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I Attributed to LEONHARD KERN (Forchtenberg, 1588-1662 Schwibisch Hall) and workshop

Christ Crucified
Heidelberg or Schwibisch Hall, c. 1620-25
Ivory, h. 30 cm

This ivory crucified Christ is shown here alive
— eyelids drooping, mouth open, tongue and
upper teeth visible — his face raised as he appeals
to his father in heaven (Matthew 27:46). The
wound in his side inflicted by Longinus, which
would lead to his death, is not in evidence (John
19:34). Here, dramatic moment though this is,
Christ is not portrayed in violent death throes,
but with a certain elegance and tranquillity.

The style characteristics we see in this ivory
— the slanting eyebrows and the full, thick locks
of hair that appear to sit loosely on Christ’s head
like a kind of wig — are typical of work by the
South German sculptor Leonhard Kern in the
1615-25 period. In those early years, the sculptor
was still seeking a definitive style and was not
afraid to experiment. A passage in a letter Kern
wrote to one of his patrons, Count Ludwig-
Eberhard von Oettingen-Oettingen in 1626, in
which he describes how he recently bound a fine,
well-proportioned live model to a cross and then
modelled him to create an ivory crucifix around

thirty-five centimetres high, illustrates the lengths

to which he went: ‘Sonsten hab ich neulich ein

Cruzifix Model nach einem schonen wollgestalten

lebendigen Man gebosiret, den ich auffgehenkt

an ein Creutz gebunden und nach solchem Model
ein Cruzifix von helffenbein 16 Zol gross gemacht’

(Gradmann 1917, p. 200).

Although Kern’s oeuvre nowadays contains
something over thirty works in ivory, wood and
alabaster that are regarded as being by his hand,

his output and that of his workshop must have
been considerably higher — certainly if we are to
go by the high work rate we know of from docu-
mentary sources. These works brought him a great
reputation: in 1675 Leonhard Kern was still being
lauded as the most famous German artist by
Joachim von Sandrart, ‘die berithmtiste teutsche
Kiinstlere’ (Von Sandrart 1675, vol. 2, book 3, p. 343).
FS

LITERATURE:
On Leonhard Kern:
G. Gradmann, Die Monumentalwerke der Bildhauerfamilie
Kern, Strasbourg 1917
Joachim von Sandrart, Teutsche Academie der Bau-, Bild- und
Mahlerey-kiinste, Nuremberg 1675

PROVENANCE:
...; private collection, Belgium; art market, Amsterdam, 2017;
purchased by the museum, 2017

(inv. no. BK-2017-21).
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2 ROMBOUT VERHULST (Mechelen 1624-1698 The Hague)
Isaac Sweers, Vice Admiral of the Admiralty of Holland and West-Friesland

The Hague, 1673-74
Terracotta, colour-washed, h. 53 cm

Pedestal, Decorated with War Trophies and a Battle Scene at Sea

The Hague, c. 1700
Spruce, oak, walnut, h. 113 cm

In his will of 1697, the sculptor Rombout Verhulst
bequeathed ‘to the Noble Lord of Duivenvoorde the
portrait bust of King William and that of Admiral
Sweers’ (‘aen den Hoog Ed. Heer van Duyvenvoirde
het geboutseerde portrait van Coninck William, en
dat van den Admiraal Sweers’, Van Notten 1907,
p- 77)- The beneficiary was Jacob, Baron Wassenaer
(1649-1707), Lord of Duivenvoorde. The where-
abouts of the bust of Stadholder-King William 111
are unknown, but in 2016 the bust of Vice Admiral
Isaac Sweers (1622-1673) surfaced in a sale in
Brussels and the Rijksmuseum was able to acquire
it, together with its ornately carved pedestal.

The sensitively modelled terracotta was a
modello for the marble portrait on Sweers’s tomb
in Amsterdam (Oude Kerk), which Verhulst made
in 1674. Given the shape and ornamentation, it is
clear that the pedestal was created especially for
the bust around 1700, undoubtedly commissioned
by Jacob van Wassenaer. It is unusually elaborate,
decorated with plundered flags, canons and other
weaponry on both sides and a cartouche of a naval
battle on the front. Originally it was painted and
gilded. The pedestal with the bust in its entirety
are like a small memorial to the admiral who
perished at the Battle of the Texel in 1673, similar
to tomb monuments for other naval heroes and
their painted portraits in ornately carved frames.

Jacob van Wassenaer knew Rombout Verhulst
through his wife’s parents, Baron Willem van Liere
and Maria van Reygersbergh, Lord and Lady of
Katwijk, whose magnificent tomb in the church of
Katwijk-Binnen was made by the sculptor in 1663.
A small web of the sculptor’s clients was spun
around the Van Reygersbergh family, stretching
from The Hague to Groningen (Midwolde), North
Holland (Spanbroek) and Zeeland (Aagtekerke).
The key figure in this network was Maria’s
brother, Jacob van Reygersbergh (1625-1675).
The Rijksmuseum also holds Verhulst’s terracotta
portraits of him, his sister and his brother-in-
law (inv. nos. BK-NM-10557; BK-NM-11957-a, b).

FS
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LITERATURE:
M. van Notten, Rombout Verhulst, beeldhouwer (1624-1698).
Een overzicht zijner werken, The Hague 1907, p. 77

PROVENANCE:
Rombout Verhulst (1624-1698), The Hague; his bequest dated
27 December 1697 to Jacob, Baron Wassenaer (1649-1707), The
Hague (1698-1707); ...; Giacomo (‘Jacques’) Errera (1834-1880),
Brussels (?); his son Léo Abram Errera (1858-1905), Brussels;
his son Alfred Errera (1886-1960), Brussels; his daughter Denise
Errera (1918-2016), Brussels; her heirs (2016); their sale Brussels,
Hotel de Vente Horta, 12 December 2016, no. 176; purchased
by the museum with the support of the Scato Gockinga Fonds/
Rijksmuseum Fonds

(inv. nos. BK-2016-102-1, 2).
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3 Doopluier or padded cover
Northern Netherlands, 1675-1700
Silk, wool, 116 x 93 cm

In 1677 the Amsterdam bookseller and publisher
Hieronymus Sweerts published his satirical guide
for future husbands, De Tien Vermalikheden des
Houwelyks (The Ten Pleasures of Marriage), under
the pen name ‘Hippolytus de Vrye, Weduwnaar’,
styling himself as a widower. In the Sixth Pleasure
he went into great detail about the preparations
and requirements for the arrival of a baby. A basic
layette (luiermand) was required, as it is today,
but the better-off woman also set great store

by new curtains, a quilted bed jacket, a cover,

and even silver dishes (‘Nieuwe Gordijnen, een
gewatteerd Bed- of Kraam-jakje, een Doopluier,
ja, Zilveren Schalen’). Nine days after the birth
saw the start of the lying-in or confinement
period, which lasted six weeks, during which the
mother would welcome visitors who came to see
the new arrival. At the end of this period there
was the Kindermaal, when the midwife, family,
friends and the godparents were invited to
celebrate the baptism and the ‘churching’ of the
new mother. The baby was dressed in fine, new
clothes and wrapped in the cover, which was the
subject of particular attention. Sweerts describes
how previous babies’ covers were scrutinized
with a jealous eye, and husbands were frequently
asked to ensure that the fabric and trimmings

— the embroidery, lace and the like — were even
more lavish than earlier ones. The primary func-
tion, of course, was to protect the infant from the
cold outside, so these covers often had a thick,
insulating layer of batting or wadding.

This cover is rectangular, folded inwards from
both sides and secured with a ribbon that protrudes
through two openings in the front and can be tied.
This example is made of a woven silk material in a
satin weave with a shiny finish. It is embroidered
with scattered flowers done in backstitch in the
same colour as the fabric. These motifs were
embroidered individually, so they differ in small
details. This stitching or quilting was applied
through the outer layer and woven wool batting,
not through the plain lining. The lining was blind
hemmed. Unfortunately, the original ribbon is
missing.

The first churching of mother and child was
regarded as so important and so much effort was
invested in it, it is not surprising that this precious
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doopluier was kept as a memento. In the seven-

teenth century, objects with ceremonial significance,

like brides’ gloves or grooms’ shirts, were usually

stored away immediately after use to be passed on

later. Given the perfect condition of this doop-

luier this is almost certainly what happened here.
Bdm

LITERATURE:

A.Moonen, Geschiedenis van de Nederlandse quilt, Arnhem
2008, pp. 90-91, no. 1

Hieronymus Sweerts, De Tien vermakelijkheden van het
Huwelijk (E.K. Grootes and R. Winkelman, eds.), Amsterdam
1988, pp. 65, 80, 99-102

PROVENANCE:
...; Teding van Berkhout Family; ].C.M. Teding van Berkhout-
Fabius, Hilversum; A. Moonen, Westervoort; purchased by
the museum with the support of the BankGiro Lottery and
the ] W. Edwin Vom Rath Fonds/Rijksmuseum Fonds, 2017
(inv. no. BK-2017-17).
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4 Quilt for a Cot or a Child’s Bed
Northern Netherlands, 1675-1700
Silk, wool, 105 x 86 cm

At a time when the heating of rooms was still
dependent on open fires and the temperature
was not consistent in every room, it was of great
importance to protect a new-born child from the
cold. This is why the cot and the bakermat were
placed close to the fire, as we see in countless
seventeenth-century images. Ordinary woollen
blankets were used in the cot, but a quilt in more
expensive material was often laid over the top
for show. The only surviving undecorated
seventeenth-century woollen blankets — albeit in
miniature — are in the dolls’ house made in 1677
owned by Petronella Dunois, who came from
The Hague, but lived in Amsterdam. There is
also a silk quilt dating from 1686-90 in the dolls’
house belonging to Petronella Oortman of
Amsterdam, which is very similar to the recently
acquired piece here. Both dolls’ houses are in the
Rijksmuseum’s collection.

The recently acquired full-size quilt has a large
central area, edged in red. It is quilted all over in
backstitch and stem stitch in green and red silk.
The central motif is symmetrically built up of
arabesques with green fronds in the central axes.
In the border the arabesques have offshoots with
flowers, leaves and fronds. The quilt has a filling
of two layers of woven wool, and the coloured
embroidery has been worked through the top layer.
The back of the quilt consists of a plain weave
silk fabric, held with basting stitches. Here, too,
there is a large centrepiece, but with a worked
shield motif and a border with large scrolls. These
motifs have been stitched through the second
batting layer. The two layers are joined together
with herringbone stitch. As in the doopluier
(BK-2017-17) the silk edging is blind hemmed.

BdM

LITERATURE:
A.Moonen, Geschiedenisvan de Nederlandse quilt, Arnhem
2008, pp. 92-93,n0. 2

PROVENANCE:
....; A.Moonen, Westervoort; purchased by the museum with
the support of the BankGiro Lottery and the ].W. Edwin vom
Rath Fonds/Rijksmuseum Fonds, 2017

(inv. no. BK-2017-18).
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5 WILLEM VAN DE VELDE II (Leiden 1633-1707 London)
A Sheet of Studies of Three-Masters in a Calm Sea, in or after 1693

Pen and brown ink, 267 x 186 mm

The Rijksmuseum has one of the largest collec-
tions of drawings and paintings by Willem van
de Velde and his son. The sketches, in particular,
provide an insight into the working methods of
both marine painters. Many of these sketches
were made along the waterfront or even on the
high seas and worked up in minute detail in

the studio later. In the painting of the Battle of
Scheveningen (sK-A-1365), Van de Velde the
Elder (1610-1693) portrayed himself on board

a galliot; with a pen in his hand and paper on

his lap, he sketches the battle taking place
before him. Although there were marine painters
who had had experience as sailors, such as
Hendrik Cornelisz Vroom and Reinier Nooms,
the Van de Veldes, who sailed with the battle
fleet, were unique in the seventeenth century

as genuinely ‘embedded’ war artists. It is these
first-hand observations that make their work so
authentic and credible.

Five ships on a calm sea have been sketched on
this sheet. The outlines of the ships are rendered
with just a few powerful lines; rough hatching
gives the impression of volume, shadow and
aripple in the water. Not that there is much
movement in this scene. The sails and the flags
hang motionless; a breeze only slightly disturbs
the pennants. In all the scenes we see the crews,
standing on the yards, furling the sails. On the
three-master in the centre we can make out a row
of gun-ports and a raised anchor. In the bottom
drawing a sloop with ten oars is rowed towards a
ship. The nationalities of the ships cannot imme-
diately be discerned from the drawings, but the
presence of a pennant on each of the foremasts
of two of the ships suggests that they are Dutch;
as arule, a pennant was only flown from the
mainmasts on English ships (Wilson 1986, p. 22).

Willem van de Velde the Younger (1633-1707)
continually improved his technique by making
observations of the effect of light and shade,
perspective, cloudy skies and the realistic rendi-
tion of the refraction of light in water. We know
of annotated sketches that he made later in his
life which were intended for his assistants in the
workshop in London.

Giltaij believes that this sheet of sketches could
have been made by Willem van de Velde the
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Younger as part of the drawing lessons he gave
his son Willem (1667-after 1708) and dates it to
after his journey to the Mediterranean in 1693.
Did he make this sketch sheet ‘from life’ — he
would have undoubtedly experienced calm days
like this on one of his voyages with the fleet —
to hone his skills or did he invent the scenes in
the presence of his son at the proverbial kitchen
table? Both are plausible but difficult to prove
in practice; Van de Velde the Younger made so
many sketches of ships that it had become second
nature to him.

Jvdv

LITERATURE:
Remmelt Daalder, Van de Velde & Zoon, zeeschilders. Het
bedrijf van Willem van de Velde de Oude en Willem van de Velde
de Jonge, 1640-1707, Leiden 2016, pp. 181-82
Wilson, Timothy, Flags at Sea, London 1986, p. 22
Jeroen Giltaij, Le cabinet d’un amateur. Dessins flamands et
hollandais des XVIe et XVIle siecles d’une collection privée
d’Amterdam, Rotterdam 1976, no. 143

PROVENANCE:
...; with Parssons, London; from whom purchased by
I.Q. van Regteren Altena, 20 guilders, 27 February 1929;
sale, Amsterdam (Christie’s), 10 December 2014, no. 216,
to the museum

(inv. no. NG-2015-6).
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6 ANONYMOUS
Spanish Ships Near a Fort
? Spain, c. 1770-before 1785
Watercolour, pen and brown ink on paper,
390 X 590 mm

The specific geography and climate of the
Mediterranean were instrumental in the early
and widespread use of triangular lateen sails in
conjunction with rowing as a hybrid mode of
propulsion. The fast sailing chebec is probably
one of the most striking examples of this regional
development. Not surprisingly, it was much
favoured by merchantmen and corsairs alike,

and for the same reasons was soon adopted by
the royal navies of France and Spain, too.

In the second half of the eighteenth century
the naval version of the three-masted chebec saw
its traditional lateen sails gradually being replaced
with ‘northern style’ square sails, although the
use of single-piece masts as opposed to stepped
masts — another Mediterranean feature — was
retained. With an armament of up to forty guns
this produced the redoubtable naval ‘chebec-
frigate’ of the late eighteenth century.

The main feature in this unsigned watercolour
is such a chebec-frigate, riding at anchor next to
a fort in blueish green sea. At the stern flies a
large naval flag or ensign with the Spanish royal
coat of arms depicted on a white field. This
ensign was in use from 1732 until 1785, when it
was replaced by the more familiar horizontally
striped version of red, yellow and red that we
know today. It also links the ship to Cadiz,
home-port of the Spanish southern Atlantic fleet.

The ship carries a total of thirty-four guns,
eleven of which can be spotted on the main deck
and another four in the decorated bulwark of the
upper deck. Beside the gun-ports are the smaller
oar-ports, here depicted as eleven tiny black
squares. In the distance are three more chebec-
frigates, showing the same vessel under full sail
from different angles. The ship is polacre rigged
with the typical long lower masts made of a single
piece of wood and carries square sails except at
the mizzen where a lateen sail can be set. One
typical feature of all chebecs is the elongated poop
deck, which extends far beyond the stern and
rudder, and to which the lateen sail is attached.
Sometimes this sail was latched to an extended
boom, as can be seen on the stern of the ship to
the right.

288

Clearly the drawing was intended as a ship’s
portrait, showing the ship in detail and from
different viewpoints. To add further interest, the
ship is shown moored in front of a fort. Inside are
several soldiers, including a group of six escorting
three men in chains. It remains unclear if there is a

deeper story here. Are these prisoners being taken
to the ship? Impressment into military service
was quite common in many European countries,
especially in wartime. So-called press gangs roamed
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the taverns and pubs, workhouses, orphanages and
even prisons to round up enough men to work on
the king’s ships.

A beautifully detailed cartouche at the top with
flower garlands and a red ribbon coming from the
mouth of a human face unfortunately remains
empty. Most probably it was intended to bear the
name of the ship or the location shown.

jvdv

LITERATURE:
John Harland, Ships and Seamanship: The Maritime Prints of
J.J. Baugean, London 2000

Timothy Wilson, Flags at Sea, London 1986

PROVENANCE:
...; gift from R. Ritsema van Eck, The Hague, to the museum,
2017

(inv. no. NG-2017-5).
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7 Attributed to MANUFACTUUR OUD-LOOSDRECHT
Figure Group with Two Men, a Woman and a Dog under an Arch, c. 1774-84

Biscuit porcelain, h. 31.7, w. 20.2 cm

Unglazed porcelain, or biscuit, was produced
for the first time in 1752 in Sévres in France. Art
critics praised the unequalled precision of the
details of this porcelain and the evident fragility
of the material. These elements, reinforced by
the absence of glaze, made biscuit particularly
popular throughout Europe in the second half
of the eighteenth century. In consequence, many
factories began to concentrate on its manufacture.
The Loosdrecht porcelain factory, founded in
1774 by the Reverend Joannes de Mol, was no
exception. The factory provided a lot of work for
the poor, mostly unemployed craftsmen from
the village. This merry company is one of their
creations.

In the foreground a man with a dog lying at
his feet plays a fiddle. Beside him is a woman
with a jug in her left hand. With her other hand
she passes a newly filled cup to a young man
hanging over the dilapidated arch above her.
The lively scene with the barrel in the middle is
reminiscent of paintings by Flemish masters of
the seventeenth century, such as David Teniers 11
(1610-1690), which were very popular in the
eighteenth century. Prints after Teniers’s work
were often used as a source for the painted decor-
ations on Sevres porcelain. If a print served as a
an example for this group, which was probably
from Loosdrecht, it has not been found to date.

Most Loosdrecht biscuit sculptures were
made in a neo-classical style, but this little group
goes well with the company of card-playing
peasants also made in Loosdrecht, which was
previously acquired for the Rijksmuseum’s
collection (BK-2005-9). Both have a light-hearted-
ness typical of the Rococo. The arch in the newly-
acquired group is both part of the scene and
serves as a frame, balancing the composition and
at the same time attesting to a significant level
of ambition. Although the Loosdrecht factory
was only active for ten years, exceptionally high
quality was achieved in the execution of this
figure group.

LT*

* With thanks to Femke Diercks, curator of European
ceramics, for the preliminary research into this figure group.
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PROVENANCE:
...; private collection in London; acquired by an art dealer
based in London; purchased by the museum with the support
of Stichting Hollands Porselein and an anonymous bequest,
2017

(inv. no. BK-2017-39).
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8 JAN BRANDES (Bodegraven 1743-1808 Skilsebo)
Khoikhoi and Colonists on the Cape Flats, 8 June 1786
Graphite and colours, 192 X 529 mm
Upper left: De hoek van de baaij Fals (the Head of False Bay)
Upper centre: houtbaaij (Hout Bay)
Upper right: De tafelberg & duivelsberg van de zeyde en de leeuwenstaart in ’t verschiet te zien van
hofstade Vergenoegd toebehorende aan de heer Lochner omtrent 8 of 9 uuren gaans van de Caap na
het hottentots holland op een groote vlakte getekend den 8 junij 1786 (Side view of Table Mountain
and Devil’s Peak with the Lion’s Rump seen in the distance from the Vergenoegd Estate, a property
belonging to Mr Lochner, some 8 or 9 hours’ journey from the Cape on the way to Hottentots Holland

on a broad plain, drawn on 8 June 1786)

The Lutheran clergyman Jan Brandes spent almost
ten months in South Africa. He was actually on
his way to the Netherlands from Batavia, but
financial difficulties forced him to remain in the
Cape colony much longer than he had planned.
He spent most of his time there at Vergenoegd, a
farm owned by his fellow Lutheran Johann Georg
Lochner (1740-1805) about forty kilometres to the
southeast of Cape Town. Brandes made various
drawings of this farm and the surroundings,
including this panorama.

In the foreground we see the Cape Plain with a
range of hills and Table Mountain behind it. In the
right foreground stand two Khoikhoi, the original
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inhabitants of this region, whom the Dutch called
Hottentots. They are barefoot and wear a kaross
(sheepskin cloak). One wears a European hat,

the other a head covering of goatskin. Before

the arrival of the Europeans the Khoikhoi were
nomadic shepherds — beyond the horsemen we
see a Khoikhoi with a flock of sheep — but by

the eighteenth century most of them worked

on farms. According to the law they were free,
but in practice the white farmers forced them to
undertake seasonal labour in poor conditions.
Behind the Khoikhoi are two men on horseback.
One is white, wears European clothes with riding
boots and holds a rifle; he may be the owner of
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the farm. Behind him rides a coloured man with
a head covering and hat and a blue coat; he is
barefoot, a sign of his low social status. He was
probably an enslaved man, originally from Asia.
To their left is a covered wagon drawn by a team
of ten oxen. On the box a man with a long whip
spurs the beasts on, while the voorleier leads
them along on a rope. Judging by their clothes

— the same blue coats, head coverings and broad-
brimmed hats and no shoes — they too were
enslaved men. The man beside the wagon is a
Khoikhoi. In the distance the land is being
ploughed, again with the aid of oxen.

Brandes made notes about the cultivation of
corn and wine on the back of this drawing. There
are also two sketches — one of a pair of turkeys,
imported into this area by the Dutch East India
Company, and one of a Khoikhoi. He is dressed in
a curious combination of African and European
clothes. He wears a European hat and long white
socks. His footwear is made of goatskin (veldskoen);
the fighting stick (kerie) and the loincloth made of
beads are Khoi.

The drawing is a realistic depiction of this
colonial society and its various ethnic groups with

their own legal and social status. As a rule, these

different sections of the population were portrayed
separately, but here we see them together in their
everyday surroundings. The European landowner,
the landless Khoikhoi and the enslaved Asians:
Brandes recorded them in single drawing,
capturing the complexity, stratification and
fundamental inequality of eighteenth-century
South African society.

JdH

LITERATURE:
Martine Gosselink, Maria Holtrop and Robert Ropss (eds.),
Good Hope: South Africa and the Netherlands from 1600,
Amsterdam 2017, pp. 110-11
Mei jet Broers, ‘Acquisitions: Jan Brandes, Strandstraat
in Cape Town’, The Rijksmuseum Bulletin 63 (2015), no. 2,
pp-166-67
M. de Bruin and R. Raben (eds.), The World of Jan Brandes,
1743-1808: Drawings of a Dutch Traveller in Batavia, Ceylon
and Southern Africa, Zwolle 2004, pp. 378-82

PROVENANCE:
Collection of the artist; by descent through the artist’s family
to Charlotte Kellberg, Stockholm, Sweden; purchased by the
museum, 2017

(inv. no. NG-2017-14).
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9 Lrouis MoRITZz (The Hague 1773-1850 Amsterdam)

Portrait of Bernhard Anthoine Fallée and his Wife Anthonia Justina Temminck, 1813-14

Oil on canvas, 170 X 150 cm
Photo © RKD

This charming double portrait shows Bernhard
Anthoine Fallée and his wife Anthonia Justina
Temminck seated side by side, cheek-to-cheek

at a harpsichord. Fallée (1773-1847) wears a

black tailcoat and trousers, a white waistcoat
and a white cravat and jabot, and has his dark
hair combed forward. He plays the keys of the
harpsichord with his right hand; his left arm is
around his wife’s shoulders. Anthonia (1778-1849)
is dressed in a white satin Empire Line gown with
short puffed sleeves; she has a lace veil over her
head and holds a white glove in her left hand.

A red cashmere shawl is draped over the chair.
In the foreground sits a pug with the second glove
in its mouth.

Around 1815, the painter Louis Moritz surprised
the public with a number of double portraits of
married couples, in which he was able to show
the deep relationship between man and wife far
better than in often rather solemn pendant paint-
ings. He worked as a stage manager at the Haagse
Koninklijke Schouwburg until around 1810 and
afterwards at the Amsterdamse Schouwburg,
while making a name for himself as a painter. His
clientele included many people from the theatrical
world. He exhibited this portrait at the Exhibition
of Living Artists in Amsterdam in the autumn of
1813 and again a year later in The Hague.

Bernhard and Anthonia were both involved
with the theatre: Fallée was a composer and
playwright; Temminck performed as an actress
and singer in the theatres of Amsterdam and
Rotterdam. The portrait shows their harmonious
relationship. Such a demonstration of personal
happiness is exceptional in the history of por-
traiture.

JR
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LITERATURE:
Victor Poolen, ‘Genealogie van de familie Temminck
(Den Hoog). De ene familie Temminck is de andere niet’,
Gens Nostra 69 (2014), n0s. 3-4, p. 75
Eveline Koolhaas-Grosfeld, ‘Exhibitions 1800-1813: a
small selection of major works’, in Joost Kloek and Wijnand
Mijnhardt (eds.), 1800: Blueprints for a National Community,
Assen/Basingstoke/New York 2004, pp. 380, 388-89, fig. 79
Lijst der kunstwerken van nog in leven zijnde Nederlandsche
meesters en kunstliefhebbers, welke ingezonden zijn voor de
eerste tentoonstelling ... in s Gravenhage, The Hague 1814,
no. 72
Algemene Kunst- en Letterbode 1813, part 11, pp. 297-309
Lijst der kunstwerken van nog in leven zijnde Nederlandsche
meesters, welke zijn toegelaten tot de algemeene tentoonstelling
van 1813, Amsterdam 1813, no. 86
Tijdschrift voor Kunsten en Wetenschappen van het
Departement der Zuiderzee 1813, part 11, pp. 674-738

PROVENANCE:
Commissioned by Bernhard Anthoine Fallée (1773-1847)
in 1813-14; in the family since then; gift of P.R. Tondu and
A.M. Tondu-Vroomen, Hardegarijp, to the museum, 2017
(inv. no. SK-A-5037).
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10 NICOLAAS PIENEMAN (Amersfoort 1809-1860 Amsterdam)
Portrait of Jacob de Vos Jbzn, Art Collector and Owner of the Historische Galerij De Vos

in Amsterdam, 1860
QOil on canvas, 140 X 104.5 cm
Lower right: N. Pieneman 1860

JAN ADAM KRUSEMAN (Haarlem 1804-1862 Haarlem)
Portrait of Abrahamina Henriette Wurfbain, Wife of Jacob de Vos [bzn, 1837

Oil on canvas, 9o x 78 cm
Upper right: J.A. Kruseman 1837
Photo © G.J. van Rooij

The Rijksmuseum has had the Portrait of Jacob
de Vos on loan from the Stichting Henriette Hofje
since 1987. In 1868 Jacob de Vos (1803-1878)

and his wife Henriette Wurfbain (1808-1883)
established this almshouse, a community for their
old servants and other impoverished women.
Almshouses have been typical Dutch charitable
institutions since the seventeenth century, and
the Henriette Hofje is one of the last to have been
founded. The Foundation was closed in 2017

and the governors decided to turn the loan into

a gift. Henriette’s portrait came to light during
research for a book about the Henriette Hofje
and its founders, along with the wooden name
board that belonged to the portrait (SK-A-5045)
and a painting of Zorgvrij, their country estate
on the River Spaarne in Haarlem by Eduard
Koster (SK-A-5046). In a generous gesture the
Foundation decided to gift these objects to

the Rijksmuseum as well. The ensemble is a
testimonial to a couple who were of great
importance to Dutch culture in the second half
of the nineteenth century.

Henriette’s portrait, painted by Jan Adam
Kruseman, the most popular portraitist of the
time, shows her at the age of twenty-nine. She
was considered a beauty in Amsterdam society,
and Kruseman showed her fresh and lively
radiance to the full by keeping her clothes and
the setting simple. He recorded the commission
in an account book; he charged four hundred
guilders and a further forty-five guilders for the
frame, which unfortunately is lost. Later in life
she and her husband founded the almshouse that
bears her name, where she was a governor for
many years. After her death the name board that
reminds us of this was added to the painting.

Jacob’s portrait was painted twenty-three
years later by his friend, the equally celebrated
portraitist Nicolaas Pieneman. At that time
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Jacob was fifty-seven. By profession he was an
insurance underwriter, but he was clearly more
concerned with his cultural and charitable
activities: he was a member of many societies
that supported the arts and charities, played

an active role in the management of the Royal
Academy of Fine Arts and was on the commit-
tee championing a new building for the Rijks-
museum. He also established a Historical Gallery,
a small museum with paintings about the history
of the Netherlands, in a large summer-house in
the garden of his canal-side mansion.

Jacob de Vos’s portrait has been hanging in the
Rijksmuseum’s reading room since 1987 because
of his great role as a patron of the arts and the
owner of one of the most important collection of
drawings of his time. At the sale of this collection
in 1883, a group of well-to-do Amsterdam citizens
took the initiative, entirely in the spirit of Jacob
de Vos, to acquire a large and important part of it
and donate it to the Rijksmuseum. These drawings
would go on to form the nucleus of the Print
Room’s collection, and the fund-raising campaign
prompted the formation of the Rembrandt Society,
to this day the most important supporter of art
purchasing in the Netherlands.

In his portrait, Jacob is portrayed in his role
as a collector. In his hand he holds a chalk drawing
by Anthony van Dyck for the portrait of Lucas
Vorsterman, which he had probably acquired
shortly before. It is now in the Fitzwilliam
Museum in Cambridge.

JR
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LITERATURE:
Jenny Reynaerts, ‘Voorbeeldige portretten’, in Peter Jan
Margry etal., Het verdwenen hofje. Het Henriétte Hofje,
zijn stichters en hun erfgoed, Nijmegen 2017, pp. 138-60,
figs. pp. 138, 115 and 144
Marjan van Heteren et al., Poézie der werkelijkheid:
Nederlandse schilders van de negentiende eeuw, Amsterdam/
Zwolle 2000, cat. no. 64
Cornelius Joannes de Bruyn Kops et al., All the Paintings of
the Rijksmuseum in Amsterdam: A Completely Illustrated
Catalogue — first supplement: 1976-91, Amsterdam/The Hague

1992,p-73

PROVENANCE:
Commissioned by Jacob de Vos Jbzn (1803-1878) in 1860;
his widow Abrahamina Henriette Wurfbain (1808-1883);
by whom bequeathed to Stichting Henriette Hofje 1883;
on loan to the museum since 1987; gift of Stichting
Henriette Hofje to the museum, 2017

(inv. no. sK-A-5038).

Commissioned by Jacob de Vos Jbzn (1803-1878) in 1837;

his widow Abrahamina Henriette Wurfbain (1808-1883);

by whom bequeathed to Stichting Henriette Hofje 1883;

gift of Stichting Henriette Hofje to the museum, 2017
(inv. no. SK-A-5044).
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Il EUGENE BRANDS (I913-2002)
Blue Dung Beetle, 1945

Pencil, collage of scraps of printed matter, 50 x 9o mm

In the period before Eugéne Brands made his
breakthrough with his abstract art as a member
of the Experimental Group and the Cobra
Movement around 1950, he worked in a figura-
tive style. From the end of the nineteen-thirties
and during the war he made pencil drawings

of things he found on the beach and other
seemingly random groupings of objects in a
New-Realistic style. He also experimented with
surrealist techniques. He put together small
assemblies of bones, jute, wood, iron wire and
machine parts. We know of these figurines
because Brands photographed them and
meticulously reproduced them in New-Realistic
drawings of his interior. The sculptures
themselves have not survived. Like Brands’s
assemblies, most of his collages from that time
are known through reproductions, although
some remain in private collections.

This collage, the Blue Dung Beetle, one of
Brands’s more compact works, is built up in layers
from which an image has been excised. This
picture of the common beetle Geotrupes vernalis,
taken from an encyclopaedia or manual, was
worked on with a pencil as well as scissors. The
separate front leg (c) is drawn behind the flying
insect, whereas two other legs are mounted on the
body upside down with the front one (e) running
into what actually looks more like an antenna
(‘the antler’) of a flying deer. The cut-out body
exposes a blue photograph of a man, with a detail
of another head on the left and part of a machine
or something similar in the background. Brands
leaves us guessing at the meaning, although the
precise date of 12 December 1945 prompts us to
look for connections. Can the spiritual explana-
tion of the scarab — which stands for letting go
and being further enlightened — be linked to
reports about the consequences of the war and
the efforts to cope with its impact which filled the
newspapers? Anyone who has a clue may say so.

AO
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LITERATURE:
G. Dijkstra-van der Wel, Eugeéne Brands: Mysterie van de kosmos,
Gouda 2014
C. Ouwens, H. den Hartog Jager and S. Herman, Eugene Brands:
Imaginair, Rotterdam 2013
W. Stokvis, De verborgen wereld van Eugéne Brands: De periode
van crisis, bezetting, en naoorlogse jaren, Deventer 2010
L. Duppen, A. Colpaart and E. Wingen, Eugéne Brands:
Collages en assemblages, Amsterdam 1997
B. van Garrel, L. ten Duis, A. Haase and G. Hofland, Eugéne
Brands: collectie G. Hofland, Utrecht 1990

PROVENANCE:
...; purchased from Bubb Kuyper Veilingen Haarlem, 2017,
no. 66/3764, with the support of the F.G. Waller-Fonds
(inv. no. RP-P-2017-5401).
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12 Model: caAsPAR BERGER (Utrecht 1965-);

casting: THEO VAN DEN HEUVEL, Atelier 80, Dreumel
Torso RM| Self-Portrait 6, 2008 (model); 2010 (casting)

Bronze, patinated with iron nitrate, 125 x 80 x 9o cm

At the back, bottom left: cB 2/5 2010 and
GIPSOTECA

FUMAGALLI e DOSSIT

VIALE MONTELLO 11 4

MILANO TEL. 341028

A80 (in circle) (inscription on the plaster model cast with it, below on the back)

The self-portrait recurs throughout the oeuvre
of Caspar Berger, who has been exploring
the theme since 2001. In that year he created
Self-Portrait 1, based on a true-to-life casting
of the seated, nude sculptor. It was prompted
by his confrontation with the sixteenth-century
self-portrait of the sculptor Johan Gregor van der
Schardt in the Rijksmuseum (BK-2000-17).
Whereas his earliest works in this genre concen-
trate on the aspect of introspection, his later
pieces —including this Torso RM| Self-Portrait 6 —
are more conceptually layered. Here he examines
the significance of skin as the boundary between
the inside and the outside world, and as a personal,
cultural or even political membrane; as a strip-
pable, tangible and deformable part of the
individual image. Using flexible latex moulds,
Berger was able to employ completely new forms
of self-manipulation and self-mutilation. For
Torso RM| Self-Portrait 6, he used an impression
of his own body in an attempt to literally incorp-
orate the famous classical Belvedere Torso (Rome,
Vatican Museums). The artist gave a one-to-one
plaster cast of the original marble Belvedere Torso
a partial new skin secured with pins. This skin
is in fact a latex impression of the artist’s body.
The piece was then cast in bronze. An icon of
art history was reused in an entirely new way,
something that has occurred for centuries: other
artists also referenced the Torso in their work,
among them Adriaen de Vries in his Bacchant
(BK-2015-2-1) and Auguste Rodin in his Thinker.
FS
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LITERATURE:
Dutch Artin Detail: Works of Art from Seven Centuries,
Eindhoven 2014, pp. 712-19
Caspar Berger — Singer Prize 2013 (concertina booklet to mark
the occasion of the award of the 2013 Singer Prize)
Caspar Berger, Update #1: Caspar Berger, 2008-2009,
Amsterdam 2009
Caspar Berger. Imago, exh. cat. Scheveningen (Museum
Beelden aan Zee) 2007, pp. 78-80

PROVENANCE:
Private gift, 2015
(inv. no. BK-2015-56).
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