem, IX, p. 303, No. 216;

Rooses, IV, pp. 369, 370, No. 11 78; G. Gliick, Die Landschaften von Peter

Paul Rubens, Vienna, 194^, p. 'i6. No. 7.

Prov.: Probably Cardinal Mazarin, Paris; Earl Cadogan ; Sir Robert W'alpole,

Houghton Hall; acquired from him in 1779 b\ (Catherine II of Russia.

Museum of the Hermitage, Leningrad
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MADONNA SURROUNDED BY CHILDREN 43

The Virgin, with the Child Jesus on her lap, is seated on a cloud,

surrounded bv a crowd of small children which form a kind of

wreath as the\ circle round her. Two of them hold a crown over

her head, and two others, above on the right, carr\ palms. The

children are not winged and therefore cannot be regarded as cherubs.

Most probabh thev represent the souls of the Holv Innocents mas-

sacred at Bethlehem, whose feast is celebrated on 28 December. On
stvlistic grounds the picture mav be dated c. 16 18.

Canvas, 138: 100 cm.

Bibl.: Smith, Catalogue Raisonne, II, p. 116; Rooses, I, pp. 269, 270, No. 204; K.cJ.K.,

p. 197; L. Hourticq, Riiheiis, Paris, 1924, p. 79.

Prov.: Collection of Louis XI\', King of l-'rance.

iMiisee dit Lourre, Paris
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R ()M U L U S AND REM U S 44
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

bv the Vestal Virgin Rhea Silvia, who was under a vow of chastit\',

thev and their mother were thrown into the Tiber bv Amulius, king

of Alba Longa. Rhea Silvia was rescued bv 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, Faustulus, 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, c. 1618.

Canvas, 210:212 cm.

Bibl.: S/i/ilh, (.'a/a/({<!^/ic Rii/soiiin\ 11, p. 152, No. ^32; Roosts, l\
, pp. 16, 17, No.

801; Gliick, p. 158, 392; I an Pnyvelde, p. 11^.

Prov.: Probably in Rubens's estate at his death; belonged to Cardinal Pio di Carpi,

also called di Savoia (1612-39), '^^'^ ^^'^^ sold b\ his great-nephew. Prince

(iilberto Pio di Savoia, to Benedict Xl\', Pope from 1740 to 17^8 and

founder of the Capitoline collection.

M/iseo C.apito/ino, Rome
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MICHIEL OPHOVIUS 45

Michiel Ophovius, born in 1571 at 's Hertogenbosch (Bois-le-Duc),

entered the Dominican monaster\ of St. Paul at Antwerp in M85.

In 1626, at the instance of the Infanta Isabella, he became bishop

of his native citw He moved to Antwerp when 's Hertogenbosch

was captured by the Dutch in 1629, and died at Lier on 4 November

1657.

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 c. 16 18.

Another version, in a private collection in Brussels, is of no less

qualit)' than this one.

Canvas, 111.^:82.5 cm.

Bibl. : Rooses, l\\ pp. 226, 227, No. 1013; K.cl.K., p. 167; Bekiiopff ca/a/00/is van

dc schilderi/en, hcf/dljonnnrerkeii en miiiiaf/ircn, Mauritshuis, The Hague, 1968,

p. 12'i, No. 252; H. Vlieghe, Portraits It, Carpus R/iheii/aii/iw Liidwiii^ B/irchard,

XIX (in preparation).

Prov.: Dominican monastery, Antwerp; Vinck de W'e.sel sale, Antwerp, 27 April

1813; Stier d'Aertselaer sale, Antwerp, 1822.

Kouiiiklijk Kabinct ran SchiIcier/ji'i! ' Manr/tsb/i/s' . The Hague
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JOAN OF ARC 46

Probably executed c. 1620, this work was still in Rubens's possession

at his death, when it was inventoried as 'la pHcelle d'Orleans'.

The armoured Maid kneels before a crucifix, praving for victor\

in the coming battle. She has taken off her plumed helmet and laid

her iron gauntlets on the floor. Her attitude is calm and serene,

and her features, despite their simplicity, express great spiritual power

and heroism.

This picture of Joan, one of the few known to us from the seven-

teenth or eighteenth centur\ , is probabh' based on a woodcut repro-

ducing one of the two sixteenth-centur\- monuments erected in her

honour on the bridge at Orleans.

Canvas, i 8 1 .6 : 116.2 cm.

Bibl. : Johanna Schopenhauer, A/isf1/iv an ck'ii N'wdcn'hi'in mid Behijbi, 1, Leipzig,

1831, p. 221; Rooses, \\\ pp. 31, 32, No. 816; \X'. \'alentiner, loan of \ir

by R/ihi'iis, in North Carolina M/ise/iw of . Irf Bn//e///i, I, 3, 1957, pp. 11-16.

Prov.: In the artist's possession; ).B. Cachiopin, Antwerp, 1662; A. |.A. Schaff-

hausen, Cologne; Sibilla von Wittgenstein; D. Hjorth, Malmo, Sweden;

Baron von Platen, Sweden.

T/je North Carolina M/ise/iw of . \rf ; original state appropriation and gift of the North

Carolina .\rt Society (Robert E. Phifer i/inds). Raleigh, North Carolina
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ALATHHIA TAI.BOT, COUNTFSS Ol- ARLNDHL 47

Alatheia, daughter of Gilbert Talbot, Earl of Shrewsbury, married

in 1606 Thomas Howard, Earl of Arundel and one of the most

famous E,nglish art-lovers.

Three portraits of the Earl b\' Rubens are known; these are respec-

tively in the Isabella Stewart Gardner Museum 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 wa\" from The Hague to

Brussels (see under No. 153). Xan Dyck painted a portrait of the

Earl and Countess which is also now at JVIunich.

It appears from an inventory of 1646 that Rubens's brother-in-law,

the Antwerp silk merchant and tapestrv dealer Peter van Hecke the

Younger, possessed "two portraits b\ Rubens of the Earl and Coun-

tess of Arundel". The entrv indicates that there were two separate

pictures, and the present portrait of Alatheia Talbot mav be one

of them. It shows her in approximateh the same pose as in the

large painting of 1620 in Munich; whether that is an autograph

work bv Rubens has, howe\"er, ne\er been thoroughh' investigated.

Canvas, 107 : 78 cm.

Bibl. : Smith, C.ataluoiie Rciisoiiiie, IX, pp. 340, 341, No. 362; F.J. Sanchez Canton,

La collection Camho, Barcelona, 1935, pp. 94-6; H. Du verier, De rer;;i/welii/x

scbilderijeii ran c/e . b/tirerpse ^ijeie- en tapi/tbandelaar Peter ran Hecke de Jonse,

schoonhroer ran P.P. Rubens, naar een inrentaris ran 1646, in faarboek ran bet

Koninklijk Alnseiiw roor Scbone Kiinsten, Antwerp, 1971, pp. 151-3; Hiiewer,

Portraits /, under No. 4.

Prov.: Presented to the museum b\ Sr. Cambo.

M//.(eo de Irte de C.atalnna, Barcelona
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THE CEILING PAINTINGS FOR THE FORjMER JESUIT CHURCH
AT ANTWERP

On 29 March 1620 Rubens signed a contract with Jacobus Tirinus,

head of the Professed House of the Jesuits, b\ which he undertook

to deliver within a \ear 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

anci 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 bv

fire on 18 July 171 8, and all the ceiling paintings, which were on

linen, were destroyed. However, man\' 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. bv

drawings made in the church after Rubens's paintings in 1711-12

bv the painter Jacob de Wit (1695-1754).
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ST. BASIL 48

Oil sketch for "Sanctus Basilius", the fourth ceiling painting in the

list attached to Rubens's contract with Jacobus Tirinus, the Jesuit

superior at Antwerp (see p. 119).

Although St. Basil was bishop of Caesarea he is here dressed as

a monk. The pillar on the left represents the pillar of fire with

which legend associates him. He is seen kneeling on clouds, with

his face raised to heaven and his arms outspread in a gesture of

entreaty. His pose ma\' be compared with that of St. Ignatius praxing

for the sick in the great altarpiece in the church of Sant' Ambrogio

at Genoa, painted b\' Rubens onlv a few months before.

Panel, 50 : 64.8 cm.

Bibl.: Roosi'S, 1, p. 33, No. zibis; I'an Piiyrc/cte, Izsq/i/sscs, p. 26; Mur/iii, (.ci/iuii

Paintings, pp. 130, 131, No. 21a.

Prov.: Burtin, Brussels; purchased from him in 1801 b\ Duke Ernest II of Ciotha-Al-

tenburg; Ducal Museum, Gotha.

Schlossnntseiim , Gotha, DDR
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THE ANNUNCIATION

The list attached to Rubens's contract with Jacobus Tirinus, superior

of the Antwerp Jesuits, mentions as the tenth ceiling painting an

"Annunciatio B. V''^". Rubens made several sketches for this subject,

of which two have survived, a grisaille on panel in the Ashmolean

Museum at Oxford and the present modello from the Vienna Acade-

m\'. The oval form of the composition and the di sotfo in sii perspective

indicate the purpose for which it was intended. Subsequently, how-

ever, the plan was modified and this subject was rejected; the final

decision, moreover, was for rectangular or octagonal compositions.

See p. 119.

49

Panel, 3 1.8 : 44 cm.

Bibl.: Rooscs, I, p. 41, No. 40; K.d.K., p. 212; \'aii Pnyi'e/de, Hsqnisscs, pp. 26,

74; Martin, Cei/itiii^ Paintin}i^s, pp. 189, 190, No. 40 (n)b.

Prov.: Anonymous sale at Brussels from 18 |ulv 1740, lot 268; \. dc Roore

(1686-1747), sold at The Hague from 4 September 1747, lot 43; Anthoni

and Stephanus de Groot, sold at The Hague, 20 March 1771, lot 6; (^ount

Anton Lamberg-Sprinzenstein (1740-1822), who presented it to the X'ienna

Academy in 1821.

Gi'/udldciicikTH' der . \kcidi'wie der hi/dt'iidcii Kiiiis/c, I 'iciind
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THE ADORATION OF THE SHEPHERDS 50

The list attached to Rubens's contract with Jacobus Tirinus, superior

of the Antwerp Jesuits, mentioned as the eleventh ceiling painting

a "Nativitas X'" (see p. 119). In the present oil sketch for this

subject the arrangement of the figures recalls an earlier Adoration

of the Shepherds b\ Rubens, of which one version is at Fermo in

Itah' and another in St. Paul's church in Antwerp. A comparison

of the sketch with these works shows clearlv what alterations of

perspective were required for a ceiling painting and how skilfully

Rubens achieved these, apparently without an\ resort to technical

tricks.

The sketch shows several pentimenti, e.g. in the figure 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 prayer.

Panel, 32 : 47.8 cm.

Bibl.
: Rooses, 1, p. 21, No. 2bis; K.d.K., ed. Rosenbergs p. 194; \^aii Piiyvelde,

Esqiiisses, p. 27; Martin, Ceiling Paintings, pp. 60-2, No. 2a.

Prov.: \'ictor Wolfvoet (Antwerp, 1612-^2)?; Joseph Sansot, sold at Brussels, 20

July 1739, lo"^ '-'i; anonymous sale, Brussels, 18 Juh- 1740, lot 267; J.

de Roore, sold at The Hague from 4 September 1747, lot 44; Anthoni

and Stephanus dc Groot, sold at The Hague, 20 March 1771, lot 7; (iount

Anton Lamberg-Sprinzenstein (1740-1822), who presented it to the \'ienna

Academy in 1821

.

Gewdldegaleric der .Akademie der Bildendt-n Kiinste, I ienna
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THE RHSLRRF.CTION 5 I

The list attached to Rubens's contract with jacobus Tirinus, superior

of the Antwerp Jesuits, mentioned as the sixteenth ceiHng painting

a "Resurrectio Ch'" (see p. 119). The present oil sketch of this

subject was discovered as recenth as 1974 b\ Jacques Foucart in

the storeroom of the Dijon museum. St\ listicallv it closeh resembles

previoush known sketches for this c\cle, which displa\ in a similar

fashion Rubens's virtuosity' and highh personal st\le.

Panel, 24.5 : 19.7 cm.

Bibl.: Martin, Ceiling Paintings, p. 96, No. 12a; J. I'oucart, I'ne Esqiiisse de Riihens

retroiivh' a Dijon, in ha Rernt dii Lo/irrc, 1974, pp. 19-24, No. i.

Prov.: Presented to the Dijon museum b\ Jules Macict in 1904.

Musee des Bta/ix- Irts, Dijon
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ST. AUGUSTINE 52

An oil sketch, one of the preparatory works for "Sanctus Augus-

tinus", the twentv-fourth item in the list of ceiling paintings attached

to Rubens's contract with Jacobus Tirinus, superior of the Antwerp

Jesuits (see p. 1 19).

From sur\i\ing copies of the final painting it appears to have

conformed in the main to the present sketch. St. Augustine, in bish-

op's robes, kneels in ecstasy, gazing up to heaven with arms out-

stretched. In his right hand he holds a heart transfixed bv an arrow:

"Thou hadst pierced our hearts with Th\- charit\" {Confessions, IX,

5). Divine love was more to the Saint than theological learning and

episcopal dignitv: thus we see books, scrolls and a crosier King

unheeded in a corner, while a plavful cherub crowns himself with

the mitre.

Panel, 48 : 64 cm.

Bibl.: Rooses, 1, p. 37, No. 3obis; [ an P/iyrc/dc, lisqiiisses, p. 27; Martin, d'Hiii;^

Pain finals, p. n8, No. 30a.

Prov. : Burtin, Brussels; bought from him in 1801 bv Ernest II, Duke of Ciotha-Al-

tenburg; Ducal Museum, Gotha; E. & A. Silberman Galleries, New York.

Stiftnng Samnilung E.G. Biihrle, Ziirich
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NOAH'S SACRIFICE 53

Noah is seen offering a sacrifice of thanksgiving to Cjod 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 pra\er. Three

other members of his familv 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 b\- a modello. The subject, however,

does not figure in the list attached to the contract signed b\- 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, Noah's Sacrifice was not among the

ceiling paintings that eventually adorned the church.

Panel, 19 : 29 cm.

Bibl.: P. Buschmann, Riihais ai Win Dyck in bet Ishwokaii M/ise/iw tc Oxford,

in 0;/^(' K/iiis/, XXIX, 1916, pp. 18-20; I'aii Pnyve/de, Hscjuisses, p. 27; Catalogue

of Painzings ill the Asbmokan Museum, Oxford, s.a., p. 90, No. 384; E. Haver-

kamp Begemann, De kroning van Maria, in Bulletin Museum Boymaiis, \lll,

1957, p. 83, n. 4; Martin, Ceiling Paintings, p. 193, No. 40 (l\ )a.

Prov.: Maximiliaan de Hase, sold at Brussels tVom 10 |unc 1782, lot
"i ? ; C^ount

de Cinpers de Reymenam, sold at Brussels, 27 April 1802, lot 114?; Charles

Spruyt (1769-185 1), sold at Ghent from 28 julv 1806, lot 166; sold at

(ihent from ; October t8is, lot ui; Thomas l.oridon dc (ihcllinck, sold

at Ghent from 3 September 1821, lot 216; (Chambers Hall (Southampton

and Loncion, 1786-1855), who bequeathed it to Oxford Universitv.

- \sbmolean Museum. Oxford
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THE MARTYRDOM OF ST. lAJCY 54

St. Lucv of Syracuse, whose feast-day is December 13, was tortured

and condemned to be burnt for her Christian faith; when the flames

spared her, an enraged executioner stabbed her with a dagger. She

is shown in a white and blue garment of a delicate shade, as a

symbol of puritw Another virgin martyr, St. Agatha, descends from

heaven, holding a palm-branch in one hand and extending the other

protectively over Lucy's head.

A modello for one of the ceiling paintings for the former )esuit

church at Antwerp (see p. 119). The list of subjects attached to

the contract signed by Rubens included as No. 30: "Sancta Lucia

cum S'' Agatha illi apparente".

Panel, 30,5 : 46 cm.

Bibl.: I Vw Ptiyvelde, Esquisses, pp. 27, 75, 76, No. 37; F. Baudouin, No/a's hij

dc U-ntoonstelling 'Schetsen en tekeninoen van P.P. Riihens', in Bulk'I'm Koninklijke

Musea roar Schone Kunsten, Brussels II, 19^^^ P- ^o; Martin, (.'cil/no Paintings,

pp. 15s, 156, No. 29b.

l^rov.: C^ount de Silga\, who bequeathed it to the museum in 1862.

Miisee Municipal des Beaux-. Art.!, Ouiniper
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ST. BARBARA FLEEING FROM HER FATHER 55

According to the Golden Legend Barbara, daughter of the satrap Dios-

curus, aroused the wrath of her pagan father b\ 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 years as a punishment.

A grisaille oil sketch, the first compositional design for one of

the ceiling paintings in the former Jesuit church at Antwerp. "Sancta

Barbara" figures as No. i ^ 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, 1 5 : 2 1 cm.

Bibl. : P. Buschmann, Rubens en \ an Dyck in bet Ashmolean Museiiw te Oxford,

in On:~^e Kunst, XXIX, 19 16, pp. 17, 18; \ ^an Pnyrelde, Esqnisses, pp. 26,

74, 75, No. 33; Catalogue of Paintings in the Ashmolean Museum, Oxford,

s.a., p. 90, No. 382; Martin, Ceiling Paintings, pp. 160, 161, No. 31a.

Prov. : Alaximiliaan de Hase, sold at Brussels from 10 )une 1782?-; Count de Cuvpers

de Reymenam, sold at Brussels, 27 April 1802?; Charles Spruvt (1769-185 1),

sold at Ghent from 28 Julv 1806, lot 171; sold at Ghent from 3 October

18 m; 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 Universit\

.

Ashmolean Museum, Oxford
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CROWNING OF AN ALTAR PORTICO 56

An oil sketch in grisaille, executed c. 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-

tures (3f Sf. hiihitiiis Loyola and ,V/. Irancis Xavwr for this church

(both now in A^ienna) and also designed a portico for the high altar,

in which the pictures were to be displa\ed alternateh'. 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 ad\anced preliminar\- stud\', but the portico as finalh' executed

bears onl\- a general resemblance to it.

'and, > 5-9 : 76.2 cm.

Ml)l Gor/s-Hi'ld, p. 34, under No. 56; Nina A\ala Mallorv, /:/ iil/ar W(i]"r ci/

la lojfsia (k San lyiacio ck \whcres, in Cjoya, 79, Madrid, July-August, 1967,

pp. 2-15; F. Baudouin, l^c dafcrhio ran in'cc schi/dcri/i'ii run R/fhciis roor bet

boofdaltaar van de . InlD'crpse li'-:(iiiefei!k.erk en cnkc/c aanfckcnhiocn oi'cr Hans ran

Mildert, in M/scel/anea Jo^ef Diireroer, Gent, 1967, pp. 314, 315, No. 60.

Prow: A. de (iroot. The Hague, 1748; \'anderstraelcn-MoonsA'an i.erius sale,

Antwerp, 1885; J.-B. Foucart, sold at Valenciennes, 12-14 October 1898,

lot 93; Dr. A. Jafte, Berlin; art firm of \X'.F^. Duits, London.

Prira/e co/lection
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THF THRI.H GRACES 57

The C.barites of Greek mvthologv were known to the Romans as

Graces (Gratiae). Originallv perhaps goddesses of the earth and of

fertility, thev came to signify beauty (Aglaia), joy (Euphrosyne) and

festivity or abundance (Thalia). Thev were depicted in earlier times

as draped but later as naked, in a group with arms intertwined.

Rubens treated this subject more than once. The present version

is a grisaille sketch for a small cylindrical high relief, probably in

ivorv, which, however, has not been traced. A drawn cop\', now
in the Copenhagen museum, is based on another composition sketch

for the same work. The present sketch ma\' be dated c. 1620-25

on stylistic erounds.

Canvas, 47.') : 3 > cm.

Bibl.: Smith, Cafa/n^^nc Raisoiine^ II, p. 1^0, No. 522; Rooses, III, pp. 99, 100, No.

61 ^ ; K.d.K., p. 223.

Prov.: Presented in 1671 b\ Algr. Airoldi, internuncio in Brussels, to (Cardinal

Leopold de' Medici in Rome.

Galkria Palatina, Pa/a::;^:^o Pitti, f lorence
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ISABELLA BRANT 58

The identification of this subject with Rubens's first wife is based

chiefly on the resemblance to Van Dyck's Portrait of Isabella Brant

in front of the portico of Rubens's bouse in the National Gallery, Washing-

ton. Rubens married Isabella in 1609; she was born in 1391 and

died suddenh' on 20 }une 1626, apparenth' of the plague. It was

doubtless a heav\- blow to Rubens, who wrote to Pierre Dupuy
on 15 Juh': "I have in truth lost a very good companion ... having

none of the vices usual in her sex. She was all goodness and amiabilit\'

..." The memor\ 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 c. 1620-25.

Panel, ^ 5 : 46 cm.

Bibl.: liooscs-R/iL'leiis, 111, pp. 444-7, No. 404; \X'. von Bode, Fi/n neuaiifoefundenes

Bildnis von liiiboii ersfcr Cicittin Isain-IIa tiruul^ in luhrh/ich di's Konij^lich Prvns-

i^ischen Kiinstsaii/ii/litn<2i'n^ XXW, 1914, pp. 221-3; (^j/'ick, pp. 96, 97, 3S4,

385; Goris-Hi'/d, p. 26, No. i; H.S. I-Yancis, Portrait of Isuibclla Braiil hy

Peter Paul R/dwiis, in I'ln' B/t/letiii of the Cleveland Museiiw of \rt, XXXIN,

1947, pp. 247-9; H-- VlieL!;he, Portraits II, (.orp/is li/thenian/uj/ Ij/dvi'^ Bjinlunrf

XIX (in preparation).

Prov. : Lord Glanusk, sold at Sotheb\'s, London, 1914; Mugh Blakcr, Oltl Islc-

worth, Middlesex; Marcus Kcppel, sold b\ Paul Cassirer, Berlin, 1930; pri\'atc

collection. New ^'ork.

The Cleveland Museum of . \rt, Mr. and Mrs. W/lliaw H . Marlatt tund, 1947, Cleveland,

Ohio
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SUSANNA rc^URMENT 59

Susanna (1599-1645) was the third daughter of Daniel Fourmcnt,

a silk-merchant and tapestrv dealer in Antwerp, and of his wife Clara

Stappaert. She married Ra\mond del Monte in 16 17, and subsequenth

Arnold Lunden in 1622. Her voungcst sister, Helena, became

Rubcns's wife in 1650.

The portrait of Susanna in the National Galler\ in London has

been known as the 'chapcait de pai/k' since the late eighteenth centurx'

- wrongh, as it shows her wearing a plumed beaver hat. The sobri-

quet would, however, be appropriate to the present painting of c.

1620-25, which was called 'portrait de Siisciiiiie loiirnient en bergere' 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 titles is not surprising, as Rubens painted

numerous portraits of Susanna Fourment: no less than four were

in his possession at his death.

Panel, 68: <i8 cm.

Bibl.: (i.P. Mensaert, he peiiitre amateur el airieux, I, Brussels, 1765, pp. 196-8,

260; Smith, C.atalo<ijie Raiso>!iH\ II, p. 261, No. 882; Idem, IX, p. 272, No.

103; Rooses, \\\ pp. 175-9 (under No. 949), 182 (under No. 953); L. Bur-

chard in Gt/icA, p. 389; G. AFartin, Xat/onat Gallery Catalooins, J'lie hiewisl.i

School, c. 1600-C. 1900, Lomlon, 1970, pp. 174-82, under No. 852; H. X'lieghe,

I ne graude collection anversoise dii dix-septiewe siecle : le cabinet d'amateur d' - Iniold

Lmiden, beaii-frere de Rnhens, in jahrbiicb der Berliner Kiinstsawmlnnoen, 1977

(in print).

Prov.: Mentioned as belonging to the Lunden familv in an inventory drawn up

between 1639 and 1644; Arnold-Willem-Jozef Lunden (1732-82); owned

in 1785 bv the Antwerp art tirm of Pilaer and Beeckemans; Sticr d'Aertselaer

;

Schamp d'.\veschoot, Cihent, on sale there in 1840, lot C, but withdrawn;

private collection, Brussels.

Prirate collection
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THF. TRIl'MPH ()! ROMA

Modello for a tapestr\ , one of a series of twelve depicting The History

of the Emperor C.oiistciiitine, commissioned b\' King Louis XIII of France

probabh" at the beginning of 1622. The theme was a popular one

in the sexenteenth centur\, affording an indirect means ot glorif\ing

living sovereigns. The sketches were completed b\ the end of 1622

or beginning of 1623. The tapestries were woven in the Paris studio

of Marc de Comans and Frans van der Plancken, actual-size cartoons

being hrst 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 Victorx . A winged genius holding a palm-branch places

a crown on her head ; beside her is a second genius wnth 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 b\- the she-wolf, allude to the founda-

tion of Rome. This oil sketch was preceded b\- a drawing now in

the Albertina at \'ienna, in which onh- the main figures appear.

60

Panel, 54 : 69 cm.

Bibl.: /{ooscs. 111, pp. 201, 21^, 214, Nos. 713 and 724; Riibens-Bnlletijn, \', p. 306;

I au P/i\rc/(h\ Lsq/iisscs, pp. 27-9, No. 7; R/irchard, pp. 20-2; Cat. Fxh.

Rofft'rdcim, igjj'j^, p. 63, No. 41; Biirchard-d Hiilst , 196 j, pp. 208-11, under

No. 133; d'l-l/i/sf, i96fi^ p. 96, N(j. 14.

Prov. : Marc de Comans and 1-rans van der Plancken, Paris; Hippol\te de Comans,

Paris; Philippe, due d'Orleans (d. 1727); 'Philippe Egalite', who sold it

in 1792 to Thomas Moore Slate, London; De Calonnc, sold in London,

23-28 March 179^?; Earl of Liverpool, sold in London, 25 Mav 1829, lot

64; Sir J.C. Robinson (London, 1824-1913); Sir I'rancis Cook, Richmond;
D. and N. Katz, Dieren, Cieldcrland (1940) and Basle, who presented it

to the Mauritshuis in 1947.

Koii/iikJ/jk Kahiiu't run Scli/ld, r,'/i'ii ' Ma/iri/sh/iis' , 'I'hc t^ao^in;
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HHAD OF A MAN

Stud\ of an unknown man with long hair, moustache and beard,

looking to the right at an object outside the picture. Light falls

from the right, casting deep shadows on the side of his face that

is turned towards the spectator. The dramatic effect of the pose

and illumination suggests strongh' that Rubens painted the head from

life, intending to use it in one or other of his great compositions.

A very similar figure occurs in The Adoration of the Maoj, now in

the Antwerp museum.

This stud\-, engraved b\ Paul Pontius, appears in a sheet of nine

heads in a Drawing-Book published at Antwerp b\ Petrus van Avont.

6i

Panel, >o : 42 cm.

Bibl.: Rooscs, \\ pp. 23-6, pi. 2^3; Cat. Hxh. I /cwisb . I/V, ijoo-ijoo, Roval Acade-

my of Arts, London, i9^3-<i4, p. 62, No. 185; (^at. \\\h. A<;ncw, London,

1961, No. 16.

Prov. : Dr. A.C. xon Frcv, Paris; Colin Aii;nc\v, London; Sir Otto Beit, London.

Sir . \lfred Be//, 1^1. , li/isshoro/i'^h, Co. W'ickloir, Ireland
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MARIE DF' ^fI•DI(:I ^2

This portrait of Marie de' Medici (i 575-1642) was designed as a

pendant to that of Anne of Austria, consort of Louis XIII of France.

The two paintings are numbered successiveh in the inventory of

Rubens's estate 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 France as belonging

together. Thev were painted bv Rubens during his first stav in Paris

in January-Februarv 1622.

Mother of the King of France and mother-in-law of the King

of Spain and the Duke of Savov, Marie de' Medici was also about

to become mother-in-law to the King of England. She was, so to

speak, in the ver\' centre of French affairs, and France had suddenh

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 show^s 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.: Roosi'S, \\ , pp. 2m, 216, No. 997; K.d.K., p. 268; Tbii/llies- loiiairi, pp.

10-29; Htii'/z/cr, Portraits I, No. 27.

Prov. : Acquired from Rubens's estate b\ Philip l\ of Spain. Transferred from

the ro\al collections to the Prado in 1794.

Miiseo del Prado, Madrid
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The ConsigtuneiU of the Regency of Maria de' Medici, Musee ciu Louvre, Paris



THF MARII' Di:' MEDICI C:VCLE

In 1622-25 Rubens painted for Marie de' Medici (1573-1642), the

Queen Dowager of France, 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 Februar)- 1622, and signed the contract

with Marie de' Medici on 26 February.

As the Queen was on delicate terms with her son Louis 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 year 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 man\' of

these have survived (see Nos. 63-67).
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FRANCESCO I DK' MEDICI

The Medici c\cle (see p. 151) included diree portraits, hun^ at one

end of the u;aller\ . Marie de' Medici, representee! as Minerva, was

in the centre, and to either side were her parents Francesco I de'

Medici (1541-87) and Joanna of Austria (1547-78).

Francesco succeeded his father Cosimo I as Grand Duke of Tuscany

(Florence and Siena) in 1574. He is depicted in this sketch at full

length and in ceremonial costume. His attitude and expression are

those of a crafty tyrant. The finished painting (247:116 cm), now
in the Louvre in Paris, is certamh- not one of the best to have

come from Rubens's studio; it follows the sketch in its main lines.

See No. 64.

63

Panel, 32.5 : 24.5 cm.

Bibl.: Rooses, III, p. 254, No. 753'; K. Grossmann, Der Gemdldetiyklus der Galerie

der Maria von Medici von Peter Paul Rubens, Strasbourg, 1906, p. 20; Tbuillier-

fo/icarf, pp. 71, 72.

Prov.
: Anonymous sale (directed by Paillet), Paris, 17 I'cbruar\ 1774, lot 80; Sane,

sold in Paris in 1780; anonymous sales (directed b\ Ec Brun), Paris, 1780

and 1782. Acquired with the Hans West collection in 1809.

Sfafens Museum for Kunst, C.openhas^en
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JOANNA OF AUSTRIA ^a

Oil sketch for the Medici cvcle (sec p. 151). Joanna of Austria,

Grand Duchess of Tuscany and mother of Marie de' Medici, is

depicted full-length and facing; right, so the portrait was presumablv

hung to the left of that of her daughter. The finished painting

(247:116 cm.), now in the Louvre in Paris, follows this sketch in

its main lines and, like the portrait of Joanna's spouse Francesco

(see No. 63), is certainly not among Rubens's best works.

Panel, 32.5 : 24.5 cm.

Bibl.: Rooscs, III, p. 255, No. 754'; K. Grossmann, Der Genialdei^ykhis der Galerie

dcr Mc/r/a I'oii Medici von Pt'/cr Paul Rnhens, Strasbourg, 1906, p. 20; Ibitillier-

hoiiciir/, p. 7 2.

Prov.: Anonxmous sale (directed b\- Paillet), Paris, 17 Februarv 1774, lot 80; Sane,

sold in Paris in 1780; anonymous sales (directed b\' Le Brun), Paris, 1780

and 1782. Acquired with the Hans NX'est collection in 1809.

Sta!i'ns MuseII1)1 for Kiiiisl, C.opi'nba;ji-n
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THE PRESENTATION OF THE PORTRAIT OF MARIE DE' MEDICI
TO HENRY IV

Oil sketch for the Medici cycle (see p. 151). Hymen and Cupid,

hovering in mid-air, present Henrv IV of France with a portrait

of Marie de' Medici, his future consort. The king, encouraged bv

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 bv the eagle 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.

65

Panel, 48 : 37 cm.

Bibl.: Rooses, III, p. 226, No. 733'; K. Grossmann, Der Gi'ii/dldf:i]'kliis der Galenc

der Maria von Medici von Peter Paul Rubens, Strasbourg, 1906, pp. 30-3 ; Thiul-

lier-Foticart, pp. 74, 75.

Prov.: Recorded from 1729 in the inventor\- of the Resident;, Munich. Acquired

b\- the Elector Maximilian Emanuel.

Bayeriscbe Staatsgemdldesa>?iii!liingen , Munich
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HENRY IV'S ARRUAI. AT LYONS AND 'IHr. CONSUMMATION 5^
or HIS MARRIAOi: TO MARIF. DF:' MI.DICI

Oil sketch for the Medici c\cle (see p. 151). Henr\ 1\' and Marie

de' Medici were married b\ proxy at Idorence on 5 October 1600;

thev clid not meet until November 9, as Henr\- was campaigning

against Savo\ . According to contemporar\' records, both spouses were

disappointed. Rubcns's task was made harder b\ this fact and b\'

the intimate nature of his theme, but he overcame the difficult\

b\ the use of allegorw

Marie de' Medici and Flenrx I\', enthroned as |uno and Jupiter

and accompanied b\ H\men, take each other b\ the hand as a pledge

of wedlock. The Queen, her exes bashfulh cast clown, is attended

by putti with flambeaux. The city of Lyons, depicted as a \oung

woman with a mural crown on her head, gazes up admiringlv; she

is seated in a car drawn b\- two sxmbolic lions, and the cit\ itself

is seen in the background. The lions are led on b\' Cupid.

The finished painting (394:295 cm.), now in the Louvre in Paris,

agrees generalh' with the present grisaille sketch but differs in some

details: Marie de' Medici has no veil, her breast is bare, and Henry

I\' wears a laurel wreath on his brow.

Panel, 33.5 : 24.2 cm.

Bibl.: Rooses, 111, p. 231, No. 726'; Riihens-Biilktijn, \', pp. 216-20; K. (irossmann,

Der Geincilde::jkliis der Galerif der Maria ron Medici ron Pefer Paul R/djeiis,

Strasbt)urg, 1906, p. 44; livers, 194^, pp. 299-306; Ih/ii/licr- lo/icar/, pp. 77,

78.

I-'r()\. : ,\bbc\ ot Saint- Ambroisc, Paris.

Miise/im of fbc Heriiiitagi', Leiiiiiiirad
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THE APOTHEOSIS OF HENRY IV AND THE PROCLAMATION OF
THE REGENCY

This sketch for the Medici cycle (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 b\ Jupiter and Kronos

under the signs of Leo, Virgo and Libra. Other gods, including

Hercules and Mercur\', 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 b\- Minerva (wisdom) and Prudentia (pru-

dence). France, on her knees, offers her a globe ornamented with

lilies, signifying royal authorit\-, while Regency, hovering in the air,

presents her with the helm of state. The nobles at the foot of the

throne demonstrate their loxalt}' and devotion to the Queen.

In this sketch the groups representing the two themes are too

far apart to form a compositional unit\', but this is not the case

in the final picture (594:727 cm.), now in the Louvre in Paris. In

that version the assassin no longer appears, but the Hydra of rebellion

is more developed: though scotched, she still raises her head threaten-

ingly.

67

Panel, 53:92 cm.

Bibl.: Rooscs, 111, pp. 238, 239, No. 740'; rh/i/l/icr- t-o/icarf, pp. 82-4.

Prov.: Recorded from 1729 in the inventor\ of the Rcsich'ii:^, Munich. Acquired

bv the Elector Maximilian FLmanuel.

Buyer/schc Stua fsgemdIdesa»/whin 'j^cu , Munich
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jLDITH WITH Tfll'. lll'.AD Ol [1 ()I.( )IT: R N' l':S

The theme of this paintinu; is trom the Old Testament (Apoervphal)

book ot Judith, chapters 8-16. Nebuchadnexxar, kinii; of /\ss\ria,

sent his general Holofernes to conqLier the Israelites. Holofernes

besieged the cit\ of Bethulia, which was on the point of surrendering

for want of water. )udith, a beautiful and rich widow, resoKed

to save the cit\' b\' 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 Assxrians learnt that

their general was dead, the\ raised the siege.

In the seventeenth centur\ |udith was regarded as a prehguration

of the \'irgin Mar\ and a s\mbol of chastitx and purit\ , while Holo-

fernes t\pihed pride and lust.

Judith is seen here, sword in hand, at the moment when she

drops the head ot Holofernes into a bag held b\ an old ser\ ing-wo-

man. The painting dates trom c. \(-)is\ its emphasis is less on the

dramatic event than on the beaut\ ot )udith, who wears a dream\,

thoughtful expression. The rapid, skiltu? execution and the transparent

colouring give it a spontaneous, poetic charm.

Rubens made an earlier picture of the same subject, but on that

occasion he laid more stress on the terocit\ ot Judith's act.

68

('an\':is, 113:89 cm.

Bibl.: A'.r/. A'., p. 236; R. ( )kicnb()ur<i, Z/ir ' Jiidill.t' ran Riihciis, in Zi/tschrifl fiir

bilchiidt' K/iiis/, |anuar\ -I'cbruarv, 1922, pp. 66-(S.

Prow: ('onrini Bonacossi, I lorcncc; Si^nora Maria Bor^hcsani, l^oloniina, sokl at

Sothebv's, Lomlon, i^ Kmc 1924, lot ^s; sold ro Marshal I Icrmann (iocriniL:

in 1942. Loanctl b\ the Italian St.itc.

Sopr/ii/('i!cIi'/i~a per i Bc/ii _ \rtislici c S/or/ci per h- Proriiicic di I irvii^^^i c Pis/o/ci, I //ireinc
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T H F- A S S L' M PT I () N () 1 T HI, \ 1 R ( . 1 N

The Virgin rises through the air, surrounded h\ angels. On the

earth below, in front of a cave, the open coffin is surrounded h\-

hol\ women and Apostles, including St. John with upraised arms.

A modeilo for the large altarpiece commissioned b\ Dean

Johannes Del Rio and his heirs for the high altar of ( )ur Lath'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

nearer the spectator. /Mthough the first negotiations with Del Rio

for the altarpiece began in i6i8, it was not completed until March

1627, having been delaxed b\ \arious circumstances including Del

Rio's death. The present modeilo was probabK painted c. 1625,

though some authors are inclined to place it some \ears earlier. See

No. 24.

69

Panel, 90 : 6 i cm.

Bibl.: B/ircbtird, pp. 2, 3, No. 2; (^at. I'^xh. RolU'rihiiii , /'v;,'-;y, p. 71, No. s\\

d'Hiilsl, i(j6H^ p. 97, No. \s\ (.. \'an clc N'ckic, R/flxiis' bcwc/rtKirl van Maria

in de Kathedraal /c liifD'crpcii, in jaarback van bet Konink/i/k Mnsenni voor

Scbonc Kiinsti'n^ Antwerp, 1975, pp. 270, 271.

Prov.: |ohn Webb, sold in London, 30-31 Ma\ 1821, lot 15s, and bought b\

Davies; F. Thomas Davies, London, 1950; S. and R. Rosenberg;,, London,

1955. Acquired in 1957.

KoninkJi/k Kabim-I van Scbi/dcri/cn ' Ma/irilsb/iis\ I'bc Haa^/ic
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TIk' Dfjciiders of ibc li/nhdr/s/, 'l*apcstr\ designed b\ Rubens. Church ot the Senoras

Relitriosas Descalzas Rcalcs, Mach-id



THE TRILMPH Ol TUli HUCMARIST

The Triiiiijph of iLw Liiicbarist is a sumptuous set of no fewer than

twenty tapestries, woven after cartoons executed b\ Rubens in

i62<i-27 antl commissionetl b\ the Archduchess Isabella (dara Eugenia

(1566-1633), daughter of Philip 11 of Spain and gox ernor of the

Southern Netherlands. The series was designed to adorn the conNcnt

church of the Senoras Religiosas Descalzas Reales in Madrid, belong-

ing to the discalced Order of the 'Poor (dares': the convent was

especialh dedicated to worshipping the P>ucharist, to which St. (dare

of Assisi had a particular devotion. The Infanta Isabella spent eight

months there before her mariage, and felt so closeK associated with

the convent that after her husband, the Archduke Albert, died in

1621 she in\ariabl\ 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 con\'ent's possession, were presented b\

her as a token of devotion and affection. The\ were woven at Brussels

in the studios of Jan Raes and |acob Geubels and their assistants.

Several preliminarx' sketches and modelli b\ Rubens are still extant,

as well as tull-si/e cartoons on canxas. See Nos. 70-76.

167





TilR A DO RATI OX OI' '111 I'. 1. 1 C 1 1 A R I ST 70

A r()U!:i:h sketch, also known as a boxxctto, tor the tapestrx c\cle

The Triumph of the Hucharist (see p. 167). The sketch u;ivcs an idea

of the \\a\ in which tapestries were hunu; in the conxent church

around and above the hiu;h altar on the processional da\s of (Corpus

(^hristi anti on (!ood lrida\. The upper reu;ister shows two L2;roups

of angels makini:, music, while the lower le\el depicts the leaders

of church and state adoring the Sacrament. The siunihcance of the

dark area in the middle is uncertain.

I'ancI, 3 i.S : :; i.S cm.

Bihl.: Cor/s-Ht'/d, pp. 34, 35, No. 57; |.S. Held, Rubens Iri/iwpb of /he Iiiichur'isl

and tin- Modi'llo in Lomsri/h\ in Bii/lc/in of /In fB. Sfad Ir/ M//S(//w, X.Wl,

1968, 5, pp. 2-22; C Scribner, Sacred . \rchi/ec/iire : Rubens's h-ucharis/ iapes-

/ries, in The \r/ Bulle/in, I.NII, 197s, pp. ^19-28, No. 4; Nora Dc I'ooitcr,

The I:ucharis/ Series, Corpus Rubeuiauuiii I .udtii;^ B/inluird, II, Brussels, 19^7,

Nos. i-5a.

Prov.: Dowtlcswcl!, Paris, 1914; prcscntcil h\ Mr. ami Mrs. Martin \. R\crson.

The . Ir/ Ins/i/u/e of Chicago, Mr. and Mrs. .Mar/in . \. Ryerson ( ollec/ion, ( hicaoo,

Michigan
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Till- Ml.l/IINC; OF ABR Ml \\1 WD M I. I.CI 1 1 / HD HK 7I

Boxxcrto for a tapestrx in rhc scries ilu- ir'/ini/pl) of /he liiicbarist

(see p. 167). Melchizedek, high priest anti 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 b\ two men with a basket of bread; a bo\ 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 b\- Melchizedek were regarded as a prehgu-

ration of the Hob Sacrament of the Altar.

The whole scene is shown as it on a tapestrv hanging from the

architra\e of the architectonic border. Below is a plinth adorned

with angels' heads and festoons.

Panel, I s.Ci : 15 .6 cm.

Bihl.: Rddsi-s, \, p. ^07; H. Tormo, 1 .a Ipoftos/s I ./icurfs/iin dc R/ihciis: I .os Uipicvs

dv las ne<:i(il~(is Rca/cs dc Mudr/d, in Irih/i'o lispaual dc Ir/c, \\\ 1942,

pp. 22-'i, 122; \'.H. l'',lhcrn, (^at. I.xh. /-'./-'. R/ihciis, Irinii/ph dcr I :/kiuir/s//e,

I'.sscn, 1954-i^, pp. 12, 28; (!at. iil::;^iriIlia III Miisciiiii C.aiubr'uh^c, I, i960,

p. 10^, No. 2^;!; Nora De l-'oortcr, '/7v I jicharist Scries, Corpus Rnboiiauiim

1 .itdn'n^ Hiirchard, II, Brussels, 1977, No. -'a.

Pro\'.: N'ictor W'olfvoct (Antwerp, 1612-12); Samuel Woodhurn (London

i7S6-iSsO; Thomas Kerrich, whose son, R.l-.. Kerrich, hequearhed it to

the museum in 18-7;.

I he lil::^n'ill'uiiii Mnsciiiii. ( mi/hridi^c
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•|-|ll. IRll MIMI Ol IHI. CML KCIl 72

A ho/xctto tor the I;iru;cst tapcstr\ in the Iriiiii/l)!) of ihc l:iniuirisl

series (see p. 167).

licch'Sia^ the C^hurch, sits in a triumphal ear ch'awn b\ foLir horses.

She is a vounu, woman clatl in billowing ecclesiastical robes, with

a stole o\er her shoulders and holding; up a monstrance. An anu,el

holds the tiara over- her head. Two women lead the horses b\- the

bridle, and other ani^els ho\er aboxe. An anu;el mounted on one

ot the horses carries the foiiopc/iw^ an honorific emblem of the basilical

church, with two crossed Papal ke\s. The car crushes under its wheels

Anger, Discord and Hatred; behind it tollow Ignorance, with ass's

ears, and Blindness, fettered and blindfolded. Below in the centre

is a globe wreathed with laurels, s\mb()lizing the (diurch's rule over

the world, and flanked by two lions.

While the allegorx is somewhat complicated, its main theme is

plain. The dogma of the Hucharist, supportetl b\ the Papac\, adxances

towards final triumph; b\- this dogma and by its wisdom, the (Church

will conquer the whole world and rule o\er it tor e\er.

I-*ancl, 16.2 : 24.4 cm.

Bilil. : H. Tormo, La \f)o/cosis riiicaristica dv Rubins: Los Idpia'S civ Ins /^csca/^as

Reak'S dc Madrid, in Irc/iii'o l:spinlo/ dc Ir/t, X\, 1942, pp. 22-^, 120; V.H.

Hlbcrn, (^at. t^xh. /-'./-'. R//h(//s. / ////////)// dtr /://i/ii/r/s//i\ Hsscn, 1954-S5, pp.

12, 37, 38; {^at. I it::^iriHiai)i Miiseiiiii C^ai>ibrid;n\ I, i960, pp. 103, 104, No.

228; Nora Dc l-'oorter, The I'jicharisl Series, C.orp/is Rid^eniaiiiiiii 1 .iidwi;^ Biir-

cbnrd, II, Brussels, \()J7, No. iia.

Pro\ . : I'.ciward Balme?; Thomas Kcrrich, whose son, R.l,. Kcrrich, hcqucathL-tl

It to the museum in 18-73.

/lie /77;^;r/7//W/// Mjisvnii/. (.ci///hrid^^e

173





•nil-. 'iRii Mi^ii oi iiii-. cm RCH 73

Art eliiborate modcllo tor the largest tapcstr\ in the Trhi///f')h of /he

Hiicharist series (see p. 167). It presents in the main, but in reverse

direction, the same composition as the hoz/etto that preceded it (see

No. 72); there are, howexer, some modifications ot detail, hi tront

of the car, tor instance, is a woman hearing the labarum, and three

women instead of tw) are leading the horses b\' the bridle. Small

angels are now ho\ering in front of the monstrance, and others

hold up the tapestr\ on which the whole scene is depicteti. The

globe below is not encircled b\ laurels but b\ a snake biting its

tail, the s\mbol ot eternit\ ; instead of lions it is Hanked b\ a rudtler

(goxernment) and a palm (\ictor\).

I-'ancI, S6 : los cm.

Bihl. : Rooscs, I, pp. 58, ^9, No. 45; R. Tormo, La \po/cos/s liiican'slica dc Riibciis:

I .(IS /iif)i('t'S dv las niSiiih;(is Rca/cs dv Madrid, m Irch/ro I is/'xii'io/ (h lr/i\

\\, ii;42, p. 120; I (/// I'lDivldi. I :.ujiiissis, p. Si, No. i <; , N'.ll. I'.lhcrn,

(".at. Hxh. P.P. Riibciis, 'Priiin/pl) dcr BiichanslH', Essen, 1954-') 5, pp. 37, 38;

(!ar. .\l/isi-" del Rfcido, Mailrid, ly^^i, pp. 292, 29;, No. if)9S; \ora l)c I'nortLT,

I hf Ijicluirisl .V(77i.r, i nrjyis R/ilnii/diuiw I .ndi i;^ B//rtli,ird, II, Brussels, i9'77.

No. lib.

Pros.: R()\al Sp.inish culketions.

.M/i.uo del I'rddo. Madrid
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THF. DHI HNDI.RS oi I' HE EUCHARIST y4
B()//ett() for a tapcstr\ in the rr'iii»/plj of tin- liiicl.HirisI scries (see

p. 167).

Sc\en saints, inckulinu the tour Latin 1 athers ot the (Church

Ambrose, Augustine, (ire^orx and Jerome - adxance in slow proces-

sion. On the left is St. Jerome in a cardinal's hat, and next to him

a saint in a birctta, probabh St. Norbert. In the centre, St. Thomas

.\quinas in a rhetorical attitude, and St. Clare holding a monstrance

(in the tapestr\ she has the features of the Archduchess Isabella).

)n the riu,ht, St. (ire^orx wearing the papal tiara, St. Augustine

with his back to the spectator, and a third indistinct figure who,

in the tapestr\ , can be identihed as St. Ambrose. All these were

revered as defenders of the F.ucharist. The Hol\ Spirit, in the form

ot a do\e, boxers in the clouds and radiates light o\er the group.

The scene is depicted as if on a tapestr\, held up b\- two cherubs.

I-';incI, M.8 : i6. s cm.

Bibl.: Roosts, \\ p. 307; H. Tormo, I .d \po/fosis Iwiccir/sfhti de R/ihciis: Los lapias

dt' las PfSCii/^cis Ri'cihs de Mtidrid, in \rcljiro lispafiol dt \r/c, \\\ 1942,

pp. 22-s, i;o; C^at. I it::;n'iUiani Miisviim Cciwhridj^c, 1, i960, p. lOi, Xo. 241;

J.S. Hckl, R/flniis' I rillIIIph of tin- liiichcirist and the Modvllo in Loiiisri/l<\ in

Bulletin of the J.B. Speed Art Mtiseiiiii, XX\I, 1968, 3, pp. 13, m, 16; .\I.

Jaffe, Rediscovered Oil Sketches by Rubens - II, in The Burlington Maoa^ine, CXI,

1969, pp. ^37, 538, No. 73; Nora De Poorter, The Eucharist Series, Corpus

Rubenianum Ludwio Burchard, II, Brussels, 1977, No. 15a.

Prov.: Edward Balme?; Thomas Kerrich, whose son, R.E. Kerrich, bequeathed

it to the museum in 1873.

///(' I'i/irnillidiii Muse it 111, (.aiiibridw
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THR TRIUMPH OF HOPE

Bozzetto intended for a tapestr\- in the Triiunph of the Eucharist series

(see p. 167). The subject was, however, not executed in tapestrv

form, as Rubens replaced it b\ The Meetino^ of Ahraha/n and Melcbi-

•:(edek (see No. 71).

In the inventor\- of the estate of Victor Wolfvoet of Antwerp,

who died in 1652, this panel is described as: "A small sketch bv

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 is depicted as if on a tapestrv, suspended

unsvmmetricallv in a Tuscan framework.

The design is that of an allegorical 'triumph', with a ship instead

of the usual car. The vessel is manned bv heavenly beings and guided

by the light of Christ (the lantern), as a svmbol of the hope inspired

in the faithful bv the church and the Eucharist.

75

Panel, 16 : 19 cm.

Bibl.: ).S. Held, Rubens' Triumph of /he Riicl)arist and the Modello in 1jiiiisville^

in Bulletin of the J.B. Speed . Irt Miisenii/, XX\ I, 1968, 3, pp. 13, 21, No.

31; [. Miiller Hofstede, AV/zr ()lski::^-:^e)i ron Rubens, in Stadel /id.trb/ich, N.F.,

2, 1969, pp. 202-^; C. Scrihner, Sacred \riiiileilnrv : Rubens' luicl.nirisi tafes-

Iries, in '/'Ac )/V B/ilhtin, lAll, 1975, pp. 524 (No, 18), ms; Nora Dc i^)ortcr,

J he h/iehcirist Series, Corpus R/d)eniini/i/// I ./id)ri<^ B/irrhcird, II, Brussels, 1977,

No. 2 T .

Prow: X'ictor W oltvoct (.\nr\\erp, 1612-52;; Samuel WOodhiirn (London,

1786-1853); Thomas Kerrich, from 1825; R.F. Kerrich, his son; Albert

Hartshorne, yrandson < )t Thomas kerrich, who liec]Lieathed ir in 1910 ro

Mrs. \\\art; )li\er 1..P. \\\att, sold at Sotheh\'s, London, 19 \pril 1967,

lot I :; ; Dr. \.B. \shh\ , l.omlon; Dr. Mich.iel \shh\, London, sold at

S()theb\'s, Lond()n, 11 December 19^4, loi 29.

Richard L. leii^e/zc" Co.. AV;r )ork
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THH TRILMPH OF TUl' i: LCI I A R I ST ()\'F.R HHRHSY 76

Modello for a tapestr\ in the I'n/iwph of /be IiiicharisI scries (see

p. 167).

Time, an au;ed man with wings and a sc\the, rises up through

the air; in his arms is a voung woman personihing Truth, who
points to a scroll hanging between clusters of fruit and inscribed:

Hoc est Corpus meiitu. Two repellent male figures flee before her.

On the left, a heathen altar is overthrown. Luther lies lamenting

among his books, Calvin still 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 allegor\ clearlv 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.: Roosi'S, 1, pp. 59, 60, Nos. 44, 44 bis; E. Tormo, La . Ipoteosis Fiiicaristica

de Rubens: Los Tapices de las Descci/-:^cis Rea/cs de Madrid, in .br/j/ro Hspailo/

dc . lr/(\ 1942, pp. 1-26, 117-31, 291-3 I s; I a// Riiyrelde, Esquisses, pp. 31-5;

\'.H. Elbern, Cat. Elxh. /-'./-'. Ruhciis, 'iriiiwph der fziicharisfie, Essen, 1954-5,

p. 53; Cat. Mnsto del Prado, Madrid, 197'i, pp. 291, 292 (No. 1697); Nora

De Poorter, The HiicharisI Series, Corpus Rnbeiiiaiuini hiidnig Bitrchard, II, Brus-

sels, 1977, No. 17b.

Prow : Ro\ al Spanish collections.

Miiseo del Pnido, Madrid
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THH MEETING OF DAVID AND ABIGAIL 77

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 emptv-handed, whereupon David resolved to avenge

himself bv the sword. However, Nabal's wife Abigail went to meet

David with provisions and so prevented bloodshed. (/ Sani.^ 25:

14-55)-

The picture represents Abigail greeting David and showing him

the food she has brought. The canvas dates from c. 1625-30; a strip

has been added at the top b\' 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.: Smith, Catalogue Raisoiine, II, p. 170, No. 592; Rooscs, I, pp. 147, 148, No.

120; W.R. Valentiner, Rubens Painlings in Awericiu in ihe Art Oiiarterl]\

IX, 1946, p. 160, No. 72; Goris-He/d, p. 52, No. 39; ). Muller Hofstetlc,

Neiie ()/ski^:^en von Rubens, in Stddel jahrbiicb, N.F., II, 1969, p. 239; M.

Jaffe, R/ibens' David and . [higail, in The Biirlingtou Maga^ii/e, (.\\\\ i<)7i,

p. 863.

Prov.: Due de Richelieu; Roger de Piles; due du Grammont, 171 5 ; Jacques Meijers,

sold at Rotterdam, 9 September 1722; (]ount Plettenberg and Witten, sold

at Amsterdam, 2 April 1738; Paul Methuen, London, i8;o; M. Secretan,

Paris; James E. Scripps, who presented it to the Detroit Institute of .\rts,

1889.

The Delroit Insli title of \rts, Cifl ofJaii/es I:. Scripps, Detroit, Mic/jigan
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THH HOLY FAMI1.^ W ITH ST. ANNE 78

This painting is notable for the rendering of emotion, particularh'

the Virgin's reverent love for the Child Jesus and St. Anne's delight

in beholding her grandson. From a ver\' earlv date the work was

in the monaster\ of San Lorenzo at the Escorial, near Madrid, where

it hung in the prior's apartments and was much admired. On st\listic

grounds it ma\- be dated c. 1626-30.

Canvas, i n : 90 cm.

Bibl.: P. clc los Santos, l^i'scripcioii del Riuil Moiicisterio de Sciii Ijjreii-:^o de hi hscoriul,

Madrid, 1868, p. 7^; Rooses, I, pp. 296, 297, No. 222; Ctliick, p. 161; M.

Jaffe, Rediscorered Oil Skelcljes by Rnheiis~ll, in 1 ije Hiiriinotoii Maoa-:;^iiit\ (Xl,

1969, p. 535; Cat. M/iseo di-i I^nido, 1975, pp. 229-31, No. 1639.

Prov. : Kscorial; transferretl from there to the Pratlo in 1839.

Miisco dei Pnido. Madrid
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\IR(;iN AND CHILD I'NTHRONHD AND SLR ROT N D I:D b\ 79
SAIN IS

The I '//;;'/// a//^ Child enthroned and s/irro/inded by Sain/s, a painting

commissioned bv the Augustinian monks at Antwerp, was completed

bv Rubens in 1628 and was immediatelv placed on the high altar

of their church; the subject was a natural one, as the church was

dedicated to Our Lad\ and All Saints.

The present oil sketch is 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 \^irgin 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. Marv Magdalene; in front of these are St. Agnes anci

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 martvred,

and St. Nicholas of Tolentino. The hol\- Famih' 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 preliminar\' draw-

ings (see No. 159) and oil sketches. Of the compositional sketches

that ha\e sur\ived, the present one most closeh resembles the final

work. See No. 80.

Panel, 79 : 5 ^ cm.

Bibl.: Rof/scs, l, p. 289, No. 2142; ] 'an P/iyrc/dc, lisqnisscs, p. 82, No. ^8; Cat.

H\h. Rotkrdani, kjj^-j^, p 84, No. 72; P. BJLirstrom, R/iheiis' \Sl. Georoe

and fhe Draopn\ in The .\rl Quarterly, .Will, 1955, pp. 27-45; ^ Cirossmann,

Notes on Some Dutch and lleniish Paintinos at Rotterdam, in The Burlinoton

dMaga-:~ine, XC\11, 1955, pp. 335-8; Baudo/iin, pp. 135-7; (^at. (jemdldeoalerie,

Staatitche Aluseen, Berlin. Bcrlin-Dahlem, 1975, p. 371, No. 780.

Pro\ . : Royal Collections, Sanssouci, 1764.

Stootliche Museen PreuJ^ischer K/iltiirhcsit-:^, Cemd/dej^aler/e, Ber/in-W est
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ST. SHBASTIAN AND ST. GFORCiE 8o

This oil sketch, formerlv attributed to Van Dyck, was rightly assigned

to Rubens bv L. Burchard. It is a detail study for the painting

of the Mrojn and Child enthroned and surrounded by Saints^ completed

in 1628 and placed on the high altar of the Augustinian church

in .Antwerp (see under No. 79).

In the sequence of surviving cirawings and sketches that preceded

the final painting, the present sketch follows on the compositional

drawing in Stockholm (see No. 159) and another, looser detail studv

in oils on panel, also of St. Sebastian and St. George, now in the

P. and N. de Boer Foundation, 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 Stadelsches Kunstin-

stitut, Frankfurt-on-AIain. 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 closel\- 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 closeh resembles

the final painting.

Panel, 41 : 30.5 cm.

Bibl.: Cat. Rxh. Rotterdam, kjj^-j^, p. 84, under No. 72; P. Bjurstrom, R/tbeiis,

'St. Georoe and the Drag^fni', in The .Art Oiiarterly, Will, 1955, pp. 27-43;

Y\ Grossmann, Notes on Some Dutch and hkm/sh Paintiii\is at Rotterdam, in

The Biirlins^ton Maoa^^ine, .\(:\ II, 195^, p. 337.

Prc)\.: Mancel collection, (^aen.

A I/Isee des Bcaax- Irts, Caen
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KINCJ l^m I.I I' 1\' Ol- SPAIN 8l

A half-length portrait of Philip I\' (1605-65) in front of a rich tasselled

draperv. He wears sumptuously embroidered court dress with a semi-

circular collar {o(jlilla)^ and with the Order of the Golden Fleece

about his neck.

In a letter to the Sieur de Peiresc dated 2 December 1628 Rubens

states that since arriving at Madrid as envo\' he has executed a portrait

of the King on horseback and, at the command of the Archduchess

Isabella, has painted heads of all the roval family. A Spanish source

also indicates that during his sta\- at Madrid from September 1628

to April 1629 he painted no less than five portraits of the King;

the present work njav be one of these. Some critics, however, believe

that onlv the head is entirely Rubens's work.

Canvas, 78.^:62.5 cm.

BihI.: Rf/oscs, \\\ pp. 236, 257, No. 1028; HeM, p. 139, under No. 11 1; Cat.

Exh. Rubens diploniaal^ Rubens Castle, Elewijt, 1962, pp. 134, 135, No. 67;

Hnrit]ueta Flarris, (.ass/niio dal Po-::;^-:^o on l^/coo I 'c/iLui/te:^, in The B/irlhr^/on

Afa»cii(/n(\ CXIl, 1970, pp. 364-73; HimuLi-, Partruits /, No. 35.

Prov.: Duke ot Hamilton, Hamilton Palace, sold at (Christie's, London, 17 |une

1882, lot 22; Otto Beit, London; Alfred Beit, London. Bought on the

art market after 1949 b\ the Ruzicka Foundation, and loaned bv it to the

Kunsthaus, Zurich.

Kiinsthdiis Ziir/ch, S/if/;in<^ Prof. Pr. I .. RiiT^icka, Zurich

191





THOMAS HCnv ARD, !• ARI, OF ARL'NDHI.

Thomas Howard, second Earl of Arundel and Surrey (1585-1646),

was made a Knight of the Garter in 161 1. He became F,arl Marshal

of England in 162 1, and general of the army sent against Scotland

in 1658. In 1642, during the C'ivil War, he left England for good.

His political and military importance are far overshadowed by his

role as one of England's first and greatest art connoisseurs and collec-

tors.

This oil sketch is probabK' a stud\' from life, executed in 1629-50,

for the portrait in the Isabella Stewart Gardner Museum in Boston.

The Earl, in armour and wearing the ribbon of the Garter, is shown

as a man of powerful features, the severity of which is somewhat

modified bv the expression of his eves. Another stud\ for the Boston

picture, a drawing, is in the Stirling and Francine Clark Art Institute,

W'illiamstown, Mass. (see No. 161).

82

(Canvas, 68,6 : S3.3 cm.

Bihl.: Smith, Cataloojie Raisonne, II, p. 308, under No. 11 28; Rooses, IV, p. 128

under No. 890; G. Gliick, Riiheiis us a Portrait Painter, in The Biirinig^ton

Maga-:(ine, I.XWI, 1940, p. 174; D. Piper, (ataloo/ic of Sereiiteeiith-C.eiitiir)

Portraits in the Xatioiial Portrait Gallery, (Cambridge, 1963, p. \s. No. 2391

Prov.: John, fourth Dui<e of ArgvU; his son. Lord Frcderici< (Campbell; William

rtrst Earl of Amherst. Acquired bv the National Portrait (iallcr\ in 1929

National Portrait Gallery, London
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J U ST I C H A N D A B L" \ D .\ N C E 83

One of these two oil sketches shows Justice (justitia) as a young

woman holding a sword aloft with one hand and carr\ing a balance

in the other, while trampling on a snake, symbol of evil. Justice

protects the virtuous communitx against the wicked: this is s\mbo-

lized by the flock of sheep and the fleeing wolf. The second sketch

shows Abundance { y\biiiidautia) as a young woman with a cornucopia

in her lap; Nature's benefits to man, s\mbolized bv the fruit pouring

out of it, are gathered up b\ two putti. The purse under the woman's

foot ma\- represent the contrast between material wealth and the

profusion of nature. These two sketches w^ere executed c. 1630; no

lareer works after them are known.

Each sketch: panel, 63.7:45.8 cm.

Bibl.: C]. Ripa, Iconologia of /lyfheeldingcii des l^crsfaiids, .•\msterc1am, 1644, p. 453;
B. Nicolson, Pictures fro/// Ha///pshire Ho/ises, in I'he B/ir/inoton Maoa^iiie,

XCIX, 1957, pp. 273, 274; M. |affe, I '11pub lished Drani/ios by R/ibeiis in I reach

M/iseii///s^ in Ga:^etle des Remix- Ir/s, I.WI, 1965, pp. 175-80.

Prov.: In the famih of the Earl of Malmesburx, Newnham House, Basingstoke,

trom the eighteenth centurv ; \'ictof Thaw, New \'ork.

. I r/e///is, .S. - L, Br/isse/s
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HELENA FOURMENT, HOLDING A (iLOVE 84

On 16 December 1630, four vears after the death of his first wife

Isabella Brant, Rubens married the sixteen-vear-old Helena Fourment,

dau(!;hter of an ;\ntwerp merchant. The Cardinal Infante Ferdinand

later wrote that she was undoubtedh the most beautitul woman
in Flanders (letter to Philip I\' of Spain, 27 Februar\- 1639). Rubens,

in a letter to his friend Peiresc dated 18 December 1634, described

his motives as follows: "I took a xoung wife born of honest but

bourgeois parents, although all sought to persuade me to marrv a

lad\- of the Court. But I feared to expose m\self to pride - a vice

often met with in the nobilit\-, especialh in that sex - and so I

chose one who would not blush when I took up mv brushes. And,

to tell the truth, I would have been loth to exchange m\' precious

libert\ tor the embraces of an old woman." The portrait ma\' be

dated c. 1630-31.

l^ancl, 96.6 : 69.3 cm.

Bibl.: Rooses, \\\ p. 162, No. 937; K.cl.K., p. 331; L. \'an Pu\\cklc, 1a'S portrails

ch'S Jcwwi'S (Ic Riihi'iis, in J.a Rcr/w dc furl uiicieii cf wo(lcn/i\ l.X.M, April 1937,

pp. 11-6; Kiifii/o'^ dcr . l/ti'ir Piiuikolljck Miiiicheii^ i956> P- 230, No. 349;
H. \'lie_uhc, Portrails II, Corpus R/ihciiinii/i/// I .iidn'i;^ Biirchard, XIX (in prepara-

tion).

Prov.: Electoral collection; perhaps acquired in 1698 bv the Elector Maximilian

Emanuel trom the .Vntwcrp merchant (iisbert \-an (xHilen.

Bciyer/scbc Slaats;^i'iinildi'Siiii/i//liiii'^i-n , M/iiiich
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HELENA FOURMENT 85

The \()ung woman, portrayed full-length and life-size, is seen in

front of a landscape ; the horizon is low, as the artist's viewpoint

is somewhat di sotto 111 sii. The background consists of a large gre\'

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

light violet ribbons, and the broad black hat with a plume, give

the subject the dignified appearance of a well-to-do bourgeoist'. 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 broadh but with

love and care, and is among Rubens's finest portraits. Some art histo-

rians, how^ever, believe that the subject is not Helena but her sister

Susanna.

Panel, 1 87 : 86 cm.

Bibl.: Rfioses, \\
, pp. 16^, 166, No. 943; K.d.K., p. 529; C/iick, pp. 118-56; H.

\'lieghe, Portrai/s II, (jirpiis Riibcuiauitn/ IJidn-i;^ tiiirclnird^ XIX (in prepara-

tion).

Prov.: Sir Robert W'alpolc, Earl of Orford, Houghton Hall; Hermitage, Ecningrad.

C.aloiisti- Cjiilbt'iikian Miise/im, L/slxn?
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THF HISTORY- Ol ACmLI.F.S

In 1650 or in the next few \ears Rubens painted oil sketches for

a series of eight tapestries depicting The F I/story of .\chil/es. It is

not known who commissioned them, but there is much exidence

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 .{chi/h's figure in the inventor}' of I'ourment's posses-

sions drawn up at his death in 1645. The ecl/t/o princcps was most

probabh' woven b\ Daniel Hggermans the Elder (died c. 1643).

After the sketches larger panels were painted, the modelli, for

the double purpose of being shown to prospective buyers of tapestries

and of serving as models for the cartoons, which were on the same

scale as the tapestries themselves.

For The History of . \chi//es, depicting the life of the (jreek hero

from infancN to death, Rubens relied chieHx on material to be found

in sixteenth-century and contemporary handbooks of m\tholog\-. He

also used his own knowledge of the classics to depict the various

scenes in an antique setting, while emphasizing emotional aspects

and especialh the power of loxe. See Nos. 86-88.
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THETIS DlPPINCi ACHILLES IN THE ST^'X 86

Oil sketch for a tapestrx in the series Tbif blistory of . Ichil/cs (see

p. 201).

Thetis, anxious over the fate of her son Achilles, the future hero,

dipped him in the waters of the Styx, river of the underworld, in

order to make him invulnerable. However, the heel b\ which she

held the bab\' remained dr\-, so that this part of him was unprotected:

hence the expressions '.Vchilles' heel' and 'Achilles tendon'. (\'iru:il,

Aenaid, \T, 291, 501-16, 417, 418).

Thetis is shown at the moment \^'hen she has half immersed the

child. One of the Fates, recognizable b\ the distaff 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

bv a bat flitting in the air. The architectural setting includes herms

of the underworld deities: Proserpina, with a crescent moon above

her forehead, and Pluto with his emblem of a two-pronged fork.

These are surmounted bv an architrave with, in its centre, a cartouche

ornamented with bats' wings and linked to the herms b\' 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 the\" will be reversed in the eventual tapestrv. The modello

of this piece is in the John and Mable Ringling Museum of Art

at Sarasota, Florida.

Panel, 43 : 36.5 cm.

Bibl.: Swi/h, Ccifa/o^n^/ie Ruisoniic, 11, No. 849; I uii P/tyrc/di', /z.u////ssi'S, pp. 40, 41,

94, 9^; B//ir/ji/ir/, pp. 13-^; (^at. Exh. RdUcrdan/, /y/,'-/^, No. 61; d' I liilst

,

i96(S, pp. 100, loi. No. 20; Harnrkaii/p BciU'Wtiiiii, pp. 95, 96, No. la.

Prov.: Daniel LcHirment, Antwerp, to 1643; |ean-Henr\ dobelinus, Brussels, to

1681; Joan Baptista Anthoine, Antwerp, to 1691; Richard Mead, to 1754;

Fulk (irevillc, to 1794; John Smith-Barr\ , Marbur\ Hall, Northwich, Ches-

hire, c. 1814; A.H. Smith-Barr\ ; Lord Barrvmore, sold at Sotheby's, London,

21 |une 1933, lot 28; Goudstikker, Amsterdam. Presented to the museum
in 1933 b\ D.G. van Beuningen.

Boywaiis-rciii Be/oiiiweii Muse 11111, Rotterdam
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THETIS RECEIVING ACHILLES' ARMOUR FROM HEPHAESTUS 87

Modello for a tapestr\ in the series The History of -Ichil/es (see p.

201).

Achilles, having quarrelled with Agamemnon, refused to take

further part in the siege of Tro\ , but lent his armour to his friend

Patroclus. The latter, however, was killed in battle b\ Hector and,

the armour thus being lost, Thetis requested Hephaestus, the god

of fire and the smith\', to make a new set for Achilles (Homer,

Iliad, XVHI).

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

hands, aided b\- the latter's wife Charis and b\ 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 ruddv glow of the smithv. The scene is enclosed

in an architectural framework with two herms, personifying Juno

with her peacock and Jupiter with the eagle and thunderbolt. Above,

on the architrave, is a cartouche with festoons supported bv putti

on either side; at the base are Hephaestus's tools and an anvil on

which something is burning.

Panel, 108. 5 : i 26 cm.

Bibl.: Rooses, 111, p. 40; J 'c/// P/zyre/f/c, lisq/fisscs, pp. 36-8, 87, 88; B/nrburd, pp.

M, 16, No. 13;
I

A. SeilernJ, I /cwish Pn/ntiiios and l^nwiii;is at j6. Princes

Gate, London, London, 1955, pp- 58, 59; Cat. li\\\. Rotterdam, i9J^-J4, pp.

81, 82, No. 66; d'Hnlst, i9^><^, p- 102, under No. 24; Haverkamp Beoemann,

pp. I M, 116, No. 4c.

Prov.: Daniel Fourment, Antwerp?; Peter Fourment, Antwerp, to 1653; Gerard
van der Strecken, Jan van Leefdael, Hendrick Lenaerts, Brussels; duque
de Infantado, Madrid, to 1841; duquc de Pastrana, Madrid. Presented to

the museum in 1887.

Milsee des Beaux-. Irts, Pan
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ACHILLES SLAYING HECTOR 88

Modello for a tapestr\' in the series The History of .\chilles (see p.

201).

The Trojans withdrew within the walls of their city, leaving Hector

to engage in single combat with Achilles (Homer, Iliad, XXII).

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.: Roosi'S, 111, p. 40; Van Puyvelde, Esquisses, pp. 36-8, 87, 88; Burchard, pp.

15, 16; Cat. Exh. Rotterdam, i9j^-J4, pp. 72-82; d'Hulst, 196S, p. 103,

under No. 25; Haverkan/p Begi'inaim, pp. 133, 134, No. 7b.

Prov.: Duque de Infantado, Madrid, to 1841 ; duque de Pastrana, Madrid. Presentetl

to the museum in 1887.

Musee des Beaux-- Ir/s, Pan
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THE HOLY FAMILY WITH ST. ANNE 89

Rubens painted the theme of the Holy Family several times. Apart

from the Virgin and Child, considerable variation was possible as

regards the decor and choice of figures. In this version the attention

is centred on the Child asleep on Mary's lap; the Virgin, St. Joseph

and St. Anne regard him with profound affection. The free handling

and bright colours point to a late date of execution, c. 1630-3^.

Several copies of this painting were made in the studio.

Canvas, 174: 142 cm.

Bibl. : W'.R. \^alentiner, Rtihens Paiut'nv^s in Awcr/ca, in 'I'bi' \rt O/uirferly, IX, 1946,

pp. 153-68; Cat. Xorfh C.arol/ini Miisaiw of . \rt, Raleigh, 1956, p. 65, No.

129.

Prov. : Captain Askew-Robertson, Ladvkirk, Norham-on-Twced, Scotlantl.

The North Carolina Ahisc/iw of 1/7, Rakig^h, Xor/h Carolina
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ST. ILDHI-ONSO RECElVlNCi A CHASUBLE 1 ROM THE X'lRCilX, 90
IN THE PRESENCE C)I- THE ARCHDUKES ALBERT AND
ISABELLA

Ildefonso, a seventh-centurv 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 b\' a compan\-

of female saints, she presented Ildefonso with a chasuble as a sign

of gratitude. This oil sketch depicts the scene and, to either side,

the Archdukes Albert and Isabella as donors, with their respective

patron saints.

The sketch is a study for the large tript)ch of c. 1630-32, presented

bv Isabella to the church of Saint-Jacques-sur-le-Coudenberg in

Brussels to adorn the altar in the chapel of the confraternit\' of

St. Ildefonso. In the triptvch itself, now in the Kunsthistorisches

Museum at Vienna, the donors are depicted separately on the side

panels.

Canvas, 53:83 cm.

Bibl.: Roast's, 11, pp. 306-8, No. 456bis; Hc/d, p. 139; G. Aust, Hiihi-iirj imd . liisjiib-

n/iio hei R/ilwiis, in Wullraj-Ricljart::^ labrbiich, X.\, 1958, p. 188; Biirclhtrd-

d'Hiilst, 196j, pp. 289-91; Ahirliii, C'.i'ilin;i Puiiitiiios, pp. 183, 184; Mieoloe,

Saints, 11, pp. 86-8, No. 117b.

Prov.: Clemens August, Duke of Ba\aria, lilector and Archbishop of Cologne;

Boileau, Paris?; Count Karl Cobcnzl (Vienna, Brussels, 1712-70)?. .Vcquiretl

b\ (Catharine 11 of Russia, probabK in 1768.

MilSi'IIin of the Hi'nii'itage , Leiiiiiv^rad
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THi: Ci ARDHN OF LOVE

Rubens's painting of the Garden of Love is akin to the traditional

Netherlands theme of a garden showing people enjoxing life. The

content, however, cannot be fulh grasped without some explanation

of its allegorical meaning.

Four human couples, two on either side, surround a central group

of three voung women representing the Graces, who bestow on

mankinc] 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 \oung people engaged in a round game. Above right,

as a sculptured figure on a fountain, the love-goddess Venus X'^ictrix

dominates the scene. The warm nourishment flows from her breast,

while two putti leap forth and carr\ 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

representeci by three young women. Above left, two or three more

putti approach swifth ; the foremost one is, as it were, drawn along

b\' a pair of doves, svmbolizing conjugal love, and holds a xoke

in his hand, signifying wedlock.

This magnificent painting was executed by Rubens c. 1632-53.

Another version is at W'adesdon Manor, Buckinghamshire, England.

Christoffel Jegher made a woodcut of the subject after a drawn

model bv Rubens. See Nos. 164-166.

Canvas, 198 : 283 cm.

Bibl.: Roosi'S, 1\
, pp. 65-7, No. 855; G. Clluck, R/ilniis Liehesi^df/vii, in juhrhiich

dcr Klinsthistartschen Sii IIInilnngeii, XXX\ , Vienna, 1920, pp. 49-98; I.. Burchard,

in Cliick, pp. 385-9; Hm-s, 194^, P- 339 e.a.; Biircl.uird-d' I liilst, i9U>> PP-

104, 105, under No. 128; Held, pp. 153, M4. under No. i^; W. Burchard,

Tlw 'Ccirdei! of Love' by Rubens, in 'Ibe Hnrlim^/on .\hjo(/;;ine, (\\ 1963, pp.

428-32; Biirchard-d' Hills/, 196 j, pp. 278-81, under No. 180; A. Siibcrkrub,

Per Ijebcsoarten, Bern-I-"rankfort a.cl. M., 197^ ; (.at. Mnseo del Rrndo, Madrid,

197^, pp. 230-32, No. 1690.

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

MilSCO del PIIIdo, Madrid
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LANDSCAPE AT EVENING, WITH A CART

This evening scene with a cart on a sunken path is t\pical of Rubens's

later landscapes, though he used the cart motif in earlier works as

well. The warm colours, the rich play of light and shade and the

rhythmic movement of the trees combine to render admirably the

atmosphere of a quiet evening, while at the same time evoking the

deeper forces and \italit\ of exuberant nature. See No. 42.

Panel, 49.5 : S4.7 cm.

Bibl.: Rooses, IV, p. 595, No. 1205; K.d.K., p. 271; G. Gliick, Die Landschaften

ran Peter Paul Rubens, Vienna, 1945, p. 67, No. 32; D. Hannema, Catalo;iite

of the D.G. von Reiiiiiii^^en Collection, Rotterdam, 1949, p. 69, No. 59; Cat.

Exh. Rotterclaw, njjj-j^, pp. 100, 10 1, No. 94; (^at. Exh. Brussels, 196 j,

p. 201, No. 211.

Prov. : Marquis of Camden, sold in London, 12 June 1H41; Samuel Rogers, sold

in London, 3 May 1856; Thomas Baring, London; Earl of Northbrook,

Micheldever, Stratton, Hampshire; F. Koenings, Haarlem; D.G. van Beun-

ingen, Vierhouten. Acquired with the D.G. van Beuningen collection in

1958.

Boynians-van Beuningen Museum , Rotterdam
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CEILING DF.CORATION OF THE BANQUETING HOUSE,
LONDON

A letter of 13 September 162 1 from Rubens to William Trumbull

already speaks of decorating "the hall in the new palace", but for

eiu;ht \ears the documents make no further mention of the project.

Rubens probabh receixed the definitive commission trom Charles 1

during his stav in London in 1629-30. This involved nine large

allegorical ceiling decorations for the Banqueting House in Whitehall,

completed bv Inigo Jones in 1622. The ceiling paintings are still

to be seen there, and are the onlv work of this kind b\' Rubens

that has sur\'ived. 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 nearlv completed bv 1

1

August 1634 and that the paintings reached England in November

or December of the following vear.

The series comprises an oval piece in the centre of the ceiling,

adjoined b)" 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);
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ENGLAND AND SCOTLAND CROWNING PRINCE CHARLES 93

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 1 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

years old.

Two female figures, personifying England and Scotland, place a

double crown on the head of the voung 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 Museum
at Rotterdam. Another sketch, in the City Art Gallery, Birmingham

(collection of Lieutenant-Colonel H.R. Davies), shows only the en-

throned James I with some accompan\ing figures.

Panel, 83:71 cm.

Bibl.: Smith, Catalogue Raisonrie, II, pp. 232, 233, No. 814; Rooses, III, pp. 286,

287, No. 769; The Minneapolis Institute of . Irts Bulletin, W, 1926, pp. 154-6,

No. 29; ] ^an Puyrelde, Esquisses, pp. 86, 87, No. 72; Goris-HeU, p. 40,

No. 86; Cat. Exh. Rotterdam, i9Jj-J4., p. 95, No. 86; O. Millar, Rubens:

The Whitehall Ceiling, London, 1958; J.S. Held, Rubens's Glynde Sketch and

the Installation of the Whitehall Ceiling, in I'he Burlington Magazine, CXII, 1970,

pp. 274-81.

Prov. : King Charles 1 of England; Sir [oshua Re\nolds (London, 1723-92); Prince

Demiciott of San Donato, 1888; (Charles Porges, Paris; C. Seclelmever, Paris;

A. Lehmann, Paris.

The /Minneapolis Institute 0/ .Irts, The William Hood Dunnoody I und, Minneapolis
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FERDINAND, CARDINAL INFANTK OF SPAIN 94

Ferdinand, the third son of Philip III of Spain, was born on i6

Ma\' 1609. He was made a cardinal in 16 19, at the age of ten, and

in the following vear Archbishop of Toledo, though he was never

ordained. He became chiefi\' noted as a brilliant commander.

In 165 1 it was announced that he was being sent t(^ 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 journe\ was interrupted

several times. In 1634 he joined the Imperial armv 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 entr) into the city of Antwerp, which was richly decorated

for the occasion under Rubens's direction. (See also Nos. 95, 96).

Two full-length portraits of him b\- Rubens figured on triumphal

arches.

Can\as, 125 : 90 cm.

Bibl.: K.t^.K., p. 376; L. Burchard, Cat. Rxh. /.oa// Exbibitioii of Riibciis, W'ildenstcin,

New York, i9<i i, p- 53, No. 31; Mcirlin. Pon/pa lu/roit/is, pp. 152, 153,

under No. 39.

Prov.: Sir Joshua Rc\nolds (London, 1723-92); F.arl of L'pper ()ssor\; Lord

Lwiden; Xcrnon Smith; J. Pierpont Moruan, Do\ cr I louse, Lomlon, 1S98.

1 bt Jol.ui (111(1 Mdbh R/i/i^^/ziiii M/isi'/i/// of 1/7, SurasdUi, I lunda
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REAR FACE OF THE ARCH OF FERDINAND 95

On 17 April 1635 the Cardinal Infante Ferdinand of Spain, the new

governor-general of the Netherlands, made a brilliant ceremonial

entry into the citv 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 Fer-

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 armv, 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 Tr/Hwph of I trd'niaiid^ which original h" adorned the rear face

of the arch, was painted after Rubens's modello by Jan van den

Hoecke and later restored b\ Jordaens; it is now in the Uffizi at

Florence.

Panel, transferred to can\'as, 104:72.^ cm.

Bibl.: Rooscs, 111, p. 313; Irmengard von Rader-Baumbach, \ ersieriiii^eii bij Blijdv

Iiikomsteii iiehriiikt in de Ziiidelijke Neder/andeii ged/irende de i6e en lyc <;eiin\

Antwerp-Utrecht, 1943, pp. 65, 66; \'an Piiyvelde, Esqii/sses, p. 39; Martin,

Ponipa bitroilns^ pp. 156-8, No. 40a.

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 t>^ Georue Walpole, third Flarl of Orford (1730-91) to Catherine

II of Russia.

MtiseiiM of the Hvrniitagv, Leningrad
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FRONT FACE OF THE TRIUiMPHAL ARCH AT ST. MICHAEL'S 96
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 Abbey (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 militar\' 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.: Rooscs, ill, p. 323; E. Panofsky, Hercules aw Scheideirege, Berlin, 1930, p.

121; K.d.K., p. 367; I 'an P/iyretde, Escjttisses, p. 39; Martin, Powpa Infroitus,

pp. 208, 209, No. •) 2a.

Prov.: Prosper Hendrik Lankrink (London, 1628-92), sold in London, 23 Januarv

1693; Robert Walpole, first Earl of Orford (Houghton Hail, 1676-1745);

sold in 1779 by George Walpole, third Earl of Orford (1730-91) to Catherine

II of Russia.

MuseIII)/ of the Heriiiitai^e, IA-iiingrad
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THE ASSUMPTION OF THE VIRGIN 97
Rubens painted more than one altarpiece of the Assumption, and

made several preliminar\' studies for each. The present work is a

modello for an altarpiece of c. 1655, 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 highh' finished.

The present painting from Yale is less colourful and more summarily

executed. 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 especialh' the triumphant gesture of her

right arm. Her pose, too, is more frontal and is close to that seen

in the final painting.

Panel, ^6 : 40.5 cm.

Bibl.: Sw//Ij, C.citalo;>^iH' Raisoiiin', II, p. 53, No. 149; Rooscs, II, p. 184, under No.

560; E. Haverkamp Begemann, ''/'he . \ssiiniptioii of ihe I '/>;'///' - a bi/hcrto

unkiunrn 'modello' by Rubens, in The Hiirliiiglon Magazine, CIX, 1967, pp. 705,

706.

Prov. : P. Panne, sold at Christie's, London, on 27 March 18 19, lot 109?; Peter

Ranicr; purchased at the beginning of this centurx bv Walter Lippincott

Goodwin, Hartford, father of Henry Sage Goodwin, who presented it to

the Yale L'ni\ersit\ Art Gallcrv in 1965.

Yale Universily . \rl Gallery, CiJI of hleiiry Sci;^i-' Coodwiii, Xcir I lareii, (.oiiiiec/ic/t/

ll-j





CHRIST CARRYING THE CROSS 98

This painting depicts the dramatic moment of Christ's fall on the

road to Calvar\ . 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 \^irgin and St.

John, and the wailing daughters of Jerusalem with their offspring.

Veronica compassionateh wipes the forehead of Christ, while Simon

of Cvrene, helped b\" another man, lifts up the heavv cross. Christ

raises himself painfully on his left hand and looks, as it were, towards

the spectator.

This work, highh 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 'niter alia to the oblong shape

of the altar portico, rounded at the top.

Panel, 74: s ^ cm.

Bibl.: Roosts, 11, pp. 66, 67, No. 274bis; J. Zarnowski, I'ne esqiiisse nounl/emeiit

troiivee He la Alontee an Calvaire de Rubens, in jaarboek der Koiiiiik/ijke Museums

voor Scboiie Kiinsteu van Belgi'e, \, 1938, pp. 165-9, '79' ^ "'^ Piiyrelde, Esqiiisses,

pp. 18, 19, 47, 88, Nos. 79-81; Cat. Exh. Rotterdam, kjjj-j^, pp. 98-100,

No. 92; E. Haverkamp Begemann, Rubens' Schefsen, in Bulletin Miisenm Boy-

mans, \, 1954, p. 8; ). Bru\n, Rnbens' Schets voor de Kniisdraiiinii, in Bulletin

Rij-k-smuseiim, 1959, pp. 3-9; d'H/ilst. i96fi, p. 108, No. 36; P.j.j. ^ an Thiel,

C.J. De Bruyn Kops, Jola Cleveringa, VC'. Kloek, Annemarie N'els Heyn,

. Ill the paintings of the Rijksmuseum in . Amsterdam. .\ completely illustrated

catalogue, Amsterdam-Maarssen, 1976, pp. 485, 489, No. A344.

Prow: Jacques Mevers, sold at Rotterdam, 9 September 1722, lot 76; \'an Heeteren,

from whose collection it was acquired in 1809.

Rijksmuseum , \msterdam
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T H H H () L Y F A M 1 1. Y W I T H ST. I- R A N C I S 99

St. l-rancis bows humbh and reverently before the Child on its

mother's lap; St. Joseph and St. I^Iizabcth look on, while the infant

St. John plays with the Child. The free, flowing style of the painting

points to a date in the 1630s and indicates that Rubens had at least

a considerable hand in it.

Variants of the work are in the Royal collection at Windsor and

the San Diego museum, California. The order in which the three

versions were painted is a matter of dispute.

Canvas, 175.5:201.5 cm.

Bibl.: Smith, Catalogue Raisoime, II, p. 221, under No. 784; Rooses, I, p. 309, No.

235; Glikk, pp. 166 (No. 380), 395; Goris-HcM, pp. 33 (No. 48), 50 (under

No. A48); L. Burchard, (Lat. Exh. Loan Fzxhih/lioii of Riibciis, Wildenstcin,

New York, 1951, p. 21, No. 21.

Prov.: J. P. Miles, Leigh Court, Bristol, 1822; Sir Philip Miles, sold at (Christie's,

London, 28 June 1884, lot 61; Sir Cecilv Miles, sold at (diristie's, London,

13 ALi\ 1899, lot 26; lames Henr\ Smith, who presented it to the museum
in 1902.

Tbf Mctropo/itaii Mnsetiii/ of . Irt, G/ft of /awes //«//•) Sn/itI), Xnr YorJk.
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MARS, VENUS AND CL'PID lOO

The amorous relations of Mars and Venus were a popular theme

of seventeenth-centurv painting. In this scene Venus, seated on a

couch, presses her breast so that milk spurts into the mouth of

the \oung Cupid, who is climbing on to her lap. Mars, the god

of war, sits somewhat apart from them, while a putto on a table

beside him loosens the clasps of his armour. It is not clear whether

Mars is departing or returning.

Rubens ma\' have intended the m\ thological figures in this picture

to be interpreted allegoricallv, representing the Christian virtues of

Charit\ and Fortitude. The painting ma\' be dated to the second

half of the 1630s.

(-an\as, 192.8: 130.6 cm.

Bibl.: Sn/ith, C.alalo;^!H' Riiisoiiiic, II, pp. 196, 197, No. 704; Roosis, 111, p. 188, 189,

No. 704; K.cl.K., p. 330; i'.At. Hxh. I Icii/ish . Ir/, jjoo-zyoo, Roxal Aciulcmv

oi Arts, London, 1953-S4, p. 60, No. 177.

Prov.: Philippe, due d'Orleans (d. 1723); Benjamin X'andcruucht sale, (Christie's,

London, 11 March 1796, lot 42; Bryan sale, London, 19 Ma\ 1798, lot

19; sold at Amsterdam, 27 /Vpril 1803. Presented b\ Bourgeois in 181 i.

r/je Goreniors of Diilwich (.o/h"Je, Pic/iirc Ccil/cry, I.oiuloii
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MERCURY AND ARGUS lOI

Jupiter, surprised by Juno with his beloved lo, turned her into a

white heifer; but Juno saw through the deceit, captured the heifer

and set Argus to guard her. Jupiter, unable to bear the sight of

lo's suffering, rescued her with the aid of Mercury, who lulled Argus

into a deep sleep by playing the flute and then cut his head off.

The story is taken from the painters' secular bible, Ovid's Mclamor-

phoses (l, 568-721). The painting shows Mercurv about to draw his

sword and slay the sleeping Argus, while Juno looks on from the

clouds. On stylistic grounds this fine painting can be dated c. 1635-58.

Rubens himself extended it at the top and on both sides.

Panel, 63 : 87. s cm.

Bibl.: Smith, Cafalog/ie Rciisoime, II, p. 85; Rooscs, III, pp. 122, 125, No. 644; O/dc/i-

boz/ro, p. 410.

Prov.: Purchased in 1742 bv de Brais in Paris for Augustus II of Sax()n\' (ill

of Poland) (1733-63).

Staatlichif Kmistsanimlmgen, Gefucildegakrie Alte Aleis/er, Dresden, DDR
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THE DECORATION OF THE TORRE DE LA P.VRADA

At the end of 1636 Philip l\ of Spain commissioned from Rubens

a set of paintino;s to adorn the newh buih hunting lodge, the Torre

de la Parada, in the forest of El Pardo, about ten miles from Madrid.

We are fairlv well informed as to the history of the series thanks

to the correspondence between the King and his brother the Cardinal

Infante Ferdinand, who was Governor-General of the Southern Neth-

erlands from 1635 and acted as intermediarx . 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 b\' assistants such as Cornelis

de \'os, Jan Cossiers, Jacob Jordaens, Erasmus Quellinus and Theo-

door van Thulden. In addition Rubens was responsible for having

hft\' hunting scenes and animal studies executed by specialists. The

paintings of animals were mostly done by Paul de Vos, while Pieter

Snayers undertook some landscapes with a staffage of hunting scenes.

The entire decoration of the Torre was completed b\' the beginning

of 1638.

Owing to vandalism and neglect, especially in the eighteenth

century, several works were destroyed 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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THE DISCOVERY OI- PURPLE DYE I02

Oil sketch for the decoration of the Torre de la Parada near Madrid

(see p. 257). The subject is taken from a story in the Oiiowas/icou

of the second-century Roman sophist Julius Pollux, who relates that

Hercules' dog once bit a snail (the murex) which stained its muzzle

purple: this was the first discovery of the dye for which Tyre became

famous.

Theodoor van Thulden's painting after this sketch is in the Prado

at Madrid.

Panei, 28 : 34 cm.

Bibl.: iM. Jaftc, hsqiiisses ineditis de Rubens [)(iiir la forn- de la Parudci, in La Revue

dii Lo/irre et des Musees de Irniice, 1964, p. 316; l/pers, pp. 221, 222, No.

31a.

Pro\'. : Duque de Infantado; General Victor-Bernard Derrecagaix (Bavonne,

1833-1915). Presented to the citv of Bavonne bv Mme. Derrecagaix in 1921.

M/fsee Boiiiki/, Bayonne
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CUPID AND PSYCHE IO3

This oil sketch for the decoration of" the Torre de hi Parada near

Madrid (see p. 237) shows an incident in the tale of (Aipid and

Psyche (Apuleius, Metamorphosi's^ \', 22).

Psyche, curious as to the mysterious lover husband who onh' visited

her bv night, lit a lamp and discovered that it w^as Cupid himself;

she is here seen gazing at him admiringly. The painting after this

sketch was executed h\' an unknown assistant of Rubens's; onh' a

fragment of it survives, and is now in the Prado at Madrid.

Psyche's attitude stronglv resembles that of the same figure in

an earh- painting of the subject dated c. 1612-15, in the collection

of Prof. Dr. Rolf Stodter 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 : 2") cm.

Bibl.: M. Jaffe, Esqiiisses ineditcs de Rubens pour la Torre dc la Parada, in ha Revue

dii Louvre et des Musees de hrance, 1964, pp. 314, 315, 318; .\lpers, p. 196,

No. 13a.

Prov.: Duque de Infantado; General Victor-Bernard Derrecagaix (Bayonne,

1833-191 5). Presented to the city oi Bayonne by Mme. Derrecagaix in 1921.

Al/isee Boiinaf, Bayonne
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PAN AND SYRINX I04

Oil sketch for the decoration of the Torre de la Parada, a ro\al

hunting lodge near Madrid (see p. 257).

The subject, from Ovid's Metamorphoses (I, 689-712), is that of

the nvmph Svrinx being turned into a reed as she is about to be

seized bv Pan, god of the woods, who is shown as a half-human,

half-animal figure. The painting after the sketch is lost; according

to the inventor\" of the Torre de la Parada in 1794 it was by Erasmus

Quellinus.

Panel, 27.8 : 27.8 cm.

Bibl. : M. Jaffe, Esquisses inedites de Rubens pour la Torn- de la Parada, in I.a Revue

dii Lourre et des Musees de France, 1964, p. 316; Alpers, pp. 247, 248, No.

47a.

Pro\'. : Duque de Infantado; General \'ictor-Bernard Derrecagaix (Ba\c^nnc,

1855-1915). Presented by Mme. Derrecagaix to the citv of BavcMine in 192 i.

Musee Bonnat, Bajonne
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THE BATTLE OF LAPITHS AND CENTAURS IO5

One of the large paintings executed bv Rubens himself to decorate

the Torre de la Parada near Madrid (see p. 237).

The scene depicts Eurytus, one of the Centaurs invited to the

marriage of Hippodamia to Pirithous, king of the giant Lapiths,

in the act of tr\ing to carrv off the bride. She was rescued by

the hero Theseus after a fearful battle that ended with the defeat

of the (Centaurs (Ovid, Aietamorphoses^ XII, 210-338).

The preliminary oil sketch for this painting is in the Brussels

museum.

Canvas, 182:290 cm.

Bibl.: Smith, Catalogue Raisonne, II, p. 138, No. 493; Rooscs, 111, pp. 24, z^. No.

)39; Alpers, pp. 229, 230, No. 37.

Prov.: Torre de la Parada; Royal Palace, Madrid.

Al/iseo di-l Pnido, Madrid

24^





UNIDENTIFIED WOMAN Io6

This is sometimes regarded as a portrait of Susanna Fourment

(i 599-1643), an elder sister of Helena, Rubens's second wife. Susanna

married Raymond del Monte in 1617 and then, in 1622, Arnold

Lunden. It is far from certain, however, that the portrait is actually

of her.

Some alterations in the painting appear to be bv another hand:

e.g. the hat originallv had a broader brim, but has been turned

into a 'Spanish' hat. The hands, too, are weak and can scarcely

be b\ Rubens. All this suggests that he left the portrait unfinished

and that it was subsequenth' completed bv another artist. The original

part probablv dates from c. 1656-38.

Panel, 78.2 : 58.7 cm.

Bibl.: G.F. NX'aagen, Dii: Gemaldesammhino in der Kaiserlicbeii Erewifaoe :;^ii St. Peters-

burg, St. Petersburg, 1870, p. 403; \X'.R. Valentiner, Rubens' Paintings in

America, in Ihe .\rt Quarterly, IX, 1946, z, p. 168, No. 140; Goris-Held,

pp. 26, 27, No. 5 ; Otto Benesch, Review ot Goris-Held, in Kiinstchronik,

\11, 19^4, p. 76; D. Hannema, Bescljrijvende catalogns Sticbting Wilier// ran dir

\'orrr/, Rotterdam, 1962, p. 49, No. 70; H. X'lieghe, Portraits U, C.orp/ts

Riibenianiim L/idnig Biirchard, XIX (in preparation).

Prov.: Probably in the possession of descendants ot the Lunden tamilv, c. 1770;

Count Stroganoff, St. Petersburg, 1793; Hermitage, Leningrad; David Bing-

ham, New York.

W'ille/// ran der I or/// Foundation, Rotterda///
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THE MARTYRDOM OF ST. ANDRHW IO7

Bv a will dated 24 April 1639 Jan van Vucht, Balthasar Moretus's

agent in Madrid, bequeathed this painting "rtV la /nana del fcimoso

maestro P'' Pablo Rubens'' to the Royal Hospital of San Andres de

los Flamencos, a charitable institution for Flemings in Madrid. The

work was probablv painted shortly before, in 1638 or the beginning

of 1659. The composition, with the Saint tied hand and foot to

the 'St. Andrew's cross', derives from a picture of the same subject

painted between 1594 and 1599 by Rubens's teacher Otto van Veen,

which then adorned the church of St. Andrew in Antwerp. The

mounted soldier, the kneeling woman and the two figures in the

distance are reminiscent of Rubens's Coup de lance in the Antwerp

museum.

Canvas, 307 : 217 cm.

Bibl.: A. Palomino, HI Miisvo P/ctorico, 111, Madrid, 1724, p. 298; N. Caimo, \ 'oyage

d' Hspaoiie,faif en I'aiinee 17n, H, Paris, 1772, p. 133; Smith, Catalog^iie Raisoiine,

II, p. 130; Rooses, II, pp. 216-8; M. Rooses, De scbeiiker der Mortelie van

den H. Andrensciun bet ^^astbuis der Mamingen te Madrid, in Rnhens-B/i//eti/n,

\\ 1900, pp. 121-37; I liegbe, Saints, I, pp. 87-9, No. 62.

Prov. : Tine picture has always been in the chapel of the Roval Hospital of San

.\ndres de los I laniencos.

Property of the Real Dipiitacinn de S. . Andres de los I lamemos, C.bapel of S. Indri-s de

los Plamemos, Madrid
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LANDSCAPI-: W ITFl A TOW HR Io8

After Rubens bout^ht the estate of Het Steen near PLlewijt in 1635

it became his favourite abode, and he painted man\- landscapes in

the immediate neighbourhood. The present sketch from Oxford,

which is almost entirely in grisaille, is regarded as a study for one

of these, the tower being that of Het Steen. The weather is gusty

and it has just been raining; the pale setting sun breaks through

the clouds for a moment, casting long dark shadows and causing

the damp ground and wet foliage to sparkle with radiance.

This bold, skilfully executed landscape recurs in the painting The

Tournament in the Louvre. Another study sketch is in Berlin.

Panel, 28:37 cm.

Bibl.: 1'. Buschmann, Rubens' en \^a>! Dyck in bet Asbmolean Museum te Oxford,

in ()ii-:^e Kimsl, XXIX, 1916, pp. 21-3; \'aii Puyre/de, Escjuisses, p. 90, No.

93; G. Gliick, Pie Laiidschafteu von Peter Paul Rubens, \'icnna, 1945, p.

69, under No. 36; Catalogue of Paintings in the .\sl)niolean Museii///, Oxford,

s.a., p. 91, No. 387.

Prov.: Clhambers Hall (Southampton and l.ondon, 1786-185 5), who bequeathed it to

Oxford Universitv.

The . {shmolean Museum, Oxford
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LANDSCAPE W ITH A RAINBOW I09

The landscape stretches into the distance between the dark edge

of the wood and the first slopes of the hillv ground to the right. A
shepherd, overcome b\' the heat of the da\, lies asleep amid his

grazing flock, with a shepherdess beside him. Another shepherd,

seated at the foot of a tree anci also with a woman beside him,

is about to plav 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, especiallv in tapestrv, 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 Rainhoiv 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 generallv thought to be partly

the work of Rubens's studio.

Can\as, 122: 172 cm.

Bibl.: Smith, Catalogue Raisoiim\ II, p. 119; Rooses, l\
, pp. 373, 374, No. 1185;

K.H.K., ed. Rosenberg, p. 26; E. Kieser, J/:^/aiis unci Spaiiieiis hiinvirk/uigeii

aiij die spdteren Laiidscljafteii von R/iiwiis, in Miauhener jahri)ucl) der bi/deiideii

KunsI, N.F., \lll, 1931, p. 283; H. Ilcrrmann, I iilersucljuiigen iiber die Laiid-

scbnfls'j.cwdlde dcs Peter l^aul R/iheu.\\ fDisscrrarion), Sturtirart, 19^6, pp. s6,

"3, n. 6> ; Ci. CJlLick, /-*/( Luiidscljaj Ilii ran Peter Paul R/ilnus, \ icnna, 194s,

pp. 68, 69 (under No. 34).

Prov.: Collections of King Louis .\1\' of France.

Aluse'e du Lourre, Paris
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SMALL BOOK W ITH l-ORTY-TWO DRAW IXCiS OF 'THE DANCi: I lO

OFDEATH'- after Hans Holbein

Joachim von Sandrart relates in his Ti'ii/schc . I rc/^(^//'//V, published in 1675,

that in 1627 he made a journe\ bv tow-boat with Rubens through

the Northern Provinces. The artist, reminiscing about his vouth,

recalled that he used to copv engravings bv Hans Holbein as well

as bv Durer, Tobias Stimmer and other old German masters. Among
others he expresslv mentioned Holbein's Dance of Death-stnts.

It was formerlv supposed that the drawings in this recentlv disco-

vered book were bv Holbein himself, and that he made his engravings

from them. The erroneous attribution to Holbein also figures on the

title-page of this eighteenth-centur\" volume. The great French collec-

tor P.J. Mariette thought in 1764 that the drawings were bv |an Boeck-

horst and had belonged to Rubens, but it now appears that the contrarv

is the case.

I.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 \ears

old. See Nos. i ii-i 14.

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

Bibl.: P.J. Mariette, Description Sommaire des Desseiiis... dti Cabinet de Fen M. Cro^at,

Paris, 1 84 1, p. 89, No. 796; Idem, Ahecedario, II, Paris, 1853-54, p. 360; Francis

Douce, Holbein's Dance of Death, London, 1890, pp. 1 18-20; LQ. van Regteren

Altena, Het vroegste werk van Rubens, in Mededelingen ran de KoninkJijke .Acadewie

voor Wetenschappen, Letteren en Schone Kunsten van Belgie, K/asse der Scbone Kunslen,

XXXI\', No. 2, 1972.

Prov.: Lord Arundel?; fan Boeckhorst (Antwerp, 1605-68); Pierre Crozat (Paris,

1665-1740); Fleischmann; Prince Galitzine; Ambroise Firmin-Didot; Prince

of Liechtenstein, sold b\ Mak van Waav, Amsterdam, 23 September 1969,

lot 887.

Booksellers H.D. Pfann B.J ., Awsterdam
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FIVE MALE FIGURES- after Tobias Stimmer III

Rubens drew these five figures after four woodcuts from Tobias Stim-

mer's (1559-89) Neue Kimstlicbe Fignren Biblischer Hisforieii, published

at Basle in tw6. Above is an angel bringing water and bread to the

prophet Elijah, who had fled into the wilderness (/ Kiii'^s, 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 revereiifer Angelis ministrat {Gen., 18:1-15). The recumbent

figure on the right is the aged Tobit {Tobias, 2:10-11), and beneath

is the false prophet killed bv a lion.

Sandrart, who travelled with Rubens in Holland in 1627, relates

in his note on Tobias Stimmer {Teiitscbe .icadewie, 1675, II, p. 254)

that, on the wav between Amsterdam and Utrecht, Rubens told him

that in his earh' \ears 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 forgot the robustness and resilience ot Stimmer's figures

and the naturalness of his compositions.

The \oung Rubens not onlv made drawings after the

sixteenth-centur\- 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. 1 10.

Pen and hrown ink. icG: 140 mm.

Bibl.: /:/•(/:<, ip^j, pp. 95, 96; I . LuL:,t, R/ihciis and S/iwwer, in The .Irt Quarterly,

\ 1, 1943, pp. 99- 1 M ; Hiirthiird-d' I liilsl , i9Sf>, p. 28, No. 1.

Prov. : Bequeathed to the Citv of Rotterdam b\ F. |.(). Bovmans (1767-1847).

Boymans-van Beuningen Museum, Rotterdam
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SAMSON CARRYING AWAY THE GATES OF THE CITY OI- GAZA 112
- after Tobias Stimmer

E.K.J. Reznicek rediscovered this fluent drawing in the art trade in

Florence. It is one of a series of sheets dating from Rubens's vouth,

executed before his departure for Itah in 1600 and probably, as J.S.

Held supposed, before his twentieth vear. Like the preceding drawing,

it is copied after a woodcut in Tobias Stimmer's Ne^e Kunstliche t'h^itren

Bihliscber Historien, published at Basle in 1576. The sheet illustrates

the grace and delicacv with which Rubens interpreted his model. It

is notable, in particular, how he accentuated the dynamic effect of

Samson with his impetuous stride and the spiral draperx of his cloak.

See under No. 110.

rcn and hrown ink, \s^:\z\ mm.

Bibl.: lifers. i94), pp. 91, <)('>', I"- I.uLjt, R/ihciis tiiid S/iwwcr, in The .\r/ O/uir/crly,

\ I, 1943, pp. 99- 1 14; /-/('M, pp. 155, 1^6, No. 156.

Pr()\. : I'urchascil at 1 lorencc h\ l-..k. j. Rcznicck; soUl at Sothuhv 's, London, succes-

^i\(.-l\ on I IliK KjCis, lot 1C12, atnl- 21 March 19-';, lot 1 1.

- l//(/re I A]Si'H ( ii//cclioii, . \iilnerp
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FOUR FEMALE NUDES - after Tobias Stimmcr and Jost Amman u^

Each of these women represents Eve in a different attitude. The second,

third and fourth are copied from woodcuts in Tobias Stimmer's Nem
Kiiustlicht' ti^jin'ii Bih/ischcr His/or/cii, published at Basle in 1576. The\'

represent (upper right) Eve under the forbidden tree, (lower left) the

creation of Eve, and (lower right) the expulsion from paradise. The

upper left figure is from a woodcut by Jost Amman in Opera fosephi.

De Antiqttitatihus jitdaicis, published at Frankfurt on Main in 1580. In

the woodcut Eve has an apple in her hand.

Comparison with the models shows how Rubens strove to perfect

the modelling ot these temale nudes. See under No. 110.

The right-hand side of the sheet is cut off irrcgularh . Pen and brown ink, 174: 128

mm.

Bihl.: I:rvrs. 194^, pp. 95, ')(i\ I'. I.Ui^t, R/thnis and St///////ci\ in The \rl 0/iiir/crh\

\l, 1943, pp. 99-115; l.'i.'-if, l.oiivrc, l:co/c fhi///iiiitlc, II, 1949, p. 54, No. 11 16.

l'ro\ . : I nkiiow n.

CuibiiH'l ch'S di'ssiiis, M/isa' dii I .o/irrc, Paris
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FOUR MALE FIGURES - after Tobias Stimmer and Hendrick II4
Goltzius

The man seen from behind, upper left, is copied from the executioner

with a rod in The ScoMrojno^ of Christy an engraving by the Dutch artist

Hendrick Goltzius. The drawing was made before Rubens left for Italy

in 1600, so that the engraving, which bears the date 1597, must have

become known in the Southern Netherlands very soon thereafter. The

other three figures are from Tobias Stimmer's Neue Kimstlicbe Figuren

Bihlischer Historien oi 1576. The man, upper right, is a musician accom-

panying the temple singers; the figure, lower left, is a man bending

over Elisha's tomb, while the last figure represents the aged Samuel

on his knees, offering sacrifice. See under No. no.

Pen and brown ink, 189: 116 mm.

Bihl.: l-.rn-a. 194^, pp. 9s, 96; I-'. I.uirr, R/ihciis and Sl/////;/ci\ in The l/V O/mr/cr/r,

\'l, 1945, pp. 99-115; /-/(i;/. Lotirn', licdlc fhiii/diidc, II, 1949, p. 3'i, No. 1121.

Prow: Unknown.

C.ahiiicl (Ics dt'ss/iis, M/iscc dii Loiirrc, Paris
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STATU H, SUPPOSEDLY' OI HOMHR from the antique II5

This drawing is clearh from Rubens's Italian period, and was probab]\-

executed in his first years 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 statuarv. 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 b\' Rubens it came into the possession

of the Farl of Arundel.

Later, c. 1623-24, Rubens used this drawing with slight modifications

for the figure of Cronos in The Council of the Gods^ a painting in the

Medici c\"cle executed for the Palais du Luxembourg in Paris and now
in the Louvre.

Several other drawings b\ Rubens after antique sculpture are known

from this period: Stcuidiiig Ronniii irith fo<ia, Institut Neerlandais, Paris;

Mars ciiid T cii/is. Hermitage, Leningrad; S/ecphiii Her/;/ciphrodi/i\ Fogg

Art Museimi, (Cambridge, Mass.; and a Rich/y draped Staiid'ni;^ Woman,

British Museum, London. See No. 116.

Black chalk, 552: 361 mm.

Bibl.: Boik-Rosc/zherii, p. 251, No. 10.601; B/irchtird-d' I hilsl, i<j6j, pp. 27-9, No. 12.

Pi"()\.: .\ct|Liirccl in 1920.

Stcia/lichf M/iscci! Preiijiiscln'r Kiilliirbcsit-:^, KHpferslichkcibiiHll , Berlin-West
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LAOCOON ~ after the antique Il6

In Rubens's time the Laocoon group, discorered in 1506, was in the

Belvedere at the \'atican; it is now in the X'atican Museum. Artists

and collectors, attracted b\ 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 statuar\' 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 the trunk, which also

explains the three-quarter length.

Rubens used this drawing, in reverse, for a man in armour in The

RaisiiigoJ the Brcii^eii Serpent, c. 1630, National Gallery, London. Figures

inspired bv the Laocoon can also be seen in The Crowning with Thorns,

chapel of the hospital at Grasse, Hercules and Oiiiphale, Louvre, Paris

(both of 1602) and The Massacre of the Innocents, 1659. Sometimes

Rubens used onh part of the drawing, as in the torso of the Bad

Thief in the Coup de lance, Antwerp Museum. See No. 115.

Black chalk, 457:297 mm.

Bibl.: Biircl)ard-d' I-iiitst, 196j, pp. 31-3, No. 15; X'ictor \\". Miesel, li/iheiis's Study

Drmriiigs after Ancient Sculpture, in Gazette des Beaux-Arts, Ma\-June 1963,

p. 3 1 1 e.a. ; G. Fubini and J.S. Held, Padre Resta's Rubens Dran'/n<is after Ancient

Scutpture, in Master Drawings, 1964, 11, No. 2, p. 131; J. Miiller Hofstede,

Beitrdge :^ji/)/ :;;^eicljneriscljen U erk ron Rnhms, in U t/ttraf-R/c/iart;^-/atjrh/ic/.i, 196s,

XWII, p. 270.

Pr<)\. : Sir Thomas Lawrence (Londcn, 1769-1830); Samuel \\ Oodhurn (London,

1786-18S 0; sale, Christie's, Lontlon, 1860,101914. Acquired in Lomlon, 1874.

t^iipjersticljkabinett der Staatlicljen Kimstsaiini/tiingen, Dresden, DDR
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II i:ad ()i an a(; i:d m an iiy

Head ot an aged man, almost in left profile. A lighth' twined laurel

wreath rests on his bare skull. His gaze is somewhat introspective,

but strength of will is shown in his tight lips and powerfully protruding

chin. Extreme care is devoted to anatomical features such as the struc-

ture of the skull and the veins of the neck.

This drawing, previousK unknown, was published as b\' Rubens

in 1968 h\ M. )affe, who believed it to be of the Roman emperor

Ser\'ius Sulpicius Galba; however, comparison with other portraits

oi (ialba throws doubt on this. On st\listic grounds the drawing mav

be dated to the first \ears of Rubens's sta\' in Itah', and it most probably

derives directh' or indirecth from a model b\- Leonardo da Vinci.

Riuhr Lippcr corner missiiiL;. Red chalk, 2;:; : \ss mm.

Bibl.: M. laffe, R/ihciis in Italy, Purl II, in The Hiirliin^ldii Maiifi^hw, CX, 1968, pp.

184-7; C'at. \':\\-\. R/iheiis cii :^//// t'ljd, Ickciiiii^^cii nil Bc/iiischc reri:^ame/inoc'ii,

Ruhenshouse, /Xntwerp, 1971, pp. 7^, 76, No. 57.

Prov.: l^urchased in the art market, i. 1950.

Privak' COI/eelion, Chen I

ZJl





THE STRUGGLF- FOR THE STANDARD- after Leonardo Il8

A drawing of Rubens's Italian period after Leonardo da Vinci's fresco,

begun in 1505, for the council chamber of the Palazzo Vecchio in

Florence. The fresco, which for various reasons was never finished,

represented The Baffle of Anghiari, a victorv won against the Milanese

in 1441. It is generally supposed that Leonardo painted onh 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-centurv copies, in the form of paintings, drawings

or engravings, the complete accurac\ of which is much disputed, have

afforded a popular subject of stud\- for man\" painters from Raphael

to Delacroix. Rubens's drawing is not directlv based on the fresco,

which was destroyed 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.: Reise/, No. 565; Rooses, V, pp. 206, 207, No. 1395; Gfiicfs-Haberdifsf, p. 29,

No. 9; K.F. Suter, Das Rcitsef roit 1.eoiwrdn s Scbtachtmhifd, .Strasbourg, i9;7;

Lugt, Louvre, Ecofe flamande, II, 1949, pp. 29, 30, No. 1084; I le/d, 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, 1 764-1835); Count Nils Barck (Paris, Madrid, 1820-96), who sold it

to the l.()u\re in 185 2.

Cahiiu-t dt'S Dessins, Miisvv dii Loiirrt, l^aris
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GOD Tin: 1-ATH1:R instructs NOAH to BL ll.DTHl- ARK - after H9
Raphael

Vexed at man's sintul life, (jod resoK'ed to destroN' humanit\ b\ \isit-

ing a Hood upon the earth. Onh the righteous Noah tound faxour

in his exes and was spared, with his famih, to become the ancestor

of a new race of men {Genesis, 6-9).

God the Father, hovering in the air and borne b\ three cherubs,

is seen gi\ ing ortlers to Noah to build tlic ark in which he is to escape

the deluge. Noah, kneeling in front of his house, clasps one of his

three sons to his breast; his wite stands in the doorwa\ with their

other two sons.

Several drawings b\ Rubens after Raphael are known. The present

one was executed with great care during the first vears ot Rubens's

stav in Itah', after an engraving of Raphael's composition b\ Marcan-

tonio Raimondi.

Sheet damaged on the left. Red chalk, heitihtened with hodv colour in places. 51^:2^6

mm.

Bibl.: Glih-k-fhiberdit-il,Tp. 29, Ah. 11; Lnot, I.oiivn, I:cok Pamaiidc II, i949^ P- z'^

No. 1036; Biirchard-d'HiilsU i9J^>, p- 4°, N"- 21; Biirchard-d' Hiilsl. 196^, pp.

41, 42, No. 22.

Prov.: 1{. labach (Paris, 1607 10-95). Belonued to the collection sold h\ I',. Jahach

to Kinii I.ouis XI\' of IVance on 29 March 16^1.

(.cihiiicl dcs dcss/i/s, Mz/scc d/t I .o/irir, Paris
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THl- PROPHET ISAIAH - after Michelangelo I20

During a sta\' in Rome shorth' after his arrival in Italy, Rubens visited

the Sixtine Chapel, where he copied paintings bv Michelangelo. Thus

he drew various s\'bils and prophets, including Isaiah, after the ceiling

frescoes.

These are painstaking and accurate copies, and thus do not dis-

pla\ the exuberance with which Rubens later handled pen or chalk.

None the less, he reproduced with great clarit\' the monumental char-

acter of Michelangelo's figures. Thanks to the combined use of black

and red chalk, which was much in vogue at the time in Florence and

Rome, he was able to prevent these large sheets from presenting too

severe an appearance.

Black ant! red chalk, 465 : 365 mm.

Bibl.: Rciset, No. 569; Rooses, V, p. 194, No. 1366; Clikk-Haberdil::^!^ P- 30, No.

14; l^iigt, Lotwre, Ecok f/awaiidc II, 19 4^)^ pp. 22, 23, No. 1047.

Prov.: I*^. |abach; King l.ouis XI\' of France. The drawing was most prohahl\ one

of the works bought b\ the King from [aliach on 29 March 16^1,

Cabiih'l (hs (li'ssiiis, M/isic dii Ijuinw Pans
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THE BAPTISM OI CHRIST 121

The naked Christ stands on the left in the waters of the Jc:)rdan; his

garment is held b\ 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, are disrobing before stepping into the river and

being baptized. A group of women is in the distance.

The drawing is squared, indicating that it was intended to be repro-

duced on a large scale. It was in fact a studv for The Baptism of Christ,

one of three pictures ordered b\' Duke \^incenzo I for the Santissima

Trinita at Mantua (see p. 41) and now in the Antwerp Museum.

The canvas does not follow the drawing literalh: tor instance, a group

of cherubs is added above Christ's head, the women are disposed differ-

ently and the \oung man leaning against a tree in the foreground is

omitted.

It is accepted that the group formed h\ (^Trist and [ohn was in-

riuenced b\ Raphael's fresco in the X'atican Toii^iic. Howe\er, Rubens

was mainly inspired by Michengelo's Bathers (The Battle of Cascina),

although no single figure is taken literally from that work. The seated

man holding his foot is an adaptation of the antique Spiiiario (Man

with a Thorn), while the one pulling off his shirt is inspired h\ the

Farnese Hercules; the \outh in the centre foreground probably also der-

ives from an antique sculpture.

Two strips of paper added b\ Rubens himself at the top. Black chalk, heightened

with bodv colour, 477:766 mm.

Bibl.: Siiiill). (atatoo/ie R(UsniiiH\ II, pp. 262, 26;, under Xo. 887; lionscs, II, p. s;

Iciew, \\ pp. M3, 1S4, No. i;4^; K. Michel, liiihciis, su vie, son (cuvn' </ son

temps, Paris, 1900, pi. \lll; I .M. liaberdit/1, S!/ul/cn iiher li/ihvns, in W'/cmr

Jaljrbmb, XXX, 1912, p. 264; Ctiick-l-taherdi/^/, p. S4, No. 50; Ctiuk, p. 3,

No. 5; Ijigt, Lonvre, fzcote ftawande, II, 1949, pp. 12, m, No. 1009; flctd^

p. 98, No. 11; Bnrcl)ard-d' Hulst, 196 j, pp. s^-'). No. 29.

Prov.: E. Jabach (Paris, 1607/10-95). Part of the collection sold b\ |abach to King

Louis Xl\' of France on 29 March 1671.

(Cabinet ties dessins, M/isee dii Lo/irir, Paris

279



'riflrrltiiriri



HAI.BIRDIER 122

I'ull-lcngth 'life' stud\' of a xoung halberdier. Rubens paid special atten-

tion to the folds of the draperv, with its effect of movement and shades

of light. The drawing is related to one of the figures in The Gon^aoci

t'ciwi/y . Idor/iiii the hloly Tr/ii/t]\ painted in 1604-05 for the Santissima

Trinita at Mantua (see p. 41). Apart from its intrinsic quality it

is of especial value as 'life' drawings of Rubens's Italian period are

rare.

Black, white and red chalk, a httlc pen and brown ink, lighth washed, 407: 260 mm.

Bihl.: L. Ozzola, Rcstaiiri di /in R/ihciis a Maiitova^ in Bolletiiio d' .{rte del Minislcrn

deJ/ci Piihiha ls/ni::;/oiie, 1952, p. 100; M. |affe. The In/crest of R/theiis in .Aniiihak

and Aopstino Carracci, in The B/ir/imi^/on Ahig^a^ine, XCIX, 1957, p. 379, No. 17;

Held, p. 127, No. 72; M. lattc, Rnhcns as n Pru/iiib/swdn^ in I'hc B/irlim^ton

Maga:^ine^ C\ll, 1965, p. 576; Irances Huemer, Some Ohserra/ions on Rnbens'

Mantua . \lfarphtt\'m I In \rl H/i/ldiii, 4S, \^)U(\ p. S4; II. \'lieu;he, in Openbaar

Kinistbe^it in \ laanderen, VII, 1969, No. 15; (^at. I^xh. Rnbcns en ;;i/n /i/d, teke-

niniien nil Beloiscbe \'i;r-:^amelinden, Rubenshouse, Antwerp, 1971, pp. 78, 79,

No. 59.

Prov. : P.M. I.ankrink (I.omlon, 162S-92); |. \.in 1 lacckcn (London, i699r'-i749),

sokl in London (Lan^ford), 17-20 Januarv i7sS; M. jaffe, (Cambridge, sold

by him at Sothebv's, London, 11 November i96<;, lot ^6, bought b\ the

Ro\al Librarx.

Prinl-roow. Royal \lberl I I ./brarx. Brussels
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THE iVIADONNA ADORED BY ANGELS I23

When the church authorities rejected the panel paintinu; executed bv

Rubens in 1607 for the hi^h ahar of S. Maria in Vallicella in Rome,

he replaced it bv three other paintings on slate (see under No. 1 5). 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 \^ienna, and an oil

sketch after it which is now in the \^ienna Academv (see 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 alreadv contains everv 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 bv Rubens, though he was not much impressed bv its

quality; J.S. Held and M. Jaffe 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, \\ p. 229, No. 1432; Gliick-Haberditi^l, p. 35, No. 55; Evers, 194),

p. 115; Liigt, Louvre, Ecole flamande, II, 1949, pp. 11, 12, No. 1008; Held,

p. 10 1, under No. 17; M. Jaffe, Peter Paul Rubens and the Oratorian Fathers,

in Propor:^ioiii, \\ , [1959], p- 38, Appendix.

Prov.: Unknown.

Cabinet des dessins, Alusee du huuire, Paris
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TEN FHMALE HEADS - after Rogier van der W'eyden and Hcinrich 1 24
Vogtherr

These heads are among the numerous studies drawn b\ Rubens after

North European models of the fifteenth and sixteenth centuries. The

head in the upper right corner was repeated, rapidly sketchecl, in a

sliijhth" different attitude. Some of the women are drawn as far as

the shoulders, but Rubens was chieflv interested in the head-dresses.

Friedrich ^X'inkler 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 J.S. Held observed that the first four heads above

on the left and the last two below are based on Heinrich Vogtherr's

KNUsfbiich/in, a book of models first published in 1^37 and afterwards

in several eclitions in different languages, the last dating from 16 10.

Vogtherr himself probabh" took his models from the work of earl\-

sixteenth-century Antwerp masters, such as Jan de Beer, or perhaps

from Jacob Cornelisz. The present drawing must have been done

shorth after Rubens's return from Itah".

Pen anti brown ink, 202: 314 mm.

Bibl.: Biirchard-d' Hiilst, 19 j6, p. 30, No. 6; Held, p. 159, No. 162; J.S. Held, Rubens'

Desions for Sepulchral Moiiiiweiits, in 7 be .\rf Quarterly, XXIll, i960, pp. 247-70;

Burchard-d' H/ilst, 196 j, pp. m, 16, No. 3.

Prov.: Probflblv purchased b\ Duke ("harles 1 of Brunswick (1713-80).

Hereon- \iitoii-l 'Irich-Museum , Bniiisn ick

2«5
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THE iMURDER OF ABEL - after Michiel Coxcic 125

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 belh . Two trees

can be seen in the distance {Genesis, 4:8-15).

As E. Christopher Norris pointed out, this is a cop\ after Michiel

Coxcie's (1499- 1 592) painting (^aiii condemned by the Lord in the Prado,

Madrid. Another drawing b\- 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 h\ Rubens,

influenced other painters also, such as Johann Liss in his Lamentation

over Abel.

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.: Hnrcl)iird-d' 1-liilst, 19 j6, p. 39, No. 19; Burchard-d' Hulst, 196^, pp. 60, 61, No.

Pro\'.: I'll. Lanknnk (London, 1628-92); J. Richardson Sr. (London, 166^-1745);

^ir |()shua Rc\noltls (Lontlon, i72:;-92); T. Hanks (Lomlon, i^iS-iSos): ^i''

E.J. Pavnter (London, 1836-1919), sold at Sotheby's, London, 25 April i8s8,

lot 189; Charles Clarke, bequeathed in 1935 to Dr L.C.G. Clarke ((Cam-

bridge, 1881-1960), who bequeathed it to the Museum.

The hit:-nillicini M/ise/iw, (.awhridjie
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THl' MURDHR OF ABl-L 1 26

This drawing; was prexioush' thought to represent either Samson sla\-

inu; the Philistines or (]ain killing Abel. J. Miiller Hofstetle pointed

out, probabh- righth', that it is a stud\' for Tht' Murder of . \hel, a painting

off. 1608-09 ^^ '^^''^ possession of Count A. Seilern in London.

Pen and brown ink and brown wash o\ cr prcliminar\ work in black and rctl chalk,

268 : 183 mm.

Bibl.: j.S. Held, Comments on Rubens' Beginnings, in Miscellanea D. Rogqen, 1957, pp.

134, 13^; Held, pp. 97, 98, No. 10; Biirclmrd-d' H/ilsl, 196J, pp. 81-3, No.

48; J. Mijllcr Hofstcde, Review of Biinhard-d' thils! , 196^, in Master Prairings,

1966, No. 4, p. 443, No. 48; |(]ount A. Seilern], /lewisli Paintings and

Drawings at )6, Princes Gate, Lond(ni, .Vl(
"^, \ddenda, London, 1969, pp. 8-10,

under No. 298.

Prow: |. Richardson .Sr. (London, iCiCis- 1 ^4^ 1 ; 'i'homas Hudson ('London, i70i--'9l;

Henrv Oppenheimer (London, iX59-i9:;2), sold at (Christie's, London, 10-14

Julv 1936, lot 23 8B, and bought b\ \.(). \ an Regteren Altena for the Lodor

collection.

hlistorisclj M/ise/i///, . \msterdam
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TWO FIGURES FROM 'THE ADORATION OF THE SHEPHERDS' IZf
AT FERMO

More than half the sheet is occupied by two figures, a voung man

and an old woman, both in half-length, their bodies turned

three-quarters to the right. Both are looking upward; the young man's

head faces the spectator. In the right corner is a studv of a man's

head in a turban.

J.S. Held regards the two main figures as studies for The .Adoration

of the Shepherds in St. Philip Neri's church at Fermo, consecrated in

1607 (see No. 17). According to L. Burchard and R.-A. d'Hulst, how-

ever, thev are connected rather with the painting of the same title in St.

Paul's at Antwerp, executed b\ Rubens shorth after his return from

Italv; the turbaned head, these authors suggest, mav be a studv for

St. Joseph.

Sheet restored, upper left. Pen and brown ink and brown wash, 140: 151 mm.

Bibl.: }.S. Held, R/ibeiis' Pen Draiviiios, in MaQa^^hu of Art, 19 51, p. 290; Held, p.

101, No. 18; Biircbarci-d' Hiilst. 196^, pp. -?;, -'4, No. 41.

Prov.: Bought for the Fodor collection by I.Q. van Regteren Altena at the .Mensing

sale, Amsterdam, 27-29 April 1957, lot 187.

Historiscb Museum, . \i?isterdoni
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salomp: w ith thi-: hi: ad oi jomn tiii. baptist 128

An old scrxing-woman la\s before Salome a dish with the Baptist's

head on it. Salome takes hold of the Baptist's tongue, with which

he had rebuked Herod tor marr\inu; Herodias, Salome's mother

{i\Ui/fhei)\ 14: I- 1 2). The group in this drawing figured in I'be Beheading

of John /he Baplisl^ a lost painting ot 1609, known onh from copies.

Possiblv the drawing was not a sketch for the picture but a reminiscence

of it.

On the back of the sheet is another scene with a severed head: a

rapici sketch in pen and brown ink showing David in profile, holding

Goliath's head in his outstretched hands. Thus both sides depict a

scene involvimi a se\ered head.

Upper corners of the sheet cut off and restored. Pen and brown ink, ami brown
wash, 183 : 130 mm.

Bibl.: B/inhard-cl' F l/i/st. 196 j, pp. 74, 7^, No. 42.

Prov.: Henrv Oppenheimer (London, 18^9-1932), sold at flhristie's, London, 10-14

juK 1936, lot 238A, bought b\ LQ. van Regteren Altena for the I'odor collec-

tion.

His/orisch Miisi'iim, . Iwsh'rdnw
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SAMSON AND DELILAH 12i)

A preliminary sketch, representing the cutting of Samson's hair, for

a painting of r. 1610 which belonged to Rubens's friend and patron

Nicolaas Rockox, maxor of Amsterdam, and which is now in a private

collection (see No. 20).

Pen and brown ink and brown wash, 164: 162 mm.

Bibl. : L. Burchard, Die Skj-:i^eii des jungen Rubens, in Sit:^mgsberichte der Kunstgeschichf-

licbei! Gesellscbaft, Berlin, 8 October 1926, p. 3, No. 20; L. Burchard in Cluck,

p. 382; H.G. Evers, " Frierende Venus" von Rubens, in Pantheon, IV, 1942, pp.

85-6; Evers, 194J, pp. 151, 162; Burchard-d'Hulst, 19 j6, pp. 46, 47, No. 32;

Held, p. 103, No. 24; Burchard-d'Hulst, 196}, pp. 79, 80, No. 46.

Prov. : Unknown.

Prof. Dr. I.Q. van Regteren Altena, y\»isterdani
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MALE NUDF, SEEN P A RTI ALL Y FROM BEHIND I30

Stuch', from the living motlcl, of a naked xoung man. His b()d\' is

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

up a heavy weight. Rubens seems to have copied his pose from an

antique marble group of Tivo Wrestlers^ now in Florence.

A figure related to this drawing appears in The 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 The Raising of the Cross, painted

soon after his return to Antwerp.

Lower ri^ht part of sheet slighth damau;ed. Black chalk, heightened with white,

315: 367 mm.

Bibl.: S. C^olvin, Drawings in the University Galleries, Oxford, 1903-7, ill, 2, PL 20;

I'.M. Haberditzl, Stndien iiber R/ihens, in Wiener jalirbucl), 1911-12, p. 260; R.

Oldenbourg, Rubens in 11alien, in Berliner jalMnich, 19 16, p. 278; Gliick-

Haberdit^l, p. 33, No. 4^; K.T. Parker, Catalootie of the Collection of

Dranings in the . \sh///olean M/ise/////, Oxford, 193H, I, pp. 85, 86, No. 200; B/ir-

chard,pp. 58, 59, No. 52; Burchard-d' Hnlst, 19^6, pp. 32, 33, No. 9; M. Jaffe,

Rubens' Draivings at .Antwerp, in The Burlington Magai^ine, XCVIll, 1956, p. 317;

Bnrcltard-d' Hnlst , 196^, pp. 97, 98, No. 57.

Prov.: P.H. Lankrink (London, 1628-92). Bequeathed to Oxford L'niversity by

C'hambers Hall fSfiuthampton and London, 1786-1855).

The . \sh//jolean Miise/iw, Oxford
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MALI' NIDI., l" ACINC; RKi NT

Stud\ 'irom life' oi" a naked xoung man pushing a load upwards.

His left arm forms a diagonal with his bod\ and right leg. Rubens

re-drew the left leg in a more lifelike position, and also reworked

the right foot.

The stud\" was used for a figure in the centre panel of I he Rciisiiii>^

of the Cross {c. 1610-11), which adorned the high altar of St. Wal-

burga's church in Antwerp (now destroxed) and is now in the cathed-

ral there. However, the figure in the painting is in armour and his

head is less in profile. See No. 132.

131

The riglit upper ami lower corners ot the original sheet are missini:,. Black chalk,

hei^htenetl with white, 488 : :; m mm.

Bibl.: Hnrihard-(l' Hiilsl, 19^6, pp. 48, 49, No. 55; I Iv/d, p. 129, No. 76; Bmcl.uird-

cF Hulst, 196 j, p. 96, No. 'iC)-

Prov.: N'erstecgh, 1823; Sir Thomas Lawrence (London, 1769-1830). ProixiMx from

the collection of King William ll of the Netherlands.

I Icr Md/i'sly /be Q/iecii of the ^'efbcrhiiicis
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CROUCHING MAN SEEN FROM BEHIND I32

A studv 'from life' which pavs attention to the movement of the

bodv as well as its posture; the skin and muscles are rendered with

precision. Like the previous drawing (No. 151), this is a study for

one of the figures in the centre panel of The Raising of the Cross

(1610-11), formerly in St. W'alburga's and now in Antwerp cathedral.

The man is lifting with both hands the crossbeam that is to support

Christ's bodw The touches in Chinese ink seem to have been added

later bv another hand, perhaps that of the painter Jacob de Wit,

who is said to have once owned the drawing.

Faded vellow paper. Black chalk, heightened with white and reworked with Chinese

ink, 46 s : 320 mm.

Bibl.: Burchard-cC Hulst, 19^6, p. 61, No. 36; Biirchard-d' Htilst, 1963. PP- 98, 99,

No. 58.

Prov.: Jacob de Wit?; Simon Fokke?; Ploss van Amstel?; Versteegh, 1823; Sir

Thomas Lawrence (London, 1769-1830); De Kat, sold at Rotterdam, 4 March

t86-7, lot 104; ]. de Clercq, Amsterdam, 1867.

Mr C.P. ran Eegheii, Amsterdam
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THF WASHING AND ANOINTINC; OF CHRIST'S B()D^ 133

The bocK' oi (Christ lies in a cave, on a shroud spread over a rectangu-

lar stone. l\Iar\-, supported b\ St. John, holds up the bod\- from

behind, while Joseph of yVrimathea lifts the bottom end of the shroud

with both hands and with his teeth. Behind are Mar\ Magcialen,

Marv the wife of Cleophas, ancl Nicodemus; a xouth lights the scene

with a torch.

This drawing, hrst ascribed to Rubens b\ I.Q. van Regteren yVltena,

derives from an engraving of the same title b\' Gioxanni Battista

Franco (1498?-! 561), with the same composition and the motif of

a man holding the shroud between his teeth. This motif also occurs

in other works b\- Rubens, such as Tl/e Descent fro/// the Cross in

Antwerp cathedral, or an oil sketch in the Rennes Museum for the

painting of the same subject in the Museum at Lille.

I^-n and brown antl Ljrcv ink, brown and t2,rc\' wash, 324:409 mm.

Bibl.: l.(). van Rcgtcrcn Altena, R/ibens as a I^ra/inhtswai! i. Relation lo I/at/an

l/V, in I'ht' Hiirl'nviton Ma;^a^hn\ l.XWI, 1940, p. 199; I litd, PP- 94, 9s,

No. 4; linribiircl-d' t l/its/, i(j6j^ pp. 64-6, No. 36.

Prov.: Bcc]ucathci.l to riic (jt\ of Rotterdam b\ F. ).(). Bo\ mans (1767-1847).

Bo\///aiis-iu!ii lic/iiiiiiiicii M/i.U'/i///. Rotlvrdaiii
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iMALENUDE 134

Full-length drawing of a young man, illuminated from the lower

right. His right leg is bent back, as is his right arm, with which

he appears to be grasping for support. His left arm, for which an

alternative pose is offered, is raised and stretched out in a defensive

attitude. As the sheet was too small for the complete figure, Rubens

also drew this arm separately.

A studv for the figure of Job in the left-hand panel of the Job

triptvch, commissioned in 1612 by the Musicians' Guild of Brussels

for their altar in St. Nicholas's church. The triptvch was destroyed

in the French bombardement of 169^. The panel showed Job on

a dunH;hill, reviled bv his wife and tormented bv devils.

Sheet cut down on the right and restored. Black chalk heightened with white,

5 "70
: 444 mm.

Bibl.: Burcbard-d'Hnlst, 196}, pp. 119-21, No. 72; j. Miiller Hofstedc, Review of

Biirchard-d' Hiilst , i(j6^, in Master Drairiiios, 1966, No. 4, pp. 447, 450.

Prov. : Pierre Crozat (Paris, 166 "5-1740); Count C.G. Tessin (Stockholm, 1695-1770);

acquired bv the Ro\al Museum in 1735.

Ncilioiialmuseiim, Stackljolw

.^05



^<

^'
>c-^

%

^
.y*-?^



YOUNC; MAN 135

Stud\ 'from life' of a Noung man. This drawing has gcncralh been

regarded as a stud\ for the xouth accompanN ing the saint in The

Miracles of St. frauds Xarier, painted b\ Rubens in 1619-20 for the

Jesuit church at Antwerp and now in Vienna. M. Jaffe considers,

however, that the \outh in the painting and in the modello preceding

it bears little or no resemblance to the drawing. He dates the latter

c. 1613-14 and bclie\es it to he a stud\ for the Apostle |ohn.

Black chalk, heightened with white, 493 : 288 mm.

Bihl.: C/iiit-l Iiilxrdi/:;;/, \). 4n, No. 12;; \l. laffe, '/'//( lii/cri'S/ of R/ihciis in \muhah'

and loosliiio C.arraai: jiirlbvr iiolts, in I be lhir//iii>_toii Majit/^/i/r, \( IX, 1957,

pp. 375-9, n. 5; B/irclhird-d' Hiilsf, 196J, p. 181, under No. 114; \ lie^^he,

Sdiii/s, II, p. 33, No. 1041-.

Pro\ . :
(". Ricketts (London, 1886-19;!) and II.C;. Shannon (London, i86s-i93'')-

Bequeathed bv Il.(^ Shannon to the 1 itswilliam Museum in 1937.

I'ht I il-::^)) 11lid 11/ M/isc/im, (.tiwhridj^e

307





THE PRESENTATION IN THE TEMPLE I36

A sketch for the right-hand panel of The Descent frow 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 1615-14. The composition, comprising the figures

of Marv, 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 ciifferent, e.g. Joseph is seen here almost in full

profile.

The drawing is a fragment of a larger sheet that originalh" included

another studv for the same Presentation (coll. Count A. Seilern, Lon-

don) and several studies for The Visitation on the left-hand panel

of the Antwerp Descent frow the Cross (Musee 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; Biinhard-d' H/ilst, /(//>j, pp. 101-3, under No. 60.

Prov.: Presented to the Metropolitan Museum in 19^2 by .Mr. and Mrs. janos

Scholz.

The Metropolitan Miiseiifii oJ\\rt, Gift of Mr. and Mrs. Janos Sc/jotz, /?/-'• -'^<'" ^">'^-

509





ALL SAINTS I37

The drawing shows the whole c()iTipan\ of saints worshipping the

Holy Trinit\. Mar\ is at (Christ's feet and behind her is a group

in which Peter, Paul and |ohn the Baptist can be recognized bv

their attributes. At the same lexel as the Apostles is a group of

female saints on a stretch of cloud. Below is a group of Franciscans,

Dominicans and other male saints and martvrs, 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 stud\' for an engraving that was executed bv Theodoor Galle

as an illustration to the Breriar'iiin/ Ron/aiini)/ published b\' Balthasar

Moretus in 1614. The composition derives from Venetian models

and especialh' Titian's irinniph of the Holy Trinity (1554), which

Rubens mav have seen during his visit to Spain in 1605; he could

also have known it from C^ornelis Cort's engra\"ing of m66.

An oil sketch of the same subject, related to this drawing, is in

the Bovmans-van Beuningen Museum at Rotterdam (see No. 29).

It is doubtful, however, that it was also made for the purpose of

the engraving.

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

mm.

Bibl.: Rooses, \', p. 61, under No. 1259; L. Burchard, ,V/^/~~f// dcs /rinoen Rtihetts,

in Siti^nnosbericbte der Kuiisfgescljiclj/ticljeii Ceseltscbtiff, Berlin, 8 October 1926,

p. ^, \(). 2^; (,t/ict:.'l Idht'rd//:;^!, p. 29, \o. -?; /-.n-rs, /(/-/>, pp. 21H, 219;

Lug/, Loiivrv, Iziotc Jhiwcinde, II, 1949, p. 12, under No. 1009; (lat. Exh.

Rolferdaw, "jJ^-J-f, pp. 43, 44, under Xo. 13; B/ircljurd-d' I l/ilsl, 19 j6, p.

56, under No. 48; Held, pp. 26, 98 (under No. 11); Bnrcljurd-d' H/ilst, 1965,

p. ^4 (under No. 29), p. 114 (under No. 68); d'Hiitst, i9('>^, P- 91, under

No. 3; \'liegbi\ Siiints, I, p. 28, under No. 1; |.R. ludson and C \'an

de \'elde, Boo/c. Ittiistralions and I ille-po'zvs, (orpiis R/ihiiunii/iw I .iidiri'^ Ihirclxtrd,

.\.\l, Brussels, 1977 (in preparation).

Prox. : (j. Hut|uier (Orleans and Paris, 1695-1772); sokl b\ "^'ver at .\msterdam, 14

September \-i(i\ ft'., lot ss;, from the I ilenbroek collection, Amsterdam;

(j)iint Mori/ \ on i fies 1 X'ienna, 1-^6-18261.

Graphischf Saiiii)ilini[^ . Ithcrliiici, 1 iciiiiii
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ARMS AND LHGS I38

Almost the whole rii!;ht-hancl half of the sheet is taken up b\ a

stud\ of the naked legs of a man seen from behind, who is walking

forward with his right leg raised. Above on the left is a study of

a bent right arm, the hand grasping an object. Below, a stud\ of

the arms ot a man with his tace buried in his hands. This was

used for a man shielding his e\es against the dazzling light in The

Couversioii of St. Pu/i/, in the possession of Count A. Seilern in

London. As the painting dates from c. 16 m, the drawing is certainly

not later and mav be dated c. 161 1- 14.

Similar studies of arms and legs b\ Rubens can be seen in the

Victoria and Albert Museum in London, the Dresden Print-Room

and the National Museum in Stockholm.

Black chalk with traces of heightening whith white, 3^0:240 mm.

Bibl.: Ihirih(ircl-(l' I l/i/st, i(jj6, p. 6s, No. 65; Held, p. no, No. 79.

Prov.: P.H. Lankrink (London, 1628-92); Sir J.(^. Robinson (London, 1824-1913);

H. Wauters (Paris, 1846-1933), sold by Lr. Muller & Cx)., Amsterdam, u-16

June 1926, lot 169; F. Kocnigs (Haarlem, 1881-1941). Presented to the

Bovmans Museum I'oundation bv D.G. van Beuningen in 1940.

Ho)///(iiis-rtiii Bi'iiiiiiiiieii M/ise/iw, Roltirdcini
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THE BL'RIAI. OF CHRIST I39

St. John and Joseph of Arimathca support the dead bod\ ot Christ,

while Nicodemus, holding a corner ot the shroud, looks up at the

weeping Virgin. Two women's heads can be seen on Mary's left.

A vouth in the centre of the group holds up a torch. The scene

takes place in a cave, and a branch of a tree is seen through an

opening in the roof.

This drawing, which dates from c. 1615, shows the influence of

Caravaggio's Burial of Christ in the Vatican. A paraphrase of that

work, painted bv Rubens, is now^ in the Ottawa Museum (see No.

Pen and brown ink and brown wash, 253 : 153 mm.

Bibl.: Evers, 194J, p. 139; HeM, pp. 109, 110, No. 37; Biircbard-d' Hiilst, 196^,

pp. 68-70, No. 38.

Prov. : T. Hudson (London, 1701-79); Sir Thomas Lawrence (London, 1769-1830);

|acob de Vos Jbzn (Amsterdam, 1803-82), sold at Amsterdam, 22 May
1883, lot 143; W. Pitcairn Knowles (Rottertiam, 1820-94), sold at Amster-

dam, 25 June 1891, lot 202.

Rijksprentenkabine t , Rijkswiisenw , Amsterdam

315



•••(

/
k:

% ^'

t J,



B ()
\-

' S H ! , /\ D /\ N D \'\i] I' 140

It is generalh' supposed that one of Rubens's children posed for

this drawing, which authors date varioush from c. 1615-20 to the

1630S. Formerly the favourites were Nicolaas (b. 1618) and Albert

(b. 1614), but some nowadays prefer Frans (b. 1635), the second

son of Rubens's marriage to Helena Fourment. According to F.

Burchard and R.-A. d'Hulst the drawing is a study for the child

Jesus in The Return from /he J'//iihf into Hgypf^ and was made in

c. 161 5-17; this is unproved, but the date would fit in with the

use of Albert as a model. A bov with feet in this position occurs

in The Happy Reipn^ a painting in the Medici c\cle, executed in

1622-25 for the Palais du Fuxembourg in Paris and now in the

Louvre. J.S. Held, however, believes on st\listic 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 reel chalk, heightened with white, 286:210 mm.

Bibl.: K.T. Parker, Study of a Child's Head and heel, in Old Mas/er Prau'/iios,

1\, 1934-3^, pp. M, 16; B/irchard'd' I hi/sl , i9J^>, P- 74, No. 79; field, p.

142, No. 125; M. lafte, "Jlic Rc//ini [row the iH;4>l iulo l:gypC h\ Pcfer

Paul R/ihi'iis, in W adsirorlit llhciic/i/// B/illc//ii, l\'. No. 8, Summer 196 1, pp.

10-26; B/frchard-d' Hjilsf, 196^, pp. 124-6, No. 7^.

Prov.: |.l-. (iigoux (Paris, 1806-94), vv'ho bequeathed it to the cit\ of Besancon.

M/iscc dt's Beaux-. \rts, Besancon
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CUPID 141

This sheet comprises studies for Cupid Begging Jupiter to Consent to

his Marriage to Psyche (Apuleius, Metamorphoses, VI : 22), a painting

of the period 1610-20, the composition of which is recorded inter

alia in a drawn copy now at Copenhagen: the latter formerly belonged

to Willem Panneels, to whose care Rubens entrusted his studio during

his diplomatic journeys to Madrid and London in 1628-50. A canvas

(241 : 193 cm) discovered ten years ago and now in the Forbes Maga-

zine Collection in New York is regarded by some art historians

as the original painting and bv others as an old copy.

The present drawing shows Cupid's head and right arm - in the

painting he holds a sheaf of thunderbolts - and Jupiter's right hand.

Black chalk, heightened with white, 314:266 mm.

Bibl.: Burchard-d' Hulst, 196j, pp. 190, 191, No. 121; J.R. Martin, Rubens's 'Jupiter

and Cupid' : An Exhibition at Princeton, in .Apollo, October 1971, pp. 2.1-i-c).

Prov.: The Hon. Mrs. Fitzroy-Newdegate, Arburv Hall, Nuneaton, Warwickshire,

England, sold at Christie's, London, 14 March 19^2, lot 249, purchased

bv Colnaghi, London. Acquired bv the Museum in 195^.

Tl)e iXatioNiil Gallery of Canada, Ottawa
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HEAD or A YOUXC; MAN

Reversed drawing of a classical marble bust known as The Dyino

.\lexatidei\ in the Uthzi, Florence.

Rubens used this studv, made c. 1615, for the head of St. Stephen

in the centre panel of the St. Stephen triptych in the abbev of

Saint-Amand-les-Eaux near Valenciennes, now in the Valenciennes

Museum.

Formerh' sometimes attributed to \"an D\ck, this drawing was

identified as Rubens's work b\ J. Koei^netsox . However, this identifi-

cation is not universalh accepted.

This subject, engraved bv Paul Pontius, occurs on a sheet of nine

heads in a Drawing Book published at Antwerp b\ Petrus van Avont.

142

(^harcoalf ') aiici lilack chalk on urcv paper, :;4o:270 mm.

BihI.: |. K(ic/.ncts()\ , (^at. Ilxh. I lol/iindsc vii I Uuinisv hkciuii'^tii nil ch ::^trtii/it'ii(lc

tf/ni-, I (r:^(i///el/ii<^ von da Herw/lnoe, I.enin^^rad, en bet Miise/iw Poes/kJn, Moskon,

Brussels-Rotterclam-Paris, 1972-73, p. 55, No. 81; Review of this exhibition

bv I-,. Ilavcrkamp Bc^cmann in Mus/cr Dnnivmis, No. 2, 19-'?, pp. 176-8.

Prov.: (!()unt K. ('oben/l (\'icnna, Brussels, 1712-70). \ct|Liireci in 1770 b\ (Cathe-

rine II.

Piinl-rduni , M/ist/iw oj tin- I Urn/itai^e , I Aiiinii)\id

5^1
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TREES 143

Study of trees in a landscape, used by Rubens for his Boar-Hunt,

c. 16 16, now at Dresden. The drawing is notable for its irresistible

dynamic rhvthm as well as the realistic depiction of nature. It 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 certainh' in line with

the North European tradition, but he may also have been stimulated

bv sixteenth-centur\' Italian landscapes.

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

chalk, 582 : 489 mm.

Bibl.: Rooses, \\ p. 301, No. 1591; E. Michel, Rubens, sa vie, son auvre et son temps,

Paris, 1900, p. 254; L. Burchard, Drei Zeichnungen in Dresdner Sammlungen,

in Mitteilungen aus den Sdchsischen Kmstsammlungen, IV, Dresden, 19 15, p. 60;

F. Lut^t, Notes snr Rubens, in Cai^etfe des Beaux- Arts, 1925, II, pp. 195-6;

Gliick-Haberditil, p. 47, No. 134; Ci. Gliick, Die Landschaften von P.P. Rubens,

Vienna, 1945, pp. 19, 20, 57 (under No. 8); Lngt, Louvre, tcok flaniande,

II, 1949, p- 20, No. 1034; Held, p. 145, No. 131; Biirchard-d' Hnlst, 196j,

pp. 168, 169, No. 104.

Prov.: (j)nhscatcd from emigres at the time of the first French Revolution.

Cabinet des dessins, Miisee du Louvre, Paris
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Tui. di:s(:i:nt irom in i: cross 144

A prcliminar\ sketch for The Dcsccii/ jroiii /he Cross, tormcrK in the

Capuchin church and now in the Lille Museum, a paintintj; which

was not yet delivered on 10 March 1617. The drawing is certainlx

prior to an oil sketch, also in the Lille Museum. Rubens had alreadx

treated this theme in masterh' fashion in the centre panel, completed

in 1612, of the tript\ch of the same title in Antwerp cathedral. The

drawing has some elements in common with that work, including the

diagonal composition and the man holding the shroud between his

teeth, a figure that alread\' occurs in The W^ashing and .Xnointitv^ of

Christ's Body in Rotterdam (see No. 133). The twisted pose of the

figure of Christ is typical of the period of the drawing.

Pen antl brush in reddish hrown, 219: i^S mm.

Bibl.: M. )attc, /
'// rArZ-r/V^/z/vv- w/(V/.v rww/, in /-Y/;//, 4^-4, Suniiiur lysf^, pp. 14-21;

Biirchtird-d' Hiilst, i<j6), pp. iiS, 119, No. 71.

Pr()\. : Marquis tic Rohicn. .\cc|inrcd h\ the MuscLmi at tlic end ot the eighteenth

centurx

.

M/isn Hc'S Bt'iiiix-. Ir/s, Rcii/zcs
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MALE NUDE, LEANING BACKWARDS, SEEN PARTLY FROM I45

BEHIND

Half-length study 'from life' of a naked man, who is evidenth' carry-

ing a heavy burden with his hands. L. Burchard connected it with

the figure of St. |ohn receiving the dead bod\- of C^hrist in The

Descent from the Cross (Lille Museum, see No. 144). This identification

is not precluded by the fact that the man in the drawing is naked

while St. John in the painting is clothed. There are other examples

of Rubens using nude studies for clothed figures in his pictures,

e.g. the Male Nude, Fac'nv^ R/'j^hf in the collection of Her Majestx"

the Queen of the Netherlands (see No. 131).

Sheet partiallv cut down on the right and pasted on to a larger sheet. Black chalk

heightened with white, 280:262 mm.

Bibl.: K.T. Parker, Catalooue of the Collection of Draiinngs in the Ashmolean Museum,

1, Oxford, 1938, pp. 85, 86 (under No. 200); Burchard, pp. 57, 58, No.

51; Burchard-d'Hulst, ipjd, pp. 64, 65, No. 62.

Prov.: J.D. Boehm (Vienna, 1794-1865); E. Wauters (Paris, 1846-1933); F. Koenigs

(Haarlem, 1881-1941). Presented bv D.G. van Beuningen to the Boymans

Museum Foundation in 1940.

Boywaiis-vcin Beuningen Museum, Rotterdam
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THH Dl.SCl.NT I ROM THH CROSS

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 dissatisfied 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 probabl\- a studv for The Descent from the Cross,

c. 1617-18, in the Hermitage at Leningrad; it also shows affinity

with the picture of the same title, c. 16 17, in the Lille Museum.

On the verso is a studv in pen and brown ink for St. Andrew

for the outside of the right-hand panel of The Miraculous Draught

in Our Lady's church at Mechlin, a triptych painted c. 16 18-19 ^^^^

the Mechlin fishmongers' guild.

146

Pen and brown ink and brown wash, 345 : 233 mm.

Bibl.: K.T. Parker, Some l')ra)ring!: by Rubens and His School in the Collection of

Mrs. G.W . Wrangham^ in Old Master Dran-ings., Ill, 1928, pp. i, 2; M.V.

D()broklonsk\-, Hinige Rid)ens:ieichniin;>en in der Ermitafje, in Zeitschrift Jiir hil-

dende Kiiiist. 1 \l\', i9:;o-i, p. \i: K.T. 1'arkcr, Sfndr of a Standing Man,

in Old Master Dranings, XI, 1936-37, pp. 10, 'i 1 ; Held, p. 109, No. 42;

Biirclhird-d' H/ilst, i'j6^, pp. 160, 161 (under No. 96).

Prov.: Mrs. G.W. \\'ran_u;ham ; Kdward Wranjiham; Baskett and Da\, art deak-rs,

London.

Mr. and Mrs. liii»ene I ictor Than', AVw York
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KNHF.LING MALE NUDH, SEEN FROM BIJIIND 14-7

Study 'from life' of a nude man, kneeling and seen from behind;

the drawing renders not onlv 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 .Xbrabam and Me/chi^edek, c. 16 18, Caen

Museum: Rubens, however, used the other stud\, now in the I.ouvre,

Paris.

This figure repeats a motif used earlier bv Rubens in The .Xdoration

of the Magi, painted in 1609-10 for the Hall of State in the Antwerp

Cit\ Hall and now in the Prado, Madrid.

Sheet clamaLietl and restored on the left. Black chalk heightenetl with white, 520: 390

mm.

Bibl.: Biirch(inl-(f H/ilsl, i9j6, p. 63, No. 60; Biircbard-d' J liilsl . 196J, pp. 153-5,

No. 92; (]at. I'.xh. /)('ss///s I /ii///iiiids cf hlolLnuhiis dit d/x-sc^!ih//i' .ucc/c. ( o/lcc-

tions Alusees cle Belgtqiii- - Musk' Boywciiis-raii Bciiniii'j^cii, Rollirdaw Iiistitiit

W'cr/andciis, Paris, I'aris, 1974, pp. 125, 126, No. 93.

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

5 )ul\ 1927, lot 111; F. Koenigs (Haarlem, 1881-1941). Presented by D.G.

\'an BcLinini^en to the Boxmans Museum Foundation in 1940.

Boywaiis-iuiii Bciiuiiv^vii M/tsc/tw, Rollcrdaiii
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BLIND MAN WITH ARiMS OUTSTRETCHED I48

Study 'from life' of a blind man with arms outstretched gropingly.

The modelling shadows are lightlv drawn, but the cast shadows are

rendered b\- dark hatching, rapidly and forcefully drawn.

Riibcns used this drawing for the halt-length figure of a blind

beggar m The M/rcic/es of St. Traiicis Xavier, a painting executed

in 1619-20 tor the )esuit church at Antwerp and intended to adorn

the high altar alternately with The Miracles of St. lofiatiiis Loyola.

Both pictures are now at Vienna.

Black chalk hciuhrcned with white, 280:417 mm.

Bihl.: Rdhsis, \, pp. 200, 201, No. i;Si: Cjiiik f lalnrdil';!, p. 44, No. 120; }:i\'rs.

1942, p. 218; [ l'n';jjx', Saiuls, 11, p. 32, Ncj. io4ci.

Prov.: Duke Albert von Sachsen-Teschen (Moritzburg b\ Dresden, and Vienna,

1738-1822).

Grapbisclx' Sufz/mli/iii^ - Mbertina, T 'kmia
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ANGHI. BEARINC; A TORCH

Jacobus dc Wit (1695-175^) states in his description of the Antwerp 149
churches that the statues above the high altar of the Jesuit church

were designed b\ Rubens: ,,... de Belden daer boven op synde s\'n

appaert door Rubens geschildert geweest ...". In view of the strong

resemblance between this drawing and the statues of angels, which

have survived, we mav assume that it is in fact a rough sketch

for the statues, which were probably carved b\' Hans van Mildert.

The foundation stone of the Jesuit church was laid in 1615, and

in 1621 the church was consecrated bv Bishop }an Malderus. Rubens

not t)nl\ executed paintings for the church but contributed largely

to its sculptural decoration, both outside and within.

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

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

inscriptions roeten and hooch. The tragmcnt of a cornice on the right is bv another

hand.

Bibl.: Ci/iick-Hciherdif^l, p. 46, No. 132; Bock-Rosciiberi^, p. 2^0, No. 5242;

B/irchiird-d' H/i/s/, i(j6j, p. 186, under No. 116.

Prow: ['f)rmcrl\ in the archives of the church of St. (Charles Borromeo, .Antwerp.

Staatliche M/isceii Pmifi/schcr K/il/iirhcsit::^, K/ipfi'is/ichkahiiH'// , Bcr/iii-W'cst
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THE CRUCIFIXION I50

A first, verv rough sketch for The Cnicifixioii, also called Le coup

da lance ^ which Rubens painted in 1620 for the high altar of the

church of Friars Minor at Antwerp and which is now in the citv

Museum. The dead Christ hangs on the cross between the two thieves.

Mary Magdalen stands at his feet with upraised arms, while a Roman
soldier pierces his side with a lance. A ladder is propped against

the cross of the thief on the right, and a man climbing on it is

about to break the thiePs legs with a heavy staff. This man is drawn

again separatelv on the extreme right.

On the verso, in pen, is a sketch for the figure of Christ on

the cross, and on the right, in outline, another sketch for one of

the thieves. Other studies for this Cnicifixinri are known, e.g. that

of a Alan Carrying a Ladder in the Albertina, X'ienna (see No. 151).

A narrow strip was later added to the sheet. Pen and brown ink, 206:164 mm.

Bibl. : Biirchard, p. 50, No. 41; Biircbard-d' Hiilst, 19 j6, pp. 81, 82, No. 91;

B/ircbard-d' Hiilst, 196^, pp. 187, 188, No. ti8.

Prov.: F. ].0. Bovmans (Rotterdam, 1767-1847); bequeathed bv him to the city

of" Rotterdam.

Boymans-vaii Be/iningen Museum, Rotterdcim
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MAN CARRYING A LADDER

Study 'from life' of a \oung man carrxing a ladder in a S(3me\\"hat

unusual wav, with his head between the run^s. His slee\es arc rolled

up and he looks towards the spectator.

The drawing is part of the preparator\ work for The Crucifixion

(Le coup de Uwce ) in the Antwerp Museum (see No. mo). The man

with the ladder does not appear in the picture itself, but he figures in

an oil sketch of the same subject belonging to the Victoria and Albert

Museum but exhibited at the National Gallerv in London, which

some attribute to Rubens and others to \'an D\ck.

151

SliuhtK browned paper. Black chalk, heiLjhtenccI with white, ^42:270 mm.

Bibl.: Schdnbnoiner-Meder, Mil, No. 870; T.W . Muchall-X'iebrook, Ile»/ish Druirin^s

of the Seventeenth Century, London, 1926, p. 28, No. 6; Held, pp. 15^, 156,

No. 99; Biirchard-d' Hiiht, 196^, pp. 189, 190, No. 120.

Prov.: Duke Albert von Sachsen-Teschen (Moritzburg bv Dresden, and \'ienna,

1758-1822).

Graph!sche Sammlting . libertina, I ienna
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BOY WITH A CORAL NECKLET I52

This unforgettable head of a small bo)- with downcast eyes is drawn

with a light and tender hand. Most authors believe it to be a portrait

of one of Rubens's sons, like some other drawings of bovs' heads

in the Albertina; the child's identity is a matter of dispute, but it

is generally supposed to be Nicolaas, the son of Rubens and his

first wife Isabella Brant. Nicolaas was baptized at St. James's church

in Antwerp on 23 March 1618 and died on 28 September 1655.

Rubens used this portrait study for the head of the child Jesus

in Alary, Ref/nje of Sinners, a painting in the Kassel Museum.

Red, black and some white chalk; the eves, mouth and necklet reworked with

the pen and C^hincsc ink; 2^2:202 mm.

Bibl.: Rooscs, \, pp. 271, 272, No. 1120; Schonbrunner-Medcr, W , No. 43^; T.W.
Muchall-\'iebrook, Flemish Dnnriiius of fbe Serenfceiith (.'ciit/iry, London, 1926,

p. ;o. No. 16; Cliick-hhiinrdil^J, pp. 4;, 44, \o. iif, ; i;. Kicscr, Rnlhiis'

Madonna iiii tiliiii/vuk.ran::^, in Miincln'ncr Jcd.irh/ich der hi/dcndtii K/iiisI, 3 Scries,

I, 1950, p. 222; Held, p. 135, No. 98.

Prov.: Duke Albert von Sachsen-Teschen (i\L)ritzburg b\ Dresden, and \'ienna,

1738-1822).

Grapl.iischi' San/niliin;^ . \/hertina, \''ienna
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ROBIN, THE DWARF OF THE EARL OF ARUNDEL I53

Costume stud\' for a figure in the portrait of Alatheia Talbot, (Countess

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

17 Julv 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 dwarf Robin. The Countess had

stopped briefly at Antwerp on her wav from The Hague to Brussels,

and, as Rubens did not have a sufficienth' 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, 403:258
mm. Notes in Rubens's hand concerning colours and costume materials: Het Wainbiiys

vennacb wesen root sattijn ende de broek root flo/nreel (the doublet can be red satin

and the breeches red velvet) (above left), Tuiniyt jioinreel (tawny velvet) (jacket),

Tauuyt fto/nrecl (tawn\- velvel) (breeches), root (red) (knee), Ccr/ (\ellow) (stockings),

root (red) (shoelace), snuirt (black) (shoes) and Ceel royer/iioe (yellow lining of the

cloak).

Bibl.: Roos('.\\ \\ p. 260, No. 1498; /A/r/, p. 136, No. loi; Riinluird-d' I l/i/st, 196^,

pp. 198, 199, No. 1 27.

Prov.: P. Oozat (Paris, 1665-1740); Count C:.G. Tessin (Stockholm, 1695-1770);

acquired b\ the Roxal Museum in 1722.

NationalMilsen 1)1 , Slockbohu
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THR V1<STAL VIRCiIN TUCICIA I54

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 bv carrxing water from the Tiber in a

sieve (Pliny, AV//. His/., XXV111:3, 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 Marw
E, Kieser righth' connected the present drawing with the Medici

cycle (see Nos. 63-67), one reason being that on the verso is a

sketch for llje Comhvi of Age of Loitis XIII, a painting from the

same c\cle. The Vestal's untarnished honour was an allusion to

Marie de' Medici's innocence of the murder of Henr\ \\ . 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 murcier.

Upper rii^fht corner of sheet restored. Pen and brown ink, traces of black chalk,

227 : 3 M mm.

Bibl.: Rooscs, \\ pp. 245-7, Nos. 1474, 1471 (reverse); C7/kk-Haher^//^/, p. 50,

No. 154; p. 49, No. 147 (reverse); F. Lugt, AVy/fj s//r Rtiheus, in Gazette

des Beaux-, \rts, 1925, II, pp. 185-93; /.//;</, Loiirn-, I:co/c fiaii/andv. II, 11)41),

p. 14, Nos. 1015, 1016 (reverse); H. Kieser, Die R/ihciis-Ij/cral/ir scil I'j^j,

in Zci/schrifl fjir K/iiis/ncsch/chh\ X, 1941, p. 312; Riircbard-d' Hiilsl , 19 j6, pp.
85, 86, No. 97; Held, pp. 114, IIS, No. 50; B/iirhard-d' H/i/sl, 196 i, pp.
200-3, No. 129; Th/ii/l/er- 1 o/u-iirl, pp. 61 (N. 108), 80 (under No. 12).

Prow: St. Maurice, sold in Paris on 6 l'cbruar\ 1786, lot 806, and purchased
b\ !.an>j,licr. (Confiscated from emiures at the entl of the ciuhtcenth centurx.

C.cd)/iiel des dessiiis, M/isee d/i Lo/irre, Piiris
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THE BIRTH OF THE VIRGIN

It was F. Lugt who identified the subject of this drawing and attri-

buted it to Rubens. The elderly St. Anne, seated in the centre, proudly

hands her new-born daughter to Joachim, who takes the child in

his hands. A \oung woman holding a cloth stoops in the left fore-

ground, while four others look on in the background. On the left

is the hing-in bed with drawn curtains.

The drawing is not directh' connected with anv picture bv Rubens,

and for this and other reasons its dating is doubtful: f.S. Held placed

it around 1604-07, F. Lugt around 16 12- 17. L. Burchard and R.-A.

d'Hulst think it ma\ have been drawn for the purpose of the Medici

cycle.

155

Pen and brown ink on <i;rev paper, 254: 36; mm.

Bih!.: F. Fu^r, \o/rs .^y/i- R/ilxiis, in r/,/;~(//( chs Hni/ix- l/V.f, 192^, 11, p. 19;; idem,

Li'S dessiiis des Hcoles du nard dc hi colk'Ctiun Dut/iit, Paris, 1927, p. 30, No. 6^;

Gluck-Habadil:^!^ p. 38, No. 76; Hi-UK pp. 98, 99, No. 12; B/iirl.uird-d' H/i/sl,

196J, pp. 199, 200, No. 128.

Prov.
:

Eugene and Auguste Dutuit (Rouen, 1807-86 and 18 12-1902). Bequeathed
by A. Dutuit to the citv of Paris in 1902.

Mu-w du Petit Palais, Paris

347



\^. fi



MAN IN CHINKSF. DRI'.SS I56

Stud\ 'from life' of a man with \X cstern 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 ma\' be regarded

as a largelv finished copv bv 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 bv 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 bv all. Nor do the Chinese

confine themselves to a single colour, but dress in an\- the\- 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. Verv probabh'

he induced Jesuit fathers to pose for him in Chinese dress.

The drawing may be dated 1622-28, before Rubens's diplomatic

journe\'s to Madrid and London.

Black chalk, heightened with red in the man's features and turquoise in the collar
and cutfs; 448:260 mm. Above right, in Rubens's hand: Nota q„od collar p„ll„s
non est pechans Snmunm luteratis scd Patvibns S. ],s„. Excepiis tamu fasaj^ a-rnlcis
quae cetens commmes sunt. Sinensis porro res/is colon non nno sec/ quoris colon promisee
ntnntnr. 1:1 nniun reserves flavurn scilicet qui propri/is es/ Re^is.

Bibl.
:

Miss C:iare Stuart Wonky, R.hens' Drawinns of Chinese Cios/nm', in Old Ahn-/er
Dranvnos, IX, 1934, pp. 40-7; Bnrchard-cninlst , 19 U>, p. 67, under No. 66;
Biircbard-cl' Hnlst, 196^, pp. 230-2, No. 147.

Prov.: Ladv Sidmouth; Eliza Hobhouse (1842); the Rt. Hon. Henrv Hobhouse.
Private collection, l'.S..\.
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Rl'BHNS'S SON NICOLAAS I57

Portrait of Nicolaas, Rubens's son b\ his hrst wife, Isabella Brant.

Nicolaas was bapti/cd on 2:; March 16 iX in St. James's church at

Antwerp (see No. 152). He appears to be between se\ en and nine

\ears old in the drawin!:^;, and there is broad agreement that it was

executed between 1625 and 162-'.

The drawing is decidedh portrait-like; no painting based on it

has so far been traced.

Rctl antl black chalk, heightened with white, 292: 2^2 mm.

BihI.: Rooses, \', p. 273, No. 1524; Scboiihr/iiiin'r-Mi'cler, No. 111; Gliick-Hoberdit:^!,

p. 51, No. 163; Hi'ld, p. 139, No. 109; Bnrcbard-d' Hiilst, i(jC>), p. 198,

under No. 126.

Prov.: Duke Albert von Sachsen-Teschen (.Moritzburg b\ Dresden, and \'icnna,

1738-1822).

Graphiscbe SaiiiDihiiiii \lbcrtina, T "leivui
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BUST, SIPFOSFDLV OF SENECA I58

Rubens drew inspiration more than once from a certain antique bust

which was thought in the se\enteenth centur\' 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 Portrait painted c. 1611-12 and now in

the Pitti 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 Christianit\' ; 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

bv Lucas Yorsterman: one of a series of twelve designed b\ Rubens

after anticjue marbles or casts thereof, and representing Greek and

Roman emperors, commanders and philosophers. Although nine of

the engravings bear the date t6j8, it is probable that the edition

was planned earlier.

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

BibL: Rooses, \\ pp. 14, 15, No. 1218; Goris-f-tcld, p. 45, No. 111; Biircluird-d' I-titlsl

,

19 f)-, pp. 87, 88 (under No. 99); Cat. Exh. Ih-ciu'/ii^^s and Oil Sketches hy

R/iheiis /row Imcr/ciiii (.o/lecfioiis, Cambridge-New York, 1956, p. 18, No.

13-

Prov.: Collection of the llarl of Warwick.

The Metropolitan Museum of . Irt, Robert Lebwcvi Collection, Xeir )'ork
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MADONNA ADORED BY SAINTS I59

The Madonna is enthroned on a pedestal. The child )esus 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 b\-

saints. Mary is turned slighth* 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 eye is led to follow

it in a circular movement.

In the upper half of the verso are several studies of the A^irgin

and Child, separateh and together. Like the subsequent drawing on

the recto the\' are studies for The Madonna ir/fh 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 Landscape n'ifh

St. Georgt\ 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 stir Rubens, in Gazette des Beaux-. \rts, 1925, II, p. 199 e.a.;

CI/ick-Haberdif^l, p. 53, No. 172; F. Grossmann, No/es on Soii/e lintel) and

Ftemish Paintings at Rotterdam, in I'Lu- Burlington Maga-:^hn\ XCN'll, 1955, pp.

355-8; B/irchard-d' Hulst, igjS, pp. 92, 93, No. 108; Held, p. 117, No. 53;

Bnrcbard-d' Hiilst , 196 j, pp. 225-7, No. 145.

Prov. : Count C.G. Tessin (Stockholm, 1695-1770). Acquired b\ the Ro\al Museum
in T773.

Nationalnniseiim , Stockholm
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THE VICTORIOUS HERO SIUZES THi: OPPORTL'MTV l6o

TO MAKE PEACE

The victorious hero approaches, from the right, a naked woman
standing in the centre of the drawing, who represents ( )pportunit\

(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

b\ Minerva, whose shield is on his arm, and who places in his

grasp the long, loosened hair of the Opportunitx' figure. Chronos

(Time) - alluding to the suitabilit\- 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 cycle for the Palais du Luxem-

bourg in Paris (see p. 151), he was recjuired to paint a further

series of pictures showing the life and achievements of King Henrv

\\ of France. Among these was to be a painting of Henry I\ ' Seii^ing

the Opportunity to Make Peace^ celebrating the treat\ of Vervins con-

cluded with Spain in 1598, and forming a pendant to The Battle

of Contras. The ambitious undertaking on which Rubens was active

from 1627 to 163 1 was, however, discontinued owing to political

circumstances in France. Subsequenth' Rubens used the allegor\ in

the present drawing for a painting which is now lost.

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

and bod\-colour, 385:477 mm.

Bibl.: Rooses, \', p. 246, No. 1472; R/ihci!s-B/itlv///ii, \\ 1897, pp. 80-2; Cat. Nac/jtass

M/e/like, sold in \^ienna, Dorotheum, 12 Juny 1933, lot 69; B/ircljcird-d' Hnlst,

"JJ^>, PP- 99, 100, No. 118; Bnnbard-d' Hiilsl , 196 j, pp. 2^8-6o, No. 168.

Prov.: Probably in the estate of E. jabach (Paris, 1607 10-95); Gottfried Winkler,

Leipzig; Hofrat Rochlitz, Leipzig; presented to the Weimar Museum, 1839.

Staatliclie Kunstsanimlungen, W e/war
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THOMAS HOW ARD, I.ARI. Ol ARIXDEL l6l

Thomas Howard, second PLarl of Arundel, is depicted in half-length,

his head turned towards the spectator. He is in armour, and his

outstretched arm rests on a staff. A draper\' is sketched above, and

a helmet below.

The drawing was made during Rubens's stav in London in 1629-30.

A letter from London to Pierre Dupu\, 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. It shows

the Earl at forty-five vears of age, and is a studv for the portrait

now in the Isabella Stewart Gardner Museum in Boston. The sketch-

like technic|ue indicates that it was done rapidiv and from life. See

No. 82.

Brush and brown and black ink, heightened with white and with touches of red,

464: 3 56 mm.

BibL: Gliick-Haherdit^l^ p. 54, No. 178; G. Gliick, Rubens as a Portrait Painter,

m The Burlington Magazine, l.XWl, 1940, p. 174; Btirchard-d' Hiilst, 196^,

pp. 265, 264, No. 170; E. Haverkamp Begemann, Standish D. Lawder and

Charles \X'. Talbot jr., I^rairings from the Clark -\rt Institute, New
Haven-London, 1964, pp. 28, 29, No. 22.

Prov. : G.H. (unidentified collector of the first half of the eighteenth centurv, 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 Selse\-, sold at

Sotheby's, London, 1872 (to Roupell); Robert L. Roupell (London,

1798-1886), sold at Christie's, Londcm, 12-14 Kil\' 1887, lot i 1 20 ;
private

collection, London (1926).

I'he Stirling and trancine Clark .irt Institute, W illiawstown, Massachusetts
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YOUNG WOMAN HOLDING A DISH 162

This masterh' stuch 'from life' was used for at least three paintings

of the same subject, .1 Maid and a Youth in a Pantry, the still life

being painted in each case b\' Frans Snijders (1579-1657). The pictures

belong respectiveh' to the collections of the Marquess of Bute, the

Marquis du Pare Locmaria and the late Paul Getty. In each of them

the figure of the girl \'aries 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 early thirties.

Black and red chalk, heit^htened with white chalk, 472:301 mm.

Bibl.: Gliicl?,-Haba-dit:il, p. 58, Nr. 212; Gliict^., pp. 178-87; Hetd, p. 141, No.

116; Biirchard-d'H/ilsf, 196^, pp. 270-2, No. 176; M. jaffe, Riibais and Snijders,

a fruitful Parfnerslj/p, in
, \pollo, XCIII, jMarch 1971, p. 184 e.a., p. 193;

Cat. Exh. I'lciawse teteenin oca iiit de :^evenliende eeun\ London-Paris-Bcrn-

Brussels, 1972, pp. 12^-7, No. 84.

Prov.: \X". Oudenaarden, sold at Haarlem on i November 1796; W'.Ph. Kops,

Haarlem, sold at Amsterdam on 14 March 1808; Jacob de Vos )bzn (Amster-

dam, 1803-82), sold at Amsterdam on 2 Mav 1883, lot 4^0; P. Langerhuizen

Lzn, sold at Amsterdam on 19 April 1919 from lot 914, and purcha.sed

bv F. Lugt.

londation C.usfodia (coil, t- . Luof), tiistiiiit Neertandais, I^aris
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N A K E D W ()M A N , S I' A TED 163

Previously regarded as a cop\ and afterwards as 'School of Rubens',

this was recognized bv F. Lugt as a drawing bv 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 Ca/Jisfo, Madrid, and

Diana and her Nymphs Surprised by Safyrs, Berlin, while the upper

part is strongly reminiscent of the half-naked Helena Fourment in

llje 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 \ears 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

for The Fur W^ap.

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

Bibl.: E. Michel, R/ibeiis, sa r/c, son anvre et son temps, Paris, 1900, PI. XI; Evers,

194^^ PP- 454, 457; f-'ij-i^' Loiirre, Ecole flamande, II, 1949, pp. 19, 20, No.
1032.

Prov. : Unknown.

Cabinet des dessins, Miisee dii Lo/inr, Paris
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Y C) U N G MAN EMBRACING A Y O U NG W ( )M AN 164

A voung man, seen full-face, embraces a \'oung 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 bv Christoffel )egher (i 596-1652/5).

This model (48: 142 cm), now in the Metropolitan Museum of Art

in New York, probabh' dates from c. 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 ^oung woman now in the Stadelsches

Kunstinstitut at Frankfort am Main, from which he incorporated

various details in the large model. The \oung couple recur in a

somewhat different pose in the other painting The Garden of Love,

Prado, Madrid (see No. 91). Some authors believe that the present

drawing was a preparator\' 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 grev paper, 325 :3oi mm.

Bibl.: Rooses, V, pp. 250, 251 (No. 1482), 252 (No. i486); Gliick-Haberditt^f p.

56, No. 198; Burchard-d' Hulst, 19 f6, pp. loi, 102, No. 122; He/d, p. 142,

No. 120; Bmrhard-d' Hit/st, 196^, pp. 282, 283, No. 181.

Prov. : T. Hudson (London, 1701-79)?; Sir Thomas Lawrence (London, 1769-1830);

King William 11 of the Netherlands, sold from his estate in 18^0 and bought

by C.J. Fodor (Amsterdam, d. i860). Bequeathed bv C. ]. Fodor to the

Citv of Amsterdam.

HistoriscI) Musi;IIIII, C.J. lodor collticlioii, .\ii/s/crdciiii
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YOUNG WOMAN SEATED ON THE GROUND 165

Study 'from life' of a voung woman in luxurious clothes, seated

on the ground. A preliminary study for The Garden of Love, Metropoli-

tan Museum of Art, New York, a large model executed by Rubens

for a woodcut bv 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 young woman recurs, though in a different pose, in

the painting The 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: ^00

mm.

Bib!.: Gliick-Haberdit:^/, p. 57, No. 200; Bock- Rosenbergs p. 252, No. 4003;

Biirchard'd' Hiiht, 19 j6, p. 102, No. 123; Burchard-d' Hulst , 196j, pp. 285,

286, No. 183.

Prov. : J. Richardson Jr. (London, 1694-1771); Earl of Aylesford (London and

Packington Hall, VCarwickshirc, 1786-1859), sold in London, 18 Juh' 1893,

lot 271. Acquired in 1893.

Staatliche Museen Preiifiischer Kjilt/trbesit:^, Kiipjerstuhkabinett , Berlin-West
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YOUNG MAN DESCENDING A FLIGHT OF STEPS l66

A young 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 studv 'from life' answer to the

purpose for which it was drawn: in the two painted versions of The

Garden of Love, one in the Prado, Madrid (see No. 91), and the other

in the collection ofJames Rothschild, Waddesdon Manor, Buckingham-

shire, the young man descends a flight of steps and supports a ladv on

his right arm. This figure does not appear in the large model for

Christoffel Jegher's woodcut (see under No. 164).

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

Bibl.: Gliick-Haberdit^f, p. 57, No. 205; Glikk, pp. 105-7; Biircbard-d' Htilst, 19^6,

pp. 102, 103, No. 124; Held, p. 142, No. 119.

Prov. : T. Hudson (London, 1701-79)?; Sir Thomas Lawrence (London, 1 769-1 830);

King William II of the Netherlands, sold from his estate in 1850 and bought

by C.J. Fodor (Amsterdam, d. i860). Bequeathed b\' C.J. Fodor to the

Citv ot Amsterdam.

Historisch Museum, C.J. Fodor collection, . \iiisterdaiij
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YOUNG WOMAN, HALF-LENGTH 167

Studv 'from life' of an unidentified young woman, seen frontallv

and half-length. Her head is turned slightlv to the right and down-

wards, and her hands are crossed in her lap; her gaze is refiective,

and her whole attitude is one of calm recollection.

This fine studv, dating from 1630-35, has been connected with

The Mystic Marriage of St. Catherine., 1635, previously in the Augustinian

church at Mechlin and now in the Toledo Museum of Art, Ohio, and

also with St. I/defonso Receiving a Chasuble from the I 'irgin in the

Presence of the .\rchdukes Albert 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 literall) in either of these pictures (see No. 90).

Upper corners slightly damaged. Red and black chalk heightened with white, 473 1354
mm.

Bibl.: Gtikk-Haberdit:^!, p. 58, No. 207; J. Jacob, A ' Holj Family' and other related

Pictures by Peter Paul Rubens, in faarboek Koninklijk Museum voor Schone Kunsten,

Antwerpen, 1954-60, pp. 15, 16; Held, p. 139, No. no; Burchard-d' Hulst,

196^, pp. zGi-c), No. 174.

Prov. : P.H. Lankrink (London, 1627-92); L\\". Bohler, Lucerne; F. Koenigs (Haar-

lem, 1881-1941), who bought Bohler's collection in 1929. Presented to the

Boymans Museum Foundation by D.G. van Beuningen in 1940.

Boymans-ran Beuninoen Museum, Rotterdam
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REST ON THE FLIGHT INTO EGYPT l68

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 playing

with a lamb, while a third bo\ 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 donkey and St. Joseph asleep

at the foot of a tree.

This careful drawing of 1632-35 is a model for a woodcut by

Christoffel fegher (i 596-1652/5). The lines are drawn deliberately

and clearh' 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 bv 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 with white and with lightly tinted bodv-colour, 465:60^ mm.

Bibl.: Biirchard-d' Hnlst, 19 j6, pp. 105, 106, No. 129; He/d, p. 155, under No.

I ) 5 ; Biircbard-d' Hiilst, 196j, pp. 274-8, No. 179; Mary L. Myers, Rubens

and the Woodc/its of Chr/sfoffelJeoher, in The Metropolitan Museum of Art Bulletin,

XW, No. I, 1966, pp. 7-23.

Prov. : P.J. Mariette (Paris, 1694-1774); Print-Room of King Stanislaw August

Poniatowski of Poland (1764-95). Acquired bv Count Athanasius Raczvnski

in 1916. In the Museum at Poznah since 1903.

National Mnseiii/i , Po~nah, Poland
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HERCULES AND MINERVA REPELLING iMARS 169

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 grounci is strewn with dead bodies. Mars's foot

rests on a figure Iving 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, incluciing this brilliant drawing from the

Louvre, dating from c. 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 Bovmans-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.: Smith, Catalogue Raisonne, II, p. 129, No. 432; Idew, Suppl., p. 278, No.

120; Reiset, No. 552; Rooscs, \', pp. 247, 248, No. 147^; Irfcw, l\\ pp.

46, 47, No. 826; G/uck-Haberd/t;;/, p. S4, No. 182; Lz/ot, Lonrre, Ecok
flamande, II, 1949, p. 14, No. 1014; Cat. Exh. Rotterdam, 19JJ-J4, p. 89,

under JNo. 79; Burchard-d' Hiilst, 19 j 6, p. 97, No. 115; He/d, p. 124, No.
66; Bnrcbard-d' Hiilst, 196), pp. 260-3, No. 169.

Prov.: I-ormerly in the possession of the kings of France.

Cabinet des dessiiu, Alusee dtt Louvre, Pans
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LANDSCAPE WITH A BROOK lyO

In the foret^round is a brook that disappears in the middle distance

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

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

distance are meadows surrounded bv woods.

This landscape drawing of r. 1655 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 twentieth centurv was M.V. Dobroklonsk\.

Upper corners cut off; traces of a vertical fold in the middle. Bodv-colour and
tempera over black chalk, 431 : ^90 mm.

Bibl.: M.V. Dobroklonsky, Hiiiige Riiheus Zcichii/ni'^cii in der Erewitagi\ in Zeitschriff

J/ir bildende Kiiiist, 1930-31, pp. 36, 37; Biircbard-d' Hiilsl , 19 j6, Suppl. p.

9, No. 138a; He/d, p. 147, under No. 136; Bnrchard-d' Hiilsl , 196j, pp. 331,

332, No. 208; J. Koeznetsow, Cat. Exh. Ho/landsc cii \'/cwmse tekeningen

uit de ^eventiende eeuir, I'er^ameimg van de Hermitage, Leningrad, en bet Museum
Poesjkin, Mosko/i, Brussels-Rotterdam-Paris, 1972-73, pp. •58, ^9, No. 85.

Prov.: Count Karl Cobenzl (Vienna, Brussels, 1712-70). Acquired bv Catherine

II in 1770.

Print' room , Museum of the Hermitage, Leningrad
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APPROACH TO A WOOD I7I

A path starts from the left, runs between a fence and a parapet

over a narrow bridge and leads towards a forest of tall trees. The

brook flowing under the bridge is bordered with willows.

P. Buschmann suggested that this drawing of c\ 1635 represented

a locality near the Chateau de Steen, Rubens's country house at

Elewijt, between Vilvoorde and Mechhn, where he often staved

during his last years. This is of course possible, but cannot be proved.

Black chalk with touches of red chalk and white bodv-colour, 383 : 499 mm.

Bibl. : P. Buschmann, Rubens ai 1 'an Dyck in bet . \shniokan Miisenni, in 0«:^f Kiinsf,

XXIX, 1916, pp. 42, 43; Glikk-Haherdit^l^ p. 52, No. 170; K.T. Parker,

Catalogue oj the Co/lection of Drawings in the .Ashmolean Museum^ 1, Oxford,

1938, p. 86, No. 201; Burchard-d' Hulst, 19 j6, pp. iii, 112, No. 138; Held,

p. 147, No. 137; Biircbard-d' Hulst, 196j, pp. 330, 331, No. 207.

Prov.: P.H. Lankrink (London, 1628-92); Chambers Hall (Southampton and Lon-
don, 1786-185 5), who bequeathed it to Oxford University.

The ^-ishmolean Museum, Oxford
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GROUP ()!• THREE RICHLY-CLAD YOUNG WOMEN lyi

Three richly-clad xoung women hold one another by the arms and

shoulders, while three putti tug at their clothes as if to draw them

away. 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 rapidlv sketched in outline. The subject of the scene

is not clear. Perhaps the central figure is Psyche, 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 Three Graces, c. 162^, in the Vienna Academy,

and is closest to that of the painting of the same title in the Prado,

Madrid, which dates from c. 1636-38.

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

Bib!.: Burchard-d' Htilst, 19 j6, p. 116, No. 144; Biirchard-d' Hiilst, 196^, p. 327,

No. 205.

Prov.: Collection of the Association of Friends of Learning, Warsaw, 1800-32.

In the Uni\crsit\ Lihrar\ since 1923.

Priiit-roow of Ihi- ( 'iitrcrsily Library, W'arsair
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SELF-PORTRAIT I73

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 Self-Porfrait of c. 1658-40 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 decor and with his left hand

on the hilt of his sword. Rubens was over sixty and, though marked

by years 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 penetrated from some rapid sketches made on the back. Black

chalk, heightened with white in places, 461 : 287 mm.

Bibl.: Reisef, No. 555; Rooses, V, pp. 276, 277, No. 1550; Glikk-Haberdit:^!, p.

62, No. 235; Lugt, Louvre, Ecole flamande, ll, 1949, pp. 14, 15, No. 1017;

Held, p. 143, No. 123; Bnrchard-d'Hu/st, 196j, pp. 323-5, No. 202.

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

Cabinet des dess/iis. Ah/see d/i Louvre , Paris
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Sources of photographs:

The photographs of the works have graciously been provided by the owners or by
scientific institutes. All rights of reproduction are reserved and subject to permission.
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Florence, Soprintendenza per i Beni Artistici

e Storici per le Provincie di lirenze e Pistoia 6, 68

Ghent, Private (Collection 11-7

Gotha, SchloBmuseum 48

71, 72, 74, 12^, I :;
<i
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Jacksonville, Cummer Gallery of Art 5

Kassel, Staatliche Kunstsammlungen 3

1

Leipzig, Museum der bildenden Kunste 21

Leningrad, Museum of the Hermitage 24, 42, 66, 90, 95, 96

Leningrad, Print-room of the Museum c^f the Hermitage 142, 170

Lisbon, (^alousfc (iulbenkian Museum
London, Duits Ltd.

London, Dulwich College, Picture Gallery

London, National Portrait Gallerx

Madrid, Academia de San Fernando

Madrid, Museo del Prado

Madrid, San Andres de los Flamencos

Mantua, Museo del Palazzo Ducale

Minneapolis, The Minneapolis Institute ot Arts

Miinchen, Baverische Staatsgemaldesammlungen

New Haven, Yale Universitv Art Gallerv

New \'ork. The Metropolitan Museum of Art

New \'ork, Richard L. Feigen and C"

New York, Eugene V. Thaw
Ottawa, The National Gallerv of Canada

Oxford, The .\shmolcan Museum
Paris, Muscc du Lou \ re

Paris, Cabinet des dessins, Musee du Louvre

Paris, londation Custodia (F. Lugt Collection)

Paris, Musee du Petit Palais

Pau, Musee dcs Beaux- Arts

Plvmpton, The National Trust, Saltram House
Potsdam, Sanssouci, Bildergalerie

Poznan, Nationalmuseum

Private Collection

Quimper, Musee des Beaux-Arts

Raleigh, The North Carolina Museum of Art

Rennes, Musee des Beaux-Arts

Rome, Museo e Galleria Borghese 8

Rome, Galleria Nazionale d'Arte Antica, Palazzo

Corsini
3

Rome, Museo Capitolino 44
Rotterdam, Bovmans-van Beuningen Museum • 29, 86, 92, iii, 133, 13!

145, 147, 1 50, 167

Rotterdam, W'illem van der \'orm Foundation 106

Russborough, Sir Alfred Beit 61

Sarasota, The John and Mable Ringling Museum of Art 94

Stockholm, Nationalmuseum i, 33, 134, 153, 1S9

Strasbourg, Musee des Beaux- Arts 25

The Hague, Koninklijk Kabinet \ an Schildcrijen

"Mauritshuis" 4s, 60, 69

85

28

100

82

3^

62, 73, 76, 78, 91, 105

107

12

93

50, 65, 67, 84

4, 97

99, 1 16, I ^ 8

~'
^

146

32, 141

19, V^ '
"> ^ 108, 130, 171

36, 41. 4.^' 109

113, 114, ] 18, 1 19, 120,

121, 123, ] 43, 154, 163,

169, 173

162

1 S S

8^, 88

13

34

168

20, '56

>4

46, 89

144

386



The Netherlands, Mr. C.P. Van Feghen 132

U.S.A., Private Collection 156

Vienna, Gemaldetfalerie der Akademie der bildenden

Kiinste 14, 16, 22, 49, 50

Vienna, Graphische Sammlung Albertina 137, 148, 151, 152, 157

\'icnna, Kunsthisforisches Museum 11, 18, 27

Warsaw, Print-room ot the University 172

Washington, The National (iallcr\ of Art 7

\\ asscnaar. Private Collection 10

Weimar, Staatlichc Kunstsammlungen 160

W'illiamstown, The Stirling and Francine Clark Art

Institute 161

Ziirich, Stiftuny; Sammlung E.G. Biihrle 52

Ziirich, Kunsthaus, Stittung Prot. Dr. L. Ruzicka 81
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I'rintcii in Belgium Drukkcrij Rxceisior, Antwerp
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