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he year of 2009 marks our Twentieth Anniversary of marketing paintings and drawings to
public institutions and private clients from our gallery in New York as well as exhibiting at

Fine Art Fairs around the world.

This year’s catalogue is representative of our holdings but not all-inclusive. Our complete inventory

can be viewed on our website at www.steigrad.com.

Consistent with the past publications the majority of our offerings have been purchased privately and
have not been on public view for decades. Several of our pictures have been recently restituted to their
rightful owners or heirs since they were lost or confiscated during World War II. A number of these
paintings are by very familiar artists, while others are less well known but impressive works
nonetheless. Still others remain anonymous but are included because of their quality, condition,

subject matter and rarity — something for everyone, as the saying goes.
All the works are on offer subject to prior sale.

We would like to thank the following people for their assistance, advice, entries and expertise in the
preparation of this catalogue: Dr. Brian Allen, Charles Dumas, Dr. Wolf Eiermann, Rudolf E. O.
Ekkart, Gert Elzinga, Karen Hearn, Dr. Gunnar Heydenreich, Jeremy Howarth, John Ingamells, Dr.
Paul Huys Janssen, Marijke C. de Kinkelder, Fred G. Meijer, Ludwig Meyer, Dr. Martin Postle,
Malcolm Rogers, Norman Sasowsky, Dr. Bernhard Schnackenburg and David Taylor.

Alexa Suskin has continued to successfully coordinate the logistics of our exhibitions including TEFAF
Maastricht as well as oversee the printing of this catalogue all while keeping our New York gallery

doors open for viewing and we are exceedingly grateful.

Peggy Stone & Lawrence Steigrad
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1.
WORKSHOP OF LUCAS CRANACH THE ELDER, 1511-1514

The Martyrdom of Saint Barbara
oil on panel

19% x 15% inches (49 x 38.39 cm.)

PROVENANCE

D. Heinemann, Munich, 1936 (as Lucas Cranach the Elder)

possibly Victor D. Spark, New York, 1971

Anonymous sale, Christie’s, New York, January 9, 1981, lot 180 (as School of Lucas Cranach the Elder) where
purchased by

Bob Guccione, New York, until 2007

LITERATURE
possibly D. Koepplin & T. Falk, Lukas Cranach. Gemilde, Zeichnungen, Druckgraphik, Kunstmuseum Basel,
Basel/Stuttgart, 1974/76, pp. 550-552

Lucas Cranach the Elder (c. 1472-1553) was one of the most important artists working in sixteenth century Europe
and his influence on the development of German painting would be almost unparalleled. His workshop in Wittenberg
was in operation for almost five decades and the artist’s patrons when commissioning a painting were fully aware that
it would not be executed solely by the Master. Cranach had a reputation for being able to produce numerous works
in short periods of time and his capacity for speed was one that was applauded during his lifetime.! The artist’s success
and sustained reputation were due to the workshop tradition he established in order to maintain the quality of his
output and meet the ever-rising tide of demand.?

In 2007 Dr. Gunnar Heydenreich undertook the first cohesive study of Cranach’s workshop practices, techniques and
use of materials. By investigating the artist’s working methods a clearer definition of authenticity, dating, display and
function emerged. His findings were published in Lucas Cranach the Elder: Painting materials, techniques and workshop
practice, Amsterdam University Press, 2007 and his essay “Virtuosity and Efficiency in the Artistic Practice of Lucas
Cranach the Elder” in Cranach, exhibition catalogue, Royal Academy of the Arts, London, November 23. 2007 —
February 17, 2008, pp. 29-47. In 2009 Dr. Heydenreich made an in-depth study of our Martyrdom of Saint Barbara,
applying a range of analytical methods, whose results were compared with the characteristic workshop practices of Lucas
Cranach the Elder and Lucas Cranach the Younger. More than 300 paintings by the Cranachs served as reference
material with the aim of gaining a deeper understanding of the work and to draw conclusions about its date and author.?

The prototype of our painting is thought to have been the Metropolitan Museum’s panel The Martyrdom of St. Barbara
from about 1510-1512 (see: Max J. Friedlinder & Jakob Rosenberg, The Paintings of Lucas Cranach, Wellfleet Press,
Secaucus, New Jersey, 1978, no. 21, p. 72), presumably produced for the Rehm Family of Augsburg, whose coat-of-
arms appears in the lower right corner. It is also possible that our work followed another model of the subject that no
longer exists. Pictorial sources for the composition are believed to be Cranach’s early woodcut of the same theme (c.
1509) as well as an engraving of The Martyrdom of St. Barbara by the Master MZ (c. 1501). Our panel deviates from
the Metropolitan’s painting only in the omission of a few small details such as Barbara’s halo and the flock of birds near
the left tower, as well as minor changes most likely stemming from the need to adjust the composition to a smaller
format with deviating proportions. It is also apparent that Cranach liked to have small variations in compositions when
replicated.® Besides the Metropolitan and our painting, only one other smaller version (38 x 29 cm.) possibly from the
Cranach workshop is known. Last seen in the Edward Gétzschel Collection, Frankfurt in 1926, its details closely

Continued

' Heydenreich, op. cit., 2007, pp. 22-23.

? Heydenreich, op. cit., 2007/2008, p. 46.

* Dr. Gunnar Heydenreich, Report on the Examination of the Painting Martyrdom of Saint Barbara, Dormagen-Rheinfeld, January 2009, p. 1.
4 Heydenreich, op. cit., 2007, p. 300.






parallel our panel. Examination of the existing photograph suggests this work may be a copy of our panel as some
details refer to its painted surface and do not reflect the underdrawing of our work or that of the Metropolitan’s.’

The preliminary underdrawing was executed with a quill pen and diluted black ink (see 1a). Outlines and volumes are
given with a few impulsive curved strokes and shadows are rarely indicated by hatching. There are no changes
detectable in the free-hand drawing. This type of underdrawing is typical of many paintings by Cranach the Elder and
his workshop. The reliance on outlines and a tendency towards simplification are characteristic of the majority of
Cranach’s underdrawings after 1510. Some deviations between the underdrawing and the final painting are also
common with many Cranach paintings.®

The fine cracks in the ground are similar to those in several other works from the Cranach workshop.” There are hardly
any changes noticeable within the painting process.® Consistent with other paintings by Cranach are for example the
grayish undermodeling of the sky, parts of the landscape, the blue garment of the witness, the armour of the soldier
and the leg dress of Dioscorus. The stippling application of blue paint, done to add the illusion of depth, as well as
the mixture of pigments (here probably azurite partially mixed with white and black) of the sky and garment are also
characteristic. An x-radiograph reveals that the modeling for the faces was achieved in a few layers, probably within a
relatively short period. The final drawing of contour lines, hair and eye lashes was applied in short lines and by
comparison with other works by Cranach himself with relatively little routine.’

Within Cranach’s workshop no evidence exists of a co-operative painting process in which various assistants were given
designated tasks in an assembly-line production. Different work seems to have elicited different combinations of labor
and the extent of the Master’s involvement is unclear. Cranach’s earliest outpur lacks a defining style that can be used
to mark his own work. He is constantly experimenting and the workshop carries on the tradition. Assistants worked
on paintings by the Master just as Cranach aided in works executed by assistants, all to varying degrees in different
areas. Workshop participation was enormous and it is important to state that the overriding aim of this type of
collaboration was to produce a product of such quality that a separation of hands would prove almost impossible.'?

From records it is known that by 1512 three apprentices were members of the workshop along with as many as ten
journeymen. In Dr. Heydenreich’s opinion our panel dates from 1511-1514, executed when the Metropolitan
Museum’s Martyrdom of St. Barbara was still in Cranach’s studio c. 1512, or shortly thereafter copying a now lost
replica. Noting its very painterly quality but marking deviations that exist with paintings labeled as solely by the hand
of Lucas Cranach the Elder, Dr. Heydenreich has designated this work as “painted by a remarkably skilled member of
Lucas Cranach the Elder’s workshop.”!

According to the story that appears in the Golden Legend, Barbara was locked by her father Dioscorus into a tower
because of her singular beauty. There she learned about Christianity and converted. When her father found out about
her new faith he drew his sword to kill her but she miraculously escaped into the mountains and hid in a cave shown
here in the background. Betrayed by a shepherd, Barbara was condemned to be tortured and put to death by
beheading. The panel represents the moment when she kneels in front of the cave and her father is about to carry out
the death sentence. Four witnesses attend the scene. The man with a crook in his hand may represent the shepherd,
although dressed in a sumptuous coat.'?

The complete results of Dr. Gunnar Heydenreich’s technical analysis are available upon request.

We are extremely grateful to Dr. Gunnar Heydenreich for his research and assistance in the writing of this entry.

> Heydenreich, op. cit., 2009, pp. 1-2, 5-6.

¢ Taken verbatim from Heydenreich, 2009, p. 3.

7 Very similar cracks have been observed in the chalk-glue grounds of several paintings from the Cranach workshop, which date from 1506 to c. 1515 (see:
Heydenreich, 2007, p. 66, fig. 43). The formation of such early cracks might relate to the presence of moisture during the application of the ground that could
have caused the support to swell. Taken verbatim from Heydentreich, 2009, p. 3.

8 Ibid., p. 3.

® Taken verbatim in parts from Heydenreich, 2007, pp. 4-5.

19 Heydenreich, 2007, pp. 293-294, 298.

' Heydenreich, 2009, pp. 5-6.

12 Taken verbatim in parts from Heydenreich, 2009, p. 1.
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2.
NORTHERN NETHERLANDISH SCHOOL, 1577

Portrait of a Young Girl Age Three

dated in the upper left A°- 1577 - and inscribed in the upper right Aetatis Suae - 3 -
oil on oak panel with an arched top in an integral frame

15 x 11¥2 inches (38.5 x 29 cm.)

PROVENANCE
European Private Collection

Viewed in three-quarter length our young sitter stands slightly turned to the right with clasped hands
against a gold-colored background. She wears a black high-fastening bodice with red stripped trim
and a small white ruff with matching cuffs. Between the bodice and the sleeves are wings which are
bands of stiffened material that hide the join between the sleeve and armhole. The black close fitting
sleeves are also trimmed with red bands. A maroon skirt peeks out from under a lighter-colored
maroon apron of patterned fabric decorated with a single band of trim. Aprons were typically worn
by small children, and do not appear in portraits of older girls, the dividing line seems to occur after
the age of three.!

A silver chain hangs from her waist, ornamented midway with a pair of golden clasped hands that end
in a gold pomander. The clasping of hands, as in the marriage ceremony, carries the symbolic meaning
of union. In the context of this portrait the charm embodies a wish for the young girl’s future
happiness and marriage, while also being a testament to the success of her parent’s union. A pomander
held a mixture of aromatic substances often formed into a ball whose function was to prevent
infections. The fruit-shaped golden vessel is typical of the shape and material used for these containers.
The child’s hair has been pulled back into a fashionable black cap studded with red beads and a
braided golden band from which gold beads hang down across her forehead. A small red Greek Cross
is suspended above her head, marking her as a member of the Church of Christ.

This charmingly understated portrayal of a shy three-year old pulls at the heartstrings of the viewer in
the same manner in which it would have appealed to her proud parents. Filled with hopes and
dreams, plus practical and spiritual precautionary measures with just a hint of parental pride, this
portrait bears testimony to the emotional bond of the family that over 400 years later remains
unchanged.

The oak panel and arched top of this portrait are indicative of its Dutch origin. Although bearing
stylistic resemblances to artists working in the circle of Ludger Tom Ring the Younger (1522-1584)
centered in Braunschweig, oak panels with arched tops were not commonly used in Germany but were
popular in Holland. Other than Barthel Bruyn the Younger (1530-1607) in Cologne, only Dutch
artists would have used this type of panel and format for portraits.?

! Saskia Kuus, “Children’s Costume in the Sixteenth and Seventeenth Centuries”, in Pride and Joy Children’s Portraits in the Netherlands
1500-1700, exhibition catalogue, Frans Halsmuseum, Haarlem, October 7 — December 31, 2000, p. 81.

2 Written communication with Ludwig Meyer of the Archiv Fiir Kunstgeschichte dated Munich January 13, 2009.






3.
FLORENTINE SCHOOL, MID-SIXTEENTH CENTURY

Portrait of a Young Man

oil on oak panel
28 x 22 inches (71.1 x 55.9 cm.)

PROVENANCE
Bradley Collection
Private Collection, Upperville, Virginia, until 2008

The present painting belongs to an exciting period in the history of Italian portraiture. Artists of the
sixteenth century advanced the formal conventions introduced in the guattrocento and began to explore
a range of different poses other than the traditional profile. In addition, there was a greater suggestion
of relief and movement as sitters began to interact more intimately and directly with the beholder.

Our painting reflects this transition in cinquecento portraiture, as the sitter is portrayed in a self-
conscious yet dignified pose, gazing directly at the viewer. The young man appears to be around the
age of fifteen and is depicted in a plain interior with a single window revealing a distant background
with a figure possibly reading, or drawing. The calipers and carpenter’s square on the table may reveal
an aspect of the sitter’s identity. His fashionable costume is rendered exquisitely with intricate detail.
The artist included a marble shelf in the background, parallel to the picture plane, which is often
found in the works by Agnolo Bronzino. A sculpture is visible below the window.

This handsome portrait has hitherto defied a firm attribution. The style and execution of the work
suggest a date in the mid-sixteenth century, no later than 1570. Presumably, the artist was Florentine
and aware of the works by Jacopo Pontormo, Agnolo Bronzino and Cristofano Allori. These artists
were among the greatest practitioners in establishing a prototype for the portrayal of the patrician and
ruling classes in sixteenth century private portraiture. The pivoting pose of the sitter in the painting
is also present in the works by Bronzino, who endeavored to enliven his male portraits by borrowing
techniques of depicting movement from Michelangelo. In 1532, Bronzino began a series of portraits
of young men. One portrait from Bronzino’s series, Young man with a book (Metropolitan Museum
of Art, New York), appears to have influenced the artist of the present work. Bronzino’s later portraits
of Giannetino Doria (Palazzo Doria, Rome) and Lodovico Capponi (Frick Collection, New York) also
reveal certain similarities.

It is important to note the uncanny resemblance of the sitter’s pose in the portrait with the Portrait of
Alfonso V' de Aragon by the Spanish painter Juan de Juanes (also known as Juan Magip). This may
merely be a coincidence, or it could indicate the presence of Florentine artists working in Spain in the
sixteenth century. Also supporting this premise is the fine quality of oak panel on which the painting
is executed. Usually, such oak panels are associated with Northern sources; however, there was an
enormous exchange of goods between the Netherlands and Spain during the sixteenth century—much
greater than that berween the Netherlands and Iraly—which included the wholesale shipping of
valuable oak or pre-cut oak panels to Spain. Therefore, it is more likely that a panel of this quality
would be imported from the Netherlands to Spain.

Though the mysteries surrounding the painting still prevail, the handsome features of the young man
as he gazes directly at the beholder, the delicate rendering of his costume, and the artist’s fine quality
of execution make this work an exceptional archetype of sixteenth century ltalian portraiture.






4.

JOOS DE MOMPER
(Antwerp 1564 — Antwerp 1635) and
JAN BRUEGHEL THE YOUNGER
(Antwerp 1601 — Antwerp 1687)

A Winter River Landscape with Travelers on a Bridge and a Town in the Distance

oil on panel
21% x 30% inches (54.5 x 78 cm.)

PROVENANCE

Kunsthiitte, Chemnitz, 1927

Kunsthandel P. de Boer, Amsterdam

Salomon Anholt, Amsterdam by 1930

Looted by the Nazi authorities, after May 1940

Jan Dik, Junior, Amsterdam, 1944-45

Dr. Hans Herbst, Vienna, 1944-45

Sale, Dorotheum, Vienna, July 29, 1944 where bought by

Hermann Voss [(1884 — 1969), second director of the Fithrermuseum]
Collection of the Fithrermuseum to be built in Linz, 1944

Recovered by the Allies and returned to the Netherlands after World War 11
Dutch National Art Collection who loaned it to
Bonnefantenmuseum, Maastricht until 2008

Restituted in 2008 to the heirs of Salomon Anholt

EXHIBITED

Chemnitz, Stidtischen Museum, Joos de Momper 1564-1635, organized by Karl Lilienfeld and
Kunsthiitte zu Chemnitz, September 4 — October 2, 1937, pp. 15 & 25, no. 28, illustrated
Amsterdam, N.V. Kunsthandel . de Boer, Zentoonstelling van Werken van Joost de Momper, December
6, 1930 - January 15, 1931, no. 5, illustrated (on loan from Salomon Anholt)

LITERATURE

B. Merema, Vereniging voor Aestethische Vormgeving voor het Onderwijs, Beeldende Kunst, fourth
edition, no. 5, illustrated (from the collection of Salomon Anholt)

Karel van Mander, Het Schilder-Boek, Haarlem 1604, revised edition Amsterdam, 1936, p. 553,
illustrated (from the collection of Salomon Anholt)

Klaus Ertz, Josse de Momper der Jiingere Die Gemdilde mit Kristischem Oeuvrekatalog, Freren, 1986, pp.
133, 135-136 & 586, catalogue no. 443, illustrated fig. 113

Rijksdienst Beeldende Kunst, Old Master Paintings an Illlustrated Catalogue, Waanders Ultgevers,
Zwolle & Rijksdienst Beeldende Kunst, Den Haag, 1992, p. 211, no. 1789, illustrated (from the
Bonnefantenmuseum, Maastricht)

Continued






On the outskirts of a Flemish town set along a hillside a wintry sky casts a muffled glow over the snow-
laden roofs of its church, houses and windmills. In the foreground a horse-drawn wagon filled with
supplies approaches an arched stone bridge, from which travelers and a couple herding two pigs have
just crossed. A hunter on horseback with his attendant and pack of dogs are in the midst of crossing.
A parent and child walk gingerly across another bridge in the mid-ground, while nearby two men
assess the probability of freeing their rowboat from the ice. Other figures are viewed trudging through
the snow towards the town or going about their daily business. Birds course through the sky and two
magpies come to roost on frozen scrub in the foreground. Spindly tree branches act as a framing
device along the upper edge of the panel.

Winter landscapes in sixteenth century Flanders were produced as part of a series depicting the four
seasons or twelve months. Pieter Brueghel the Elder in 1565 with his Winter Landscape with a Bird
Trap (Brussels, Musées Royaux des Beaux-Arts de Belgique, inv. 8724) would be the first to introduce
it as an independent genre. Always a popular subject, the theme would be further developed in the
late sixteenth century by such artists as Lucas van Valkenborch and Jacob and Abel Grimmer.! Klaus
Ertz has suggested that perhaps Joos de Momper’s most important artistic achievement can be viewed
in his winter landscapes.? Traditionally Flemish snow scenes of the sixteenth century employed an
elevated horizon line from a panoramic bird’s-eye view with bright local coloring set in a square
composition. Incorporating and building upon these traits, De Momper’s works would gradually
proceed towards a more realistic rendering of these views.?

This painting, to which Jan Brueghel the Younger contributed the staffage, belongs to an innovative
group of snow scenes that Ertz dates to the 1620s placing ours at the end of the decade. Shared
characteristics of these works are a flatter more naturalistic scene viewed from a lower vantage point
in a wider horizontal format with a more monochromatic tonality’ It is a striving towards
simplification by a reduction of both design and technique to essential elements that Ertz feels
dominates De Momper's style after 1620.¢ The pictorial scheme of this panel also includes two of the
artist’s favorite devices, the diagonal road placed at the center of the foreground and an arched stone
bridge. The road is used to underline the depth of the space while the bridge adds volume to the
illusion.” The sense of depth is further enhanced through the use of carefully defined lighting effects
and the employment of a double vanishing point created by the opposing paths of the flowing river
and rising mounds of snow banks, which serve to draw the eye into the far depths of the composition.
The mood created by the frozen landscape and overcast sky is one of harmony underscored by the
contrast of the reds and blues of the staffage. The paint having been applied in a light and loose
manner adds like the snow, to the overall sense of a blurring of edges as well as reality.® The artist
succeeds in capturing the fantasy of a picturesque world from which the viewer is forever loathe to
depart.

' Marjorie E. Wieseman, “Joos de Momper and Jan Brueghel the Elder (?)”, in The Age of Rubens, exhibition catalogue, Museum of Fine
Arts, Boston, September 22, 1993 — January 2, 1994, p. 472.

% Ertz, op. cit., p. 445

* Wieseman, op. cit., p. 472.

4 Ertz, op. cit., p. 586.

> Wieseman, op. cit., p. 473.

¢ Hans Vlieghe, Flemish Art and Architecture 1585-1700, Yale University Press, New Haven and London, 1998, p. 184.

7 Ertz, op. cit., p. 442.

8 Ibid., p. 445.



Joos de Momper was born in Antwerp in 1564, the son of the painter and art dealer Bartholomeus de
Momper (1535 — after 1589) and Suzanna Halfroose. His grandfather Joos de Momper the Elder
(1500-1559) was also a painter. Trained by his father, he became a master in the Guild of St. Luke at
the early age of seventeen during his father’s term as dean. It appears that De Momper traveled to Italy
shortly thereafter, where it is believed that he may have worked in the studio of Lodewyk Toput, #/
Pozzoserrato, in Treviso. By September 4, 1590 the artist was back in Antwerp when he married
Elisabeth Gobijn. They had ten children including Philippe (1598 -1634) and Gaspard who also
became painters. In 1596 they purchased a house, De Viiegende Os, on the Vaartplaats, the same street
where Tobias Verhaecht and Sebastian Vrancx lived. In 1610 De Momper was elected assistant dean
of the Guild of St. Luke, and in 1611 head dean. Known to have worked in his studio are Hans de
Cock, Fransken van der Borch, Loys Sollen and Peer Poppe, as well as his nephew Frans de Momper
(1603 -1660). The artist collaborated with the figure painters Jan Brueghel the Elder and the Younger,
Hendrick van Balen, Frans Francken the Younger, Hieronymous Francken II, David Teniers the
Younger, Tobias Verhaecht and Sebastian Vrancx. Very few of De Momper’s works are signed and only
one painting and two drawings are dated.” His work was popular in Antwerp among collectors and
artists alike, and are often included in the Kunstkammer paintings of imaginary collections done by his
Antwerp associates.'

Jan Brueghel the Younger was the son of Jan Brueghel the Elder (1568-1625). From the age of ten he
began training in his father’s studio. From 1622 on he traveled extensively in Italy, including a few
months in 1624 spent with his childhood friend Anthony van Dyck in Palermo. In 1625 his father
died and Jan returned home to Antwerp to take over the studio. Also continued were its collaborative
practices, which included working with Hendrik van Balen, Peter Paul Rubens and Joos de Momper.!!
In later years Jan would become De Momper’s preferred painter of staffage.'? Jan’s style was based on
that of his father’s and the motifs added to De Momper’s paintings were often drawn from Brueghel
the Elder’s repertoire,'® as is the case in this panel. In 1625 Jan joined the Guild of St. Luke, and in
1626 married Anna Maria Janssens, the daughter of the painter Abraham Janssens. In 1630-31 he was
appointed head of the painters’ guild. His wide range of subjects include landscapes, religious works,
allegories, mythological scenes, flowers and still-lifes.'*

® Vlieghe, op.cit., p. 184.

Peter C. Sutton, “Joos de Momper the Younger & Jan Brueghel the Younger” in Duzch and Flemish Paintings, The Collection of Willem
Baron van Dedem, Frances Lincoln Limited, London, 2002, p. 167.

WKlaus Ertz, Jan Breughel der Jungere (1601-1670), Die Gemiilde mit Kritischem Oeuvrekatalog, Freren, 1984, pp, 95 & 102.

12Peter C. Sutton, op. cit., p. 167.

3Wieseman, op. cit., p. 473.

“Ertz, op. cit., 1984, pp. 96, 99-101.



5.

CORNELIUS JOHNSON THE ELDER (CORNELIS JANSSENS VAN CEULEN)
(London 1593 - Utrecht 1661)

Portrait of a Young Boy
inscribed and dated Aetatis Sua .6./ 1629 in the upper left
oil on panel

30 x 25 inches (76.2 x 63.5 cm.)

Portrait of a Young Girl
inscribed and dated Aetatis Sua 2 mens 10 ../1629 in the upper right
oil on panel

30 x 25 inches (76.2 x 63.5 cm.)

PROVENANCE

London Silver Vaults, circa 1920 where acquired by
Private Collection, London, and thus by descent to
Private Collection, New York until the present time

These portraits are works of extraordinary freshness that offer insight not only into Cornelius Johnson’s technique but
into his appeal for his patrons. The true face of the English upper class in the years before the Civil War is to be read
less in Van Dyck’s baroque fantasies, than in the quieter poetry of Johnson’s portraiture, which show the aristocracy of
Court and country as they saw themselves and each other.

Johnson’s talent as a portraitist is the ability to suggest simultaneously the public and private aspects of the sitter’s
character. The tranquillity of their expression is never a mask, and always admits a suggestion of their inner life. This
is apparent as much in the series of portraits he painted over two decades for Thomas Coventry Lord Keeper (e.g.
National Portrait Gallery, London), which combine the signs of outward status with the sense of inner reflection as it
is in the present brother and sister.

Child portraits of such plausibility and unaffected naturalism are extremely rare at this date. Their hypnotic quality lies
in capturing the balance between engagement and shyness. They enquire of the viewer but still keep much of
themselves hidden. An arresting and mobile likeness is suggested by glazey layers of lightly applied strokes, in a
technique comparable with a watercolourist’s, enhanced by the meticulous stroke by stroke creation of the hair.

Balancing the depiction of individual character, the artist deliberately places his sitters in contemporary social space in
which, of course, costume serves as the great indicator. In both portraits Johnson displays his trademark delineation of
the intricate lacework that marks the children as members of the class that could afford such an extravagant commodity.
The boy’s beautifully-cut suit — whose long coats would within a year be given up for hose when he was breeched — and
the feathered hat, which he carries with a precociously cavalier swagger, point to the gentlemanly station he will enjoy
in later life. His sister holds a spring of cherries emblematic of her innocence — the same device is employed in Johnson’s
vast group portrait The Family of Sir Thomas Lucy, 1625 (Charlecote Park, National Trust) - but the eye-catching
pendant of four large and up to twenty smaller diamonds at her breast points to a more worldly future. The whole
conception is then expressed as a visual harmony, playing around tones of silver-whites and reds ranging from the pinks
from the highlights of the boy’s suit and his sister’s ribbons to the deep crimson of the cherries and mid-tones of his suit.

Despite the apparent opulence, to judge from the boy’s collar which seems to be a litde behind the fashion of 1629,
these may well be the children of a country gentleman, rather than a courtier. It is an important illustration of the
breadth of Johnson’s patronage at this date and throughout his English career. In the same year he painted figures who
were at the very heart of Court and Government, including the royalist intellectual Lord Falkland (Viscount Falkland
Collection), Lord Coventry the Lord Keeper (formerly Frewen Collection) and a magnificent study in arrogance, the
French King’s ambassador Charles De LAubespine (formerly Galway Collection). Johnson’s success, and the enduring
appeal of his vision refutes the conventional notion that painting in England was in a backward condition before Sir



Anthony Van Dyck settled there in 1632. Johnsons portraiture was a sophisticated product abreast of Continental
fashions, but this is unsurprising given his cosmopolitan background and the international culture of painting in
England at this date.

The artist was born in London in 1593 to Flemish or German émigré parents. There is no record of his training or
work in this country before 1619, the date of his eatliest known portraits, and it seems likely that he was trained in the
Netherlands, most probably! in the studio of Jan Anthonisz. van Ravestyn or Michiel Jansz. van Mierevelt. A typical
product of Mierevelt’s studio such as Elizabeth Queen of Bohemia, 1623 (National Portrait Gallery, London) is
comparable in its composition and smooth execution. Johnson collaborated in England with his contemporary Daniel
Mytens® who is also believed to have studied with Mierevelt, and an early association between the two in his studio
seems very plausible.

After 1619 Johnson’s career is relatively easy to chart due to his innovative habit of invariably signing and/or dating his
works. The present portraits are unsigned, but the characteristic inscription in elegant italics giving the date of the work
and the age of his sitters is in the artist’s handwriting, and in a form which he employs consistently from 1619 to the
late 1630s. He seems to have enjoyed Court patronage swiftly, and among his earliest works is a portrait of the King’s
cousin Lady Elizabeth Stuart (formerly Northwick Park). His style appears also to emerge nearly fully-formed, and the
subtle beauty and exquisite execution of Susanna Temple Lady Lister, 1620 (Tate Britain) stands comparison with any
of the later works.

The artist is recorded living in Blackfriars — the district of London popular with artists, especially immigrants from the
Low Countries — in 1622 when he married his wife Elizabeth Beck. The birth of their son, also called Cornelius, in
1634 is recorded as taking place in London, but by the mid 1630s the family had moved to Bridge in Kent.* In
December 1632 King Charles I had appointed him his Majesty’s servant in the quality of Picture drawer  but although
Johnson worked on Royal commissions throughout the 1630s —three small panel portraits of the King’s children dated
1639 are now in the National Portrait Gallery, London — Van DycK’s arrival in April of that year had an undeniable
effect on his patronage at Court, and he may have decided to concentrate on his practice among the country gentry.

Nonetheless he was eager to explore this new influence to the advantage of his own work. His study of Van Dycks 1632
Family of King Charles I (Royal Collection) to which he would have had privileged access in Whitehall Palace brings a
new compositional fluidity to his group portraiture — replacing the Jacobethan overtones of The Lucy Family - and The
Capel Family, 1640 (National Portrait Gallery) is considered his masterpiece. The small portrait of Charles Prince of
Wales (Weiss Gallery), based on the figure in Van DycK’s group, shows how assiduously he studied the Flemish master,
though the process was a two-way traffic and Van Dyck recognised that for single portraits English clients responded
well to Johnson’s direct head-and-shoulders composition and included it in his repertoire accordingly.

In 1643 Johnson left England. Neither from the point of patronage nor personal safety was it worthwhile to remain in
a country entering its second year of civil war. With his family he moved to Middleburg, and then via Amsterdam to
Utrecht, where he settled and as works such as Portrait of an Unknown Woman, 1646 (Tate Britain) show, wholly
absorbed the native manner preferred by his new patrons. He prospered as a Dutch artist — now signing himself
Cornelis Janssens van Ceulen — and continued painting until his death in 1661, though latterly he may have been
assisted by his son, who is recorded as an independent artist as late as 1700.¢

! Karen Hearn, “The English Career of Cornelius Johnson”, Dusch and Flemish Artists in Britain 1550 — 1750, Leids Kunsthistorisch Jaarboek 13, Primavera, 2003,
pp- 116 - 120.

2 Sir Oliver Millar, “An Attribution to Cornelius Johnson Revisited”, Burlington Magazine, no. 90, 1948, p. 322.

3 Karen Hearn, ed., Dynasties: Painting in Tudor and Jacobean England 1530-1630, exhibition catalogue, Tate, 1995, p.228.

¢ Hearn, op. <it., 2003, p. 120.

 Ibid., p. 121.

¢ Karen Hearn, “Cornelius Johnson (4ap. 1593, 4. 1661)”, in Oxford Dictionary of National Biography, Oxford University Press, 2004.
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JOOS DE MOMPER
(Antwerp 1564 — Antwerp 1635)

Skaters on a Frozen River Alongside a Town
oil on canvas

28 x 33 inches (72.5 x 82 cm.)

PROVENANCE

W. Sabin, until June 1936

Kunsthandel P. de Boer, Amsterdam, June 1936 — September 1936 from whom purchased by
Jesaia Hakker, Amsterdam, September 1936-1940

Looted by the Nazi authorities, after May 1940

M. J. A. M. Schretlen Kunsthandel, Amsterdam, 1941, from whom purchased by
Marcus de Vries, art dealer, 1941-1942

Jan Dik, Junior, Amsterdam, 1944 who sold it to the

Collection of the Fiithermuseum to be built in Linz, August 5, 1944

Recovered by the Allies and returned to the Netherlands after World War II
Dutch National Art Collection who loaned it to

Limburgs Museum, Venlo until 2008

Restituted in 2008 to the heirs of Jesaia Hakker

EXHIBITED
Dordrecht, 1959

LITERATURE

Klaus Ertz, Josse de Momper der Jiingere Die Gemilde mit Kristischen Oeuvrekatalog, Freren, 1986, pp. 144 & 606,
catalogue no. 525, illustrated fig. 127 (by Joos de Momper as a fragment)

Rijksdienst Beeldende Kunst, Old Master Paintings an Hlustrated Catalogue, Waanders Uitgevers, Zwolle & Rijksdienst
Beeldende Kunst, Den Haag, 1992, p. 210, no. 1787, illustrated (as by Frans de Momper)

In the center of a Flemish town in the midst of winter skaters revel on a frozen river. A group of children in the
foreground glide, slide and tumble on the ice. A family group of spectators approach the merriment via the river’s
planked entranceway. Although the riverbanks and gabled rooftops of the brick houses are snow covered, the streets are
clear and the rest of the townsfolk pursue their daily routine. A herd of pigs are being driven through one of the main
thoroughfares, their herders seemingly unaware that one has escaped and heads towards the river. Horse-drawn carts rest
and roll along its banks. Travelers gather around a bench outside a tavern whose chimney puffs smoke into a wintry sky.

Executed with loose and rapid brushstrokes and carefully delineated lighting effects, De Momper in this work has begun
to display a more naturalistic view spied from a somewhat lower vantage point. Following the skaters’ progression and
the course of the river under the bridge whose mouth mirrors ever distant buildings, the viewer’s eye is taken into the far
recesses of the composition to create a compelling sense of depth. The artist has also placed a greater emphasis on the
buildings and figures, which more often than not serve as subtext in his landscapes. Yet always an important element in
his paintings, De Momper consistently collaborated with the best staffage painters, i.e.: Jan Brueghel the Elder and the
Younger, Hendrick van Balen, Frans Francken the Younger, Hieronymous Francken I, David Teniers the Younger, Tobias
Verhaecht and Sebastian Vrancx. In this work the overall mood created by the grays and whites of the frozen landscape
and intense blue of the sky and ice is that of a crystallized world, further enhanced by the yet to be identified staffage
artist’s skillful employment of the contrasting hues of the pink houses and the blues, reds and greens of the figures.

For a discussion of the evolution of Flemish winter landscapes and Joos de Momper, as well as a biography of the artist,
please see entry no. 4.
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GILBERT JACKSON
(British, active 1621 — 1643)

Portrait of a Gentleman, Possibly a Member of the Poulett Family, Late 1620s
oil on canvas

80 x 45 inches (203.3 x 114.2 cm.)

PROVENANCE
Private Collection, Vermont
Private Collection, Massachusetts

In works such as this magnificent portrait Gilbert Jackson represents the last flowering of one of the
most poetic and distinctly English phases of British painting. By this date painters of the
Netherlandish school such as Paul van Somer, Cornelius Johnson and Daniel Mytens had been making
claims on fashionable patronage for over a decade. Jackson’s career demonstrates not only the
continuing popularity of the native English style, but also its evolution after the deaths of Robert
Peake the Elder and William Larkin in 1619.

As our portrait shows, this is a style with its roots in the linear, emblematic tradition of Elizabechan
portraiture. The sitter is placed in the foreground of a space whose depth is suggested by the
illusionistic perspective of a tiling floor. An elaborate costume and accessories act as the crucial
indicators of his rank. But within this bare formula, which Jackson later repeats with variations in his
masterpiece, John Lord Belasyse of Worlaby, 1636 (National Portrait Gallery, London), Jackson conjures
a vivid, highly atmospheric sense of the man and his world, and a static pose is brought alive with
aristocratic swagger. The sitter is poised in the balance of two hands, one bare, placed solidly on the
table, the other, in perhaps the finest passage of the portrait, rests gloved on his hip, the gauntet pulled
down in a froth of trimmings to show the rich red lining. This touch of foppish elegance is juxtaposed
with the elaborate swept-hilt of his rapier, a hint of the martial steel that was as much a part of being
a gentleman as an elegant costume.

We do not know the identity of our sitter. Many of Jackson’s named sitters can be placed in distinct
patronage circles, and this sitter may relate to four brothers whose portraits are attributable to
Jackson.! Three were formerly in the collection of the Earl Pouletr at Hinton St George (Sotheby’s,
London, March 5,1969, lot 1) and a fourth was later sold from an unknown collection (Christie’s,
London, April 26,1985, lot 81). There is a clear family resemblance between the boys and our sitter,
and their representation in terms of costume and pose is strikingly similar. The Hinton St George
portraits may date very slightly later than ours - the boys™ hair is longer and the points at their waists
attaching their breeches to their doublets are more elaborate, following the fashion of ¢.1630 - but the
apparent kinship is tantalising. Jackson was patronised by the Pouletts’ more famous relative the Earl
of Winchester, and it seems possible that the four brothers — and therefore our sitter - are a connection
of that extended family.

Continued

! Privace correspondence with David Taylor.






In this portrait, the minute delineation of detail has a rhythmic quality: the fall of light along the
tassels of this sitter’s gloves, the precise attention to the embroidered points to his doublet and the way
in which these counterpoint the myriad shades of silver in the panelled doublet form a complex
pictorial harmony. The painter, however, advances beyond ‘neo-medieval’ conventions of Elizabethan
art. He is more attuned to the private as well as the public character of his sitter’s lives. In Lord
Belasyse’s portrait the painter extends a formal — and imaginary - interior of geometric tiling and
Solomonic column into the real space of the sitter’s bedchamber, complete with his wife’s picture on
the wall and his coat tossed casually on the bed. Jackson is aware that his sitters inhabit not only a
social space, but also their own private world, and this gives his sicters’ flashes of simple humanity:
they are foremost people of flesh and blood, like the nineteen year-old Marchioness of Winchester,
1627 (Powerscourt sale, Christie’s, September 24-25, 1984, lot 28) who is framed by a stately curtain
and seat of authority but allowed a disarming half-smile. Sir Roger Mostyn, 1634 (Private Collection)
is shown in a tiled and columned hall, but his florid face and spurred boots suggest the squire who
might rather be out on a horse.

Waterhouse describes Jackson as ‘probably itinerant’ but this suggestion, with all its connotations of
unfashionability, makes the conventional error of forgetting how closely county families were bound
to London and how much time they routinely spent there. Jackson’s earliest patronage was in London
from the great officers of Court and State, not only the Marquesses of Winchester and Worcester but
the Lord Keeper John Williams Bishop of York, 1625 (St John’s College, Cambridge). Bishop Williams
— whose portrait is Jackson’s most extravagant exercise in armorial pomp and official dignity — may
well have introduced the artist to the Wel<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>