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INTRODUCTION 

The drawings of the great Dutch masters 
are not unknown to the American public. The 
vigorous strokes with which Vincent van Gogh 
summarized the fields of Provence, and Rem
brandt's highly individual interpretation of 
Biblical themes and his vivid representations 
of the daily life around him, have stimulated 
visitors to exhibitions in printrooms of mu
seums throughout the country. More en
terprising students have found their way to 
the marvelous public and private collections. 

However, a survey of the whole devel
opment of North Netherlandish draftsman
ship has never been presented, either in 
America or, curiously enough, in Holland 
itself. Larger exhibitions have always lim
ited themselves to one chosen period. As a 
result, many students are hardly aware of 
the continuity of the process from the 17th 
century, or "Golden Age," to the present. 

We are pleased that the present exhibi
tion was made possible through the combined 
efforts of Dutch public and private collec
tions. The exhibition was augmented by a 
small number of drawings from outside Hol
land. The lenders must be warmly thanked 
for their generous contributions. A glance 
at the reproductions in this catalogue will 

convince the reader that the very best was 
made available, and hardly a single item on 
the original list of requests had to be omitted. 

Holland was not always the center of 
artistic activity in the Low Countries. Be
fore the plunder of Antwerp in 1576 and the 
religious schism which prompted the north 
to liberate itself from Spain, artistic activity 
was centered primarily in the wealthy towns 
of Flanders. From there, interest in art spread 
north continually. 

The North had, however, its own artistic 
accomplishments. In the Romanesque pe
riod, churches were built by patrons and 
parishes, later surpassed in grandeur by 
cathedrals commissioned by powerful bishops 
and ambitious chapters. For the most part, 
town planning was evident as early as the 
late Medieval period. 

Painting remained a minor and provincial 
art compared with the elegance and refine
ment of contemporaneous work in the south. 
Jan van Eyck visited the court of the Bavarian 
dukes at The Hague before 1425, and Dirk 
Bouts was in Haarlem shortly afterward, but 
there is but small evidence of their influence. 

It is not likely that drawing was a widely 
practiced art before 1500 in Holland. Paint-
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ers probably sketched during their travels 
and in their studios, but how often we do not 
know. Only a few examples have come down 
to us. We are greatly indebted to the cura
tors of the print rooms of the Berlin Kupfer
stichkabinett der Staatlichen Museen and 
the National Gallery of Art in Washington 
for having been willing to favor the exhibi
tion with some of the earliest known exam
ples, including the Adoration of the Kings, 
a delicate page whose origins are close to the 
Jan van Eyck workshop, and possibly from 
it. 

By 1500, however, we are able to name 
specific artists in connection with particular 
works of art. This first generation of painters, 
apart from their paintings, left sketches be
hind. The first of these, Hieronymus Bosch, 
was a genius whose sketches derive from 
tradition and fantasy, but at the same time 
are such spontaneous outcries of casuistry as 
to be reminiscent of the tormented modem 
mind ( nos. 5 to 8). The analysis of their 
stylistic components is difficult. In one re
spect, the lines seem to denounce the melodi
ous undulations of Gothic ornament, while, 
on the other hand, they break with conven
tion by the directness of visual rendering. 
We may contrast Bosch with Cornelis Enge
brechtsz, his younger contemporary, who, 
more in accordance with the common trend, 
was already influenced by the Flemings when 
he finally settled at Leiden ( no. 9). It was 
Lucas van Leyden, his great pupil, whose 
work first evidences the penetration of the 
Italian Renaissance style into the north. 

Originally the draftsmen worked either 
with pen or small brushes on a white ground, 
or on a ground colored by hand. In order to 
work more rapidly and on a larger scale, 
charcoal or natural chalks were gradually 

substituted ( no. 12). At once a new freedom 
of formal invention burst forth, even in the 
older techniques. 

The young Renaissance overthrew late 
Medieval attitud es, and curiously enough this 
occurr ed within the limits of religious imagi
nation itself. The increasing demand for 
large painted church windows compelled 
artists to work on a different scale from that 
of the altar-tables, with their less than life
size figures. Preliminary sketches for com
missioned projects were made for the approv
al of the patrons ( no. 22); these were full
sized cartoons and separate portraits of the 
donors ( no. 23). Although these cartoons are 
too large to show in the present exhibition, 
many have survived, including almost all of 
those for the splendid monumental windows 
of the church at Gouda, after the fire in 1552. 
This church was decorated, in large part, by 
the brothers Crabeth, and still stands in its 
colorful entirety in that small town. 

Lucas van Leyden began his career as an 
engraver of small copper plates, in the manner 
of Di.irer. The minute penwork of his early 
drawings was also influenced by that German 
master, and he later adopted Diirer's style 
for his life-size portraits. 

But despite Diirer's influence, Lucas' in
ventions retained a startlingly individual 
character. In 1520 Lucas met Diirer in Ant
werp and had he been no more than a skill
ful imitator, Lucas' portraits might easily 
have been mistaken for those Diirer executed 
during his stay in the Netherlands. Lucas 
had, however, a more nervous and ephemeral 
way of applying his greys, which eliminates 
any doubt about authorship (no. 15). Jan 
Gossaert van Mabuse, after his Italian jour
ney, worked in the same medium-black chalk 
-wh en he did his Madonna and St. Catherine, 
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a recent acquisition of the Amsterdam Print
room ( no. 12); this work is typical of the 
mixture of older motifs with Renaissance 
architectural structures and ornamentation. 

Many drawings · by lesser-known artists 
during the age of Erasmus were executed as 
studies for small glass panes, which the citi
zens inserted in the windows of their homes. 
Lucas himself must have done such work 
along with Pieter Cornelisz Kunst and Jan 
Swart. 

The great movement of artists to the 
south started with Jan van Scorel, who after 
traveling to the Holy Land, was appointed 
Surveyor of Antiques for the Dutch Pope 
Adriaen, and thus was able to study in Rome 
before settling in Utrecht. His Roman work 
has not been found thus far, but we may guess 
at its character after seeing sheets from 
Gossaert's Italian sketchbook ( 1509) and the 
several complete books of drawings by his 
pupil Maerten van Heemskerck, who system
atically portrayed Clementine Rome and its 
newly unearthed sculptures ( 1532-1535). His 
hand was free, and his eye sure, making it 
unnecessary for him to correct a line once it 
was established. These lines do not so much 
interpret as define ( no. 20). His great coun
terpart, Hendrick Goltzius, dealt with the 
same subject matter while in Rome toward 
the end of the century ( 1591) and showed 
still more intense application to careful shad
ing, plasticity, and precise appearance. 

This period had its importance in that 
the emergence of naturalism as part of the 
new pictorial idea had to overcome Southern 
mannerisms. Biblical and mythological sym
bolism inspired artistic and intellectual, and 
sometimes literary expressions. 

The subject matter in our examples, 
however, is taken primarily from the natural 

world, as, for example, in the portraits, which 
often became character heads of a more gen
eral type, as in the work of Antonio Moro 
( no. 25) or Goltzius ( no. 28), or his pupil 
Jacques de Gheyn ( no. 33). 

The virtuosity displayed by the unique 
artist Jacques de Gheyn enabled him to find 
the essence of the character of his subjects, 
which are rendered in a simple, seemingly un
sophisticated manner ( no. 35). We sense the 
approach of the 17th century, when the artists 
dealt with one aspect of a scene, and rendered 
it as they saw it. Here, the artist ignored all 
alien distractions, that he could serve as a 
mirror reflecting a carefully defined object. 
The artists of the 17th century were in con
tact with events of the world, and their best 
drawings derive from those supreme moments 
of observation and translation into artistic 
realism. 

Such contemplation bestowed new ca
pacities upon the artists. Those who went 
to Italy became more interested in the ren
dering of light and shadow on the picturesque 
ruins, or on the intricate patterns of leaves 
( no. 48) . The romantic nature of Hercules 
Seghers led him to translate the delicate uni
form grayish atmosphere of a country road 
into twilight and evoke a more sensitive mood 
( no. 47). Most of the images, however, glor
ified daylight and vivid color, which would 
soon be reduced to mere monochrome. Rem
brandt seldom employed more than simple 
black or brown, but with such mastery as to 
capture each gradation of light. 

For whom were these drawings intend
ed? Contemporary paintings showing in
teriors indicate that framed drawings were 
only rarely hung on the walls. Yet drawings 
were bought, and executed for the specific 
purpose of being sold. The watercolors of 
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Adriaen van Ostade and the minutely de
tailed landscapes and portraits of many 
others, particularly at mid-century, must be 
considered as such. 

In spite of this, the majority of drawings 
were executed as preliminary studies for 
paintings. But, as may clearly be seen in 
the work of Rembrandt, drawings had a 
charm of their own, and could be considered 
as meaningful as a completed painting. 

Collectors of drawings appeared in full 
force and formed something of a cult. Sub
ject matter was important, as may be evi
denced by the superlatives lavished on high
ly finished works which, on the basis of artis
tic value, seem less important today. The 
artists themselves probably were aware of 
this and, unlike their patrons, cherished un
recognized works realizing their quality. 

An incredible number of well-trained 
artists worked in Holland during the 17th 
and 18th centuries, and it is beyond the lim
its of any exhibition to do justice to them all. 
We have stressed outstanding figures, and 
attempted to survey their most important en
deavors. 

Generations begin to distinguish them
selves. The first was dominated by the aged 
Hendrick Goltzius, Jacob de Gheyn, and 
Willem Buytewech. Rembrandt followed 
closely as the master who established the ul
timate in draftsmanship. He trained a whole 
school of gifted pupils who, though they 
deviated somewhat from his precise style, 
were infused once and for all with his artistic 
conscience. These include Gerard Dou, 
Govert Flinck, Anthonie van Borssum, Nico
laas Maes, Gerbrand van den Eeckhout, 
Lambert Doomer, and the fellow artists Jan 
Lievens and Philips de Koninck. All of them 
learned a great deal about the wonders of 

light. Even Ostade, though he lived in Haar
lem, did not escape Rembrandt's sense of 
heavy contrast ( no. 88) nor did Cuyp at Dord
recht. Rembrandt established these stan
dards, and it is impossible to determine what 
the art of draftsmanship owes him. 

The Haarlem school is distinguished by 
a cooler approach to visual phenomena. Few 
drawings are left by Frans Hals, who painted 
with such ease that no preliminary sketches 
were needed. What drawings do exist were 
rapidly executed. The prolific draftsman 
Pieter Saenredam portrayed old churches, 
especially those at Utrecht, 's-Hertogenbosch, 
and Haarlem. A wonderful series of his col
ored drawings showing the many Romanesque 
and Gothic churches at Utrecht is preserved 
in the archives of that town. Saenredam 
combined a predilection for architectural 
exactitude with a fondness for a few colors 
distributed over the vast whitewashed walls; 
thereby he attained remarkable effects of 
both monumentality and picturesqueness. 
Avercamp displayed an even greater joy for 
colors, exhausting his palette on gay skating 
costumes worn under rosy-tinted skies ( no. 
42). 

The whole trend, with its eager assertion 
of life, was counterbalanced, as it were, by 
the second generation. These artists reduced 
the colors to tone-values and preferred the 
monochrome, and it was as if a state of sol
emn mourning had imposed itself upon the 
whole country. Jan van Goyen developed 
an animated handwriting which amalgamated 
all elements-land, water, trees, dwellings, 
and figures-into one convincing image per
vaded by circulating light and air ( no. 51). 
Cornelis Visscher and Jan de Bray, in their 
portraits of Haarlem citizens, carefully mod
elled austere surfaces with black chalk. A 
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series of two hundred and fifty drawings of 
Medieval or early Renaissance castles was 
executed within the space of two years by 
Roelant Roghman; he intuitively rendered 
their dilapidated walls, their still proud tow
ers, and the picturesque setting of their moats. 
Jacob van Ruysdael and Meindert Hobbema 
used the same severe materials when they 
composed their imposing hymns on majestic 
twisted oaks ( no. 101) or aged watermills. 

Toward the end of the century, strag
glers were still coping with a tradition of in
dividual, unhampered interpretation, but 
French taste began to impose Poussin's the
ories and Mignard's elegance on painting. We 
may mention the amateurs Constantijn Huy
ghens and Jan de Bisschop. Both were keen 
on the evocation of sunlight through the 
means of direct and intense observation, and 
they abrogated the prevailing rules. At an 
early date, however, Adriaen van de Velde 
already had given in to the charm of classi
cal formulae, even when limiting himself 
to landscape or to the graceful rendering of 
pastoral models in red chalk ( no. 98). 

Our eighteenth century is much less 
known than our Golden Age. There are 
many reasons for this. The persisting pene
tration into the recesses of inner life, such 
as Rembrandt had pursued, was lost to it. 
Only once could the parables have been so 
magically translated and Christ evoked as 
a new reality! No learned societies or Vir
gilian poetry would ever be able to drama
tize the vital questions again. High am
bitions had receded to the hearth of family 
life, or were concealed behind the light
hearted display of garden parties and thea
tre life. Yet the draftsmen did not fail. Hol
land possessed its Hogarth in Comelis 
Troost, who left us the spirited records of 

Langendyk's comedies and of others per
formed on the Amsterdam stage. These at
tain a charm of easy treatment that recalls 
the Venetian rococo ( no. 111). 

The same applies to Jacob de Wit, who 
decorated the rooms of the larger houses at 
Amsterdam with Tiepolesque gods and 
amorini. De Wit's stay in Antwerp ( 1710-
1715) clearly influenced him as did the oth
ers' ties with England. 

A page by Aert Schouman, the water
colorist of Dordrecht, convinces us of the 
progress of the Dutch painters, who had only 
to touch their color box to find the vivid blues 
and greens of a bright summer day ( no. 113). 
Schouman also excelled in depicting with 
exquisite, uncommon colors, flowers, animals, 
and exotic birds (no. 114). Moreover a whole 
generation of topographers supplied the de
mand of collectors of Amsterdam ( nos. 116, 
117) and of sites all over the seven provinces. 
These drawings, done on the spot, were often 
worked out more elaborately and appear in 
several versions. They now serve as valuable 
documents of the past. 

The subjects were often determined by 
the demand for illustrations for treatises on 
biology, travel, or history. This was an age 
of learned societies, founded by erudite ama
teurs, who awarded prizes for essays on phil
osophic, theological, or scientific subjects. It 
was at that time that the first museum was 
built to house the collection which Pieter 
Teyler van der Hulst left, with capital to 
establish a foundation at Haarlem for the 
purpose of charity, learning and art ( 1778). 
Its second keeper, Wybrand Hendriks, known 
also for his attractive drawings of daily events 
( no. 120) energetically set out to enlarge the 
collection of drawings. The collection has 
continuously expanded up to the present day, 
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and it is still one of the major printrooms in 
the Netherlands. In 1849 Rotterdam fol
lowed with the F. J. 0. Boymans bequest. 
In 1860 Amsterdam received a similar legacy 
from A. C. Fodor. 

The new times, foretold by democratic 
meetings , revolution, and French domination 
were reflected more in a revised orientation 
than in a total change of subject-matter. Just 
a tinge of wealth and aristocratic magnificence 
seems to have evaporated, and while opting 
for "Liberty," the painters saw the opportun
ities to re-establish the climate and level of 
seventeenth century art by returning to or
dinary people and the unique features of the 
country for subjects. Old master drawings 
were never of greater interest to artists. In 
some cases the influence was perhaps too 
strong. However, we cannot overlook the 
fact that the movement was the very origin 
of modern vision. A certain disregard of ac
cepted rules, both in handling and subject
matter, makes itself felt; a rather conscious 
rebellion, one would say, against artificial 
behavior. Almost for the first time we meet 
a concern with representation of cold winter 
days or rainstorms or the sad remnants of 
a half-demolished set of picturesque houses 
( no. 119). Forty years more and Bos boom cre
ated a Daumier-like silhouette of a factory 
in the Borinage ( no. 127) to give a vivid idea 
of the gloomy modern enterprise. The colors 
follow the falling barometer; the festivity of 
the life of an earlier period has vanished and 
instead of a graceful pastoral society, the 
modern world experiences the cold atmos
phere of work and smoke. Even on the ice, 
the colors were no longer Avercamp's strong 
reds, nor the days filled with brilliant sunshine 
( no. 124). But there remained the unspent en
thusiasm for sketching, for drawing after the 

model with a circle of friends; for strolling 
through Gelderland, or for the now customary 
tour along the lower Rhine and the valleys 
on either side. The result is evident: before 
the middle of the century the pioneers of Im
pressionism-Gerard Eilders, Roelofs, and 
Bosboom-found their private idioms and 
subject matter. One apostle went to Nor
mandy as early as 1847 to seek a congenial 
artistic environment ( no. 129). Most of the 
others remained in Holland and were unable 
to match his fresh colors and easy line. 

Nevertheless, the peculiar savor of our 
misty towns and moist pastures has never 
been better rendered than by "The Hague 
School." Much more sensitive to atmospher
ic changes and their effect as total color 
schemes than were past generations, these 
artists excelled in the description of things, 
in themselves not worthy of attention, but in 
a composition indispensable in their particu
lar color shadings. 

Compared to the outburst of outdoor 
painting and the brilliance of light which the 
painters of the rivers around Paris were now 
producing, our Impressionists often leave an 
after-taste of mild sadness. No doubt the 
ambiance of the Northern country is more 
morose, more one of secondary reactions than 
was Paris during the Second Empire. 

Van Gogh's character, however, cannot be 
totally explained by pointing to his artistic 
background nor even to the national temper
ament. A thorough discussion would lead 
us too far from our subject. Just half a dozen 
of his drawings are shown here as a conclus
ion of five centuries of draftsmanship, draw
ings in which he experiences a rapid devel
opment in his expression of the human crea
ture and of simple people. Paris and Aries 
witness the full expansion of his mastery over 
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landscape, over its taut setting and over a 
wonderful variety of simple means for de
fining its heterogeneous elements. In a way, 
the process of reduction to basic values started 
with him, and this first alarm announced a 
more general scrutiny of age old rules and 
convictions. Until van Gogh, these had stood 

the inquest of generation after generation, all 
of which, like members of one great family, 
had felt their hands to be driven by inspira
tion-in reality, the subtle hands of the secu
lar kindred formed by the many Dutch drafts
men of the past. 

J. Q. VAN REGTEREN ALTENA 

[ 11] 



LENDERS TO THE EXHIBITION 

AMSTERDAM, fuJKSPRENTENKABINET, fuJKS
MUSEUM 

AMSTERDAM, DRUCKER BEQUEST, AFDELING 
SCHILDERIJEN, RIJKSMUSEUM 

AMSTERDAM, GEMEENTE-ARCHIEF 

AMSTERDAM , MusEUM FoooR, GEMEENTE 
MusEA 

AMSTERDAM, HITT KoNINKLIJK 0UDHEIDKUNDIG 
GENOOTSCHAP 

AMSTERDAM, COLLECTION VAN GOGH, LOAN TO 
STEDELIJK MUSEUM 

AMSTERDAM , PROFESSOR DR. J. Q. VAN REG
TEREN ALTENA 

AMSTERDAM, P. DE BOER 

AMSTERDAM, DREESMANN COLLECTION 

AMSTERDAM, MR. CHR . P. VAN EEGHEN 

BERLIN, KuPFERSTICHKABINETT DER STAATLICH

EN MusEEN 

DRIEHUIS, MR. AND MRS . H.J. CALKOEN 

GRONINGEN, GRONINGER MUSEUM VOOR STAD 

EN 0MMELANDEN 

HAARLEM, THE DIRECTORS OF TEYLERS STICH
TING 

THE HAGUE, GEMEENTE MUSEUM 

LAREN, JR. V. w. VAN GOGH 

LEIDEN, MusEUM "DE LAKENHAL" 

MONTREAL, MR. AND MRS. L. v. RANDALL 

NEw YoRK, THE PIERPONT MORGAN LIBRARY 

NEW YORK, MR. ROBERT LEHMAN 

0TTERLOO, lliJKSMUSEUM KROLLER-MULLER 

ROTTERDAM, MusEUM BoYMANS 

UTRECHT, GEMEENTE-ARCHIEF 

w ASHINGTON, NATIONAL GALLERY OF ART, 
LESSING J. ROSENWALD COLLECTION 

[ 12] 



CATALOGUE 

(Height precedes width in the measurements) 

ANONYMOUS DUTCH MASTER, c. 1410 

1. THE ADORATION OF THE KINGS 

Pen and black ink on vellum. Inscribed at 
left in pen by a later hand: "A. Thurer." 51 
x 41 in. ( 14.3 x 12.5 cm.). 

Berlin-Dahlem, Kupferstichkabinett der Staat
lichen Museen. From the J. C. Robinson 
Collection. 

Bibliography: F. Schmidt-Degener, Burling
ton Magazine, vol. XIX, 1911, p. 256; F. 
Lippmann, Zeichnungen alter Meister im 
Kupferstichkabinett zu Berlin, 1918, vol. 
II, no. 214; M. J. Friedlaender, Die Alt
niederliindische Malerei, vol. I, Berlin, 
1924, p. 125; F. Winkler, Festschrift fur 
Max Friedlander, Leipzig, 1927, p. 100; 
E. Panofsky, Kritische Berichte I, 1927-
1928, p. 78; B. Martens, Meister Francke, 
Hamburg, 1929, p. 201; M. J. Fried
laender, E. Bock, and J. Rosenberg, Die 
Zeichnungen alter Meister im Kupfer
stichkabinett zu Berlin, Berlin, 1930, no. 
4244; A. W. Bijvanck, Oudheidkundig 
Jaarboek X, 1930, p. 133; A. W. Bijvanck, 
Melanges Hulin de Loo, Brussels and 
Paris, 1931, p. 37; G. J. Hoogewerff, De 
Noord-Nederlandsche Schilderkunst, vol. 
I, 1936, p. 461; G. Hulin de Loo, An
nuaire des Musees Royaux de Beaux Arts 
de Belgique IV, 1943-1944, p. 11; L. 
Baldasz, Jan van Eyck, London, 1951, p. 
95, no. 77; Erwin Panofsky, Early Nether
landish Painting, vol. I, Cambridge, 1953, 
p. 237; Middeleeuwse Kunst der Noord
elijke N ederlanden, Amsterdam, 1958, cat. 
no. 172. 

A similar composition, but in more re
stricted form, and without landscape additions, 
occurs in a drawing in silver-point on vellum 
in the Amsterdam Printroom. Schmidt-De
gener was the first to suppose a connection 
between that drawing and the lost picture 
with the same subject, which in the 19th 
century, together with the Mount of Calvary 
and The Last Judgment (Metropolitan Mu
seum), formed a triptych attributed to Hu
bert van Eyck. Since then Winkler has ob-

served that the same composition, in a more 
elemental form, appears in manuscripts il
luminated in Utrecht at the beginning of the 
15th century. This fact speaks strongly in 
favor of the supposition that the original, 
which inspired the illuminators, and of which 
this drawing seems to be the most trustworthy 
copy, was of North-Netherlandish origin. In 
the details of the countryside, attitudes, and 
costumes, such a relationship exists with those 
parts of the Ghent Altarpiece and of the 
"Heures de Turin et de Milan," often attrib 
uted to Hubert van Eyck, that this drawing 
has been considered to be a faithful workshop 
record after a lost picture by Hubert, or rather 
as Panofsky assumes in concordance with 
Frieliinder, by his brother Jan. 

ANONYMOUS DUTCH MASTER, 
C. 1450-1460 

2. CRUCIFIXION 

Without text on the verso. Probably from a 
Missal. Single miniature on vellum with gold 
prepared ground. 10! x 7 in. ( 26 x 18 cm.) . 

Washington, D. C., The National Gallery of 
Art, Rosenwald Collection B-15, 388. 

Bibliography: A. W. Byvanck and G. J. Hooge
werff, La Miniature Hollandaise dans les 
Manuscrits des 14•, 15•, et 16' siecles. The 
Hague, 1922. 

The scene is painted on a gold, prepared 
ground and is surrounded by a narrow, orna 
mental border in which areas of a deep blue 
and clear green feather pattern alternate with 
unpainted open blocks. Such a border seems 
to be characteristic of a number of illumina
tions made for Books of Hours and Missals 
in the Netherlands in the 15th century. The 
drawing of the figures is unusually delicate, 
that of Saint John having an especial nobility 
and dignity. The colors of the miniature, 
pale blue, green, vermillion, and white, are 
typical of an illuminator of the period work
ing in the region of the lower Rhine. 
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ANONYMOUS DUTCH MASTER, after 1450 

3. Two MEN CONVERSING 
Black chalk, partly gone over with the point 
of the brush in brown and heightened with 
white. 5i x 4-f. in. ( 13.8 x 10.8 cm.). 

Coll.: Weigel and von Beckerath. 
Berlin-Dahlem, Kupferstichkabinett der Staat-

lichen Museen. 

Bibliography: 0. Hagen, Deutsche Zeichner 
von der Gotik bis zum Rokoko, 1920, T. 
4; M. J. Friedlaender, E. Bock and J. 
Rosenberg, Zeichnungen alter Meister im 
Kupferstichkabinett zu Berlin, Die Nied
erliindischen Meister, Berlin, 1930, no. 
5210; Middeleeuwse Kunst der Noordel,.. 
ijke N ederlanden, Amsterdam, 1958, cat. 
no. 174. 

In the Berlin Catalogue the drawing is 
classified as "in the manner of van Eyck." 
The treatment, especially of those parts of the 
drawing done with the brush, are related to 
Bosch in his grisaille paintings. The types of 
the two men, whose costume seems to suggest 
that they are witnesses of a Biblical scene, are 
closely related to those of the "Master of the 
Manna-Rain," so christened by L. S. Boon 
after the picture in Douai, a master who, it 
has been suggested, might have been the 
father of Hieronymus Bosch. 

LEIDEN MASTER, c. 1500 

4. THE CIRCUMCISION 
Pen and brown ink. Si x 8! in. ( 20.8 x 21.6 
cm.). 

Coll.: Triquetti and von Beckerath. 
Berlin-Dahlem, Kupferstichkabinett der Staat-

lichen Museen. 

Bibliography: M. J. Friendlaender, E. Bock 
and J. Rosenberg, Zeichnungen alter 
Meister im Kupferstichkabinett zu Berlin, 
die Niederliindischen Meister, Berlin, 1930, 
no. 5532; J. Q. van Regteren Altena, 
Nederlands Kunsthistorisch Jaarboek 6, 
1955, p. 116, no. 19; Middeleeuwse Kunst 
der Noordeli;ke Nederlanden, Amsterdam, 
1958, cat. no. 189. 

Van Regteren Altena has ascribed this 
drawing hypothetically to Hugo Jacobsz, the 
father of Lucas van Leyden and his first 
teacher. Like most Leiden painters at the 
end of the 15th and the beginning of the 16th 

century, Hugo Jacobsz may have been a de
signer for stained-glass windows; the fom1 in 
which this drawing is conceived makes this 
plausible. The characterization of the persons, 
with their beady eyes and bony fingers, is 
strongly reminiscent of Engebrechtsz; at the 
same time the parallel lines, stressing the 
features, occur in some early paintings by 
Lucas van Leyden, as the "Chess Players" 
in Berlin and the "Wife of Potiphar showing 
her husband Joseph's coat" in the van Beu
ningen collection. 

HIERONYMUS BOSCH 

Born c. 1450 and died in 1516 at Bois-le-Due. Men
tioned there for first time as a painter in 1480. Mem
ber Brotherhood of the Virgin, 1493-1512. Only 
known commissions were designs for glass, wings for 
carved altarpiece for the Cathedral, and Last Judg
ment ordered by Philip the Fair, 1504. Connected 
with the art of Jan van Eyck and illuminators of the 
northern Netherlands. 

5. FANTASTICAL ANIMALS 
On the reverse, similar creatures and a man 
wearing high cap. 

Pen and faint gray-brown ink; 71,; x 5i in. 
(20 x 14.4 cm.). 

Coll.: Ch. Rogers and Jon. Richardson, Jr. 
Amsterdam, Rijksprentenkabinet, Rijksmu-

seum. Acquired 1955. 

Bibliography: J. Q. van Regteren Altena, 
Annual Report of the Society "Rem
brandt," 1954, 1955. 

These animals, typical of the phantas
magories of Bosch, are created as if by fus
ion of limbs and heads of imaginary species. 
Some forms, deriving from the elegant mon
sters of manuscript borders, suggest this as an 
early work and may point to book illumina
tion as one of the sources of the drawing. The 
volume-quality, enhanced by shading, links 
it to Bosch's paintings. 

6. A WARRIOR WITH OPEN HELMET 

On the reverse, sketches showing a similar 
figure in a cap, an old woman's head, the 
face of a fat man in a headdress, and a bish
op, seen in profile. 

Pen and brown ink. The name: "bosch" 
written in old script on recto and verso. 
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6i x 4-h in. (17.4 x 11.7 cm.). 
Coll.: Dr. D. Hannema under the name of 
F. Ruys and given to the museum, 1937. 
Rotterdam, Museum Boymans. 
Bibliography: Annual Report of the Museum 

Boymans, 1937 ( 2 repr.). Cat. Meester
werken, Museum Boymans, Rotterdam, 
1938, no. 2-32, repr. 210 and 211; Lud
wig von Baldasz, Hieronymus Bosch, 
Vienna, 1943, p. 81, no. 145, repr. 145, 
as a personification of "Ira"; Chaix de 
Dessins, Musee Boymans, Rotterdam, 
1952, no. 8. 
The attitude of the warrior corresponds 

with that of a soldier in "Christ arrested at 
Gethsemane," of the Lisbon altarpiece. How
ever in the painting he wears his helmet 
closed. As the woman's face on the reverse 
is not unlike one in the central panel, this 
drawing may have been executed at the time 
of the conception of the triptych. 

7. Two WITCHES 

On the reverse, a fox. 
The name: "bosch" occurs in pen on both 
sides. 41 x 2-h in. ( 12.5 x 8.5 cm.). 

Coll.: G. Vallardi; E. Rodrigues; F. Koenigs; 
D. G. van Beuningen. 
Rotterdam, Museum Boymans. Acquired 1941. 
Bibliography: G. Swarzenski and E. Schilling, 

Handzeichnungen alter Meister aus deut
schen Privatbesitz, Frankfurt, 1924, no. 
IX with plate; C. De Tolnay, H. Bosch, 
Bale, 1937, p. 109, cat. no. 2; L. Baldasz 
in Die graphischen Kilnste, 1937, p. 22; 
0. Benesch in Jahrbuch der Peusz. 
Kunstslgn, 1937, p. 236; L. Baldasz, H. 
Bosch, Vienna, 1943, p. 75, 76, 80, 84, 
87, 88, 253, 255; J. Combe, H. Bosch, 
1946, p. 96; D. Bax, Ontcijfering van Jer
oen Bosch, Amsterdam, 1949, p. 130, 325; 
E. Haverkamp Begemann in Chaix de 
dessins, Musee Boymans, Rotterdam, 
1952, p. 4; C. A. Wertheim Aymes, H. 
Bosch, 1957, p. 80 ( incorrectly as being 
in the Louvre). 
Sketches in the Louvre and the Alber

tina showing similar figures performing mag
ical acts indicate that these are witches. The 
theme goes back to a fable of Aesop in which 
the fox represents cunning and the cock con
ceit; a mid-13th century Netherlandish poem 
describes the many exploits of Reynard the 
fox. Baldasz dates the drawing c. 1510, the 
Amsterdam catalogue later. 

8. THE HEADS OF Two PHARISEES (?) 

On the reverse, Adam with the Serpent. 
Pen and brown ink. 5H x 4-h- in. ( 15 x 10.3 
cm.). 

Coll.: Rosenthal and Backus. 
Montreal, Mr. and Mrs. L. V. Randall. 

Bibliography: Jakob Rosenberg, Old Master 
Drawings, vol. XII-XIII, 52, 57, March, 
1939, p. 62, pl. 60 and 61; A. M. Frank
furter, Art News Annual, 1939, p. 97; J. 
G. van Gelder, Beeldende Kunst, vol. 27, 
no. 8 ( repr. on cover); L. von Baldasz, 
Hieronymus Bosch, Vienna, 1943, p. 72, 
82, 88, 89, 255, pl. 147 and 148; H. 
Tietze, European Master Drawings in the 
United States 1947, p. 22, no. 11; A. 
Mongan, One Hundred Master Drawings, 
1949, p. 34. 

The two men seem to be prototypes for 
those witnesses at scenes from the Passion 
in which we, as Jacob Rosenberg, who first 
published the drawing, said "may detect 
Bosch's peculiar spirit of contempt of the 
world and his scathing irony which does not 
shrink from representing the extreme of hu
man vulgarity." Rosenberg compared the 
men with Pharisees and executioners in the 
Princeton picture of "Christ before Pilate." 
Closer still seem to be the analogies with the 
picture of "Christ, carrying the Cross" in 
Ghent. This is the only drawing with studies 
of heads we know from his hand; the attitude 
of the two men is surprisingly near to that on 
the anonymous drawing from Berlin ( no. 3 
of this catalogue). 

CORNELIS ENGEBRECHTSZ 

Born c. 1468 in Leiden and died in 1533. Mentioned 
in town records, 1499-1519. Teacher of Lucas van 
Leyden. Earliest datable painting c. 1508, a triptych 
in the Leyden Museum. Early style unknown but a 
late Gothic mannerist by 1508. His style apparently 
influenced Antwerp mannerists after 1510. 

9. HEADS OF MEN, WOMEN, AND CHILDREN 
Brush with gray and white color on prepared 
gray ground. 6i x 10 in. ( 17.3 x 25.4 cm). 

Col.: E. Rodrigues. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired 1921. 

Bibliography: Verslagen omtrent 's Riiks 
V erzamelingen van Geschiedenis en 
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Kunst, 1921, p. 17 (as anonymous Dutch 
artist). Cat. Exh. Jeroen Bosch, Rotter
dam, 1936, no. 36, repr. 34; Cat. Exh. 
De Jeroen Bosch a Rembrandt, Brussels, 
1937-38, no. 9, repr. 6. 

The attribution to Engebrechtsz is based 
on the character of the heads, several appear
ing in similar manner in his paintings. Some 
of the costumes point to an early date; the 
man in the middle at the bottom is compara
ble to a figure by Memling ( Friedlander no. 
35). The high cap of the man at the ex
treme right, second row, may still date from 
the 15th century, while the woman's head
dress, lower right, is several decades earlier. 

JACOB CORNELISZ VAN OOSTSANEN 

Born c. 1470 in Oostzaan and died in Amsterdam 
in 1533. Probably received his early training in Haar
lem from a painter of the School of Geertgen tot 
Sint. Jans. From 1500 was leading artist in Amster
dam where he and his workshop did many altarpieces 
and designs for ecclesiastical vestments. As a de
signer of woodcuts, he was greatly influenced by 
Diirer, whom he met in Antwerp in 1521. Later 
influenced by the Italian Renaissance, perhaps 
through his pupil Jan van Scorel. 

10. THREE KNEELING NUNS 

Pen with brown ink, washed in gray and 
heightened with white. 7! X 4! in. {20.1 
X 11.5 cm.). 
Marked with pen in a later hand "H. v. Eyck." 

Coll.: E. Wauters {as anonymous Flemish); 
F. Koenigs. 
Rotterdam, Museum Boymans. Acquired 

1941. 

Bibliography: K. Steinhart, "Nachlese im 
Werke des Jacob Comelisz," Marburger 
Jahrbuch, vol. V ( 1929 ), p. 216, repr. 5; 
Comm. Cat. of Exh. Dutch Art 1450-1900, 
London, 1930, p. 179, no. 511. 

This drawing reflects the solid work
manship characteristic of Comelisz' studio, 
the first to flourish in late Medieval Amster
dam. Steinhart connects this drawing with 
the altar-table ordered by Griete Korsgens 
and the "Nativity" triptych in the Naples Mu
seum. 

11. THREE HEADS OF FEMALE MOURNERS 

On the reverse, an architectural study. Pen 

and gray-brown ink; on verso over the same 
red chalk, which left its traces in some lines 
on the recto. 6i x 4i in. ( 17.2 x 11.2 cm.). 

Coll.: Liphart and Liechtenstein. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired 1948. 

Bibliography: Sales Cat. Boemer, Leipzig, 27 
June 1899, no. 171, ill. M. J. Friedlander, 
Amtliche Berichte aus den koniglichen 
Kunstamml. Berlin, 1908-1909, p. 54; K. 
Steinhart, Jacob Com elisz van Oostsanen, 
Strassburg, 1922, p. 163. 

Obviously meant for a scene of the Pas
sion, these heads are closely related to the 
"Christ on the Cross" in the Rijksmuseum. 

JAN GOSSAERT, called van Mabuse 
(Maubeuge) 

Born c. 1475 near Utrecht and died in Middleburg c. 
1535. Member of painters guild, 1503-1507. Worked 
mainly in Middleburg for Abbot Maximilian of Bur
gundy but also for princes, higher clergy, and nobility 
in Malines, Brussels, Bruges, and Utrecht. In 1508 
accompanied Admiral Philip of Burgandy on a diplo
matic mission to Rome. Initiated late Gothic Man
nerist style in Antwerp, influencing local painters. 
His later style increasingly Italianate. 

12. THE VIRGIN MARY WITH THE INFANT 
CHILD AND Two FEMALE SAINTS 

Black chalk. 16! x 12t in. ( 42.2 x 30.9 cm.). 

Coll.: Dr. N. Beets. 
Anwterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired 1949. 

Bibliography: K. G. Boon in Bulletin van het 
Riiksmuseum, 's-Gravenhage, 1953, p. 
65-71 and pl. 1. 

The drawing has been cut off, especially 
at the sides. It may have served as a cartoon 
for a small painting. Boon dates it after 
Gossaert's return from Italy, or c. 1511. 

LUCAS VAN LEYDEN 

Born c. 1489 and died in Leiden in 1533. Lucas' fist 
master was his father, and a later apprenticeship was 
with Engebrechtsz, whose influence extends from 
1510-1512. His early work belongs to the 15th cen
tury. Lucas' later work was influenced by the art of 
Diirer, whom he met in 1521 in Antwerp, and by the 
Renaissance style of Gossaert and Marc-Antonio Rai-
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mondi. Van Leyden's art marks the turning point 
of the Middle Ages and the Renaissance in Holland. 

13. STUDY FOR DAVID Vrcroruous OVER 
GOLIA TI! 

Black chalk on white paper, which has been 
cut out according to the outlines, and pasted 
down on a second sheet, about 1600 or before. 
On this second sheet a monogram: "L." On 
the reverse is written, with pen in old script: 
"A0 1510 was Lucas 15 jaren out en maekte 
den Ecce Homo." The inscriptions are from 
after the time of Lucas van Leyden. 
Amsterdam, Rijksprentenkabin:et, Rijksmuse-

um. 

Bibliography: Sidney Colvin in Jahrbuch der 
Preusz. Kunstslgn, Berlin, vol. XN, 1893, 
passim; N. Beets, Lucas de Leyde, Brux
elles-Paris, 1913, p . 69-70 (as: David); 
N. Beets, Onze Kunst, vol. XXV, 1914, 
p. 94 and pl. 8; Cat. Exh. Noord-Nederl. 
schilderen beeldhouwkunst voor 1575, 
Utrecht, 1913, suppl. no. 24; Cat. ]er. 
Bosch Exh., Rotterdam, 1936, no. 47, pl. 
1939, no. 49a,; Cat. Middeleeuwse Kunst 
35. Cat. Biibelse Kunst, Exh. Amsterdam, 
1939, no. 49 a. Cat. Middeleeuwse Kunst 
der Noordelifke Nederlanden, Amster
dam, 1958, sub. no. 199. 

An analagous drawing of a standing 
young man wearing the same clothes, belong
ing to the Rugby School, Warwickshire, has 
been cut off in the same way. Both frag
ments obviously once belonged to one sheet 
with various studies, perhaps for one given 
figure. This has not always been considered 
to be the young David. It is possible that 
it is a self-portrait of the successful young 
Lucas. In that case, the date 1510 given on 
verso might gain some support. 

14. JAEL SLAYS SrsERA (JUDGES rv:21) 

Pen and brown ink. lOi x 8 in. (27.1 x 20.3 
cm.). 

Coll.: Sir Th . Lawrence, F. Koenigs, and D. 
G. van Beuningen. 
Rotterdam, Museum Boymans. Acquired 1941. 

Bibliography: Exhibition Catalogue , Museum 
Boymans, 1934, no. 23 and pl. 5; 1936, 
no. 55 and pl. 37. 

An old copy of this drawing is pre
served in the Amsterdam Printroom. An en
graving by Jan Saenredam (B. 107) was 
made after the original drawing by Lucas 

van Leyden. The above drawing may be 
dated c. 1520, when Lucas was in full com
mand of his dramatic powers. 

15. PORTRAIT OF A MIDDLE-AGED MAN WEAR
ING A LARGE HAT 

Black chalk. Signed and dated: "L 1521." 
13 X 13i in, (33 X 33.3 cm.). 

Coll.: C. M. Dozy. 
Leiden, Museum "De Lakenhal." Acquired 

1901. 

Bibliography: N. Beets, Lucas de Leyde, 
Brussels, 1913, p. 80. M. J. Friedlander, 
Altniederl. Malerei, Leiden, vol. X, p. 
102; Comm. Cat. Exh. Dutch Art 1450-
1900, London, 1930, p. 181, no. 518; M. 
D. Henkel, pl. IV; Cat. Exh. Jeroen 
Bosch, Rotterdam, 1936, no. 49, repr. 40; 
G. J. Hoogewerff, Noord-Nederlandsche 
Schilderkunst, vol. III, The Hague, 1939, 
p. 273, pl. 141; Catalogue Stedeliik Mu
seum de Lakenhal, Leiden, 1949, no. 
245, with references to complete litera
ture. 

A citizen of Leiden or a fellow artist 
depicted by Lucas shortly after his Antwerp 
meeting with Diirer. Though previously in
fluenced by the German artist, van Leyden 
received a new impetus from the personal 
contact. The floating light, the nervousness 
of the line , and the instantaneous character 
of the likeness demonstrate that Lucas always 
retained his individuality. 

PIETER CORNELISZ KUNST 

Born in Leiden c. 1490. Son of Engebr echtsz . Known 
only in the Leiden records as a glass-painter. Received 
commissions from the city authoriti es in 1523 and 
1527. Van Mander, the biographer of the early Dutch 
painters, calls him a friend of Lucas van Leyden. 

16. THE EXTREME UNCTION 

Pen and brown ink. Signed with monogram, 
prob ably reading: "P C 1524." 9i x 7! in. 
(24.5 x 19.1 cm.). 

Coll.: C. Ploos van Arnstel and B. Coster. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired in 1879. 

Bibliography: N. Beets in Bulletin van den 
Oudheidkundigen Bond, ser. II , vol. IV, 
1911, p. 243-247 and plates; N. Beets, 
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Onze Kunst, vol. XXV, 1914, p. 98; E. 
W. Moes, Oude Teekeningen van de 
H ollandsche en Vlaamsche School in het 
Rijks Prentenkabinet te Amsterdam, vol. 
II, 1905-1906, pl. 99; M. J. Friedlander, 
Altniederl. Malerei, vol. X, Leiden, 1924, 
p. 94-95, pl. LXXX. 

Beets pointed out that this drawing has 
served, with slight variations, for a glass 
roundel in a series representing the Seven 
Works of Mercy, four of which are kept in the 
Rijksmuseum. He attributed both the glass 
panes and this and other preparatory draw
ings to Pieter Cornelisz, called Kunst. 

JAN VAN SCOREL 

Born at Schoorl in 1495; died in Utrecht in 1562. His 
first master was a local paint er, Cornelis Buys. Later 
he probably worked under Jacob Cornelisz van Oost
sanen. In 1518 he set out for Italy, and by the autumn 
of 1520 was in Venice. From there he undertook the 
voyage to the Holy Land. From 1523 until 1524 he 
was in Rome, where he became successor to Raphael 
as a keeper of the Pope's antiquities in the Belvedere 
Palace . He returned to his own country in 1524 
and established himself in the Episcopal town of 
Utrecht where he remained, except for a short interval 
in Haarlem between 1526 and 1529. Here he was 
active as painter, archit ect, and engineer. Scorel was 
the first painter in the Netherlands to change his 
style completely under the influence of the Italian 
painters of the High Renaissance. The Venetian in
fluence of Giorgione and Palma the Elder and, to a 
lesser degree, the influence of Raphael are felt in his 
work. Only in his landscapes prevailed a more 
northern conception. 

17. VIEW OF A TOWN IN THE SOUTHEAST
ERN ALPS 

aspect of the town is Italian, but the gables 
are more northern. The attribution to Jan 
van Scorel is due to Charles de Tolnay. 

JAN SWART VAN GRONINGEN 

Born c. 1500 in Gronongen and died in 1533, prob
ably in Antwerp. May have received part of training 
in Antwerp, where as early as 1522 he made designs 
for book illustrations . Later worked in Gouda, and 
possibly in Venice after 1540. A prolific artist, Swart 
worked as a painter and designer for glass-painting 
and book illustrations; a few single woodcuts by his 
hand are known. His style was influenced by Diirer 
and Beham among others and later by Jan van Scorel. 

18. A WOMAN SEATED IN A LANDSCAPE, 
LAMENTING 

Pen and brush with gray and brown ink 
heighten ed with white on gray paper. 14t x 
lH in. (35.9 x 28.3 cm.). 

Coll.: C. Ploos Van Mastel, E. Rodrigues. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired 1921. 

Bibliography: Repr. in Sale Cat. Coll. E. 
Rodrigues, Amsterdam, July 12, 1921, no. 
205. 

The subject has not been established. 
Miss L. C. J. Frerichs suggests Cassandra de
ploring Troy and the death of her father, 
Priam. This would explain the mountain on 
which the town is situated but not the ab
sence of the sea. We might think of the 
wife of Lot after having been changed into 
a pillar of salt and Sodom burning in the 
distance ( Gen. XIX:26). The landscape 
shows the influence of Jan van Scorel. 

Pen and brown ink. 5-h x 8! in. ( 13.5 x 
21.4 cm.). BAREND DIRCKSZ, called Doove Barend 

Coll.: F. Koenigs; D. G. van Beuningen. Pre
sented to the museum in 1941. 
Rotterdam, Museum Boymans. 

Bibliography: Cat. Exh. Jan van Score! Ex
hibition, Utrecht, 1955, p. 92, repr. pl. 
118; K. G. Boon, Dud-Holland, vol. LXX, 
1955, p. 216, note 18; Vijf Eeuwen Tek
enkunst, Rotterdam, Museum Boymans, 
no. 5, with repr. 

This is one of the few views left from 
those which Score! took home from his jour
ney to Italy and the Holy Land. The main 

This painter, the father of Dirck Barentsz, became 
known only through a brief statement in the biogra
phy of Barentsz by Van Mander. Apart from a few 
drawings, one corporation-piece is tentatively as
cribed to him. 

19. JUSTICE DONE TO ANABAPTISTS 
on the "Dam," Amsterdam 
Pen and wash in brown ink. Arched on top. 
14i x 8 in. (36.1 x 20.4 cm.). 

Coll.: Printroom of the University of Got
tingen. 
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Amsterdam, Museum Fodor. Acquired through 
exchange in 1937. 

Bibliography: J. Q. Van Regteren Altena in 
Jaarboek van het Genootschap Amstero
damum, vol. XXII, 1925, p. 111-123, with 
plates. 

The Anabaptists formed a singular group 
among the currents of the Reformation. A 
group of fanatical adherents instigated an in
surrection in Amsterdam. Shortly after their 
punishment, and probably in 1536, the mag
istrates had a small room in the town hall 
decorated with images of the successive 
events, no doubt to warn others against their 
repetition. These were painted by Barend 
Dircksz and were destroyed by fire in 1652. 
These drawings, which the city of Amster
dam exchanged with the Gottingen Museum, 
contain the oldest views of the town known 
at present. 

MAERTEN JACOBSZ VAN HEEMSKERCK 

Born in 1498 in Heemskerch and died in 1574 in 
Haarlem. Received his training in Haarlem and Delft, 
and from 1527 to 1529 was a pupil of Scorel. In 
Rome from 1532 to 1536, and then returned to Haar
lem where he became the leading artist of his time . 
It was Heemskerck who first introduced the art of 
Michelangelo into Holland, and his subjects are often 
connected with the humanist movement. He was also 
the first artist whose work was reproduced by several 
engravers. 

20. LEAF FROM ONE OF HIS ROMAN 
SKETCH BOOKS 
Pen with dark brown ink on white paper. 
Traced for transfer ( for a print?). On the 
verso an illegible signature ( ?). 7-h x lH 
in. (18 .7 x 28.2 cm.). 

Amsterdam, Prof. Dr. J. Q. Van Regteren Al
tena. 

The artist's keen interest in classical 
Rome did not hamper his ability to depict 
landscape fluently. Through the means of 
line alone, he evoked a sense of distance and 
space and the proportions of the mighty, ov
ergrown ruins. 

21. THE CrncuMCISION 

Pen and light brown ink. Signed and dated: 
"Martijn van Heemskerck inventor f. 1564." 
The pen lines have been indent ed for transfer 
into an engraving. 

Coll.: G. Braamcamp; J. van der Marek; A. 
Mos; F. Koenigs; D. G. van Beuningen. Pre
sented to Museum in 1941. 
Rotterdam, Museum Boymans. 

Though the drawing shows the marks 
of transfer for a print, this has not been de
scribed in Kerrich's catalogue, and thus far 
has not been found. Among the numerous 
designs intended for engravings, which Heems
kerck executed during the later part of his 
life, this ranks as one of the most delicate. Its 
technique of short lines and dots, suggesting 
vibrating light, is akin to that of the Wiericx 
family. 

DIRCK PIETERSZ CRABETH 

Probably born in Gouda, where he died 1577. May 
have been in contact with Jan Swart in his youth. As 
early as 1540 mentioned as a glass-painter, and all of 
his known drawings are connected with glass-painting. 
With his brother, Wouter, executed paintings on win
dows of Church of St. John, Gouda, 1555-1571. Also 
received commissions for tapestries, cartoons, and 
maps. 

22. DESIGN FOR A MONUMENTAL CHURCH 
WINDOW 
Adam digging and Eve spinning in company 
with Cain and Abel in a landscape full of ani
mals. From the clouds God the Father sends 
a message: Crescite et Multipli camini ( Gen. 
IX:7; 10). 
Rounded off at the top. Pen and ink washed 
in gray and red-brown on top of a sketch in 
black chalk. 17t x 5!1 in. ( 40.5 x 14.8 cm.). 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired in 1936. 
Bibliography: V ers1agen omtrent 's Riiks 

Verzamelingen van Geschiedenis en 
Kunst, 1936, vol. LIX, The Hague, 1937, 
p. 24 with repr. (as Wouter Crabeth) . 
J. Q. Regteren Altena in Oud-Hol1and 
vol. LV, 1938, p. 107-114, pl. S; A. Van 
der Boom, Monumentale Glasschilder
kunst in Nederland, 's-Gravenhage, 1940, 
p. 159, pl. 2-6; Cat. Exh. Glasschilder
kunst, Amsterdam, 1948, no. 14. 
The style of Dirck Crabeth's drawings 

has been established by van Regteren Altena 
on the basis of three models for windows in 
the church at Gouda. This work may have 
been a pattern for the windows destroyed in 
the fire of 1552. Van der Boom dates it c. 
1550. The same dog occurs in a model for 
part of another window, in the Albertina, 
Vienna. 
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23. THE HEAD OF A DONOR 

Black oil-chalk and pen. The reverse in 
black chalk. A number "XVIII" seems to 
indicate a color to be used for the glass-pane. 
An illegible name in a later handwriting in 
pencil at the bottom of the page. lH x 8H 
in. (28 .8 x 22.1 cm.). 

Col.: N. Hone 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired in 1953. 

Bibliography: J. Q. Van Regteren Altena in 
Oud-Holland, vol. LXVIII, 1953, p. 3-12 
with plate. 

In this drawing, executed from life for 
the church windows at Gouda, Crabeth con
sciously adapted the image to the require
ments of glass painting. The stress on the 
outlines and the desire for a plastic effect 
recall somewhat the portraits of Lucas and 
may be compared also to the church cartoons. 
The drawing is from the artist's early period. 

DIRCK BARENDSZ 

Born in Amsterdam in 1543; died there in 1592. Son 
of a local artist. Went to Italy in 1555 where he en
tered Titian's studio in Venice. Had contact with 
Philips Marnix of St. Aldegonde, the antiquarian 
Lampsonius. Returned to Amsterdam in 1562. One 
of the first painters of corporation -pieces and an 
accomplished portrait painter. In his religious paint
ings introduced a freely applied brush stroke in the 
style of the later Venetian painters such as Schiavone. 
This also appears in his drawings. 

24. DAVID PLAYING THE HARP 

Pen and wash in brown ink, heightened with 
white. Monogrammed: "T.B." (i.e. Theo
dorus Bernardi). 81 x 10ft in. (21.2 x 27.2 
cm.). 

Coll.: N. C. de Gijselaar. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-
um, 

Bibliography: M. D. Henkel, p. 22, pl. XI; 
Cat. Exh. De Triomph van net Manier
isme, Amsterdam, 1955, no. 167. 

The drawing reveals the strong Venetian 
influence. It introduced a sense for color 
and the effects of impasto to the Amsterdam 
school. 

ANTONIS MOR called Antonio Moro 

Born in 1519 in Utrecht. Died in 1575, probably in 
Antwerp . According to Van Mander, a pupil of Jan 
van Scorel, whose style he followed in his early years. 
After a short stay in Antwerp, he was in Rome in 
1550 and returned via Portugal to Utrecht in 1554. 
Worked there, with interruptions, until 1567 in the 
service of King Philip II of Spain. In 1567 left 
Utrecht for Antwerp and Brussels. Mor is the typi
cal 16th century portrait painter of the Spanish court. 
His style changed from the Venetian Renaissance 
conception into a more severe, courtly manner that 
recalls the portraits of Bronzino, yet Mor retains a 
Holbeinesque approach to nature. 

25. PORTRAIT OF CAROLUS CLUSIUS 

Black and red chalk. Inscribed with the pen: 
"Carolus Clusius effigi" and, in later hand
writing: "Ant. Moor fe." 12 x 19! in. ( 30.4 
x 23.1 cm.). 

Coll.: C. Ploos van Amstel; Sir Th. Lawrence; 
Sir John Leslie, Bart .; F. Koenigs; D. G. van 
Beuningen. Presented to the museum, 1941. 
Rotterdam, Museum Boymans. 

Bibliography: A. E. Popham in Old Master 
Drawings, vol. III, 1928-1929, p. 10, pl. 
13; A. J. J. Delen, Tekeningen van Vlaam
se Meesters, Antwerp, 1942, p. 84-85, 
pl. X; F. W. T. Hunger, Charles de 
l'Ecluse II, 1943, frontisp.; Vijf Eeuwen 
Tekenkunst in Museum Boymans te Rot
terdam, 1957, no. 7. 

Charles de l'Ecluse, by his Latin name 
Carolus Clusius, after extensive travel all over 
Europe, settled in Leiden in 1593. Both 
Mor and Clusius were in the Netherlands c. 
1565, and the drawing was probably executed 
at that time. Among the several engraved 
portraits of Clusius, the one by Martinus 
Rota ( B.62, dated 1575) is most closely re
lated to Mor's portrait. 

KAREL VAN MANDER 

Born in 1548 at Meulebeke in Flanders. Died in 1606 
in Amsterdam. Pupil of Lucas de Heere at Ghent and 
of Pieter Vlerick at Kortrijk. In Italy from 1573 to 
1577, where he met several artists, whose lives he 
later described in his Schilderboeck, a series of bi
ographies of the painters of Italy and the Nether
lands. There he also came into contact with Sprang
er, who invited him to Prague to collaborate on a 
triumphal arch for Emperor Rudolph II in 1577. He 
returned to Flanders for a short time, but was forced 
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to leave the country because of his religious convic
tions. He finally settled in Haarlem, where with 
Goltzius and Cornelis van Haarlem, he formed an 
Academy to study the nude. He condensed the the
oretical principles of the art of painting into a man
ual for young artists, which he called Den Grand der 
Edel Vrii Schilder Const ( the basis of the noble lib
eral art of painting). This didactic poem serves as 
the introduction to his biographies. His art draws 
largely from Italian sources. Only in his genre-pieces 
does he strike. a more indigenous note. 

26. A MERRY PEASANT CoUPLE returning 

from a Fair 
Pen and brown ink washed over black chalk. 
The lines are indented for transfer into li 
print. Signed and dated: "K v. Mander in
vetor fee. 1588" ( the initials as a monogram ) . 
With the painters autograph distych in the 
margin below: 

"Nu ven ick Lustich fijn ende fris 
maer ten is niet allen dach kerremis." 
( "Now I am happy, breezy, and gay, 
But the fair is not every day.") 

9& x 7i in. ( 24.8 x 18.9 cm.). 

Amsterdam, Rijksprentenkabinet, Rijksmuse
um. Acquired in 1912. 

Bibliography: El Valentiner, Karel van 
Mander als Maler, Strasborg, 1930, p. 
21-22, 92, cat. no. 31, plate VI; J. Q. 
Van Regteren Altena in Elseviers Geillus
treerd Maandschrift, vol. XCIII, Amster
dam, 1937, p . 168; Cat. Exh. Dutch 
Drawings around 1600, The Hague, 1952, 
no. 52. 

This bold drawing from van Mander's 
first Haarlem period was engraved by an 
anonymous artist, with the distych mentioned 
and with a second one added. Though most 
reminiscent of Pieter Breughel, van Mander' s 
figures of peasants were conceived in the 
mannerist style of the time. 

HENDRICK GOLTZIUS 

Born in 1558 in Miihlbracht and died in 1617 in 
Haarlem. Received early training from his father, 
and later from the Heemskerck engraver and the 
poet Coornhert. Accompanied his master to Haarlem 
where he remained to become the leading engraver 
of the Haarlem School. In 1590-91 he traveled to 
Italy. Best known for his engravings and drawings, 
he pursued a variety of techniques, sometimes going 
back to Diirer and at other times approaching the 
work of his Italian contemporaries, Zuccaro and 
Baroccio. 
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27. PoRTRAIT OF A BoY 

Metalpoint on prepared ground. Inscribed: 
"Ae 13". An inscription on verso has been 
pasted over. 3i x 2i in. (9.6 x 6.1 cm.). 

Coll.: J. H. Kops, owner of the "Panpoeticon 
Batavum." 
Haarlem, Teylers Stichting. 
Bibliography: H. J. Scholten, p. 44-45, no. 48; 

Cat. Exh. H. Goltzius, Rotterdam-Haar
lem, 1958, no. 66, pl. 39. 

Formerly known as a portrait of the 
young Hugo de Groot, who, already famous 
as a child, was depicted at the age of 15 
in an engraved portrait, not unlike this, by 
Jacques de Gheyn. Also, may represent Jacob 
Matham who, at the age of nine, became 
Goltzius' stepson. 

28. PORTRAIT OF JAN SADELER 
Black and red chalk and pastel colors. Mon
ogrammed: "H G 1592." 13 x 9i in. ( 33 x 
23.8 cm.). 

On the reverse the inscription: "Hans Sade
laer Constrijck plaetsni;der van de Hertooch 
van Bayeren, geteekent naer 't leeve van de 
vermaerde Mr. Hendrick Goltzius 1591 voor 
zijn vrient P. van Wingen." 

Coll.: J. de Vos Jr. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired 1883. 

Bibliography: Repr. in E. W. Moes, Oude 
Teekeningen van de Nederl. en VI. School 
in het Riiksprentenkabinet te Amsterdam, 
's-Gravenhage, 1905-1906, no. 37. 

During his journey to Italy, Goltzius 
drew several remarkable portraits of fellow 
artists. This work depicts his friend Hans 
Sadeler, a Flemish engraver living in Frank
furt. It was dedicated to Ph. van Winghen, 
the learned antiquarian whom Goltzius had 
met in Italy. In its delicate handling and 
superb freshness it is reminiscent of the 
French "crayons" of the Clouets and their 
school. 

29. THE SCULPTURE OF ARIADNE 

Black and white chalk on blue paper. 10 x 
UH in. (25.4 x 30 cm.). 

Coll.: The Emperor Rodolphe II at Prague; 
Queen Christina of Sweden in Stockholm 
and Rome; Card. Azzolini, Livio Odescalchi, 



Bald. Odescalchi, Duca di Bracciano. 
Haarlem, Teylers Stichting. Acquired in 1'792. 

Bibliography: H. J. Scholten, p. 50 ( as Cle-
opatra). 0. Hirschmann, Hendrick Golt
zius als Maler, The Hague, 1916, p. 12, 
note 2 ( as from another hand). 

This drawing was executed during Golt
zius' sojourn in Rome, where he systematically 
portrayed the famous sculpture of the past. 
This statue of the sleeping Ariadne was in
stalled above a fountain in the Court of the 
Belvedere by Pope Julius II. For centuries 
it was thought to represent Cleopatra, and 
the copy, executed in bronz e for Franc;ois I, 
was placed as such in the gardens of Fontaine
bleau Castle. It is now in the Louvre. The 
original marble was sent to Paris by Napoleon 
in 1804 and restored to Rome after his fall. 

30. A LONG-HAIRED SPANIEL SEATED 

Metalpoint on yellow prepared paper. In 
the upper corner at right the nwnber "2." 
4 x 2! in. (10.2 x 7.5 cm.). 

Coll.: C. J. Fodor, bequeathed to the City of 
Amsterdam. 
Amsterdam, Museum Fodor. 

Bibliography: Beschrijving der schilderijen, 
teekening en etc. in het Museum Fodor te 
Amsterdam, Amsterdam, 1863 no. 68; J. 
Q. Regteren Altena, Jacques de Gehyn, 
Amsterdam, 1935, p. 57; the same, Dutch 
Master Drawings of the XVIIth Century, 
London, 1949, no. 7b; Cat. of the Golt
zius Exhibition, Rotterdam-Haarlem, 
1958, p. 30. 

A print dated 1597, showing Frederik 
de Vries playing with this dog, indicates that 
it was, actually, Goltzius' own, as young de 
Vries was living in Goltzius' home at the 
time. 

31. VIEW OF THE COUNTRY AT THE FOOT OF 
THE DUNES NEAR HAARLEM 

On the reverse, the name of Lucas van Uden, 
and: "H. Goltzius Possessor" over an old in
scription, probably Goltzius' initials or his 
name. 

Pen with brown ink. Monogrammed in a 
different hand: "L. V. V. 1615." 6! x lH 
in. ( 16 x 28.6 cm.). 
Coll.: Boguslaw; B. Jolles (as Lucas van 
Uden); Dr. A. J. Domela Nieuwenhuis. 
Rotterdam, Museum Boymans. Acquired in 

1923. 

Bibliography: J. G. Van Gelder, Jan van de 
Velde, The Hague, 1933, p. 52, pl. 28; 
E. Haverkamp Begemann in Bulletin Mu
seum Boymans, vol. IV, 1953-1954, p. 
67-72; J. B. Van Gelder in Oud-Holland 
vol. LXX, 1955, p, 24; Cat. Exh. H. Golt
zius, Rotterdam-Haarl em, 1958, no. 92. 

Originally ascribed to Lucas van Uden, 
according to the inscription on the reverse, 
this landscape has been claimed for Goltzius 
by Haverkamp Begemann. An inscription on 
verso may have been misunderstood by the 
person writing a second one on top of it, 
and the initials may be those of a possessor 
in 1615. Van Gelder attributed the drawing 
to Jakob Matham, and suggested that it was 
executed by him in Rome in 1603. This, 
however, is improbable in view of the Dutch 
character of the farm and of the site in gen
eral. The supposition that Lucas van Uden 
as a young man of 20 worked at Haarlem 
under Goltzius' immediate influence is not 
acceptable. 

JACQUES DE GHEYN 

Born in Antwerp in 1565 and died in 1629 in The 
Hague. Educated by his father as a glass-painter. 
From 1585 a pupil of Goltzius. Between 1591 and 
1595 often changed his residence . Thereafter lived in 
Leiden; in 1603 established himself in The Hague. 
Executed several commissions for Prince Maurice of 
Orang e. Apart from his drawings, engravings, and 
miniatures, he also executed commissions for maps, 
and occasionally designed gardens. De Gheyn was 
an accurate observer with a keen interest in animal 
life. His interest in all aspects of nature 
may have been evoked by his associations with the 
learned circles in Leid en; among them Carolus Clus
ius, the founder of the Leiden Botanical Garden. 
Drebbel in whose "chambre obscure" de Gheyn took 
a great interest, was also among his acquaintances. 

32. A YoUNG TRUMPETER 

Pen and brown ink washed in gray. 5£ x 
6f.r in. (14.7 x 15.5 cm.). 

Coll.: D. Muilman; H. van Maarseveen; C. 
Ploos van Amstel; sale Amsterdam, June 15th, 
1908 ( cat. no. 211); C. Hoogendijk; Dr . C. 
Hofstede de Groot. Bequ eathed to the mu
seum . 
Groningen, Groning er Museum voor Stad en 

Ommelanden. 

Bibliography: J .Q. Van Regteren Altena, 
The Drawings of Jacques de Gheyn, 
Amsterdam, 1936, p. 53, 83-84. 
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One of four drawings of a trumpeter . The 
others are in the Amsterdam and Berlin 
Printrooms and in the Lugt collection, Paris. 
Originally, part of a series of prints illustrat
ing the equipment and the pursuits of cavalry. 

33. LEAF FROM A SKETCHBOOK: the bailiff 
Halling sitting at a table on which he 
leans his left arm. He holds a glass in 
his right hand. To the right: a woman 
nursing a child. 
Pen and brown ink. Inscribed, signed, and 
dated on the short end of the tables: "den 
Erntfesten halling geteyckent naer 't leven 
als hij noch was doorwaerder van H oove van 
Hollant Anno 1599 .. .DG Fe" ("The worthy 
Halling drawn from life when still a bailiff 
of the Court of Holland") with an old num
ber ( half erased) : 66. 15-h- x 8 in. ( 15. 7 
x 20.5 cm.). 

Coll.: Private Collection, Amsterdam. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired 1957. 

The age of the child makes it probable 
that de Gheyn's only son was portrayed with 
his nurse . This may lead to setting later the 
hypothetical year of his birth, until now 
given as 1596. By 1600 de Gheyn was in full 
command of his powers as a draftsman. He 
was soon to abandon engraving altogether and 
to concentrate on painting and drawing. In 
this sheet the different expressions of the faces 
strike us: that of the child with its quiet eyes 
lifted; of the woman, who has a restful mom· 
ent to muse; and the vivid attention shown by 
the bailiff. 

34. A MAN ON HORSEBACK 
Pen and brown ink on browned paper. Mon
ogrammed "I D G. in. 1603". ( On verso: "A 
masterly etching by gheyn J.N."). 6! x 10! 
in. ( 16.7 x 27.4 cm.). 

Coll.: J. N. (J. Norman?). 
Amsterdam, Prof. Dr. J. Q. Regteren Altena. 

A late mann erist landscape drawing of 
a purely imaginative kind. Similar buildings 
as on the mountains may be found with the 
South German artists of the Danube School, 
but the tower belongs to one of those fortify. 
ing Amsterdam. A peculiar tension has been 
created by contra sting the movement of the 
twisted rocks with the calm waters which 
surround them. 

35. AN ELDERLY MAN SEATED, IN A PENSIVE 
Moon 
Black and whit e chalk on light brown paper. 
6! x 4H in (16.5 x 10 cm.). 

Coll.: J. van der Marek (as one of two por
traits of himself); C. Ploos van Ams tel; W. 
P. Kops; J. G. Baron Verstolk van Soelen. 
Haarlem, Teylers Stichting. Acquired 1847. 

Bibliography: H. J. Scholten, p . 56, no. 86; J. 
Q. van Regteren Altena, The Drawings of 
Jacques de Gheyn, Amsterdam, 1936, p. 
47; H. Buisman, Teylers Museum , Haar
lem. V eertig teekeningen etc., Leipzig, 
1924, p. 5, pl. 3. 

A companion piece shows the same sitter 
seen from the side. His identity is unknown, 
but might be the same as the one portrayed 
in a circular pen-drawing in the Albertina, 
Vienna, which looks as if it were a portrait 
done in a round mirror, probably a self
portrait . De Gheyn made studies in a com
bination of mirrors at an advanced age after 
he had "lost his wife and when his forehead 
was filled with wrinkles. 

ABRAHAM BLOEMAERT 

Born in 1564 in Dordrecht and died in 1651 in 
Utrecht. Received his first training from his father, 
who moved via 's-Hertogenbosch to Utrecht. Worked 
in Paris from 1580 to 1583. In 1591 he went with his 
father to Amsterdam and had his studio in the church 
of the Klarissen Convent. In 1593 return ed to Utrecht. 
The strong Italian influence on Bloemaert, who never 
went to Italy, probably derives from Fontainebleau, 
where he could have seen early mannerism. Together 
with Goltzius, de Gheyn, van Mander, and others, he 
developed a North Netherlandish mannerism. Later, 
when he followed the naturalistic tendencies of 17th 
century Dutch art, he remained a strong influence on 
fellow artists. 

36. TREES NEAR A Rusnc BRIDGE, with a 
lock. 
Black chalk, pen and dark brown ink, and 
watercolors. 6i x 7i in. ( 15.5 x 19.6 cm.). 

Coll.: C. Ploos van Amstel. 
Haarlem, Teylers Stichting. Acquired 1800. 

Bibliography: H. J. Scholten, p. 63, no. 13. 

One of the many colored landscape 
studies executed by Bloemaert around 1610 
in the neighborhood of Utrecht. By this 
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time he was working in a naturalistic style. 
Sketches of peasant dwellings and plants 
served as a basis for his painted landscapes. 

37. STUDY FOR A FIGURE OF CHRIST 

Black chalk on light brown paper. Inscribed: 
"Bloemart." 5i x lOi in. (14.6 x 26.3 cm.). 

Coll.: E. V. Utterson. 
Amsterdam, Prof. Dr. J, Q. Van Regteren Al

tena. 

Bibliography: D. Hannema, Bulletin Museum 
Boymans, 1937, p. 7, repr. VI. 

There is another design for a Lamenta
tion in the Louvre. The present study has 
been used for the painting in the Boymans 
Museum, Rotterdam, which Hannema dates 
between 1625 and 1630. 

HENDRICK CORNELISZ VROOM 

Born in 1566 in Haarlem and died there in 1640. 
Started as a painter of pottery in his father's work
shop. Traveled in many countries. On one of his 
journeys met Paul Bril in Rome, who encouraged him 
to become a painter. Continued his journeys by sea 
until he was shipwrecked on the shores of Portugal. 
In 1596 settled in Haarlem, where he started to paint 
ships and sea battles. He also drew cartoons for 
tapestries for the Delft tapestry-weaver Spierinx. 

38. A DUTCH MAN-OF-WAR 

Pen and watercolors. 4i x 7-h in. ( 11.8 x 
18 cm.). 

Coll.: J. van der Willigen; W. Pitcairn 
Knowles. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired in 1902. 

Bibliography: Repr. in E. W. Moes, Oude 
Teekeningen van de Holl. en VL, School 
in het Rijksprentenkabinet te Amsterdam, 
's-G!ravenhage, 1905-1906, pl. 92; M. 
Dobroklonsky, Musee de l'Ermitage, Des
sins de Maitres Anciens, Exposition de 
1926, Leningrad, 1927, p. 65-66. 

An early marine drawing by the first 
specialist in naval painting. It depicts a 
man-of-war from the first quarter of the 
17th century. The easy pen strokes and the 
light touches of the brush were common to 
several artists working at the beginning of the 
century. 

ROELANT SA VERY 

Born at Courtrai in 1576 and died in 1639 at Utrecht. 
Came to Holland in 1591 and lived for a short while 
at Amsterdam. Called to the court of the Emperor 
Rudolph II at Prague in 1604, where he was able to 
study the mountain scenery of the Tyrol. After the 
death of Rudolph he came into the service of his 
successor Matthias. In 1616 he returned to Amster
dam and in 1619 settled at Utrecht. Savery special
ized in the representation of wild scenery, mostly with 
animals. He was an expert at drawing animals, and 
was a flower painter of repute. 

39. THE TRUNKS OF LARGE TREES, whose 
roots suggest fantastical animalesque 
forms. 
Oil-chalk and watercolors on brown paper. 
Signed: "R. Sav". On verso the name: "R. 
Savrij" in red chalk. 19 x 14-r\ in. ( 48.2 x 
37 cm.). 

Coll.: Dr. C. Hofstede de Groot. 
Amsterdam, Prof. Dr. J. Q. Van Regteren Al-

tena. 

Bibliography: J. G. Van Gelder, Beeldende 
Kunst, 1938, III, no. 4; Cat. Exh. De 
Bosch a Rembrandt, Brussels, 1937-38, 
no. 36; Cat. Meesterwerken, Rotterdam, 
1938, no. 353; Cat. Exh. Roelant Savery, 
Gent, 1934, no. 155. 

When living in Tyrol and working for 
the Emperor, Savery executed a number of 
mountain views, which later served him 
for his paintings. It is not certain whether 
this drawing derives from this epoch or from 
a later one. 

DAVID VINCKEBOONS 

Born in 1576 in Malines and died in Amsterdam in 
1633. Trained by his father, Philip Vinckeboons. The 
family emigrated to Holland in 1591 and settled in 
Amsterdam after a stay in Middleburg from 1586 to 
1591. Vinckeboons continues a Flemish tradition, 
which started in Antwerp with Matthijs Cock and 
Lucas van Gassel, and reached a zenith with Breu
ghel. In his landscape drawings he forms a link 
between the Breughel school and the early 17th 
century landscapists in Holland. 

40. THE HEALING OF THE MAN BORN BLIND 
(John IX: 1-6) 
Pen and brown ink washed with gray lavis. 
The lines are indented for transfer into a 
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print. Signed and dated: "Davidt Vinck
boons 1601." 14 x 19 in. (35.3 x 48.2 cm.). 

Coll.: A. Von Lanna; J. Werneck; Liechten
stein. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired 1948. 

Bibliography: K. Goossens, David Vincke
boons, Antwerp, 1954, p . 31, repr. 14. 

This drawing, one of the major perform
ances of Vinckeboons, has been engraved in 
reverse by Johannes Londerseel, the theme 
having been changed into the "Healing of the 
Man Possessed by a Devil." While living at 
Amsterdam Vinckeboons continued to work 
in the manner of Pieter Breughel's composi
tions and Jan Breughel's minute rendering of 
foliage and other details. The present am
bitious conception was obviously meant to 
be carefully translated into a large print, 
many copies of which could be dispersed by 
the printsellers. 

GERARD TERBORCH, The Elder 

Born in 1584 in Zwolle and died there in 1662. From 
1602 to 1611 he visited Cologne and traveled through 
Germany and Austria to Italy; there he lived in Ven
ice, Rome ( for some time in the palace of Cardinal 
Colonna), and Naples. In Rome he met Lastman, 
Rembrandt's future teacher, and Adam Elsheimer. He 
came back to Zwolle through France by way of 
Proven~e, where he drew the ancient buildings at 
Nimes and Bordeaux. 

41. Vmw IN RoME, FROM MoNs VINIMALIS, 
NEAR S. LORENZO IN p ANISPERNA, 

TOW ARD STA. MARIA MAGGIORE 

Pen and light brown ink Signed and dated: 
"G. T. Borch F. in Roma. Anno 1609." lOi 
X 7i in. (27.4 X 19.7 cm.). 

Coll.: Zebinden ( descendants of the Terborch 
family). 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired 1887. 

Bibliography: I. M. Blok, Mededeelingen van 
het Nederlandsch Historlsch Instituut te 
Rome, vol. V, 1925, p . 129; H. Egger, 
Romische Veduten, vol. II, Vienna, 1931, 
p. 26, pl. 62. Repr. Eduard Plietsch, 
Gerard Ter Barch, Vienna, 1944, pl. 101. 

The Via Panisperna, farther on called 
Via Sta. Maria Maggiore, formed part of a 

system of roads radiating from Sta. Maria 
Maggiore and was creat ed by Pope Sixtus IV 
( 1585-1590). This road was meant to form 
a direct connection between the basilica and 
Trajan's Column. It appears already on 
Tempesta's "Prospect of Rome" of 1593. When 
compared with the plan this drawing gives 
a clear idea of the building activity. Prof. 
Egger had noted that the Campanile of Sta. 
Maria Maggiore has been shifted somewhat 
to the left, probably to create a more elegant 
perspective. Terborch's style of drawling, 
based on that of such 16th century Roman 
topographers as Heemskerck and Bril, dis
tinguishes itself both by a particular sensitiv
ity to the effects of light and dark and by a 
predilection for the horizontal and vertical. 

HENDRIK AVERCAMP 

Born in 1585 in Amsterdam and died in 1634 at Kam
pen. In 1586 moved with his parents to Kampen. 
He was a deaf-mute and was called "de Stomme 
(i.e. Mute) van Kampen." Had training with P. 
lsaacksz in Amsterdam and returned to Kampen in 
1625. His favorite subjects were winter landscapes 
and skaters, mostly in the surroundings of the town. 
A vercamp was one of the earliest draftsmen to use 
pure watercolors for his landscapes. 

42. A WINTER SCENE 

Pen and water and body color. Signed with 
the artist's monogram on a pole in the fore
ground left: "H A." n x 131 in. ( 20 x 33.3 
cm.). 

Coll.: J. de Vos, Jr. 

Amsterdam, Rijksprentenkabinet, Rijksmuse
um. Acquired in 1883. 

Bibliography: Henkel, p. 113, pl. XXXIV; 
Clara Welcker, Hendrick Avercamp en 
Barent Avercamp, Schilders tot Campen, 
Zwolle, 1933, p. 241, pl. 11; Cat. Exh. 
De Bosch a Rembrandt, Brussels, 1937-
38, no. 43; K. G. Boon, "De Tekenkunst 
in de Zeventiende Eeuw" Kunstgeschied
enis der Nederlanden, vol. II, Utrecht, 
1955, p. 136, pl. 1. 

The drawing was etched in the 18th 
century by Hendrik Spilman. The effect of 
a late winter afternoon, when distances be
come hazy under a sky in full colors, has 
been admirably achieved by the artist, by use 
of a mixture of water and body color. 
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43. A GENTLEMAN AND A YouNG LADY, 
standing as spectators 
Brush and watercolors over a sketch in black 
chalk, the faces accentuated by pen. 5H x 
4-i.- in. ( 15.1 x 11.9 cm.). 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired in 1952. 

Bibliography: Rijksmuseum te Amsterdam. 
V erslagen van 's Rijks V erzamelingen van 
Geschiedenis en Kunst over het Jaar 
1952, 's-Gravenhag e, 1953, p. 34. 

The costume of the young couple makes 
it probable that they were sketched while 
watching a winter scene. 

WILLEM PIETERSZ BUYTEWECH 

Born in 1591 in Rotterdam and died there in 1624. 
Buytewech, probably trained as an engraver, is men
tioned for the first time in 1612 as a member of the 
painters' guild in Haarlem, together with Es. van de 
Velde and H. Seghers. Remained there until 1615. 
From 1617 lived in Rotterdam. Buytewech, together 
with Hals, begins a new phase in genre painting, and 
his approach to landscape is also entirely different 
from that of the 16th century. He was a spirited 
etcher and left numerous drawings . 

44. C1MON AND PERO 

Black chalk, pen and brush, with brown ink 
and white heightenings on blue paper. ( The 
upp er part is drawn on a separate sheet 
of slightly paler color.) 15! x 12! in. ( 39.1 
x 31.1 cm.). 

Coll.: Mrs. H. Kroller-Miiller. 
Otterlo, Rijksmuseum Kroller-Miiller ( as pos

sibly by A. Bloemae rt). 

The so-called "Caritas Romana" was a 
favorite subject of the baroque painters. It 
eulogized a Roman daughter who had saved 
her imprisoned father from starvation by 
feeding him from her breasts. The drawing, 
hitherto attributed to A. Bloemaert, is here 
ascribed to Buytewech because of the female 
figure type and the handling of both inani
mate objects and the figures. One sees the 
artist's resolution of mannerist elements and 
a Rubenesque grandeur of design. 

45. A HANDSOME YoUNG COUPLE before a 
sarcophagus 

Red chalk. Signed by the artist in the lower 
right-hand corner: "Butew ech." 7! x 5i in. 

( 18.5 x 14.3 cm.). 
Rotterdam, Museum Boymans. 

in 1932. 
Acquired 

Bibliography: Cat. Exh. Dutch Drawings 
around 1600, The Hague, 1952, no. 8. 

The drawing seems to contain allusions 
to the frailty of life and youth. The young 
man appears in exactly the same attitude on a 
larger drawing in a different technique ( black 
chalk) in the Amsterdam Printroom. The cos
tumes suggest c. 1615 as a date. 

FRANS HALS 

Born c. 1580 and died in 1666 in Haarlem . Mentioned 
in Haarlem in 1611 for the first time. Probably re
ceived his early training from Karel van Manders 
nothing is known with certainty about his early 
paintings. In 1616 he is still mentioned as Frans 
Hals from Antwerp. In 1644 he was a commissioner 
of the painters' guild. His later life beset by financial 
difficulti es, until he got an annual stipend in 1664. 
Hals' drawing style is still a subject of much con
troversy. His manner of painting makes it probable 
that he seldom used preparatory sketches. Therein 
may lie the reason for the scarcity of drawings by 
Hals. 

46. A STANDING CAVALIER 
Black and white chalk on gray paper. On 
the reverse, in an old hand: "F. Hals." 17! x 
8! in. (41.9 x 22.7 cm.). 

Amsterdam, Rijksprentenkabinet, Rijksmuse
um. Acquired in 1914. 

Though once doubted to be his, the vig
orous and masterful sketch belongs to Hals' 
first mature period when he painted a few 
men's portraits in full view. 

HERCULES SEGHERS 

Born at Haarlem c. 1590 and died at The Hague c. 
1638. Received his training from the Flemish land
scape painter Gilles van Coninxloo in Amsterdam. 
In 1612 he was a member of the painters' guild at 
Haarlem. He lived in Amsterdam (1614-1631), 
Utrecht ( 1631-c. 1633), and The Hague ( c. 1633-
1638?). Having incurred heavy debts while living 
in Amsterdam, he tried to make a livelihood as an 
art dealer. Seghers is one of the most mysterious 
phenomena in the 17th century Dutch art world. 
Rembrandt admired his landscapes, owned some of 
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these, and reworked one of his copperplates. Seghers 
produced color-prints of landscapes through methods 
which even now are difficult to analyze, and whereby 
he obtained wonderful results. There is a consider
able influence from earlier South German art in his 
etched work. Only three drawings are known to be 
from his hand, and others have been wrongly at
tributed to him. 

47. A FARMYAlID 

Body color on top of an uneven layer of gray
ish color through which a drawing with the 
brush shines through. Some of the outlines of 
the underlying sketch have been gone over in 
pencil in a later (?) hand. Some of the out
lines are pricked for transfer. 7 x lH in. ( 17.7 
x 29.1 cm.). 

Coll.: Michie! Hinloopen. Bequeathed to the 
City of Amsterdam. 
Amsterdam, Rijksprentenkabinet, Rijksmuseum. 

Bibliography: Cat. Exh. Seghers, Rotterdam, 
1954, no. 32; J. Q. van Regteren Altena, 
"Hercules Seghers en de topografie," in 
Bulletin van het Rijksmuseum, vol. III, 
1955, p. 3. 

One of the few existing drawings by 
Seghers, executed in material similiar to that 
used in some of the etchings. The similarity 
in technique to a small etching of the ruins 
of the Abbey of Rijnsburg, to be dated before 
1627, leads van Regteren Altena to date the 
drawing c. 1627. 

BARTHOLOMEUSBREENBERGH 

Born in 1599 at Deventer and died c. 1659 at Am
sterdam. Active in Amsterdam, where he is men
tioned in 1619. In Rome thereafter, he was in touch 
with Paul Bril, Elsheimer, and the Dutch painter Poel
enburgh. The last two may have exercised consider
able influence. Breenbergh in turn inspired Claude 
Lorrain, after his return to Rome in 1627, in his land
scape drawings. He had a remarkable gift for render
ing effects of sunlight by delicate washes with the 
brush. Breenbergh returned to Amsterdam in 1633, 
where he continued to paint his Arcadian subjects. 

48. THE Rums OF THE MoNUMENTAL NYM

PHAEUM OF AQUA JULIA near S. Eusebio, 
Rome, on the Esquiline Hill, seen from 
behind. 
Black chalk and brown ink with brush. On 
the reverse: "Bart. Breenberg-1625," in a 
later hand. Si x 13 in. ( 22.4 x 31.8 cm.). 

Haarlem, Teylers Stichting. 

Bibliography: Scholten, p. 96, no. 14; H. 
Egger, Romische Veduten, vol. II, 1931, 
pl. 61 and p. 26 ( wrongly as belonging 
to the Rijksprentenkabinet, Amsterdam); 
G. Naumann, Die Landschaftszeichnun
gen des Bartholomeus Breenberg, Diss., 
Heidelberg, s.a. p. 65, no. 63. 

The dismantled Nymphaeum of the Julian 
Aqueduct was a favorite subject for the Dutch 
artists in Rome. Breenbergh was able to de
fine its still monumental forms by well ob
served contrasts of sunlight and shadows. The 
date 1625 probably rests on an older inscrip
tion now lost. 

CORNELIUS HENDRIKSZ VROOM 

Born c. 1600 and died in 1661 at Haarlem. Probably 
was pupil of his father, Hendrik Cornelisz Vroom. 
He enjoyed a good reputation and in 1638 was com
missioned by Prince Frederik Hendrik to paint large 
landscapes for the palace of Honselaersdyk near The 
Hague. His style developed from Elsheimer and 
the oblong prints of Jan van de Velde to concen
trated form like Jacob van Ruysdael's first concep
tions. He had a delicate understanding of the light 
effects of different times of day. 

49. TIIBEE OLD OAKS BY A RoAD 

Pen and brown ink over black chalk. Anno
tations by the artist's hand in two places be
tween branches: "lucht" ( "free air"). 7i X 

12* in. (20 x 31 cm.). 

Coll.: W. Pitcairn Knowles; R. della Faille de 
Waerloos; Dr. C. Hofstede de Groot. 
Rotterdam, Museum Boymans. Acquired 1931. 

Bibliography: 0. Hirschmann, Cicerone, vol. 
VIII, 1916, p. 405; Jaarverslag Museum 
Boymans, 1931, p. 7; M. D. Henkel, p. 
53. 

Dated by Hannema c. 162-0; however, 
comparison with a landscape in the museum 
of Besanc;on, from the Gigoux collection, fully 
signed and dated 1653, suggests a later date. 
In choice of subject and draftsmanship, the 
drawing comes close to certain compositions 
of Ruysdael's from the late forties, and indi
cates the influence of that young artist. 

JAN VAN GOYEN 

Born in 1596 in Leiden and died there in 1656. As 
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a boy he studied drawing under different masters; 
and later glass-painting with Corn. de Clock but, 
preferring painting, he became a pupil of Willem 
Gerritsz. at Hoorn. He traveled for a year in France 
c. 1615 and the next year worked with Esaias van de 
Velde at Haarlem, the only master whose influence 
in subject, in manner, and in choice of colors left 
traces in his work. From 1618 he was working as 
an independent master at Leiden. Van Goyen's 
landscapes, which reflect the character of the low 
countries, are generally built from elements previously 
noted in his sketches. His numerous drawings are 
usually dated. 

50. A GROUP OF F ARMHOUSF,S 

Watercolors and body color over a sketch in 
chalk. Signed and dated with the artist's 
monogram: "V G 1627." The monogram is 
repeated to the right. 4! x 91 in. ( 12.3 x 
23.8 cm.). 

Amsterdam, Rijksprentenkabinet, Rijksmuse
um. Acquired in 1946. 

Bibliography: Verslagen omtrent 's Riiks Ver
zamelingen van Geschiedenis en Kunst, 
vol. LXVIII, 1946, p. 20. 

Drawings executed either with chalk and 
watercolor or with body color belong exclus
ively to Van Goyen's early period. Unlike 
most of his drawings, this one may have been 
done directly from nature. 

51. A VIEW ON THE RIVER "DE VLIET," near 
the village of Voorburg, with Huyghens' 
county seat "Hofwijk." 
Black chalk, washed with gray ink. Signed 
and dated with the artist's monogram: "V G 
1653." 6/.r x lH in. (18.1 x 28.7 cm.). 

Coll.: F. Koenigs; D. G. van Beuningen. Pre
sented to Museum in 1941. 
Rotterdam, Museum Boymans. 

Bibliography : Cat. Exh. Nederland.sche Teek
eningen uit de 15e, 16s en 17s Eeuw, 
Verzameling F. Koenigs, Rotterdam, 1934, 
no. 50; De Bosch a Rembrandt, Brussels, 
1937-38, no. 52; Meesterwerken uit vier 
Eeuwen, Rotterdam, 1938, no. 282. 

Huyghens, the well-known statesman and 
poet, had "Hofwijck" built in 1641-1642 by 
Pieter Post. In 1653, the same year the draw
ing was made, his didactic poem, "Vitaulium, 
Hofwijck, Hofstede van de Heer van Zuy
lichem onder Voorburg," appeared, describ
ing the delights of rural life. 

52. SAILING BOATS ON THE MERWEDE BEFORE 
DoRDRECHT 

Black chalk washed with light brown water
color. Signed with the artist's monogram: 
"V. G." 31\ x 5il in. ( 8.5 x 13.8 cm.). 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. 

Bibliography: Cat. Exh. Le Paysage hollandais 
au XVIIme siecle, Paris, 1950, no. 128. 

Page from a small sketch book. With 
simple means van Goyen evokes a compre
hensive image of the broad waters of South 
Holland. After 1625 van Goyen began using 
black chalk which he washed slightly in order 
to obtain the soft tonal gradations that are 
impossible to obtain with pen. This drawing, 
which probably dates c. 1650, is rare in its 
entirely balanced tonality. 

PIETER JANSZ SAENREDAM 

Born in 1597 at Assendelft and died in 1665 at Haar
lem. Son of the engraver Jan Saenredam. Moved to 
Haarlem in 1607, received his training there with 
Frans Pietersz de Grebbez ( 1612-1622). In 1623 he 
was a member of the painters' guild called St. Lucal. 
He worked for Jacob van Campen, the architect, and 
Salomon de Bray. Through van Campen he met 
Constantijn Huyghens, the secretary of Frederik Hen
drik, who bought his painting of the Mariakerk at 
Utrecht. His work largely consists of drawings and 
paintings of church interiors which he treated in a 
clear, cool light and subdued colors. 

53. THE SOUTH AISLE OF THE CHURCH OF 
ST. MARY AT UTRECHT 

Black chalk and pen, with watercolors. Signed: 
"den 16e July 1636 Pieter Saenredam fecit", 
and inscribed: "Ste Maryen Kerck Binnen 
uyttrecht". lH x 15! in. ( 30.3 x 40 cm.). 

Coll.: H. Busserus (?); Mr. C. N. Kneppel
hout van Sterkenburg. 
Utrecht, Gemeente-Archief. 

Bibliography: C. Hofstede de Groot, Utrecht
sche Kerken, Haarlem, 1899, p, 13, pl. 
XIX; A. Gall, Die Marienkirche in Utrecht 
und Klostemeuburg, Jahrbuch fur Kunst
wissenschaft, 1923, p. 34 and f; P. T. A. 
Swillens, P. J. Saenredam, Amsterdam, 
1935, cat. no. 8, pl. 147, ( comp. nos. 152, 
pl. 148 and 170); Cat. Exh. P. J. Saen
redam, Rotterdam, 1937-38, no. 72; Cat. 
Exh. P. 1. Saenredam, Amsterdam, 1938, 
no. 72. 
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The Romanesque church of S. Mary built 
during the second half of the 12th century, 
was demolished during the first half of the 
19th century. In a series of drawings and 
paintings Saenredam left a great number of 
trustworthy records of it from which it has 
been possible to reconstruct the building and 
from which A. Gall has deduced important 
facts concerning the origin and the character 
of the building. 

54. THE NAVE AND SIDE-AISLES OF THE 
CATHEDRAL AT UTRECHT seen from be
hind the crossing near the south tran
sept. 
Pen and chalks, with watercolors on blue paper. 
Inscribed by the artist: "den 15en September 
int jaer 1636 Pieter Saenredam geteykent" and: 
"Ste Maertens Domskerck binnen uyttrecht". 
On the reverse in 17th century handwriting: 
"21 breet 15 hoog" ( i.e. the measure of the 
drawing in inches). 15i x 20i in. ( 38.5 x 
52.5 cm.). 

Coll.: H. Busserus (?). 
Utrecht, Gemeente-Achief. 

Bibliography: S. Muller Fzn, De Dom van 
Utrecht, 1906, pl. XIV. Voorlopige liist 
der Nederlandsche Monumenten van Ges
chiedenis en Kunst, vol. I, De provincie 
Utrecht, Utrecht, 1908, passim.; C. Hof
stede de Groot, Utrechtsche Kerken, 
Haarl em, 1899, p. 5 and pl. III; P. T. A. 
Swillens, P. J. Saenredam, Amsterdam, 
1935, cat. no. 124, pl. 155; Cat. Exh. 
P. ]. Saenredam, Rotterdam, 1937-38, 
no. 62; Cat. Exh. P. J. Saenredam, Am
sterdam, 1938, no. 62; M. A. Vente, 
Bouwstoff en tot de Geschiedenis van het 
Nederlandsche Orgel in de 16e Eeuw, 
Amsterdam, 1942, p. 36 and 80, pl. VII. 
Cover Illustration 

One of Saenredam's most splendid works, 
it shows his unmatched power to vizualize 
large parts of one monumental building with
out offending our sense of reality or compro
mising his artistic conscience. Moreover it is 
the best document on this part of the church, 
because the nave collapsed in 1674 and was 
demolished afterward. 

Cover illustration 

CORNELIS SAFTLEVEN 

Born at Corkum c. 1607 and died in 1681 at Rotter-

dam. Already in Rotterdam in 1610. Probably a 
pupil of his father, Herman Saftleven the elder. 
Spent some time at Antwerp between 1627 and 1632. 
This is at least suggested by the fact that about 
eight of his pictures were in the inventory of Rubens' 
effects, four of them with figures painted by Rubens 
himself. 

55. HEAD OF A BoY 
Oil-chalk and white chalk on brownish paper. 
Signed with the artist's monogram on the left, 
and dated: "C.S. 1626." 15£ x 12 in. ( 38.7 
x 30.5 cm.). 

Coll.: Ch. Rogers; N. Hone; A. von Lanna; 
Liechtenstein. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

seum. Acquired in 1948. 

Bibliography: V erslagen van 's Riiks V erzam
elingen van Geschiedenis en Kunst in het 
Jaar 1948, 's-Gravenhage, 1949, p. 36. 

The Printroom at Berlin has a similar 
study by Saftleven of the same boy and also 
dated 1626. 

MARGARETHA DE HEER 
Probably born in Friesland, she lived in Groningen in 
1638 and was married to the artist Andries Pietersen 
Nii( en)hof. William de Heer, also a painter, was 
probably her brother. She excelled in painting still 
life with flowers, birds, and insects in a special tech
nique employing thick tempera on parchment, paper, 
or wood. 

56. STILL LIFE 
Body color and watercolor over chalk. 7! x 
lli in. ( 19.2 x 30.3 cm.). 

Coll.: van Heyningen Bosch. 
Groningen, Groninger Museum Voor Stad en 

Ommelanden. 

Bibliography: Cat. Exh. Honderd Teekenin
gen, Groningen, 1952, no. 40. 

Except for ten drawings in the Museum 
in Groningen, works by Margaretha de Heer 
are exceedingly scarce. A fully signed and 
dated ( 1615) drawing was in the sale of the 
Chr. Kramm Collection, Amsterdam. In con
trast to those in the Groningen Collection, 
this drawing was made on vellum and depicts 
three roses, lying on a table-leaf. It is a fur
ther development of a theme, which, in its 
refined simplicity, alludes to Chinese proto
types. A picture by Margaretha de Heer, 
dated 1657, is preserved in the Wadsworth 
Atheneum, Hartford, Connecticut. 
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REMBRANDT VAN RIJN 
Born in 1606 in Leiden and died in Amsterdam in 
1669. Became a pupil of J. I. van Swanenburch. 
About 1624-1625 a pupil of P. Lastman in Amster
dam. Following that, shared a studio with Jan 
Lievens in Leiden, where both were independent 
masters. Winter 1631 returned to Amsterdam and 
became a highly successful painter with numerous 
pupils and followers. In 1634 married Saskia van 
Uylenburch, who died in 1642; only their last child, 
Titus, survived her. Hendrickje Stoffels came to the 
house in 1645. Financial difficulties and an ensuing 
"cessio bonorum" necessitated auctioning his art col
lection in 1656, but his work continued to show un
abated energy and genius. 

57. UNIDENTIFIED SCENE OF JUSTICE 

Black chalk and brush with brown and gray 
ink. 13! x lH in. ( 33.5 x 28.5 cm.). 

Coll.: A. Constantin; M. Marignane; L. 
Franklyn. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired in 1956. 

Bibliography: J. Q. Van Regteren Altena, Bul
letin Rifksmuseum, vol. IV, 1956, p. 55 f, 
fig. l; Cat. Exh. Rembrandt Drawings, 
Rotterdam.Amsterdam, 1956, no. 2; 0. 
Benesch, vol. VI, p. 424, add. 2, fig. 
1710. 

One of Rembrandt's earliest drawings, 
dated 1625 by Benesch. His free manner of 
sketching becomes obvious from the penti
mento in the umbrella, which, being too large 
and placed too high, was reduced to a more 
normal size. In uniting the principal elements 
by the distribution of shadows, the artist al
ready shows a talent for suggesting space and 
light. The subject cannot be identified with 
certainty, Coriolanus being implored by his 
family, Abigail approaching David and Alex
ander, and the Emperor Darius are sugges
tions. 

58. SASKIA LOOKING OUT OF A WINDOW 

Pen and brush with brown ink, on a paper 
from which horizontal lines have been erased. 
9-h x 6ft in. (23 x 17 cm.). 

Coll.: Marquis M. de Vende; J. Dimsdale; Th. 
Lawrence; W. Esdaile; C. S. Bale; J. P. Hesel
tine; M. Bonn; H. E. ten Cate; F. Koenigs; 
D. G. van Beuningen. Presented in 1941. 
Rotterdam, Museum Boymans. 
Bibliography: 0. Benesch, vol. II, cat. no. 250, 

fig. 273 ( with references to literature); 
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Cat. Exh. Rembrandt Drawings, Rotter
dam-Amsterdam, 1956, p. 23. 

One of the drawings representing Rem
brandt's wife, from the first happy years of 
their married life, and showing his spontan
eous evocation of an image by rapid and un
failing strokes of pen and brush. 

59. A YouNG WoMAN SEATED 

Black chalk, heightened with white. 71, x 6 
in. ( 19.9 x 15.3 cm.). 

Coll.: Bureau, F. Koenigs. 
Rotterdam, Museum Boymans. Acquired in 

1941. 

Bibliography: 0. Benesch, vol. II, p. 86, cat. 
no. 376, fig. 424-425. ( with ref.). 

Originating from the first Amsterdam per
iod ( Benesch dates it c. 1637). Black chalk 
was a favorite medium in the early period; 
afterward it is almost entirely replaced by 
pen and brush. 

60. THE LAST SUPPER, after Leonardo da 
Vinci 
Red chalk. Signed: "Rembrandt f." 14.4 x 
18.7 in. (36.5 x 47.5 cm.). 

Coll.: H. M. the King of Saxony. 
New York, Mr. and Mrs. Robert Lehman. 

Bibliography: Benesch, vol. II, no. 443, with 
ref. Cat. Exh. Collection Lehman, Paris, 
1957, no. 122, described p. 89-90. 

The drawing was executed in two phases. 
First, it was copied in red chalk from the en
graving by the "Master of the Sforza Hours" 
after Leonardo's famous alfresco painting ( this 
engraving is the only one in which a dog has 
been added to the original composition) ; sec
ond, the drawing was reworked in the same 
material, the powerful hatching lines indicat
ing contours only, being related in style to 
Rembrandt's copies after Lastman. It is not 
for this reason alone that Benesch does not 
agree with Neumann's late dating of these 
corrections; the canopy, which Rembrandt 
added behind the central group, appears in 
"The Supper at Emmaus," dated 1648. Fur
thermore, in "Simon's Wedding," at Dresden, 
dated 1638, Rembrandt similarly occupied 
himself with the problem of grouping many 
figures around a table and stressed the diag
onals. Also, the strong accent on the head of 
St. Matthew suggests the passionate attitude 



of Simon giving riddles to the wedding guests. 
Two other copies by Rembrandt after the 
same composition are in the British Museum 
and in the Printroom of the former State
Museums at Berlin-Dahlem. The latter is 
dated 1635. 

61. SASKIA SITTING UP IN BED 
Pen and brown ink. 5i x 7! in. ( 14.8 x 19.1 
cm.). 

Coll.: S. H. de la Sabloniere; A. P. Vischer
Bollger; Dr. C. Hofstede de Groot. Bequeathed 
to the museum. 
Groningen, Groninger Museum voor Stad en 

Ommelanden. 

Bibliography: 0. Benesch, vol. II, p. 69, no. 
282, fig. 315. ( with ref.); Cat. Exh. 
Rembrandt Drawings, Rotterdam-Amster
dam, 1956, no. 50. 

The scene belongs to a series of sketches 
of Saskia about 1635, when she gave birth to 
Rombartus. Benesch dates most of them c. 
1635-1636, while Valentiner extends this per
iod to include some dated only stylistically. 

62. A FARM NEAR AMSTERDAM 

Pen and brush with brown ink. 
4i x 9 in. ( 10.8 x 22.9 cm.). 
Haarlem, Teylers Stichting. 

Bibliography: H. J. Scholten, p. 109, no. 55; 
C. Hofstede de Groot, Die Handzeich
nungen Rembrandts, The Hague, 1906, 
no. 1332; 0. Benesch, vol. II, no. 473, 
pl. 533. ( with references to literature); 
Cat. Exh. Rembrandt Drawings, Rotter
dam-Amsterdam, 1956, no. 96. 

Benesch dates this drawing c. 1639, com
paring it with a landscape painting in the Oslo 
Museum. It certainly belongs to an early 
group of landscapes vigorously executed in 
pen and brush. 

63. STUDY FOR A PRESENTATION IN THE 
TEMPLE 

Pen and dark brown ink. The paper has 
been tom across and readjusted, perhaps by 
the artist himself. 7-h x 7! in. (18 x 19 cm.). 

Coll.: C. Ploos van Amstel; Jolles; W. Baartz; 
A. Fodor. Bequeathed to the museum. 
Amsterdam, Museum Fodor. 
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Bibliography: Cat. of the Fodor Museum, Am
sterdam, 1873, p. 37, no. 166; 0. Benesch, 
vol. III, p. 141, cat. no. 486, fig. 604; 
Cat. Exh. Rembrandt Drawings, Rotter
dam-Amsterdam, 1956, no. 101. 
Benesch connects the drawing with the 

etching ( B. 49; H. 162) and dates it c. 1640-
1641, or at the beginning of the middle per
iod, which is characterized by the re-assess
ment of balanced composition and profound 
penetration into the core of the subjects. 

64. PORTRAIT OF A LADY 

Pen and brown ink and brush. 4! x 4-r\-in. 
( 12.6 x 11 cm.). 

Coll.: P. Richardson, Sr.; J. Reynolds; Th. 
Lawrence; W. Esdaile; C. S. Bale; J. P. Hesel
tine; M. Kappel; F. Koenigs. 
Rotterdam, Museum Boymans. Acquired in 

1941. 

Bibliography: 0. Benesch, vol. IV, p. 201, 
cat. no. 757, fig. 910. ( with references 
to literature); Cat. Exh. Rembrandt 
Drawings, Amsterdam-Rotterdam, 1956, 
no. 84. 

A. M. Hind has noted the lady's 
resemblance to Margaretha Trip, nee de Geer, 
1583, as she was painted by Rembrandt in 
1661. The drawing is too early stylistically 
to be a direct preparation for the painting. 
Benesch dates it 1640. 

65. A CHILD TRYING TO WALK BETWEEN 
Two STANDING WoMEN 

Pen and brown ink, washed in gray-brown by 
a later hand. 6i x 5 in. ( 16.8 x 12.7 cm.). 
Col.: Jae. de Vos, Jr. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. 
Bibliography: M. D. Henkel, vol. I, 's-Graven

hage, 1942, p. 9, no. 21, pl. 13; 0. Ben
esch, vol. II, p. 93, no. 412, fig. 468 
( with ref.); Cat. Exh. Rembrandt Draw
ings, Rotterdam-Amsterdam, 1956, p. 107, 
no. 127. 

This drawing has been variously dated on 
the assumption that the child is Rembrandt's. 
Benesch, basing his argument on stylistic 
grounds, suggested Rombartus, who died in 
1636 at the age of two months; neither could 
it be the two Cornelias. The Rotterdam-Am
sterdam catalogue proposed a later date, and 
therefore the child could be Titus, born 1641. 
therefore the child could be Titus, born in 
1641. 



The drawing is remarkable for the strength of 
its summary. 

66. FARMHOUSE SURROUNDED BY TREFS 
Pen and brown ink, washed with brush. 6t 
x 9i in. ( 15.8 x 24 cm. ) . 

Coll.: J. P. Zoomer; S. Woodburn; B. Graham; 
J. P. Heseltine; Dr. C. Hofstede de Groot. 
Bequeathed to the museum. 

Groningen, Groninger Museum voor Stad en 
Ommelander. 

Bibliography: 0. Benesch, vol. VI. p. 354-355, 
no. 1247, fig. 1473. (with ref.). 

The drawing, like others executed c. 1650, 
shows Rembrandt's remarkable gift of realiz
ing a perfectly balanced arrangement and 
thereby bestowing grandeur on an otherwise 
humble subject. The house may have a water
mill at its side or perhaps a cart. Benesch 
rejects de Groot's suggestion that it is a study 
for the etching B. 219, H. 213, and dates it 
c. 1650-1651. It may not represent the Am
sterdam area, and in 1650 several etchings of 
other areas were executed. 

67. YOUNG MAN PULLING A ROPE 

Pen; strongly washed by the brush and height
ened with white. lli\- x 7 in. (29 x 17.8 
cm.). 

Coll.: M. von Heyl zu Herrnsheim; Dr. C. 
Hofstede de Groot. Bequeathed to the mu
seum, 1930. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. 

Bibliography: M. D. Henkel, Cat. oan Neder
"landsche Teekeningen in het Rifksprenten
kabinet te Amsterdam, The Hague, 1949, 
p. 17, no. 38, pl. 23; 0. Benesch, vol. II, 
p. 75, no. 311, fig. 356 (with ref.); J. Q. 
van Regteren Altena, in Oud-H olland 
vol. LXX, 1955, p. 119; Cat. Exh. Rem
brandt Drawings, Rotterdam-Amsterdam, 
1956, p. 168-169, no. 232. 

This brilliant study is extremely contro
versial. The figure was a model for a flagel
lator of Christ in the canvas at Darmstadt 
dated 1658. The uneven execution of the 
painting indicates Rembrandt's and others' 
hands. Therefore the drawing cannot date 
from 1658, and we suggest c. 1645 because 
of the broad handling and the subject type, 

[ 32] 

the latter reflected in Rembrandt's pupils' 
work at that time. The lack of precision in 
several outlines may be due to a pupil's hand. 

68. THE Goon SAMARITAN 

Pen and brush with brown ink, heightened 
with white. 8t x 12t in. (20.9 x 31 cm.). 

Coll.: F. J. 0. Boymans. Bequeathed to 
the museum. 
Rotterdam, Museum Boymans. 

Bibliography: 0. Benesch, vol. III, p. 149-
150, cat. no. 518 b, fig. 647 ( with refer
ences to literature); Cat. Exh. Rem
brandt Drawings, Rotterd am-Amsterdam, 
1956, p. 98, no. 111; Cat. Exh. Munich, 
1957, no. 16. 

One of the two drawings of the subject; 
Benesch considers it later than the London 
version ( Benesch 518 a) and dates both c. 
1641-1643. The Rotterdam drawing distin
guishes itself by a broader and seemingly 
careless use of the quill. Benesch rejects the 
idea expressed in the Dutch catalogue ( 1956) 
that this is due to reworking at a later date. 

69. Two CorrAGES AND TREEs 

Pen and brush with brown ink. 4-h-x 5! in. 
(11 x 14.9 cm.). 

Coll.: J. Richardson, Sr.; R. Willett; W. Es
daile; C. S. Bale; J. P. Heseltine; Dr. C. Hof
stede de Groot. Bequeathed to the museum. 
Groningen, Groninger Museum voor stad en 

Ommeladen. 

Bibliography: 0. Benesch, vol. VI, p. 363, no. 
1291, fig. 1520 (with references). 

According to Benesch, dated 1652-1653. 
It relates to the later landscapes in the sum
mary movement of the foliage, but the gen
eral arrangement is still one at rest. 

70. THE THREE MARYS at the Tomb of 
Christ 

Pen and brush with brown ink. Inscribed: 
"Rembrandt" in a later handwriting. 6t x 91 
in. ( 15.9 X 23.1 cm.). 

Coll.: J. Kneppelhout; F. Koenigs; D. G. van 
Beuningen. Presented to the museum, 1931. 
Rotterdam, Museum Boymans. Presented in 

1931. 



Bibliography: 0. Benesch, vol. V, p. 289, cat. 
no. 1009, fig. 1223 ( with references to 
literature); Cat. Exh. Rembrandt Draw
ings, Rotterdam-Amsterdam, 1956, p. 
152, no. 209. 

About 1655. Benesch rightly stresses the 
monumental character of the grave architec
tural setting as contrasted with the feelings of 
emotion and wonder expressed in the attitudes 
of the Holy women. 

71. CHRIST HEALING A LEPER 

Pen and brown ink corrected with white body 
color. Six 6i in. (14.7 x 17.2 cm.). Etched 
by M. Pool. 

Coll.: J. P. van Suchtelen; Remy van Haanen; 
H. Lang Larisch; Dr. C. Hofstede de Groot. 
Bequeathed to the museum. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. 

Bibliography: M. D. Henkel, vol. I, The 
Hague, 1942, p. 33-34, cat. no. 67, pl. 
50; 0. Benesch, vol. V, p. 293, cat. no. 
1026, fig. 1242. 

Rembrandt did not adhere to one estab
lished composition when repeating a subject; 
each drawing enables one to follow closely an 
act of fresh invention. Here, slight touches 
suffice to suggest the different states of mind 
of the four figures between whom the miracle 
takes place. Dated c. 1656-1657 by Benesch. 

71a. INDIAN WARRIOR WITH SHIELD 

Pen and brown ink, brown wash, and red 
chalk wash with pen and brush, on Japanese 
paper. 6ft x 3ft in. ( 17.8 x 10 cm.). 

Coll.: Richardson, Esdaile, Bale, Goll van 
Franckenstein, and Fairfax Murray. 
NfJW York, The Pierpont Morgan Library. 

Bibliography: Benesch, vol. V, no. 1201, repr. 
1425 (with ref.). 

One of a series of drawings executed by 
Rembrandt about 1650-1656, after miniatures 
by artists of the court of the Moghul Emperors, 
a center of civilization during the 17th cen
tury. Rembrandt may have executed these 
copies after miniatures that were in his own 
possession. From an inventory of 1656 we 
know that he actually owned such an album, 
and 23 copies by his hand are now known. 
These miniatures were perhaps the same that 
were adapted in the 18th century for the 

decoration of a room in Schonbrunn Castle 
near Vienna. A standing warrior, extremely 
close in attitude and attire to the one appear
ing on this drawing, was used there in an 
arrangement which represents a court scene. 
By placing a stick into the warrior's folded 
hands, Rembrandt has adapted the resigned 
attitude of the Oriental into one curiously 
reminiscent of his figure studies of beggars 
from the early Leiden years. 

72. A LION LYING DoWN 

Reed pen and brush with dark brown ink on 
light brown paper. The text on verso. 4ft x 
Bi in. ( 11.9 x 21.2 cm.). 

Coll.: van Loon-Calkoen; W. Pitcairn Knowles. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. 

Bibliography: M. D. Henkel, Cat. van Neder
landsche Teekeningen in het Rijksmu
seum, Amsterdam, vol. I. p. 14, cat. no. 
32, pl. 20; O. Benesch, vol. V, p. 346, 
cat. no. 1216, fig. 1440 ( with references 
to literature). 

The most vigorous and summary of the 
drawings of a lion executed by Rembrandt. 
Its technique is that of the late sketches; Ben
esch dates it c. 1660-1662. 

73. A SEATED FEMALE NUDE 

Pen and brush with brown ink on grayish 
paper. 8 x 61 in. ( 29.2 x 15.5 cm.) 

Coll.: J. D. Boehm; Gsell; M. von Heyl zu 
Herrnsheim; Dr. C. Hofstede de Groot. Be
queathed to the museum. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. 

Bibliograph,y: M. D. Henkel, Cat. van Neder
landsche Teekeningen in het Rijksmuse
um, Amsterdam, vol. I, The Hague, 1942, 
p. 19, cat. no. 43, pl. 28; 0. Benesch, vol. 
V, p. 321, cat. no. 1146, fig. 1370. 

One of a group of studies after the fe
male model originating from the same years 
as Rembrandt's last etchings of the same sub
ject, i.e. c. 1660-1661. 

JAN LIEVENS 

Born in 1607 at Leiden and died in 167 4 at Amster
dam. Studied as a boy with Joris van Schooten in 
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his native town; a pupil of Lastman in Amsterdam 
some yars before Rembrandt followed him there. Both 
young artists, after their cooperation in Leiden before 
1631, are highly praised by Constantijn Huyghens. 
Lievens left Holland for England ( 1632) and Ant
werp ( 1635). In London was impressed by van Dyck 
and Venetian paintings, which influenced him more 
than did Rubens. Important commissions for Prince 
Frederik Hendrik and his widow, Amalia van Solms, 
and the Elector of Brandenburg. He was primarily 
a portrait painter; he also produced etchings, and his 
landscape drawings far outnumber his few, exquisitely 
painted landscapes. 

74. MAN'S PORTRAIT 

Black chalk on cream-colored paper. Signed 
with the artist's monogram: "JL." 8-h x 8! 
in. (20.5 x 21 cm.). 

Coll.: J. F. Gigoux; Dr. C. Hofstede de Groot. 
Bequeathed to the museum. 
Groningen, Groninger Museum voor Stat en 

Ommelanden. 

Bibliography: Cat. Exh. Honderd Teekenin
gen, Groningen, 1952, no. 56. 

Possibly the Elector of Brandenburg 
Friedrich Wilhelm I ( 1620-1688). The at
titude of the head, the mise-en-page, and the 
broad manner clearly show van Dyck's influ
ence early in Lievens' stay in Antwerp ( 1635-
1643). At this time he began to devote him
self mainly to portrait-drawing and painting. 

75. Vmw IN A Woon 
Reed pen and light brown ink on China paper. 
Bi x 14£ in. (21.7 x 37.2 cm.). 

Coll.: M. D. Vis Blokhuyzen; A. G. de Visser 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired in 1881. 

Bibliography: H. Schneider, Jan Lievens, Sein 
Leben und seine Werke, Haarlem, 1932, 
p. 235, Z. 315; M. D. Henkel, Cat. van 
Teekeningen van Rembrandt en zifn 
School in het Riiksmuseum te Amsterdam, 
The Hague, 1942, p. 92, Lievens no. 8, 
pl. 160. 
Lievens extracted a particular charm 

from the use of the reed pen on China paper, 
the very material Rembrandt used for excep
tionally fine proofs of his etchings. 

The subject may be called pastoral, 
though one of a peculiar kind. Lievens' woods 
may have been inspired by another pattern, 
i.e. by the Giorgionesque or Titianesque draw
ings of pastorals in which the flute often played 
its tune. 

GERARD DOU 

Born in 1613 at Leiden, where he died in 1675. The 
son of a glass-painter, it was only after he had studied 
the same craft and had been accepted as a member of 
the glass-painters' guild in 1625 that he started paint
ing and in 1628 became a pupil of Rembrandt, with 
whom he stayed till Rembrandt left for Amsterdam in 
1631. 
Charles II, upon receiving some paintings by Dou as 
presents from the United Republic of the Netherlands, 
asked him to come to his court, but Dou declined, and 
never did, in fact, leave his own country. In the be
ginning he followed Rembrandt closely, especially in 
the use of chiaroscuro. He soon developed into a 
genre painter and became the leader of the School of 
Leiden. During his lifetime he was well known for 
his minutely executed interiors. Drawings by Dou are 
rare. 

76. AN Orn MAN CurnNG His PEN 

Black chalk. Arched at top. Signed by a 
later hand, in ink: "G. Dou." 9i x 7i in. ( 23.8 
x 18.2 cm.). 
Coll.: S. Feitama; C. Ploos van Amstel; Jhr. 
J. Goll van Franckenstein; J. G. Baron Ver
stolk van Soelen; C. J. Fodor. Bequeathed to 
the museum. 
Amsterdam, Fodor Museum. 
Bibliography: Beschrijving der Schilderijen, 

Teekeningen etc. in het Museum FodOT 
te Amsterdam, Amsterdam, 1863, p. 28, 
no. 46; J. H. J. Mellaart, Dutch Drawings 
of the Seventeenth Century, London, 
1926, p. 34, no. 57 ( with repr.); M. D. 
Henkel, Le dessin hollandais, Paris, 1931, 
p. 90; Cat. Exh. Rembrandt, Warsaw, 
1956, no. 49, pl. 24; Cat. Exh. Rem
brandt a1s Leermeester, Leiden, 1956, 
no. 104, pl. 30. 
The large and generous hatchings in the 

foreground make it probable that the drawing 
was made while Dou was still under Rem
brandt's influence, i.e. shortly after 1631. 
There exists a pen drawing by Rembrandt of 
the same subject, datable from the first Am
sterdam years, in which the contrast of dark 
foreground and candle-lit figure is more 
clearly worked out. Benesch has pointed out 
that the subject, a Caravaggi esque one, must 
go back to Rembrandt's Leiden years. 

GOVERT FLINCK 

Born in 1615 at Cleves and died in 1660 at Amster
dam. Pupil of Lambert Jacobsz in Leeuwarden; fol-
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lowed Jacob Backer to Amsterdam in 1632; Rem
brandt's pupil until 1635. Successful as a painter of 
portraits, corporation pieces, and historical subjects 
in Amsterdam. 

77. NUDE GIRL 
Black and white chalk on blue paper. Signed: 
"G. Hinck f. 1643." 9! x 15! in. (24.1 x 39.1 
cm.). 

Coll.: T. Straus-Negbaur; Dr. N. Beets. 
Amsterdam, P. de Boer. 

Bibliography: Repr. in sales catalogue coll. 
Straus-Negbaur, Berlin, 25-26 November, 
1936, no. 44. 

Though the drawing must have been 
done after life, there is an unmistakable in
fluence from A. Bloemaert's model-book for 
designers, Fondamenten der Teecken-Konst. 
Little was left of the manner of Rembrandt, 
whose pupil Flinck had been, and whom he 
had followed closely in his early career. 

PHILIPS DE KONINCK 

Born in 1619 in Amsterdam and died there in 1688. 
From 1637 to 1639 studied painting under his brother 
Jacob at Rotterdam. From 1641 until his death lived 
in Amsterdam, where he came under the influence of 
Rembrandt, whom he probably knew well. De Kon
inck is one of the great masters of landscape and 
bears a spiritual resemblance to Hercules Seghers 
in the way he expresses the vastness of the plains 
of the Low Countries, the rivers, and the lower 
mountains of Guelders. 

78. A RIVER AMIDST HILLS 

Pen and brush with mainly brown, gray, and 
red watercolor. Six 7i in. ( 14.3 x 20 cm.). 

Coll.: J. H. Molkenboer; H. van Cranenburgh; 
Jb. de Vos Jbzn. 
Haarlem, Teylers Stichting. Acquired 1883. 

Bibliography: H. J. Scholten, p. 167, no. 28; 
H. Gerson, Ph. de Koninck, Berlin, 1936, 
p. 66 and 142, n. Z. 38; J. H. J. Mellaart, 
Dutch Drawings, London, 1926, pl. 15. 

Although this scene cannot be identified, 
it probably summarizes the character of the 
country of the Lower Rhine. 

LAMBERT DOOMER 

Born in 1642 in Amsterdam and died in 1700 at 

Alkmaar. Pupil of Rembrandt at an unknown date. 
Rembrandt's influence can be noticed in his drawings 
executed during a journey to France ( 1645-1646) 
and during several trips along the Lower and Middle 
Rhine. Most of the drawings are washed in ink or 
in a few delicate colors, by which he expresses poeti
cal feelings. When living in Amsterdam and in 
Alkmaar, he repeated the old motifs but was unable 
to attain his own previous standard. 

79. THE ABBEY OF Hooc-ELTEN on the so
called Elterberg. On the reverse, small 
sketches of a church spire and of a 
lantern. 
Pen and brown ink washed with watercolor 
in shades of brown, green, and gray. Inscribed 
by the artist on the reverse of the drawing: 
"den elteren berch." 9 x 14! in. (22.9 x 36.1 
cm.). 

Coll.: C. Ploos van Amstel; A. van der Willi
gen; B. Suermondt; M. van Heyl zu Herrn
sheim; Dr. C. Hofstede de Groot. 

Amsterdam, Mr. Chr. P. van Eeghen. 

Bibliography: 0 . Hirschmann, Cicerone, vol. 
IX, p. 206; W. Speis, Wallraf-Richartz 
Jahrbuch, 1930, p. 245; M. D. Henkel, 
Old Master Drawings, vol. II ( March, 
1928), p. 60; Cat. Exh. Verzameling Mr. 
Chr. P. van Eeghen, Amsterdam, 1935, 
no. 31; H. Dattenberg, Niederrheinische 
Ansichten hall. Kiinstler des 17. Jahrhun
derts, Diisseldorf, 1953, no. 25. 

The abbey of Hoog-Elten, a convent for 
Benedictine nuns, was founded in 963. Partly 
destroyed by fire in 1583, its monastic buildings 
were restored about 1614. However, the 
church remained a ruin until 1677; its tragic 
appearance appears on Doomer's drawing in 
the Amsterdam Printroom. An almost iden
tical representation is now in the Pierpont 
Morgan Library, New York. It is a later 
repetition by the artist's own hand. 

GERBRAND VAN DEN EECKHOUT 

Born in 1621 in Amsterdam and died there in 1674. 
At 14 he entered the workshop of Rembrandt, whose 
favorite pupil he was and with whom he lived until 
1640. Close contact with Rembrandt remained there
after. He was the most versatile draftsman among 
Rembrandt's followers and closest to his manner in 
his biblical and historical subjects. 
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80. A WOMAN SPINNING 

Brush and brown ink. 6i x 5i in. ( 16.9 x 
14.3 cm.). 

Coll.: H. van Cranenburgh; S. H. de la Sab
lonniere; W. Pitcairn Knowles. 

Amsterdam, Rijksprentenkabinet, Rijksmuse
um. Acquired in 1899. 

Bibliography: M. D. Hind, Cat. of Dutch and 
Fkmish Artists in the British Museum, 
vol. I, London, 1915, p, 51-52; M. D. 
Henkel, Cat. van Teekeningen van Rem
brandt en zijn School, 's-Gravenhage, 
1942, p. 77, van den Eeckhout no. 11, pl. 
123; W. Bernt, Die Niederliindischen 
Zeichner des 17 Jahrhunderts, Miinchen, 
1957, no. 208. 

The present drawing belongs to a series 
of genre figures drawn by Eeckhout during 
his middle period and is among the £nest 
drawings of the time. The very free and 
certain handling of the brush is akin to the 
technique of Fragonard, who might have 
known them and may have executed copies 
after them. 

ANTHONIE VAN BORSSUM 

Born in Amsterdam in 1629 or 1630 and died there 
in 1677. He is assumed to have been a pupil of 
Rembrandt between 1645 and 1650. Not many 
paintings are known from his hand. His landscape 
drawings show Rembrandt's influence , though he does 
not equal his master in depth of feeling. His outlook 
on the landscape around Amsterdam is one of a gay 
summer's day, and he delights in rendering fresh 
colors delicately outlined by the pen. 

81. A WINDMILL BY TIIE WATER 

Pen and brown ink and watercolor over a 
sketch in black chalk. Signed by the artist: 
"A. V. Borssum f" ( the first three letters in 
monogram). 8! x 13 in. (20.9 x 33 cm.). 

Coll.: C. Ploos van Amstel; Jacob de Vos, Sr.; 
Six van Hillegom ; J. G. Baron Verstolk van 
Soelen; Jacob de Vos, Jr. 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired in 1884 with the aid of 
th e Society "Rembrandt." 

Bibliography: C. Josi, Collection d'Imitations 
de Dessins . . . de la coll. C. Ploos van 
Amstel, London, 1821, p. 12; M. D. 

Henkel, p. 88, pl. 71; Cat. Exh. de Bosch 
a Rembrandt, Brussels, 1937-38, no. 109; 
M. D. Henkel, Cat. van de Teekeningen 
van Rembrandt en zijn School in het 
Rijksmuseum te Amsterdam, 's-Graven
hage, 1942, p. 68, van Borssum no. 9, 
pl. 102. 

A favorite subject of van Borssum's, who 
as Rembrandt's pupil worked in monochrome 
ink and later developed into a watercolorist. 
The present drawing belongs to the series 
which is a stylistic mean between the two 
trends. 

NICOLAAS MAES 

Born in 1632 at Dordrecht, died in 1693 at Amster
dam. From 1648 until 1653 the pupil of Rembrandt 
in Amsterdam . Settled as a master at Dordrecht 
until 1673, except for a journey to Antwerp about 
1666. There he probably met Jord aens. For the last 
20 years of his life, he was the most fashionable 
portrait paint er in Amsterdam. Among his numer
ous drawings, those of women occupied in domestic 
work, executed in sanguine, are most outstanding. 

82. HALF FIGURE OF A GIRL MAKING LACE 

Red chalk. 5ft x 4! in. (14 .5 x 11.8 cm.). 

Coll.: F. J. 0. Boymans. In 1847 bequeathed 
to the City of Rotterdam. 
Rotterdam, Museum Boymans. 

Bibliography: W. R. Valentiner, Nicol.aes Maes, 
Berlin and Leipzig, 1924, p. 46, repr. 34; 
Comm. Cat. Exh. Dutch Art 1450-1900, 
London, 1930, p. 224, no. 670. 

The drawing can be dated 1655, as it is 
a study for the dated picture, formerly in the 
Lichtenst ein Gallery, Vienna . Valentiner be
lieves the model to be the painter's young 
wife. 

MICHIEL VAN OVERBEEK 

Second half of the 17th century. Chiefly known for 
his landscapes and topographical drawings of Holland, 
Italy, and England. No particulars of his life are 
known. 

83. THE VALLEY OF TIIE RHONE 

Pen and brown ink on red-brown paper. In
scribed: "Proche de Grenoble." 4-h- x 8H in. 
( 11 X 22.4 cm. ) . 
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Coll.: Dr. A. Welcker. 
Amsterdam, P. de Boer. 

Bibliography: F. Lugt, Musee du Louvre, Inv. 
gen. des Dessins, Ecole Hollandaise, vol. 
II, Paris, 1931, p. 9. 

Van Overbeek seems to have known the 
work of Rembrandt and Hercules Seghers. 
From the latter he may have acquired the 
taste for using a colored ground to draw 
mountainous landscapes. 

ROELAND ROGHMAN 

Born in Amsterdam about 1620 and died there in 
1686. His teacher is not known. Was a friend of 
Rembrandt and Gerard van den Eeckhout. May 
have visited Italy about 1640, for many of his scenes 
indicate such a journey. Roghman's most important 
works are the drawings in black chalk washed with 
India ink of castles and country seats in the Nether
lands. 

84. THE CASTLE OF HEUSDEN 

Black chalk washed in gray with the brush. 
Inscribed on verso: "Slot Heusden in de Stadt" 
( "Castle Heusden in the town," i.e. the town 
of Heusden). 13! x 18! in. (34.9 x 47.7 
cm.). 

Coll.: L. Baeck; A. and H. Bents; Chr. van 
Hoek; A. van Hoek; C. Ploos van Amstel ( ? ) . 
Haarlem, Teylers Stitchting. 

Bibliography: H.J. Scholten, p. 119; L. Smids, 
Schatkamer der N ederlandsche Oud
heden, Amsterdam, 1811, p. 138; Tegen
woordige Staat der Vereenigde Neder
landen, vol. VII, Amsterdam, 17 43, p . 
252; A. J. van der Aa, Aardriikskundig 
Woordenboek der Nederlanden, vol. V, 
Gorichem, 1844, p. 557-558. 

The castle of Heusden existed in Carolin
gian times. In 839 it was destroyed by the 
Danes . By the end of the 9th century it 
was rebuilt. In 1340 Jan III of Brabant built 
the octagonal tower which can be seen in the 
drawing. It was reduced to ruins when it 
was struck by lightning in 1680. The remains 
of the castle were removed in 1824. 

ALBERT CUYP 

Born in Dordrecht in 1620 and died there in 1691. 
Pupil of his father, Jacob Gerritsz. Cuyp. One of the 
great landscape painters whose fame spread, espe,-

cially to England. Favorite subjects are river scenes 
near Dordrecht with cows resting on a hot, sunny, 
summer day. Also produced portraits. Traveled along 
the Lower Rhine and the other rivers in Holland. 
Characteristic of his landscape drawings is his use of 
chalk combined with fine pencil and washed in the 
color of mustard. 

85. A FERRYBOAT AND A SMALL Row BoAT 

Black chalk washed with India ink. With 
initials ( added later): "A:C." 2! x 6r\- in. 
(6.5 X 18.9 cm.). 

Coll.: J. Danser Mijman. 
Haarlem, Teylers Stichting. Acquired in 1798. 

Bibliography: H. J. Scholten, p. 173, no. 45. 

Obviously a study for a foreground of one 
of his large views of the Meuse before or near 
Dordrecht, from Cuyp's mature period. The 
drawing seems to have been used for "The 
Ferry Boat on the Maas" in the Wallace 
Collection, London. 

86. VIEW OF DoRDRECHT 

Black chalk with gray watercolor and cov
ered with yellow body-color. Signed by the 
artist's hand and the initials: "A. C." n X 

13! in. ( 18.8 x 34.4 cm.). 

Coll.: Straatmans, W. Pitcairn Knowles. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired in 1895. 

Similar views of Dordrecht, also seen 
from the land and from the river, are in the 
Printroom of the British Museum. 

87. A STUDY OF BURDOCK LEAVES 

Pen in brown ink washed with gray water
color. Six 8£ in. (21.8 x 21.4 cm.). 

Coll.: G. Leembruggen, F. J. 0. Boymans. 
Bequeathed to the City of Rotterdam. 
Rotterdam, Museum Boymans. 

Cuyp's interest in studying the roadside 
plants, which in watery country tend to grow 
luxuriantly, is due to the use he made of them 
in his pictures to obtain a firm repoussoir in 
the foreground, a practice which Claude Lor
rain had followed already. 

ANDRIAEN VAN OSTADE 

Born in 1610 in Haarlem, where he lived until his 
death in 1685. His brother Isaac was also a well-
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known painter. In 1634 Adriaen entered the guild 
at Haarlem, probably after having studied with Frans 
Hals. The early drawings are vigorous and aim at 
strong effects. Later he became more precise and 
worked in diverse techniques, including watercolor. 
His work is dedicated almost entirely to the life of 
simple people, farmers, and craftsmen. 

88. PEASANTS DANCING 

Black chalk, pen and brush with brown ink. 
Signed: "A. V. ostaden 1636" (A and V 
forming a monogram). Bh x 61 in. (20.5 x 
16.2 cm.). 

Coll.: van Gogh, W. P. Knowles. 
Haarlem, Teylers Stichting. Acquired in 1895. 

Bibliography: H. J. Scholten, p. 148, no. 74; 
Repr. in Kleinmann's Series I, pl. 59. 

An early work clearly influenced by A. 
Brouwer and Rembrandt, sometimes incor
rectly ascribed to his brother Isaac. His ear
ly work does, however, resemble that of 
Isaac, who died young. Van Ostade developed 
considerably through his long life and later 
changed to a more precise and more balanced 
use of forms and tone values. 

89. A PEASANT INTERIOR 

Black chalk and watercolor, heightened by 
pen. 6! x 9i in. (16.9 x 25.1 cm.). 

Coll.: Mrs. H. Kroller-Miiller. 
Otterlo, Rijksmuseum Kroller-Miiller. 

This drawing shows van Ostade at his 
best, pondering over the character of inani
mate objects and seeking to understand their 
nature. The colors are those which Saenre
dam used in several of his drawings of 
churches. 

90. A PEASANT FAMILY 

Pen and brown ink, washed in gray over a 
sketch in black chalk. 9} x Bi in. (24.1 x 
22.3 cm.). 

Coll.: J. de Vos, Sr., J. de Vos, Jr. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired in 1887 with aid of the So
ciety "Rembrandt." 

Bibliography: Repr. Kleinmann, Series I, no. 
18; C Josi, Collection de Dessins 
d' a pres les principaux M aitres Hollandaise 
et Flamands, Landres, 1821, sous: Adri
en van Ostade; Wilhelm Bode and W. 
R. Valentiner, Handzeichnungen althol-

liindischer genremaler, Berlin, 1907, p. 
39, pl. 24; E. W. Moes, Oude Teekenin
gen van de Hollandsche en Vlaamsche 
School in het Rijksprentenkabinet, vol. II, 
The Hague, s. a., no. 59; L. Godefroy, 
L' oeuvre grave d' Adriaen van Ostade, 
Paris, 1930, repr. p. 47; J. Q. van Reg
teren Altena, Holliindische Meiterzeich
nungen des Siebzehnten Jahrhunderts, 
Basel, 1948, pl. 34; K. G. Boon, "De 
Tekenkunst in de zeventiende Eeuw" in 
Kunstgeschiedenis der N ederlanden, vol. 
II, 1955, p. 144, repr. 9. 

This drawing, from van Ostade's middle 
period, has been reproduced in a facsimile 
aquatint print included in C. Josi's publica
tion of the Ploos van Am:.tel Collection. 

91. A PEASANT SEATED 

Watercolor and body-color. Signed with ini
tials: "A. V. O." ( the A and V forming a mon
ogram). 4i x 2ft in. ( 12.4 x 6.9 cm.). 

Coll.: J. W. Barchman Wuytiers. 
Haarlem, Teylers Stichting. Acquired 1792. 

Bibliography: H. J. Scholten, p. 148, no. 75; 
repr. in Kleinmann's Series N, pl. 9. 

In his later years, van Ostade often re
peated similar themes in varying techniques. 
This wonderfully preserved watercolor was 
probably meant to be a finished work of art 
and certainly ranks with his finest work. 

CLAES PIETERSZ. BERCHEM 

Born in 1620 in Haarlem and died in Amsterdam in 
1683. The son of the still-life painter Pieter Claesz. 
Pupil of his father, of Pieter de Grebber, and of Jan 
Wils. Though there is no documentary evidence, we 
may assume he went to Italy before 1642 because of 
his approach to landscape. Almost all of his scenes 
idealize its "pastoral." He was a skilled drafts
man who worked in a sharp style which departed 
from a study of nature and developed into a personal 
mannerism. In 1677 he moved from Haarlem to 
Amsterdam. 

92. A SEATED SHEPHERD' s BoY from the 
Campagna 
Black oil crayon. 121 x Bi in. ( 31.9 x 21.4 
cm.). 
Haarlem, Teylers Stichting. 

[ 38] 



Bibliography: H. J. Scholten, p . 186; Repr. 
in Kleinmann's Series I, pl . 28; I . von 
Sick, Nicolaes Berchem, Berlin, 1930, p. 
34 and 63, ( no. 25S as "mounted herds
man," wrongly described as heightened 
with white). 

This extremely vigorous drawing must 
have been executed in the Campagna during 
Berchem's stay in Rome, which lasted from 
1642 to 1645. Similar herdsmen mounted on 
horseback or on a donkey often occur in his 
paintings. 

PHILIPS WOUWERMAN 

Born at Haarlem in 1619 and died there in 1668. 
Studied under his father and with Frans Hals. From 
1638 to 1640 in Hamburg and 1640 in Haarlem 
again, where he lived until his death. Probably 
journeyed to France and along the Rhine. His 
favorite subjects of mounted cavaliers and battle
scenes in landscapes often southern in character 
make a visit to Italy probable. Not many of his 
drawings are known. 

93. MOUNTED AND DISMOUNTED HERDSMEN 

Black chalk, pen, and brush with gray-brown 
ink and white and yellow heightenings on 
light brown paper. 4H x 7H in. ( 12.5 x 
19.5 cm.). 

Coll.: C. de Claussin; H. de Kat. 
Haarlem, Teylers Stichting. Acquired in 

1867. 

Bibliography: H. J. Scholten, p. 170, no. 35. 

The drawing displays perfect mastery 
over the forms of the horses in which Wou
werman excelled. His drawings are rare, 
because he burned the majority of them
unless we are to believe, with A. Houbr aken, 
that they were really the work of Pieter van 
Laer and that Wouwerman did not like it to 
be known that they served him for his paint
ings. 

PAULUS POTTER 

Born in 1625 in Enkhuizen and died in Amsterdam 
in 1654. Pupil of his father, Pieter Simonsz. Moved 
to Amsterdam in 1631. After 1646 a member of the 
painter's guilds at Delft and at The Hague, where 
he executed commissions for the Princes of Orange. 
After 1652 returned to Amsterdam. A longer life 
would probably have made him one of the great 
masters of all time. Excelled in painting, drawing, 

and etching Dutch landscapes with cattle and horses. 
His drawings are mostly in black chalks. 

94. CAVALIER MOUNTING HIS HORSE 

Black chalk. Inscribed in later hand: "Ps 
Potter ft." 6! x 7! in. ( 16.4 x 20.1 cm.). 

Coll.: J. Tonneman; Jhr. J. Goll van Franck
enstein; H. van Cranenburgh; C. J. Fodor. 
Bequeathed to the City of Amsterdam. 
Amsterdam, Museum Fodor. 

Bibliography: Beschriiving der Schilderiien, 
Teekeningen etc. in het Museum Fodor, 
Amsterdam, 1863, no. 151. 

The same theme, with variations, occurs 
in pictures by Potter, i.e., "The Horsemen at 
the Inn" in the collection of H. M. The Queen 
of England. The attribution to Potter is 
based on tradition. 

CORNELIS VISSCHER 

Born in 1619 in Amsterdam or Haarlem and died in 
Haarlem in 1662. Brother of the engravers Jan and 
Lambert Visscher. Probably worked in the workshop 
of Pieter Soutman. His portraits, which are generally 
executed in black chalk on vellum, are obviously in
spired by the style of Frans Hals. Visscher also 
executed numerous engraved portraits. 

95. PORTRAIT OF A YouNG MAN 

Lead pencil and black chalk on vellum. 
Signed: "C. Visscher fecit AO 1655." 11! x 
81 in. ( 28.5 x 22.5 cm.). 
Haarlem, Teyler Stichting. 

Bibliography: H. J. Scholten, p. 174-175, no. 
52. 

The same museum owns the companion 
piece, a portrait of the lady inscribed: "aet. 
22 A• 1655." The man is identical with the 
portrait belonging to Teylers Foundation. The 
distribution of folds into broad areas of light 
and dark recalls Hals and is also characteristic 
of the Haarlem school. 

GERARD TERBORCH, The Younger 

Born in 1617 in Zwolle and died in Deventer in 1681. 
In 1632 went to Amsterdam and in 1634 became a 
pupil of the landscape painter Pieter Molijn at Haar
lem. After various journeys to England ( 1635) , 
France, Italy (1640), Germany (1648), and Spain, 
where he saw the paintings of Velasquez at the court 
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of Philip IV, he settled at Zwolle in 1650. Terborch 
executed portraits of the 17th century Dutch patri
cians in a style that is delicate and sober. The ma
jority of his sketches are in Amsterdam. 

96. MoUNTFD AMAZON 

Black chalk. Signed by the artist: "G T B." 
To the right a small sketch of a foot caught 
in a stirrup and a date, partly cut: "16--" 
( the third figure probably a 5). On the 
reverse: an offprint of another drawing by 
Gerard Terborch the Younger in the collec
tion, one of a horse and sleigh. This offprint 
has been partly gone over in chalk. 6-h x 7i 
in. ( 16.5 x 19.3 cm.). 

Coll.: L. F. Zebinden (descendant of the Ter
boch family). 
Amsterdam, Rijksprentenkabinet, Rijksmuse

um. Acquired in 1886. 

Bibliography: S. J. Gudlaugsson "Een antler 
Ruiterstuk van Gerard ter Borch" in 
Kunsthistorische Mededelingen van het 
Riiksbureau V001' Kunsthistorische Docu
mentatie, vol. II, The Hague, 1947, p. 42, 
repr. 3. 

This drawing, executed in 1656 ( another 
one in the Printroom, signed in the same way, 
is fully dated), seems to echo faintly Velas
quez' equestrian portraits of Spanish queens. 

JAN STEEN 

Born in 1626 in Leiden and died there in 1679. Son 
of a brewer, pupil of the German painter Nicolaus 
Knupfer and of Jan van Goyen, whose daughter he 
married. Between 1649 and 1654 he lived at The 
Hague, then for about six years at Delft, where he 
held the lease of a brewery; from 1661-1669 he lived 
at Haarlem and from 1669 on in Leiden where he 
kept a tavern after 1672. His great ability in paint
ing genre subjects of gay character may explain the 
scarcity of his drawings. Those we know are rapid 
preparations for pictures and are executed in pen and 
brush or chalk. The studies for single figures are 
done on blue paper. 

97. THE CARD PLAYERS 

Pen and brown ink and brown-purple wash 
over a sketch in pencil. Signed by the artist 
"J Steen" ( the first two letters in monogram). 
9i x 14! in. (23.8 x 36.6 cm.). 

Coll.: Jhr. F. Teding van Berkhout. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired in 1949. 

Bibliography: J. Q. van Regteren Altena in 
Oud-HoUand, 1943, p. 97-117 (on Jan 
Steen's drawings in general); Verslagen 
omtrent' s Rijks V erzamelingen van 
Geschiedenis en Kunst, 1949, p. 34 ( with 
repr.). 

The present drawing was acquired for 
the Amsterdam Printroom shortly after pub
lication of the small number of drawings by 
Jan Steen then known to exist. A care
ful painter, he worked easily, and did not 
need many preparatory studies. The com
pany recalls Steen's images of the Meagre 
Kitchen. The subject of the drawing has not 
yet been found in a painting. 

ADRIAEN VAN DE VELDE 

Born in 1636 in Amsterdam and died there in 1672. 
Son of William van de Velde the Elder. His father 
and his elder brother William were his first teachers. 
Later a pupil of Jan Wynants at Haarlem. Leads 
the way to a more classical handling of figures and 
landscape; even his animals have a sculpturesque 
monumentality. The whole is characterized by a 
Virgilian atmosphere of harmonious restfulness. A 
perfect technician, he preferred a completely smooth 
canvas surface. It seems likely that van de Velde 
visited Italy. Employed by fellow artists to paint 
figures in their landscapes or town views. His draw
ings are numerous and excuted in pen and brush as 
well as in black or red chalks. Also an etcher, 

98. A SHEPHERDS BoY RESTING 

Red chalk over black chalk. Signed by the 
artist: "A.v.d. Velde f". 9! x lli in. (20 
X 29 cm,), 

Coll.: Jae. de Vos, Sr.; Jae. de Vos, Jr. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. Acquired in 1885. 

Bibliography: E. W. Moes, Honderd Teeken
ingen van H ollandsche en Vlaamsche 
Meesters in het Riiksprentenkabinet, The 
Hague, s.a., no. 82; Comm. Cat. Exh. 
Dutch Art, 1450-1900, London, 1930, p. 
235, no. 713; J. Q. van Regteren 
Altena, H olliindische M eisterzeichnungen 
des siebzehnten Jahrhunderts, Basel, 
1948, p. XXV, no. 42; K. G. Boon, "De 
Tekenkunst in de zeventiende Eeuw," in 
Kunstgeschiedenis der N ederlanden, vol. 
II, Utrecht, 1955, p. 151, repr. 13. 

This drawing is a preparatory study for 
the picture of 1671 in the Gallery at Karl
sruhe and can be dated accordingly. A 
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drawing of a sleeping shepherd in the Conde 
Collection at Chantilly Castle is a combina
tion of the two studies on this sheet. 

GABRIEL METSU 

Born in 1629 in Leiden and died in Amsterdam in 
1667. Son of the Flemish painter Jacob Metsu, who 
died in 1633. Supposedly a pupil of Gerard Dou or 
otherwise to have undergone the influence of the 
school of Rembrandt or even of Frans Hals. As a 
youngster engaged in the foundation of a painters' 
guild at Leid en. From 1657 he lived at Amster
dam. His work consists mostly of genre paintings 
with a small number of figures. His very rare draw
ings show carefully worked-out studies of single 
figures. 

99. A SEATED HUNTSMAN WITH A BROAD 
HAT AND His GuN 
Black and whit e chalk on light brown paper. 
lH x 7! in. (30.2 x 19.8 cm.). 
Haarlem, Teylers Stichting. 

Bibliography: H. J. Scholten, p. 164, no. 18 
(as by Gerard Terborch); J. Q. van 
Regteren Altena, Dutch Master Drawings 
qf the Seventeenth Century, London, 
1949, p. XXII, pl. 39. 

Few drawings by Metsu have main
tained their attributions without criticism. The 
figure in this drawing is related in type to 
those of Metsu's paintings and may have been 
incorporat ed into an interior scene. It is nota
ble for its grace and care of handling, neat
ness, and accuracy of observation. The im
age is strengthened by stressing the exact 
patterns of the shadows. 

JACOB VAN RUYSDAEL 

Born in 1629 in Haarlem and died in 1682, prob ably 
in Amsterdam. Son of picture-dealer, frame-maker, 
and paint er Isaac. Became appr entice to his uncle 
Salomon van Ruysdael. Some of his etchings and 
paintings shown are as early as 1646. Travel ed in 
his own country and to Bentheim and Cleves; about 
1655 settled in Amsterdam . In 1676 he graduated 
as a doctor of medicine at Caen and afterward prac
ticed at Amsterdam. Ruysdael is the great landscape 
painter of the third quarter of the 17th century. He 
portrays the stateliness of heavy woods and aged 
tr ees and suggests the gloomy app eal of the sea; he 
is equally adept in evoking high clouded skies. A 
few landscapes have solitary figures. The dramatiz
ing factor in his works, from time to time appearing 

as artificial, does not exist in his drawings, which 
were usually done from nature. They are often 
carefully elaborated with small touches of a subtle 
brush; in others he displays his mastery over black 
chalk. 

100. THREE "TIMBER AND STONE" HOUSES, 
near Bentheim Castle. 

Black chalk and brush with India ink. 5! 
x 9! in. (14.9 x 20 cm.). 
Haarlem, Teylers Stichting. 

Bibliography: H. J. Scholten, p. 230, no. 51; 
repr. in Kleinmann's Series II, p. 15; H. 
Buisman, Veertig teekeningen "Teylers 
Museum", Leipzig, 1924, p. 8, pl. 35; J. 
Rosenberg, Jacob van Ruysdael, Berlin, 
1928, p. 113, no. 29. 

101. OLD OAKS BY A ROAD 
Brush with grey ink. Inscribed: "v.Ruisdaal" 
in a later handwriting. 7! x 12! in. ( 19./1 
x 31.6 cm.). 

Coll.: Jhr. J. Goll van Franckenstein. 
Haarlem, Teylers Stichting. Acquired in 

1883. 

Bibliography: J. H. Scholten, p. 230, no. 50. 

For a master whose skill in fusing ele
ments of space and of surface into one well
balanced arrangement is almost unmatched, 
this landscape seems a simple one, but the 
lighter trunks of the thre e oaks are extremely 
expressive and expertly balanced. 

101a. Bmn's-EYE Vmw OF THE NORTHERN 
PART OF THE TowN OF AMSTERDAM 

Black chalk washed with gray watercolor. 3! 
x 5H in. (8.6 x 15.2 cm.). 

Coll.: H.M. the King of Saxony; W. J. R. 
Dreesmann. 
Amsterdam, Museum Amsterdam en Omgev

ing. 

Bibliography: Jakob Rosenberg, Jacob "an 
Ruisdael, Berlin, 1928, p. 113, no. 20; 
Kurt Erich Simon, Jacob van Ruistlael, 
Berlin, 1930, pp. 52 and 80; Cat. !~xh. 
Kaarten, profielen en panorama's van 
Amst erdam, Amsterdam, 1932, no. 3/'.; J. 
Q. van Regteren Altena, "Het Gelaat van 
de Stad" in: A. E. D'Ailly, Zeven Eeu
wen Amst erdam, vol. III, Amster 1'Ull, 

s.a. p. 306, repr. p. 308. 
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This drawing is a study for the painting 
belonging to the Marquis of Lansdowne, Bo
wood, which bears no date, but is a beautiful 
example of Ruysdael's style. It can be dated 
with certainty after 1656, when Ruysdael 
moved from Haarlem to Amsterdam, and 
went to live in the neighborhood of the Dam. 

Hofstede de Groot supposed that the 
view in the painting, which has a slightly dif
ferent foreground, was from the roof of the 
Town Hall, completed in 1655. Van Regter
en Altena drew attention to the inscription 
on the reverse of the drawing, which indicates 
that the view was from the roof of the New 
Church. The scaffolding in the foreground 
might indeed be connected with the restora
tion of this church after the fire of 1645. But 
the isolated figure of a statue, with bent arm 
( visible at left), is more likely one of the 
statues from the Town Hall, rather than the 
Church. The extremely light and spirited 
handling of the chalk also suggest a later 
date. The scaffolding and planks· at right 
might well belong to the construction of the 
Town Hall tower, begun in 1664, and com
pleted in 1665. 

JAN DE BRAY 

Born in 1627 in Haarlem and died there in 1697. The 
son of the painter and architect Salomon de Bray. Be
tween 1667 and 1685 he was frequently on the coun
cil of the St. Lucas Guild at Haarlem. As a painter 
of portraits, corporation-pieces, and mythological and 
religious objects de Bray worked in a cool manner, 
adapting Italianate forms and obtaining effects of 
classical balance. His drawings, usually in black 
chalk, are done with exactitude. 

102. PORTRAIT OF ONE OF THE BROTHERS DE 

BRAY 

Black chalk. Signed: "1658 I D Bray" (the 
initials as a monogram). 7! x 5H in. ( 19.1 
x 15.2 cm.). 

Coll.: J. van der Marek, Aeg zn. (as the 
portrait of Jacob de Bray); C. Ploos van Am
stel ( as the portrait of a son of Salomon de 
Bray by Jacob de Bray; H. van Cranenburgh; 
W. P. Knowles and P. Langerhuizen. 

Haarlem, Teylers Stichting. Acquired in 
1919. 

Bibliography: C. Kramm, De Leven en 
Werken der Holli:indsche en Vlaamsche 
Kunstschilders, etc., Amsterdam, 1857, p. 
151; H. Buisman, Teylers Musewn, Vier-

zig Handzeichnungen, Leipzig, p. 9, pl. 
34 ( as probably Dirck de Bray by Jan 
de Bray); J. W. von Moltke, Marburger 
Jahrbuch fur Kunstwissenschaft, vol. XI
XII, 1943, p. 503, repr. 70; W. Bernt, 
Die Niedel. Zeichner des 17. Jahrhun
derts, Miinchen, 1957, no. 118. 

In the Van der Marek sale the portrait 
occurred with a companion portrait of the 
same size, named the portrait of Jacob de 
Bray "having served for the print." The 
stated date, 1658, excludes the possibility of 
this being the Berlin drawing of 1657 repre
senting the father of Dirck, Jan, Jozef, and 
Jacob, viz. Salomon de Bray, which was re
produced in a woodcut by Dirck de Bray in 
1664. The present portrait undoubtedly re
presents one of them; others are in the Fodor 
Musewn, Amsterdam, and the British Muse
wn, London. 

WILLEM VAN DE VELDE 

The Elder, born in 1611 in Leiden and died in 1693 
in Greenwich. The Younger, born in 1633 in Leiden 
and died in 1707 in Greenwich. Both father and 
son devoted themselves to picturing ships and sea 
battles, commissioned first by the States General and 
later by Charles II and his successors. The latter put 
a yacht at their disposal so they could follow battles, 
and they consequently were present at nearly all the 
naval events of their time; they executed many 
drawings at these times. Van de Velde the Younger 
was more of a painter than his father; later worked 
with a quill in grisaille on prepared canvas. Both 
generally drew with a pencil or black chalk slightly 
washed with ink. 

103. THE DUTCH FLEET NEAR THE ENTRANCE 
OF A HARBOR 
(Willem van de Velde the Younger) 
Black chalk. 9! x 15! in. (24.7 x 40 cm.). 

Coll.: G. Leembruggen. 
Rotterdam, Musewn Boymans. 

Bibliography: Baschrijving der Teekeningen 
in het Museum te Rotterdam, gesticht 
door Mr. F. J. 0. Boymans, 1869, no. 
1421; M. S. Robinson, Van de Velde 
Drawings ( a catalogue of drawings in 
the National Maritime Musewn made by 
the elder and the younger Willem van de 
Velde), Cambridge, 1958. 

The recently issued catalogue of the 
drawings of both father and son has proved, 
again, how difficult it is to discern their hands. 
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The present drawing, however, is probably 
by the younger Willem. 

JAN DE BISSCHOP 

Born in 1628 in Amsterdam and died in 1671 at The 
Hague. Studied law at the University of Leid en; 
ended his education with a journey to Italy. Like his 
friend Constantijn Huyghens the Younger, took 
pleasure in studies and drawings. Produced a large 
number of small landscape drawings of Italian and 
Dutch subjects and numerous fine copies after pic
tures by earlier masters and after antique sculptures. 

103. A Boy READING 

Brush and brown ink over a sketch in chalk, 
in a few places corrected by pencil. On the 
reverse an inscription in an old hand: "Jacob
us van Ewijk J. Epicopius del." 7t x 51 in. 
( 18.1 x 15 cm.) . 
Amst erdam, Rijksprentenkabinet, Rijksmuse

um. Acquired in 1905. 

Bibliography: Walther Bernt, Die Nieder
liindischen Zeichner des 17. Jahrhun
derts, vol. I, Munich, 1957, no. 63. 

In this excellent figure study, a genre 
which he practiced comparatively seldom, de 
Bisschop worked more as a painter who had 
seen Jan Vermeer's paintings than as a 
draftsman. 

CONSTANTIJN HUYGHENS 

Born in 1628 at The Hague and died there in 1677. 
Son of the secretary to various Princes of Orange. 
Succeeded his father as secretary to William III, 
whom he followed to England in 1689, staying there 
until 1696. His drawings probably were done while 
following William III on his campaigns, about 1670-
1680. They have been annotated with place and 
date and may be checked with references in his writ
ten journal. His technique is the same as Jan de 
Bisschop's. 

105. BOATS AT ANCHOR on the Meuse near 
Smeermaas. 
Pen and "Bisschop-ink" of a warm brown 
color. Inscribed by Huyghens: "Smeermaes 
5. Aug. 1676." 4H x 9! in. ( 12.6 x 23.6 
cm.). 
Haarlem, Teylers Stichting. 

Bibliography: H. J. Scholten, p. 232, no. 57; 

Cat. Exh. Le Paysage Hollandais, Paris, 
1950, no. 134. 

A very modern drawing, a Whistler avant 
la lettre. His 1676 journal relates ( p. 124-
126) the attack on Maastricht, the constant 
danger and the killing of officers and men 
around him. This did not prevent him from 
quietly sketching a masterpiece. 

MEINDERT HOBBEMA 

Born in 1638 in Amsterdam and died there in 1709. 
Pupil and friend of Jacob van Ruysdael. They made 
journeys together and sometimes drew the same 
scene. Most of his landscape paintings lack dat es. In 
1668 he was appointed town gauger of wine and may 
not have painted after that. His drawings, mostly 
questionable attributions, are in two styles: a broad 
use of chalk on either white or gray paper and some
times washed with India ink, and slighter sketches 
in black chalk in the manner of Jacob van Ruysdael. 
His favorite subjects were woods and watermills. 

106. A WATERMILL, AMIDST BUSHES, IN 

GUELDERS 

Black chalk washed with India ink. A later 
inscription on the back "Ruysdael.f." has 
been erased. It may have been Ploos van 
Amstel's. 7i x 12t in. ( 20.1 x 31.3 cm.). 

Coll.: Valckenier; C. Ploos van Amstel (?); 
A. van der Willigen. 

Haarlem, Teylers Stichting. Acquired in 1874. 

Bibliography: H. J. Scholten, p. 255; repr. 
in Kleinmann's Series, vol. I, pl. 5; J . 
Rosenberg, Jahrbuch der Preusz. Kslgn, 
vol. XLVIII, 1927, p. 142; F. Lugt, Les 
Dessins des Ecoles du Nord de la Col
lection Dutuit, Paris, 1927, p. 22 ( under 
no. 42); M. Brouilhet, M. Hobbema, 
Paris, 1938, p. 377, pl. 3. 

The same mill was portrayed often and 
from different sides by Hobbema and Ruys
da el, both in drawings and paintings . Th e 
present drawing seems to have been executed 
on the spot, where the two artists worked 
together. F. Lugt has tentatively divided 
the known versions between the two hands, 
noting, however, the small degree of difference 
existing between them. The broad handling 
of this drawing indicates Hobbema's hand. 
However, the picture executed after it in the 
Museum of Melbourne is by Ruysdael. 
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JAN VAN HUYSUM 

Born in 1682 in Amsterdam and died there in 17 49. 
Son of Justus van Huysum, who was his teacher. 
Worked only from nature and generally depicted 
fruit and flowers. If a Hower desired by a patron 
could not be secured, he refused to draw it. Acquired 
great fame in his lifetime. 

107. FLOWERS, FRUIT, AND VASE 

Black chalk, pen, and watercolors. 16! x 12i 
in, ( 43 X 33.5 cm.). 

Coll.: Mr. F. J. 0. Boymans. Bequeathed to 
the museum. 
Rotterdam, Museum Boymans. 

Bibliography: Beeldende Kunst, vol. XI, 1924, 
fasc. 6 (repr. on cover); W. Bernt, Die 
Niederlandischen Zichner des 17. Jahr
hunderts, vol. I, Miinchen, 1957, no. 318. 

The arrangement here is very similar to 
the picture, dated 1723, now in the Hermit
age, Leningrad. The same vase occurs in a 
Howerpiece dated 1722. 

BERNARD PICART 

Born in 1673 in Paris and died in Amsterdam in 1733. 
Pupil and son of Etienne Picart. Between 1693 and 
1698 worked in the Netherlands and settled there 
1710, first at The Hague and later in Amsterdam. 
The most remarkable of Dutch engravers of the 
early 18th century. Influenced by the elegant forms 
of the French school; worked on illustrations, title 
pages, and culs-de-lampe for books. 

108. A LADY READING 

Pen and brush with gray India ink. Signed: 
"B. Picart f." 4-h x 3 in. (11.7 x 7.8 cm.). 

Haarlem, Teylers Stichting. 

Trained in Paris, Picart introduced 
French taste to Amsterdam and, working 
mostly on a small scale, adapted himself to 
subjects which the Dutch had treated so well 
before. 

JACOB DE WIT 

Born in 1695 in Amsterdam and died there in 1754. 
When 9 years old received his first training from 
Albert van Spiers. After a decisive stay beginning 
in 1708 with his uncle Jacomo, a collector, at Ant-

werp, where his master was Jacob van Hal, he soon 
started life-drawing at the Academy. In 1711-1712 
mad e drawin gs after the paintings of Rubens in the 
church of the Jesuil'S. Back in Amsterdam in 1716 
he was given important commissions for ceilings in 
Amsterdam private houses and for altarpieces. In the 
latt er he followed Rubens and the early van Dyck. 
Until his death he produced many decorative works, 
some executed in grisaille and trompe l' oeil. 

109. DESIGN FOR A CEILING, with Gods, 
Muses, and Putti 
Pencil and watercolors. Signed: "J. d. wit 
invt." 16! x lH in. ( 41.5 x 29 cm.). 
Haarlem, Teylers Stichting. 

Bibliography: H. J. Scholten, p. 370; A. 
Staring, Jacob de Wit, Amsterdam, 1958, 
passim. 

Fashionable decorator of the houses on 
the Amsterdam "grachten," for which he 
painted ceiling and overdoors; several are 
still in situ. De Wit was an astonishingly 
skillful and tasteful artist. 

110. THE PAINTER'S OVAL EFFIGY BY QUINX
HARD 

Pen and brush with gray wash. 5i x 2i in. 
(14.7 x 9.6 cm.). 

Coll.: Mrs. H. Kroller-Miiller. 
Ott erlo, Rijksmuseum Kroller-Miiller. 

Jacob de Wit created many self-portraits 
which are notable for their variety of con
ception and technique. This work shows his 
spirited draftsmanship, and derives from the 
painting of 1751 by J. Quinkhard. 

CORNELIS TROOST 

Born in 1697 in Amsterdam and died there in 1750. 
Pupil of Arnold Boonen for two and a half years. 
Having successfully painted his first portraits, he was 
commissioned for a life-sized group portrait of mem
bers of the "Collegium Medicum" in 1724, and con
tinued portrait work from 1728 to 1731. In 1736 he 
began genre pieces and theatre scenes which made 
him one of the most popular painters of his time. He 
was a painter , watercolorist, pastel draftsman, etcher, 
and engraver. 

111. NEMo LoQUEBATUR, a saloon in Louis 
XIV style with the friends of Mr. Bi
berius 
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Pen with brown ink, washed in gray. 13! x 
19in. (35x48.4cm .). 

Coll.: G. Leembruggen, A. Verhuell. Be
queathed to the museum. 

Amsterdam, Koninklijk Oudheidkundig Gen
ootschap. 

Bibliography: A. Verhuell, Cornelis Troost 
en ziin Werken, Arnhem, 1873, p. 18; J. 
Knoef, Cornelis Troost, Amsterdam, 
1946, p. 29; Cat. Exh. Cornelis Troost 
en zifn Tifd, Rotterdam, 1946, no. 84. 

Best known for his series of pastels rep-
resenting the successive phases of an even
ing feast, the initial letters of the five latin 
titl es reading "N E L R I." This sketch is 
the second version of the initial scene of the 
series. The pastels were executed in 1740. 

112. SCENE FROM A COMEDY 

Pastel and gouache on blue paper. Signed: 
"C. Troost 2/1747." 13i x lH in. ( 34.7 x 
28.9 cm.). 

Coll.: A. Verhuell. Bequeathed to the mu
seum. 

Amsterdam, Koninklijk Oudheidkundig Gen
ootschap. 

Bibliography: J. Knoef, Comelis Troost, Am
sterdam, 1946, p . 27 and 30; Cat. Exh. 
Cornelis Troost en ziin Tifd, Rotterdam, 
1946, no. 100. 

The subject is taken from the comedy 
"De bedroge girigheid ofte boertige comedie 
van hopman Ulrich," by a poet from Cor
kum, Johan van Paffenrode. The same sub
ject was previously treated by Troost in a 
1738 painting now in The Hague . 

AART SCHOUMAN 

Born in 1710 in Dordrecht and died at The Hague in 
1792. Pupil of Adriaan van der Burgh and F. Green
wood, who taught him glass-etching. About 1748 set
tled at The Hague and in 1750 was a regent of the 
Drawing Academy. Besides his portraits and chimney 
pieces, did flowers, animals, and exotic birds, many 
of which he found in the zoological collection of the 
Prince of Orange. The drawings are most frequently 
watercolors of remarkable taste. 

113. THE VILLAGE OF DE LINDT ( de Groote 
Lindt) near Dordrecht 
Watercolor. Signed: "A. S. 1742." An
notated on verso: "de Lindt te zien agter van 
Meerdervoort 1742. a.s." 5i x 91 in. ( 14.2 
x 23.4 cm.). 

Coll.: C. P. D. Pape. 
Amsterdam, Rijksprentenk abinet, Rijksmuse

um. 

The country near Dordrecht with some of 
its watermills and the spire of the church of 
de Lindt on the horizon. A surprisingly fresh 
watercolor. 

114. Two Bnms 
Watercolor. Signed and dated in the lower 
left corner: "A. Schauman 1760." 14! x 9H 
in. ( 36.3 x 25.3 cm.). 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. 

At the top is a blue jay. The other bird 
has not been identified. From his notebooks 
in the Museum van Gijn, Dordrecht, we 
know that Schauman drew many birds in 
watercolors for Mr. Pompe, Lord of Meerder
voort, near Dordrecht. 

JACOB ELIAS LA FARGUE 

Born in 1740 at The Hague. By 1761 a member of 
the guild as a painter of townscapes and landscapes. 
Together with his brother Paulus Constantijn, regis
tered in the "Album Studiosorum" of the University 
of Leiden in 1771. 

115. THE GREENMARKET AT THE HAGUE 
Pen and watercolor over black chalk. In
scriptions on verso: "K. la Fargue" (in ink) 
and: "Gesigt van de Groote of wekelijkse 
Groenmarkt in 's Hage" (in pencil). Signed 
with monogram: "J. E. 1. F." 14& x 20i in. 
( 36.8 x 51.9 cm.). 

Coll.: C. Fodor. Bequeathed to the museum. 
Amsterdam, Fodor Museum. 

Bibliography: Cat. <Yf the Fodor Mt1Seum, 
Amsterdam, 1863, p. 51, no. 389. 

A sumptuous drawing characterized by 
bold handling and vivid light effects. The 
same view with different figures in a washed 
pen-drawing in the archives of The Hague. 
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REINIER VINKELES 

Born in 1741 in Amsterdam and died there in 1816. 
Learned engraving from J. Punt and drawing at the 
Academy for Design. Completed his instruction with 
Ph. Le Bas in Paris. Queen Catherine of Russia 
called him to Petersburg for a short while. A prolific 
engraver and gifted draftsman of views in Paris and 
Amsterdam and of genre scenes. 

116. THE RIVER AMSTEL AND TIIE INN CALLED 
"BEREBIJT," outside Amsterdam 
Watercolor. Dated 1762. 6! x 10! in. ( 15.6 
x 26.4 cm.). 

Amsterdam, Gemeente-Archief. 

At left is the famous inn "de Berebijt," 
the bridge "Hooge Sluis" with many arches, 
and the tower of the South Church. At right, 
one of the city gates "de Weesperpoort." In 
1769 Vinkeles executed a variation. 

JACOB CATS 

Born in 1741 in Altona and died in Amsterdam in 
1799. Started his draftsman's career under different 
minor artists at Amsterdam. Mainly employed on 
wall decorations, and covered whole rooms with 
landscapes. Later founded a factory to produce 
them. Mainly known for his careful and often strik
ing drawings depicting scenes in Amsterdam. Many 
of his drawings have been annotated as "Gedachten 
in ... " (i.e. "Thoughts in ... "), followed by the 
year. 

117. THE "BINNEN-AMSTEL" (i.e. the Amstel 
inside the town of Amsterdam) and the 
"Hooge Sluis," a bridge, mill, and city 
gate, the "Utrechtsche Poort." 
Wat ercolor drawing. Inscribed on verso: 
"J. Cats. del. ad viv 1785; Gezicht van over 
den Binnen Amstel op het Goudenaars grag
tje de geweezene Tapijtmakerij, steene mol
en, Utregtsche poort etc. etc." 10-h x 14! 
in. ( 25.9 x 36.8 cm.). 

Coll.: L. Splitgerber; bequeathed to the City 
of Amsterdam, Museum Fodor. 
Amsterdam, Gemeente-Archief. 

Bibliography: Beschrijving van den Atlas van 
Amsterdam van Louis Splitgerber, Am
sterdam, 1874, no. 756. 

The drawing is characteristic of a whole 
trend of minutely drawn views of Amster
dam. It started with the work of an artist 
belonging to the 17th century, Jan van der 

Meyden. Whole atlases containing them 
were brought together systematically. The 
custom still persists among collectors in Am
sterdam. 

JACOBUS PERKOIS 

Born in 1756 in Middelburg and died there in 1804. 
Studied at the Drawing Academy, at The Hague, in 
1776. Served the East India Company in his native 
town. Joint founder and governor of the Drawing 
Academy at Middelburg. Painted miniatures and 
executed colored chalk portraits and figures of simple 
people at work. 

118. YouNG WOMAN IN A SLEIGH 

Pencil, black and colored chalk, and water
color. Signed on the sleigh: "Perkois f. 
1784". 12i x Bi in. ( 32.3 x 22.5 cm.). 

Coll.: C. J. Fodor. Bequeathed to the City 
of Amsterdam. 

Amsterdam, Fodor Museum. 

Bibliography: Cat. of the Fodor Museum, 
Amsterdam, 1863, p. 64, no. 622. 

The gate in the background is the 
"Vlissingsche Poort" at Middelburg. 

WYBRAND HENDRIKS 

Born in 17 44 in Amsterdam. Studied at the Academy 
in Amsterdam in 1786.1819. Curator of Teyler's 
Foundation in Haarlem and governor of Haarlem's 
Drawing Academy. Made some journeys to England 
and Belgium. Painted mostly portraits and genre 
pieces; in the latter he is stylistically related to Ver
meer and other masters. 

119. A Vrnw IN A DECREPIT QUARTER OF 
HAARLEM 
Pencil, pen, and watercolor . On verso in
scribed in ink by Henriks: "Gezicht op de 
Raamgragt op de Lange Geusestraat na't 
wegbreeke van eenige huizen in 1809. W. 
Hendriks." 10-h x 16 in. ( 25.8 x 40.9 cm.). 

Haarlem, Gemeente-Archief. 

Bibliography: W. P. J. Vermeer, Haarlemsche 
Straatnamen, Haarlem, 1916, p. 87. 

The delicate choice of colors makes this 
one of Hendriks' finest works. 
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120. THE ANNUAL FISHERY DAY AT THE 
"BROUWERSKOLK". (Brewery-pool) at 
Overveen near Haarlem. 

Pencil, pen, and watercolor. Signed: "Wd 
Hendriks fecit." With extensive legenda on 
a separate strip of paper underneath. On 
verso inscribed in ink by Hendriks: "De vis
cherije in de Brouwerskolk den 29 Sepr-1821 
onders een swaaren Regen en Wind." 9! 
x 16 in. (23.8 x 40.7 cm.). 

Haarlem, Gemeente-Archief. 

The brewery-pool was dug in the 17th 
century to collect the dune water for the use 
of breweries at Haarlem. The participants 
at the yearly fishery formed a college for the 
purpose of superintending the trades and 
manufactures. Their names are inscribed on 
a separate piece of paper underneath the 
drawing. Once a year they gathered to wit
ness fishing in the "Kolk." 

JURRIAEN ANDRIESSEN 

Born in 1742 in Amsterdam and died there in 1819. 
Pupil of Anthony Elliger and J. M. Quinkhard; in 
1760 studied at Academy of Design . Manufactured 
painted wall-decorations . Often executed the decor 
for the town theatre. In 1799 founded a private 
school for design after a sudden decline in his health. 

121. MoN ATELIER 

Watercolor. Inscribed on verso: "J. Andries
sen." The text underneath, when translated 
from his code writing, runs: "18 may, second 
Whitsunday, arranged my room and con
structed the two art-cabinets. My studio. 
Twentieth week." 7i x IOi in. ( 18.1 x 25.8 
cm.). 

Amsterdam, Koninklijk Oudheidkundig Gen
ootschap. 

Bibliography: "Amsterdam in het Begin der l!:le 
Eeuw in 740 Teekeningen door de Schil
dersfamilie Andriessen," veiling 16-17 
febr. 1903, cat. p. 25, no. 361; J. Knoef, 
in Jaarvers"lagen van het Koninkliik Oud
heidkundig Genootschap, vol. LXXXVI
LXXXVII, p. 70, pl. 10. 

From 1800 to 1808 illustrated daily events 
in small sketchbooks. Those not outlined by 
pen are particularly striking in the directness 
of the brush stroke. 

WOUTER JOANNES VAN TROOSTWIJK 

Born in 1782 in Amsterdam and died there in 1810. 
Pupil of Anthony and Jurriaen Andriessen and of the 
etcher A. van den Bosch. Clerk at the Amsterdam 
town hall. His principal subjects are land- and town
scapes and animal pieces. Evidently inspired by 
Adriaen van de Velde and other congenial 17th cen
tury artists; but his work is in no way an imitation 
of theirs. He followed nature with a freshness of 
approach and a discernment for high standards of 
quality. Executed a number of beautiful etchings 
and frequently worked out-of-doors. Had he lived 
longer, he probably would have been a leading 
painter. 

122. A BULL 
Watercolor. Signed with the monogram: "v 
T 1807." 5 x 6i in. (12.8 x 17.1 cm.). 

Coll.: Mrs. H. Kroller-Miiller. 
Otteilo, Rijksmuseum Kroller-Miiller. 

Bibliography: Catalogue of the sale of works 
left by van Troostwijk, March 18, 1875, 
no. 17. 

The same subject has been etched by 
van Troostwijk. The watercolor is a master
piece in its accurately observed delicate colors 
and quiet monumentality. The same quali
ties are found in the later watercolors of An
ton Mauve. 

123. A HUNTER LYING DOWN 

Black and red chalk and watercolor on brown 
paper. Signed: "W J v T." On the verso: 
part of a study after a female nude. Not 
explicitly mentioned in the sale of the artist's 
works in 1875. 5! x 9-h- in. ( 13.4 x 23 cm.). 

Haarlem, Teylers Stichting. 

Bibliography: H. J. Scholten, p. 505; P. A. 
Scheen, Honderd Jaren Neder"landsche 
Schilde1'en Teekenkunst ( 1750-1850), 
The Hague, 1946, p. 313. 

Although Trootwijk died at the age of 
2.S, he left a large number of drawings and 
paintings which show great ability. 

ANDREASSCHELFHOUT 

Born in 1787 at The Hague and died in 1870. Until 
1811 worked in his father's frame shop. His talent as 
a painter was recognized in 1815. He specialized in 
winter landscapes which often show an original ap
proach to the subject and inspired his most brilliant 
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pupil, J. B. Jongkind. Other pupils were W. J. J. 
Nuyen and Ch . Leickert. Died at the pinnacle of 
his fame. Schelfhout's painted landscapes are among 
the finest of neo-17th century art, characterized by 
tradition, optimism, and avoidance of new problems. 
His drawings, through the ease of execution, are his 
most graceful works. Also an excellent watercolorist. 

He is particularly known as an historical painter and 
was usually exact in his historical settings. Also ex
celled in watercolors in different genres and may be 
considered the only important book illustrator in the 
Netherlands of his time. His art always has a strong 
romantic flavor. 

124. A Vmw OF THE FROZEN MEUSE NEAR 126. Vmw FROM A HousE ON THE "Spu1," 
DORDRECHT AMSTERDAM 
Black chalk and wash of gray and brown ink 
in variegated shades. !Oi x 16! in. (27.2 x 
41.3 cm.). 

Coll.: C. J. Fodor. Bequeathed to the mu
seum. 
Amsterdam, Museum Fodor. 
Bibliography: Beschrijving der Schilderijen, 

Teekeningen, etc. in het Museum Fodor, 
Amsterdam, 1863, no. 651. 

This is a study of the general effects of 
tonal values and is a characteristic work of 
the early 19th century painters who attempted 
a new national style on the basis of 17th 
century art. 

BAREND CORNELIS KOEKKOEK 

Born in 1803 in Middleburg and died in Cleves in 
1862. Received his first instruction from his father, 
Johannes Hermanus Koekkoek. Later studied at the 
Academy of Amsterdam. Traveled in Belgium and 
Germany and settled in Cleves. In 1841, founded a 
drawing academy there and directed it until his death. 
Excelled in landscape painting and had a predilection 
for winter scenes and for heroic landscapes with ma
jestic old oaks; they show the influence of Ruysdael 
and Hobbema. 

125. STUDY OF A YOUNG WOMAN 
Pencil on white paper with a watermark dated 
1836. 8! x 7i in. (21.7 x 18.8 cm.). 
Amsterdam, Prof. Dr. J. Q. van Regteren 

Altena. 

An example of the careful studies exe
cuted in his earlier years. They belong to 
a trend which pre-dates Menzel and Degas. 

CHARLES ROCHUSSEN 

Born in 1814 in Rotterdam and died there in 1894. 
Studied at The Hague Academy and with Nuyen and 
Waldorp. Traveled in Belgium, Germany, and France. 

Watercolor and body-color. Monogrammed: 
"C. R. 55." 131 x Bi in. ( 33.5 x 22.3 cm. ) . 

Coll.: L. Splitgerber; bequeathed to the City 
of Amsterdam, Museum Fodor. 

Amsterdam, Gemeente-Archief. 

Bibliography: Beschrijving van den Atlas van 
Amsterdam van Louis Splitgerbe1', 1874, 
p. 115, no. 723; D. Franken en F. D. 0. 
Obreen, L'Oeuvre de Charles Rochussen, 
Rotterdam, 1894, p. 43, cat. no. 282. 

The drawing was used by Rochussen 
when he painted the same view on a panel 
of almost equal size in the same year, 1855. 
Both painting and drawing demonstrate Roch
ussen' s easy handling and gift for spirited ar
rangement. 

JOHANNES BOSBOOM 

Born in 1817 at The Hague, where he died in 1891. 
Studied at the Academy there and also with B. J . 
van Hove. Traveled to Germany, Belgium, and 
France. Bosboom became famous primarily for his 
church interiors, but also did landscapes and views of 
old towns. He played a prominent part in the artis
tic life of Holland and in the development of a na
tional museum. Most early drawings are from sketch
books which he filled during his frequent travels in 
Holland and abroad. In these he developed great 
fluency. Later he became interested in watercolor 
as a medium in its own right. 

127. FACTORIES IN THE BORINAGE 
Pencil and brush with brown and gray ink. 
Signed with initials: "I. B." 6-r. x 9H in. 
( 16.4 x 24.8 cm. ) . 

Coll.: Mrs. H. Kroller-Miiller. 
Otterlo, Rijksmuseum Kroller-Miiller. 

Bibliography: G. H. Marius en W. Martin, 
Johannes Bosboom, The Hague, 1917, p. 
130, sub 1848 ( this drawing is not men
tioned) and p. 141 (idem). 
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This sketch, dating from 1848, was pre
liminary to a painting in the Bosboom col
lection and a watercolor in the Teyler Foun
dation. The area depicted is where van 
Gogh later lived among the poor mine-work
ing population. 

128. ENTRANCE To THE OLD WoMEN's HoME 
AT AmmEM 

Pencil, pen, and watercolor. Signed with a 
brush: "Arnhem '49 J. Bosboom." 18! x 14! 
in. (46 x 37.6 cm.). 

Coll.: C. J. Fodor. Bequeathed to the mu
seum. 
Amsterdam, Museum Fodor. 

Bibliography: Beschrifving der Schilderijen, 
Teekeningen, etc. in het Museum Fodor, 
Amsterdam, 1863, p. 45, no. 284; H. P. 
Bremmer, J. Bosboom, Zeventig teeken
ingen uit de Verz. H. W. Mesdag te 's
Gravenhage, Amsterdam, 1907; G. H. 
Marius en W. Martin, Johannes Bosboom, 
's-Gravenhage, 1917, p. 131, no. 36; 
Eere-Tentoonstelling Johannes Bosboom, 
Pulchri Studio, 's-Gravenhage, 1917, no. 
70. 

This drawing, so easily composed and 
so strong in its color effects, belongs to the 
first works of the second period in the artist's 
career. It followed a romantic trend in 
church interiors, carefully observed and imi
tated, and often populated with figures in 
17th century costume. The painter, with a 
free hand, further developed the art of genre 
initiated by Dutch draftsmen of the 17th 
and 18th century. 

JOHAN BARTHOLD JONGKIND 

Born in 1819 in Lattrop and died in 1891 in France 
where he spent the great part of his life. Starting as a 
notary's clerk, he became the pupil of A. Schelfhout 
in 1837, who taught him to paint directly from na
ture. Soon his work became known, but like van 
Gogh he was little appreciated by his compatriots 
during his lifetime. However, under the impact of his 
French contemporaries he, in turn, exercised a strong 
influence on the schools of Paris and Normandy. 
In 1848 a first painting was accepted by the Salon 
in Paris. From 1855 to 1860 he was again in Hol
land. Rejected by the Salon in 1863 along with 
Monet, Fantin-Latour, and Whistler, he exhibited 
at the famous Salon des Refuses. He was a friend of 

Monet, Boudin, Corot, and Daubigny and traveled 
throughout France. Like van Gogh he died insane, 
but had found recognition. 

129. VIEW NEAR NEVERS 
Watercolor. Signed and dated: "Jongkind, 
and Nevers September 25, '71." 9t x 18t in. 
( 23.5 x 46.5 cm.). 

Coll.: John Gabbitar, London, sold at Chris
tie's, April 29, 1905, no. 64. 

Amsterdam, Drucker-Fraser, Rijksmuseum. 

Bibliography: Comm. Cat. Exh. Dutch Art, 
London, 1929; Oxford and London, 1930, 
p. 164; Cat. Exh. Jongkind, Amsterdam
The Hagne, 1948, no. 160. 

In 1850 in Paris, Jongkind met Josephine 
Borrhee, a woman of Dutch origin, who was 
married to a French cook, Alexander Fesser. 
Mrs. Fesser supported him until his death. 
Fesser lived in Nevers, and in August, 
1871, Mrs. Fesser and Jongkind left Paris to 
join him. During this stay, Jongkind made 
some beautiful watercolors in and around 
Nevers and filled a small sketchbook with 
drawings. 

130. SAILING VESSELS, NEAR ROTTERDAM 

Pencil and watercolor. Signed: "Jongkind 
1885-" Inscribed on verso: "1868 Rotterdam." 
4H x 7-n in. ( 12 x 18.9 cm.). 

Coll.: Mrs. H. Kroller-Miiller. 

Otterlo, Rijksmuseum Kroller-Miiller. 

Bibliography: Rijksmuseum Kroller-Miiller, 
Catalogue van Schilderijen uit de XIXde 
en XXste Eeuw, Otterlo, 1956, p, 92, 
sub. no. 364. 

A sketch of 1868 retouched by Jongkind 
in his later broad manner, in 1885. The 
original one was executed during a short 
visit to Rotterdam in September, 1868. 

WILLEM ANTHONIE VAN DEVENTER 

Born in 1824 at The Hague, where he died in 1893. 
Studied with his uncle, Hendrik van de Sande Bak
huyzen, and at the Academy of The Hague. A paint
er and draftsman of boats and seascapes whose 
sketches both in oils or on paper are remarkable for 
their freshness and impressionistic approach. 
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131. A CALM SEA WITH FISHING BOATS 

Pencil and watercolor. Inscribed: "Mei 47." 
7ft x 121 in. ( 19.3 x 32.2 cm.). 

Coll.: Mrs. H. Kroller-Miiller. 
Otterlo, Rijksmuseum Kroller-Miiller. 

An exquisite rendering showing the large 
sandy beaches of Holland, remarkable for its 
early date, 1847. Its brightness and freedom 
of technique evoke Claude Monet, as well as 
the views of the sea in the prints of Hokusai 
and Hiroshige. 

JOHANNES (JAN) WEISSENBRUCH 

Born in 1822 at The Hague, where he died in 1880. 
From a family of artists, and a cousin of J. H. Weis
senbruch. Studied at The Hague Academy and with 
S. L. Verveer. Primarily a painter of townscapes 
with a subtle sense for atmosphere and delicate gra
dations of colors. His decisive compositions of archi
tectural and natural elements far surpass those of his 
more famous namesake. Etched many delightful 
small plates. He may have been influenced by R. P. 
Bonington and S. Prout. 

132. SHEEI' OF SKETCHES 

Pencil and watercolor. 19! x 12! in. ( 48.8 
x 30.7 cm.). 

Coll.: Weissenbruch family. Presented, 1938. 
Amsterdam, Rijksprentenkabinet, Rijksmuse-

um. 

A striking image of a simple old woman. 
It is not certain which of the cousins Weis
senbruch executed this drawing-Jan, the 
painter of neat, sunlit, well-defined town 
views, or Hendrik Jan, born two years after 
him, who became one of the major landscape 
artists of The Hague School. 

WILLEM ROELOFS 

Born in 1822 in Amsterdam and died in 1897 at Ber
chem near Antwerp. A pupil of Hendrikus van de 
Sande Bakhuyzen and of the Academy at The Hague. 
From 1847 to 1887 lived in Brussels, and afterward 
primarily in The Hague. One of the most important 
precursors the School of The Hague, specializing in 
landscape painting. 

133. WILLOWS AT THE SIDE OF A BROOK 

Pencil, charcoal, and watercolor. Signed: 

"W. Roelofsz 31 October 1838" (pen) and, 
once more: "W. Roelofsz, 31 October 1838". 
(pencil). 6h x 12-r\-in. ( 15.5 x 31.8 cm.). 

Amsterdam, Rijksprentenkabinet, Rijksmuse-
um. 

At first glance a trifle, the drawing is re
markable because of its early date, and as 
such may be considered one of the first signs 
of the revision of standards that became gen
eral with the so-called Hague School. One 
of its principles was that a subject need not 
be of great interest in itself, provided the 
artist possessed the ability to reflect his qual
ity in its image. 

JOHANNES HENDRIK WEISSENBRUCH 

Born in 1824 at The Hague, where he died in 1903. 
For a short time was a pupil of Schelfhout and the 
Academy of The Hague. A cousin of Jan W eissen
bruch, his works consist mostly of landscapes done 
in a broad, impressionistic manner related to the 
Barbizon School. His colors are deep and brilliant. 
Primarily, he was a master of rendering water and 
sky. 

134. A Vmw OVER THE DUNES NEAR THE 

HAGUE 

Watercolor over a sketch in black chalk. 
Signed by the artist: "J. H. Weissenbruch." 

10! x 13 in. (26.7 x 33 cm.). 

Amsterdam, P. de Boer. 

The countryside between The Hague 
and the North Sea was a constant source of 
inspiration to Weissenbruch. Though datable 
in his earlier years ( c. 1860) this rugged 
view, with its broad handling of the brush, 
announces Weissenbruch's mature style. 

JOZEF ISRAELS 

Born in 1824 in Groningen and died in 1911 at The 
Hague. Studied at the Minerva Academy, and in 1840 
with J . A. Kruseman of Amsterdam. From 1845 to 
1847 worked in Paris, where, in the Louvre, he made 
copies after Rembrandt and Velasquez, who strongly 
influenced his style. About 1854 he began to paint 
the coast, scenes of the fisherman's life, and many 
farm scenes. He influenced many Dutch and Ger
man painters, including Max Liebermann. 
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135. SEATED BoY HOLDING CHILD, AND STUDY 
OF FEET 
Black chalk on white paper. Monogrammed: 
"J I". 151 x lOi in. ( 38.6 x 27.1 cm.). 

Coll.: E. G. Cohen. 
Amsterdam, Prof. Dr. J. Q. van Regteren Al

tena. 

A study for the painting called "The 
Pancake" in the Crone Collection, Amster
dam, which shows a peasant mother baking 
pancakes for her children, who look on in 
expectation. 

JACOBUS HENDRICUS MARIS 

Born in 1837 at The Hague and died in 1899 at 
Karlsbad. A pupil of J. A. B. Stroebel and of the 
Academies of Antwerp and The Hague. At first be
longed to the Romantic school, but a six years' stay 
in France had a lasting influence on his style. From 
that time he painted landscapes and town views in 
a vigorous and impressionistic way, and gained a 
leading position in the so-called School of The Hague. 
He was the elder brother of Matthijs and Willem 
Maris. 

136. THE "BUITENKANT" AT AMSTERDAM, 
view of a quay in the harbor of Am
sterdam now called Prins Hendrik
kade. 
Watercolor. Sigued and dated: "J. Maris 
1875." 7! X 13 in. (19 X 33 cm.). 

Coll.: Drucker-Fraser. Presented to the mu
seum. 
Amsterdam, Rijksmuseum. 

Bibliography: Exh. Cat. Jacob Maris, The 
Hague, 1895, no. 69; Exh. Cat. Jacob 
Maris, The Hague, 1899, no. 14. 

There exists an identical watercolor, 
slightly more elaborate, also made in 1875. 
Maris also used this motif for a small oil 
painting now in the Rijksmuseum and paint
ings in the Glasgow Art Gallery, the E. H. 
Crone Collection, Amsterdam. 

ANTON MAUVE 

Born in 1838 in Zaandam and died in 1888 at Arn
hem. A pupil of P. F. van Os and of W. Verschuur. 
Lived at Haarl em, Amsterdam, The Hagu e, and 
Laren. Related to Vincent van Gogh, and became his 

£rst teacher. Mauve had a predilection for very simple 
subjects and gave them a melancholic air by limiting 
his palette. Probably influenced by Millet and by 
Daubiguy . One of the great Dutch impressionists. 

137. A HERDSMAN WITH His SHEEP 
On the verso, a rough study for "The Plough
man.,> 

Black and white chalks on light brown pa
per. Inscribed: "Atelier A. Mauve." 10! 
X 17J in. (26 .3 X 45.2 cm.). 

Coll.: H. C. Valkema Blauw. 
Haarlem, Teylers Stichting. Acquired 1954. 

This subject was often treated by Mauve 
in his paintings and watercolors. The draw
ing probably dates from shortly after 1882, 
when Mauve £nally settled at Laren. 

138. THE SAND BARGE 
Watercolor. 6i x 11-f. in. (17 x 28.5 cm.). 

Coll.: Drucker-Fraser. Presented to the mu
seum. 
Amsterdam, Rijksmuseum. 

This scene of a man pulling a sand barge 
through a canal in a dreary landscape is an 
example of the simplicity that was Mauve's. 

MATTHIJS MARIS 

Born in 1839 at The Hague and died in 1917 in Lon
don. Studied with J. C. Elink Sterk (1851-1852), at 
The Hague Academy (1852-1855), and at the Acad
emy at Antwerp, where Nie. de Keyzer was his mas
ter (1855-1858). Together with his brother Jacob, he 
made a journey to Germany and Switzerland in 1859. 
From 1861-1868 he lived at The Hague, and from 
1869-1875 in Paris. In 1877 he settled in London 
where he remained until his death. 

139. GARDEN OF A DESERTED "ToNNELLE" 
OUTSIDE p ARIS 
Chalk, pencil, and ink. 5/.r x 8/.r in. ( 14.2 
X 21.6 cm.), 

Coll.: E . D. Fridlander, London. Presented 
to the museum. 
The Hague, Gemeente Museum. 

Bibliography: Dr . H. E. van Gelder, Matthijs 
Maris, Amsterdam, 1939, repr. p. 24; 
Ernest D. Fridlander, Matthew Maris, 
London and Boston, 1921, repr. p. 141. 

Leaf from a Paris sketchbook, c. 1870-
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72. Reflects the real difference between his 
inclination and that of his brothers Jacob 
and Willem, who would not have felt the 
same inner response to the subject of a de
serted public-house or have been able to 
give it so dreamlike an appearance. The 
mood is not unlike Redon or Whistler. 

140. HEAD OF A GIRL. On verso: several 
studies of a cat. 
Colored chalk and brush. On verso: pencil. 5i 
x 5 in. (14.9 x 12.7 cm.). 

Coll.: Mr. N. Beets. 
Rotterdam, Museum Boymans. 

Bibliography: Exh. Cat. M. Maris, 1839-1939, 
The Hague, 1939, no. 68. 

Preliminary sketch for the painting in the 
A. W. Volz Collection, The Hague. The pic
ture is dated 1873. The same girl served 
Maris as a model for "Th e Spinner." Later 
Maris recalled her image in other works. 

GEORG HENDRIK BREITNER 

Born in 1857 in Rotterdam and died in 1923 in Am
sterdam. On the advice of Charles Rochussen went to 
The Hague Academy ( 1875-1877), and in 1880 
studied with Willem Maris, the youngest of the three 
brothers. In 1884 was in the Paris studio of Cormon, 
and spent one year, 1886, at the Academy in Amster
dam. He stayed in Amsterdam until his death and 
was the great est painter of the "Amsterdam School," 
developing an expressionism which was far advanced 
for his time in Holland. He was fascinated by scenes 
of the daily life of Amsterdam, which he often por
trayed. 

141. GIRL IN A KIMONO. 
On the verso, a full-length sketch of a lady in 
profile. 

Charcoal. 17! x lli in. (43.8 x 28.1 cm.). 

Coll.: Buffa. 
Rotterdam, Museum Boymans. 

During the years 1893-1894 Breitner, the 
painter of cavalry and of ancient Amsterdam, 
was inspired by a Dutch model, Geesje Kwak, 
to paint a series of pictures, for which she 
modeled in Japanese kimonos of different 
colors. These paintings were clearly in
fluenced by Japan ese prints. This drawing 
is clearly from the same period, and may 
be one of the preliminary sketches for the 
picture called "The Earring" in the Museum 
Boymans, Rotterdam. 

VINCENT VAN GOGH 
Born in 1853, the son of a Protestant minister in 
the relatively remote village of Groot Zundert in the 
province of North Brabant among a population 
of weavers and poor farmers. Already in his youth 
he showed signs of a very turbulent character, which 
found little understanding in his family. From the 
age of 16, when he left his home, until the age of 
27, when he finally decided to become a painter, he 
often changed his profession. The most serious de
ception in his life was his failure to become a lay
preacher . He had taken this up after a fruitless 
attempt to struggle through religious studies . In the 
Belgian mining district during his most dismal years 
he found consolation in drawing studies from his 
surroundings. 
From the Borinage van Gogh returned to Brabant 
and aft er a short stay at his parent's home he went 
to The Hague where he received some advice from 
Mauve, finding at last his own style in the solitude 
of the Northern province of Drenthe. 
Leaving Holland to study at the Antwerp Academy 
he finally decided to go to Paris to study in the 
atelier of Corman. Here he met Bernard and Toul
ouse-Lautrec and came into contact with the art of 
the impressionists. 
In 1888 he left Paris for Arles where he freed him
self from the impressionist impact and gravitated 
toward an expressionist art. A violent clash with 
Gauguin, who had joined him in Arles, resulted in 
a nervous breakdown. In May 1889 he entered the 
hospital at St. Remy. His work became more and 
more distorted. After moving to Auvers-sur-Oise he 
was looked after by Dr. Gachet, who gave him much 
understanding. His paintings, however, suffered 
from his unsteady state of mind, and finally he 
found no way to continue his struggle. He died at 
Auvers-sur-Oise on July 29, 1890, as the result of a 
bullet-wound. 

142. A FARMER 

Pen and watercolor. Signed and annotated: 
"Vincent." 9! x 12i in. ( 23.4 x 31.2 cm.). 

Coll.: Ph. de Kanter, Delft; A.G.A. van Rap
pard. 
Amsterdam, P. de Boer. 

Bibliography: J. B. de La Faille, l'Oeuvre de 
Vincent van Gogh, Paris-Brussels, 1928, 
vol. III, p , 10, no. 863; Verzamelde 
brieven ( collected letters) van Vincent 
van Gogh I-IV, Amsterdam-Antwerp, 
1952, no. 150 ( I, p, 240, 243) with a 
sketch after this drawing ( Etten, Sept. 
1881); F. Fels, Vincent van Gogh, Paris, 
1928, p. 3, same sketch; Dr. W. Vanbes
elaere, De Hollandsche Periode ( 1880-
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1885) in het Werk van Vincent van 
Gogh, Antwerp, 1937, p. 54, 67, 407. 

During a short stay in the remote village 
of Etten, in Brabant, Vincent developed his 
Dutch style of drawing as a result of his 
sketches after Bargue and Mauve. His let
ters bear evidence to the fact that he realized 
he had reached the stage "of trying to search 
for a synthetic contour, rather than resorting 
to detail." The theme of this drawing may 
remind one of Millet, whom he always warm
ly appreciated. 

143. A GIRL WITH UNTIDY HAIR 

Black chalk and brush with gray and white 
wash . 17t x 9! in. (43.7 x 25.1 cm.). 

Coll.: C. M. van Gogh; Mrs. H. Kri:iller-Miil
ler. 
Otterlo, Rijksmuseum Kri:iller-Miiller. 

Bibliography: J. B. de la Faille, op. cit. no. 
1007; Dr. W. Vanbeselaere, op. cit. p. 
100, 197; F. Fels, op. cit. p. 63 (ill.); 
Verzamelde brieven, op. cit. no. 255 ( II, 
p. 94), 257 ( II, p. 97); Vincent van 
Gogh, Reproducties naar ziin werken in 
de verzameling van Mevrouw H. Krol
ler-Muller, text by H. P. Bremmer, 
The Hague, 1919, no. 9; Catalogue of 270 
paintings and drawings of Vincent van 
Gogh, Museum Kri:iller-Miiller, Otterlo, 
1952, no. 71; Cat . Exh. van Gogh, Mun
ich, 1956, no. 33, (ill.). 

The daughter of Sien, with whom Vincent 
was for a time closely associated during his 
stay in The Hague ( 1883). In letter 260 
( II, p. 103) he writes: "And the poor little 
girl; you see in the drawing that the previous 
deep misery has not been obliterated." In 
1882, van Gogh, together with Breitner, was 
looking for models to work from. In conse
quence he applied himself in the first months 
of 1883 to facial expressions, and used a new 
black and white technique. The process of 
lithography had taught him the advantages 
of lithographic chalk, which he now used 
together with ordinary chalk to obtain a 
deeper black. 

144. AN OLD FISHERMAN 

Black chalk, pen, and brush with gray and 
white wash, and heightened in white on light 
brown paper. Signed: "Vincent." 17i x 
lOi in. ( 45.2 x 26.2 cm.). 

Coll.: Dr. F. J. Michelsen; Mrs. H. Kri:iller
Miiller. 
Otterlo, Rijksmuseum Kri:iller-Miiller. 

Bibliography: J. B. de la Faille, op. cit. no. 
1010; Vincent van Gogh, Reproducties, 
etc., op. cit. no. 23; Verzamelde brieven, 
op. cit. no. 261, ( II, p. 106), no. 267 
( II, p. 121); Cat . Exh. Milan, 1952, no. 
20; Catalogue Kri:iller-Miiller, Otterlo, 
1956, no. 79; Cat. Exh. Eindhoven, 1956, 
no. 7. 

Dated from January-February 1883 when 
van Gogh lived at The Hague. In letter 267 
he writes to his brother: "I enjoyed very 
much drawing fishermen's heads with the 
southwester I mentioned. I got it when still 
covered with scales!" This drawing, close in 
technique to the preceding one (F. 1007), is 
reminiscent of the work of Jozef Israels, whom 
he greatly admired. 

145. A LANDSCAPE AT NUENEN 

Pencil and pen in brown and white highlight
ing. Sigued: "Vincent." 15! x 2H in. ( 39.5 
X 54.5 cm.). 

Coll.: Mrs. A. C. van Houten-van Gogh, the 
sister of the painter. 
Velsen, Mr. and Mrs. H. J. Calkoen. 

Bibliography: J. B. de la Faille, op. cit. no. 
1240; Dr. W. Vanbeselaere, op. cit., vol. 
II, p. 409, no. 367 (incorrectly dated 
February-March 1885) . 

This drawing, in the style of the pen 
drawings of the garden of the vicarage ·exe
cuted in the months of April and May 1884, 
is one of the most accomplished examples of 
the Nuenen period. Van Gogh mentions 
( letter 367) two drawings of moors and 
"something with pollard trees." The latter 
is without doubt this drawing. His power
ful penstrokes, which he began to develop 
in the Nuenen period, are evident here in 
their full maturity. Compared with the pre
ceding Etten period, there is a clear shift from 
a more questioning approach to a truly emo
tional rendering of the subject. 

146. GARDEN HOUSE 

Pen, pencil, and watercolor. 12i x 9i in. 
(31.5 x 24 cm.). 

Coll.: Mrs. J. van Gogh-Bonger. 
Laren, Jr. V. W. van Gogh. 
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Bibliography: J. B. de Ia Faille, op. cit. no. 
1411. 

This ingenious drawing, remarkable for 
its simplicity, is not mentioned in van Gogh's 
letters. It was probably drawn during his 
stay in Paris, 1886-1888, when he met Emile 
Bernard and became friends with this artist. 
Under the influence of the Impressionists, the 
colors had become brighter, evident here in 
the beautiful lapis-lazuli blue. 

147. FRUIT TREE IN A GARDEN 

Reed-pen and pencil on rose-pink colored 
paper. 18! x 24 in. (47.5 x 61.5 cm.). 

Coll.: J. van Gogh-Bonger. 
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Laren, Jr. V. W. van Gogh. 

Bibliography: J. B. de la Faille, op. cit. no. 
1501. 

De la Faille dates this drawing from the 
Aries period, 1888-1889, though it fits in 
more comfortably with the St. Remy series 
of a few months later, when van Gogh's work 
became more and more an outlet for his 
tense psychical state. Moreover, the subject 
seems related to several pictures executed at 
St. Remy in which the movement of the twist
ed stems and drooping foliages reached a 
paroxysm of pathetic rhythm. They lack the 
solid and at times stiff construction to be 
observed in the landscapes executed during 
the previous months. 
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16. PlETER CoRNELISZ KuNST: The Extreme Unction 



\ 

l 
i 

13. LucAs VAN LEYDEN: Study for David Victorious over Goliath 



17. JAN VAN Sco REL: View of a Town in th e Southeastern Alps 

20. MAERTEN JACOBSZ VAN HEEMSKERCK: Leaf from one of his Roman 
Sketc hbooks 
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19. BAREND DrncKsz, called Doov e Barend: Justic e Done to Ana
baptists on th e "D am", Amsterdam 



25. ANTONIS MoR, called Antonio Moro: Portrait of Carolus Clusius 



23. DrncK PI ETERSZ C RABETH: Th e Head of a Donor 
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28. HENDRICK GoLTZIUS: Portrait of Jan Sadeler 



27. HENDRICK GoLTZIUS: Por
trait of a Boy 

31. H ENDRICK Go LTZIUS: View of th e Country at th e Foot of th e Dun es near Haarl em 



40. DAVID VINCKEBOONS: The Healing of the Man Born Blind 



41. GERARD TERBORCH, THE ELDER: View in Rome , from Mons Vinimalis 



55. CoRNELIS SAFTLEVEN: Head of a Boy 



51. JAN VAN GOYEN: A View on th e River "De Vliet" 

42. HENDRIK AvERCAMP: A Winter Scene 
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61. R EMBRAN DT VAN HrJN: Saskia Sitting Up in Bed 
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58. REMBRANDT VAN RIJN: Saskia Looking Out of a Window 



65. REMBRANDT VAN RIJN: A Child Try
ing to Walk Between Two Women 

64. REMBRANDT VAN RIJN: Portrait of a Lady 

62. REMBRANDT VAN RrJN: A Farm near Amsterdam 



71a. REMBRA NDT VAN RIJN: Ind ian Warrior with Shield 
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67. REMBRANDT VAN RIJN: Young Man Pulling a Rope 



63. R EMB HANDT VAN RIJ N: Study for a Present ation in Th e Templ e 
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82. N1coLAAS MAES: Half Figur e of a Girl Making 
Lac e 

83. M1cHIEL VAN OVERBEEK: The Valley of the Rhone 



86. ALBERT CuYP: View of Dordrecht 

88. ADRIAEN VAN OsTADE: Peasants Dancing 



94. PAULUS POTIER: Cavali er Mounting his Horse 
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96. GERARD TERBORCH, THE YouNGER: Mounted Amazon 
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128. JOHANNES BosBOOM: Entranc e to th e Old Women's Home at Arnhem 



12,'3. WouTER JOANNES VAN TROOSTWIJK: A Hunter Lying Down 

136. JACOBUS HENDRICUS MARIS: The "Buitenkant" at Amsterdam 



135. JozEF ISRAELS: Seated Boy Holding Child, and Study of Feet 



129 . Jo HAN BARTHOLD JoNGKIND: View near Nev ers 

116. REINIER VINKELES: Th e River Amstel and th e Inn called "Berebijt" 
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141. GEORG HENDRIK BREITNER: Girl in a Kimono 



137. ANTON MAUVE: A Herdsman with his Sheep 

127. JOHANNES BosBOOM: Factories in the Borinage 
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144. VINCENT VAN GOGH: An Old Fisherman 



143. VIN CENT VAN GOGH: A Girl with Untidy Hair 
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