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Introduction

This extraordinary exhibition is the result of collaboration and dedication. First, we all have the Davis Family
to thank for their willingness to share their marvelous art collection with the world. Grazie to my co-curator,
good friend and esteemed professor of art and art history at Farmingdale State College/SUNY, Thomas
Germano, who brought to this endeavor his, essential expertise, excellent research and great talent for
tightening-up my brushwork. Without his partnership, this project would not have been possible. The
indispensable team at Iona College includes: Paul Sutera, the senior vice president for Advancement and
External Affairs, who provided the initial spark as well as the crucial support for the entire project; Casey
DelliCarpini, executive assistant to the senior vice president for Advancement and External Affairs, who
took on the vital role of liaison between the curators, the Davis Family, the photographer and the
Advancement office, helping to connect so many of the moving parts of this sprawling undertaking; and
Madalyn Barbero Jordan, gallery director of the Brother Kenneth Chapman Gallery and coordinator of
Arts Programming, who took the administrative lead and made certain that important works from the
16th and 17th centuries would be well accommodated at Iona College.

“Peter Paul Rubens and the Flemish 17th Century” is an exhibition that includes works by the great
Rubens, his workshop, art from the century leading up to the master’s epoch, and works by artists outside
the borders of Flanders. Rubens’ genius did not develop in a vacuum and any attempt to tell the story of
Rubens and the Flemish Baroque must look beyond Antwerp into the time and space of Europe from the
Renaissance forward.

The talented duo of Elyse Carter, the director of Creative Services, Marketing and Communications, and
Jason Kattenhorn, graphics specialist, Information Technology, contributed the superb graphic design for
the show and this catalog; Thomas Donnarumma, the chair of the Fine and Performing Arts Department,
enthusiastically lent constant encouragement and invaluable advice, and JoAnn M. Murphy ’98H, a
longtime champion of the arts at Iona, generously provided her guidance and experience. I would be
remiss if I did not mention the leadership at Iona College, Joseph E. Nyre, Ph.D., president, Vincent J.
Calluzzo, Ph.D., provost and senior vice president for Academic Affairs, and Sibdas Ghosh, Ph.D., dean
of the School of Arts and Science. They have helped to set the cultural tone, from the top, regarding the
value placed on the arts at Iona.

Comprised of paintings and drawings amassed from a single collection, the intent for selecting these 26
works is to tell a fascinating tale centered around Peter Paul Rubens, one of the Baroque era’s brightest stars.
Seena and Arnold Davis’ collection provides the groundwork for a marvelous journey through art history.
The Davises’ discerning connoisseurship, and a passion for collecting that spanned decades, provided
the curators an opportunity to create a narrative that introduces the viewer to the Baroque through the
selected works.
It is the hope of the curators that the viewer become enlightened and inspired throughout this narrow scope
with a broad view concentrating on one of the Baroque period’s greatest of masters, Peter Paul Rubens.

The beautiful images for this exhibition were taken by accomplished photographer and professor of
photography at Farmingdale State College/SUNY, David Guarino. Many thanks to Richard Murray,
director of Facilities, and Louis Kangas, trades manager, at Iona College, for their crucial assistance in
facilitating the safe and secure installation of these remarkable works of art. Finally, special, loving thanks
to my daughter Livia, who at five years old, displayed a patience and grace throughout this entire process,
far beyond her years.
– Thomas Ruggio
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Flanders and the City of Antwerp:
16th and Early 17th Century

From as far back as the 15th century, great Flemish artists such as Jan Van Eyck, Hans Memling, Hugo
Van der Goes, Rogier van der Weyden and Robert Campin helped to establish Flanders as an epicenter for
art of the highest standards. The transition into the 16th century, however, saw many Northern European
territories, including Flanders, look toward Italy, specifically the region of Tuscany and later, the city of
Rome, for a new standard of culture, learning and intellectualism. While important artists such as Jan
Gossart assisted in an Italianizing of the Flemish style, Pieter Bruegel the Elder was seemingly more
resistant to the influences of Italy. Although Bruegel visited Southern Italy and most likely never went
further north than Rome, he would never be fully immersed in the art of the Renaissance and this may
partially explain his creative autonomy. “Peasant Bruegel,” as he was dubbed, focused on “common”
subjects such as peasant gatherings and scenes of workers in the landscape, subjects that almost belied the
complex, dynamic compositions that he created. Bruegel would become one of the founders of Genre
Painting, which nearly contradicted the idealized, religious narratives of Gossart. The different schools of
Flanders would provide ensuing generations of artists with a strong foundation and the key ingredients
for further innovation.
The prosperous city of Antwerp was known for a strong economy that was built upon trade and business.
Antwerp was also the cultural and intellectual hub of North-Western Europe right up until the Siege by
Spanish forces in 1584 and ultimately, the surrender in 1585. Due to the occupation by Spain, and the
blocking of the Scheldt River by Dutch ships, Antwerp was no longer an integral trade port and the early
1600s would bring civil, religious strife between Catholics and Protestants. The Protestant population, as
well as many merchants and intellectuals, fled North, contributing to what would become the Dutch
Golden Age. Antwerp, however, would enjoy the rise of important artist workshops, most notably the Otto
Van Veen and Francken Family workshops, respectively. Perhaps it was the city’s unique ancient GalloRoman past (known in the ancient world as Andoverpis) or it was due to a fully Catholic Antwerp being
released from the confines of iconoclasm, but artists began to once again thrive in the city. In the van Veen
workshop, the classical subjects and ideals were emphasized and taught to eager, talented students including
the young Peter Paul Rubens. Otto van Veen, also known by his Latinized name, Octavius Vaenius, was
not only the master of the workshop, but he was also a humanist and the subject of the figure dominated
his studio. Peter Paul Rubens would not be satisfied with just learning about classical subjects in Antwerp,
so plans were made to visit Italy, a rite of passage of sorts for many Flemish artists of the time.
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Rubens in Italy
Long considered an important training and proving ground for artists, Italy attracted many important
17th century artists, including the French painters Valentin de Boulogne and Nicholas Poussin, who
spent most of their careers in Rome while the Dutch Utrecht and Spanish artists created an important
community in Naples, a Spanish vassal.
Already a master painter of the Guild of St. Luke in Antwerp, the 23-year-old Peter Paul Rubens decided
to embark on an educational sojourn to Italy on May 9, 1600. This trip would turn into a nearly eightyear stay, and the young Rubens quickly went from student of classical history to painter of the court
of Duke Vincenzo Gonzaga in Mantua (figure 1). When he wasn’t working on a commission, Rubens
eagerly traveled throughout Italy and even took part in a diplomatic mission to Spain for the duke.
This glorious time in Rubens’ life resulted in a fortification of his growing professional reputation and
proved to be an invaluable phase of his education. The classical philosophies, part of a written and oral
tradition in the schools and studios of Antwerp, were alive in Italy and the work of the Italian masters
were within reach, literally and figuratively. When he could, Rubens would work directly from the
paintings and drawings of Leonardo da Vinci, Michelangelo, Raphael and Titian, among others.
Engravings would provide even more reference material for the young Flemish master. As he produced
faithful reproductions, Rubens also absorbed technique and an enlightening notion of license. Rubens
wasn’t merely following in the footsteps of some of the greatest Italian Renaissance artists, he was
developing his own artistry to eventually take his rightful place amongst them.

individual style. The Bolognese family of artists known as the Carracci were among the first to challenge
the Mannerist style of the 16th century with naturalism and their work had a profound effect on Rubens.
Michelangelo Merisi, or Caravaggio, helped to define the Italian Baroque style with his revolutionary use
of chiaroscuro and an extreme brand of realism. So impressed was Rubens with Caravaggio’s work that he
urged his patron, the Duke of Mantua, to purchase Caravaggio’s “Death of the Virgin” (figure 5) sight
unseen. The painting was originally commissioned for the Carmelite church of Santa Maria della Scala in
Trastevere, but it was rejected when the friars found the figure of Mary’s swollen body too realistic and
alarming. Rubens’ advice on the purchase was not only respected, but he would earn a handsome
commission for his advocacy in bringing the work to Mantua.
While some of Caravaggio’s work was accessible to Rubens, there are no clear indications that Rubens ever
met the temperamental Italian painter while they were both in Rome. Caravaggio’s great rival, Giovanni
Baglione, however, was in Rome during Rubens’ visit and the two artists struck up a friendship. The
young Flemish master left such a strong impression on Baglione that the Italian Baroque painter and art
historian would write the very first biography of Peter Paul Rubens, while Rubens was still alive.

Rubens created remarkable copies of studies left by Leonardo da Vinci and Michelangelo, and his
reproduction of Leonardo’s “Battle of Anghiari” (figure 2) serves as the only remaining example of what
was one of the great Renaissance genius’ most groundbreaking compositions.
Michelangelo’s “Libyan Sybil” (figure 3) also served as muse for Rubens who created his own version
(figure 4) directly from the master’s fresco. Many magnificent drawings from the Quattrocento and
Cinquecento would provide the Flemish artist with examples of process and technique, more so than any
finished painting could. By creating nearly exact copies of these important studies, Rubens was learning
an essentially lost language.
While he happily courted the ghosts of an ancient and Renaissance past, the more “modern art” of Italy,
the Italian Baroque, would also inform Peter Paul Rubens. The Flemish artist found himself surrounded
by Italian contemporaries who already absorbed the lessons of the Renaissance and were producing their
own syntheses — work that combined historical process, teachings from regional Italian workshops and
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FIGURE 1

Peter Paul Rubens
Self-Portrait in a Circle of
Friends in Mantua (Detail)
1602-1605
Oil on canvas
30.5” x 40”
Wallraf-Richartz Museum
Cologne, Germany

FIGURE 2

Peter Paul Rubens
Battle of Anghiari (After
Leonardo da Vinci) 1603
Black chalk, pen in brown
ink, brush in brown and
gray ink, gray wash,
heightened in white and
gray-blue
17.8” x 25”
Louvre
Paris, France

FIGURE 3

Michelangelo
Libyan Sibyl
1511
Fresco
155.5” x 149.6”
Sistine Chapel
Vatican City
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FIGURE 4

Peter Paul Rubens
Libyan Sibyl (After
Michelangelo)
1601-02
Pen and brown ink on paper
8” x 12 3/8”
Louvre
Paris, France

FIGURE 5

Caravaggio
Death of the Virgin
1602 or 1604-06
Oil on canvas
145” × 96”
Louvre
Paris, France

Rubens, His Workshop and Contemporaries
“Why, man, he doth bestride the narrow world
Like a Colossus; and we petty men
Walk under his huge legs …”
				– William Shakespeare
While the inspiration for Peter Paul Rubens’ return to Antwerp was the failing health of his mother, his
return was that of a proverbial, conquering hero. Rubens had become a highly sought after artist in the
storied land of the Italian Renaissance and, unbeknownst to most, he was also a talented diplomat who
tried to broker peace between the Spanish Netherlands and the Dutch Republic. Rubens had left Antwerp
as a talented young member of the Guild of Saint Luke and quickly became recognized as an established,
international master. Not since the 16th century had a Flemish artist been held in such high regard.
In 1609, Rubens married Isabella Brandt, the daughter of a well-known scholar and humanist, and
he received his most important commission since returning to Antwerp, a triptych altarpiece titled
“The Raising of the Cross” (figure 6) for the Church of Saint Walpurgis. The three large wood panels
are brimming with dynamic figures in chiaroscuro, some immensely muscular and others dramatically
foreshortened. Rubens was clearly recalling Michelangelo, Tintoretto and Caravaggio, but this
magnificent work also presented a unique synthesis of his time in Italy, the traditional idiosyncrasies
of Northern European painting and the pronounced talents of a great artist. The Church of Saint
Walpurgis was destroyed by fire in 1819 and the painting was transferred to the Cathedral of Our Lady
in Antwerp where it has hung since.
The next year, Rubens had a large home and art studio built in Antwerp in the style of the grand Italian
villas. The art studio contained what became known as the Rubens Workshop, modeled after the great
Renaissance workshops of the past. The desire to learn from Rubens or join the workshop had become so
great that Rubens must have found himself turning away gifted young artists and perhaps even worthy
potential collaborators as the attention Rubens was receiving caused him to feel “harassed.” In the account
of Scottish author and art historian Robert Alan Mowbray Stevenson, Rubens wrote to the engraver
Jacques de Bie, that he had “been obliged to refuse more than a hundred would-be pupils.” Rubens
the entrepreneur developed deft business acumen. To consider the Rubens Workshop art historically
successful, one need only to look at the quality of the work produced from his bottega and the numerous
talented students who would become masters in their own right, most notably, Anthony Van Dyck.
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Other former students such as Cornelis Schut and Abraham Jansz. Van Diepenbeeck would help to
continue the reach and influence of the creative synthesis that began nearly three decades earlier.
The draftsman and printmaker, Jacob Matham, was famous for creating drawings and engravings after the
work of his adoptive father, the great German artist Hendrick Goltzius, and with permission, Matham
produced several engravings after some of Rubens’ paintings. There was a strong connection and mutual
respect between Rubens and Goltzius from their first meeting in the late 16th century, which led to
changes in the work of both artists.
Rubens was also an admirer of burgeoning talents, as was the case with Adriaen Brouwer. Rubens held the
somewhat troubled, but highly skilled young painter in such esteem that it is thought that he purchased
up to 17 works by Brouwer. Rembrandt was equally impressed with Brouwer’s abilities as a painter.
Marie de Medici, Queen of France, commissioned Rubens in 1621 to paint two large allegorical cycles
celebrating the lives of her and her late husband Henry IV. The first series is known now as the “Marie de
Medici Cycle” and was completed in 1625. The second series was never started.
After travels to Spain and England, Rubens would be knighted by the royal courts of both powers for his
efforts in diplomacy on the peace treaty between the two nations. The melancholy over the loss of Rubens’
first wife, Isabella, ended when he fell in love with her young niece, Helena Fourment, and in 1630, he
remarried. Rubens settled into what would be considered in 21st century terms as a semi-retirement at
his Het Steen estate. Although he found himself negotiating commissions right up until his death, the
final period of his life would allow for Rubens to enjoy his family and indulge in more personal works,
such as the glorious “Garden of Love” (figure 7) and even a subject that had not usually been a part of
the seemingly endless commissions throughout his long career, the landscape. In 1640, Rubens died a
month shy of his 63rd birthday. His brilliance was recognized during his lifetime and his profound legacy
inspired centuries of art movements including The Rococo, The English Royal Academy, Romanticism,
Impressionism and even Modernism.

FIGURE 6

Peter Paul Rubens
Raising of the Cross
1610
Oil on wood
15’ 1-7/8” x 11’ 1-1/2”
The Cathedral of Our Lady
Antwerp, Belgium
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FIGURE 7

Peter Paul Rubens
Garden of Love
1633
Oil on canvas
78.3” x 112.5”
Prado Museum
Madrid, Spain

Portrait of the Emperor Vitellius
Otto Van Veen
Flemish, 1556-1629
Oil on panel 17” x 13”
Otto van Veen is known as being one of the teachers of Peter Paul Rubens in Antwerp. The van Veen
workshop placed an emphasis on the figure and more specifically, classical subjects and this is especially
apparent here, in a portrait of the ancient Roman Emperor Vitellius. Van Veen’s depiction is physically
consistent with Suetonius’ description of the military commander-turned-emperor, while also resembling
the Renaissance busts of Roman emperors that the Flemish master must have encountered in Italy.
However, the objective for this portrait seems more ambitious than merely a physical likeness as the
introspective subject appears almost vulnerable, seemingly at odds with his imperial title, while perhaps
displaying a foreknowledge of his own fate. The emperor’s reign would end quickly and his apparent last
words before a public execution were, “And yet, I was once your emperor…”. The studio of Otto van
Veen would help to translate an appreciation for the ancient world into the visual arts of Antwerp and it
was most likely where a young Peter Paul Rubens would begin his lifelong passion for breathing new life
into the tales of antiquity.
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The Rape of Lucrezia by Tarquin
Circle of Jan Gossart
Netherlandish, 1478-1533
Oil on canvas, 11 1/4” x 9”
Jan Gossart (Flemish/Netherlandish 1478-1532) was praised as “nostrae aetatis Apellem” (the Apelles of
our age) by Philip of Burgundy’s court poet and humanist, Gerard Geldenhouwer. Giorgio Vasari (1568)
described the themes of Gossart’s art and credited him with being the first to bring from Italy to the
North the art of depicting historie and poesie with nude figures. Gossart even earned the admiration of
the German master, Albrecht Durer (1471-1528). Having accompanied Philip of Burgundy to Italy in
1509, Italian themes appeared in Gossart’s art. Similar features are found in his circle’s art as in paintings
such as “The Rape of Lucrezia by Tarquin,” attributed to the circle of Gossart.
This work by ‘Gossart’s Circle’ depicts the violent subject of violation, rape and abuse of power,
whereby the dagger-wielding royalty Tarquin, is forcing himself upon the virtuous Lucrezia in her
intimate bedroom. The transgressive crime triggered a series of events: Lucrezia’s suicide, her Roman
husband and Roman father’s revenge for the crime, and ultimately the termination of the Royal line
of Tarquinian Kings replaced by a newly formed Roman Republic, circa 510 BCE.
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Aeneas and His Father Anchises Fleeing Troy
Anonymous Flemish Artist
Late 16th Century
Oil on canvas, 34” x 46 1/2”
The theme depicts the Trojan survivors in a painted account of the defeat and destruction of Troy by the
Greeks after 10 long years of battle. Through guile, the Greeks penetrated the city walls, set fire to Troy
and defeated their nemesis. This work reveals the aging father, Anchises, being carried by his able-bodied
son Aeneas, from the destroyed city.
In the first century classic literary work “The Aeneid,” Virgil tells the story of Aeneas whose journey
would take him to fabled lands, enduring great trials and tribulations before finally settling in the Italian
peninsula and founding what would become the Roman civilization. Virgil’s hagiographic history unites
two great cultures and incorporates pagan mythology within the blood lines of the Trojan-Romans linking
Anchises and Venus. Anchises died on the journey and never made it to Italy but his son, Aeneas, did.
Aeneas can be compared to the Homeric character Odysseus, who also endured fantastic, death defying
trials and tribulations of great action-adventure following the Trojan War.
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Jephthah Met by His Daughter
Attributed to Maerten de Vos
Flemish 1532-1603
Oil on canvas, 41” x 61 ½”
As the forces of Ammon began their attack, the elders of Gilead, Israel begged the talented, mercenary
soldier, Jephthah, for his help and for this, he was offered the position of commander of their armies.
Jephthah, however, also wanted to be named the head of Gilead and the desperate elders relented. The
new commander and hopeful head of Gilead made a sacred vow to God, to help to assure a victory.
Jephthah’s vow appears in Judges 11:30-31 as follows, “If you will indeed deliver the people of Ammon
into my hands, then it will be that whatever comes out of the doors of my house to meet me, when I return
in peace from the people of Ammon, shall surely be the Lord’s, and I will offer it up as a burnt offering.”
Flemish artist, illustrator and inventor, Maerten de Vos was one of the leading history painters of the
mid-late 16th century Spanish Netherlands (current day Belgium, Luxembourg, parts of Northern France
and Western Germany) and he captures the moment when the beloved daughter of Jephthah joyfully
leaves their house to greet her returning, victorious father. While it is written that Jephthah vowed to
keep his oath to God, scholars remain divided on exactly how the original vow should be translated and
de Vos leaves the viewer to speculate over their fate.
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Witches’ Sabbath
Hieronymus Francken I
Flemish, 1540-1610
Oil on panel, 19 ½” x 25 ¾”
Belief in witches and witchcraft declined in the 17th century, yet depictions of the black arts and their
practitioners were never more popular than at this time in the Netherlands. Baroque sensibility embraced
the strange and unusual, but other factors help to explain this phenomenon. The fine arts, as well as more
popular media such as prints, were increasingly flexible in subject matter. And although scientific thinking
was on the rise, many people continued to believe in sorcerers and their power (Davidson, 38-39).
Several elements of this witches’ Sabbath continue to be used today for Halloween decorations: black cats,
bats, and haggard old women with broomsticks and cauldrons. Some objects are less familiar to modern
eyes. In the right corner on a shelf sits a gruesome tribute to evil, the Hand of Glory, made from the hand
of an executed criminal, probably a murderer. In the background, outside of the window, the town church
is in flames. The primary motive for executing witches in early modern Europe was their ability to cause
destruction. Witches also threatened the social order as can be seen on the left foreground where young
women worship a spine-chilling demon and finely dressed women on the right disrobe a woman to be
anointed with magic flying ointment. The Witches Sabbath empowers women: they fly up chimneys,
practice black magic, and cast charms. The several hearts inscribed on paper and books may suggest that
much of the magical activity focuses on love potions; the APHODIE written in the open book refers to
scarabs, the powerful beetle from Egyptian antiquity. Hieronymus Francken came from an artistically
productive family; the most famous member was his nephew, Frans Francken II (1581-1642).
Hieronymus trained in Antwerp, but was most productive after 1578 when he served the King of France,
Charles IX, at Fontainebleau and later, after 1594, when he was appointed Peintre du Roe by King Henry
IV. Many of the elements of Francken’s painting appear in an engraving, “Abomination des Sorciers” by
the Dutch printmaker Jaspar de Issac, who was also active in Paris. Although neither artwork has been
dated, idiosyncratic figures and objects in both painting and print suggest that one of these artists saw the
other’s work. The most distinctive feature common to both is the woman wearing a lace collar crossing
her leg to remove her stocking. The unusual interior setting for this witches’ Sabbath held a great variety
of horrible creatures and malevolent women, and was sure to captivate the mostly male viewership.
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Adoration of the Magi
Attributed to Hieronymus Francken I
Flemish, 1540-1610
Oil on copper 13 ¾” x 11”
Born into a family of artists, Frans Francken had his earliest art lessons from his artist-father Nicolaes
before entering the workshop of Frans Floris as a student. During the late 16th and early 17th century,
Frans Francken I, along with his brother, led one of the most important workshops in Flanders.
The Adoration of the Magi had been a popular subject in Western art for centuries and it is described in
Matthew 2:11 “They entered the house and saw the child with Mary his mother. Falling to their knees,
they honored him. Then they opened their treasure chests and presented him with gifts of gold,
frankincense, and myrrh.”
Francken chooses to depict the scene outdoors and he emphasizes the primary subjects, by placing them
centrally in the composition and having the Virgin Mary look down at her baby, the Christ child, who
looks at the viewer, unlike any other figure in the painting.
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Imaginary Church Interior
Attributed to Hendrick Aerts
Flemish, active from 1553-1575
Oil on panel 14 ½” x 19”
Hendrick Aerts, a painter from Mechelin, was known to have also worked in Amsterdam. Aerts’ work
depicted both real and imaginary architectural interiors. Perspective spaces of architecture, interiors and
cityscapes, became his trademark subject and this would become a popular theme in Flanders and the
Netherlands during the late 16th through 17th centuries. Pieter Saenredam and Emmanuel DeWitte
are later masters in this genre of painting that traces its roots back to Aerts and early Italian Renaissance
art circa 1400.
Of particular note in this spacious interior, is the absence of any religious iconographic imagery, an
indicator of the new Protestant spaces of worship. Catholic churches were systematically stripped of
religious imagery in acts of iconoclasm throughout the Protestant countries. The figures arranged
throughout the composition lend a spatial component to the painting.
While this work is imaginary, the absence of religious iconography is indicative of the new Protestantism
and the profound epoch Aerts witnessed in his lifetime. Rubens’ Antwerp remained Catholic while
neighboring cities abandoned the Pope for the new Protestant faith. This schism of the faith resulted in
wars of religion that plagued European culture for much of the 16th and 17th centuries.
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A Cavalry Skirmish
Attributed to Ercole Procaccini II
Italian, 1596-1676
Red chalk on paper, 6 3/4” x 10”
The large-scale cartoons for Leonardo da Vinci’s Battle of Anghiari and Michelangelo’s “Battle of Cascina”
probably launched hundreds of dynamic battle scenes, long after they caused a sensation in 1506 inside
the Palazzo Vecchio in Florence, Italy. Leonardo da Vinci’s lost, but legendary, “Battle of Anghiari” was
reproduced by Peter Paul Rubens in 1603, based on Lorenzo Zacchia’s engraving made in 1553. Rubens’
faithful copy, now in the Louvre, is a treasured work of art as it brought Leonardo’s epic conflict on
horseback back to life for all to appreciate, while presenting Rubens as a truly great draughtsman, on par
with the giants of the Renaissance.
Ercole Procaccini’s small drawing, most likely a preparatory study for a yet unidentified painting, shows
the clear influence of Leonardo’s fierce, yet beautifully orchestrated composition, but it also remains true
to the loose, dynamic style associated with Procaccini’s studies.
Born in Milan to a family of artists, Ercole Procaccini’s path seems to have been predetermined. Ercole
the younger is named after his grandfather, Ercole the Elder, who started the family workshop in Milan
during the mid-16th century.
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Saint John the Baptist
Attributed to Giovanni Baglione
Italian, 1596-1676
Oil on canvas, 42” x 30 1/2”
Steeped in the Renaissance tradition of disegno (a process that emphasized drawing), Giovanni Baglione
was seemingly at odds with the more “modern” trends in painting during the 17th century. However,
there is little doubt that Baglione fell under the influence of his adversary, Caravaggio. The Flemish Peter
Paul Rubens and the deaf Baroque artist from Rome were certainly not an obvious pairing, but Rubens
was a talented diplomat and a speaker of five languages and the two painters certainly shared a fluency in
visual communication. Their mutual respect turned into a friendship during Rubens’ time in Rome.
Enveloped in a typical scarlet mantle, the gesture as well as the Latin word “Ecce” (“Behold”) written on
the scroll, evoke the motif of Saint John bearing witness to Christ.
“Behold the Lamb of God,” his noted declaration, seems to be communicated here with an almost silent,
gentle persuasion.
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Study of a Grotesque Head
Attributed to Jusepe de Ribera
Spanish, active Italy, 1591-1652
Brown ink and wash, 7 5/8”” x 6”
Ribera’s etching known as the Small Grotesque Head, which is signed and dated 1622, reproduces this
drawing in reverse, as is usual in preparatory drawings for etchings. Two states of the etching are known,
and at one time it was thought that this print and another one known as the Large Grotesque Head were
part of a series of “little sheets with ideal and deformed heads” but it has not been possible to identify
the other ten prints in the series and it is now thought that a mistake by an early nineteenth-century
cataloguer led scholars to this erroneous conclusion. Prints form a very small part of Ribera’s work. There
are only 16 prints that can be securely attributed to him, and almost all of them were done during the
1620s. Two etchings were made after 1628, one in the early 1630s and the other in 1648. Nine of the
prints are signed and seven of these are dated.
The drawings, and the etching called Large Grotesque Head, both represent men who are suffering
from a benign tumor called Von Recklinhausen Disease (multiple neurofibromata). Rather than being
caricatures, they seem to be careful realistic studies of pathological condition. Such unsparing realism is
typical of Ribera, whom a 17th century critic referred to as “a painter of fearful, cruel scenes, old unclad
bodies with wrinkled skin, fierce aged faces, all depicted in truly lifelike fashion” (Brown, 3).
Like Rubens, Ribera was a foreigner working in Italy, absorbing the Renaissance lessons of Leonardo
da Vinci’s grotesques and the contemporary realism of Caravaggio.

Small Grotesque Head
Jusepe de Ribera
1622
Etching, 5.7” x 14.3”
Harvard Art Museums, Cambridge, MA
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Portrait of Man
Attributed to Rubens
Flemish, 1577-1640
Red chalk on paper, 8” x 5 ½”
In this drawing, a study for a portrait bust executed in red chalk, Rubens portrays a man in three-quarter
profile facing to his left. The cropping of the subject is uneven, excluding the right side of the man’s torso.
This incomplete view of the subject indicates the preliminary, sketchy nature of the work. Although alone
in the composition, the man’s friendly, outward gaze informs the viewer that his focus lies on something
outside of the viewing space. Additionally, closer inspection reveals that the man holds his left arm
across his chest in a gesture of humility. Rubens spent several years as a highly active diplomat, traveling
to Holland, Madrid, England, Denmark and Italy. In addition to carrying out profitable commissions
while abroad, Rubens made sure to allow time for the study of art and contemporary masters. His Italian
experiences, especially those between the years of 1600 and 1608, instilled in Rubens an admiration for
several high Renaissance painters, including the Emilian master Correggio. While in Mantua, Rubens
was able to explore the tradition of Coreggio through the works of artists such as Tibaldi, Fontana, and
the Carracci. In Parma, Rubens became more familiar with the more manneristic styles of artists such
as Parmigianino.
This piece, although merely a chalk sketch, demonstrates these varied influences on Rubens. Its
naturalism recalls the earthiness of the Carracci, yet the portrait maintains a strange grace reminiscent
of both Correggio and Parmigianino. Although the man’s unidealized features give him an almost ogrelike countenance, these negative attributes held to an overall air of grace and tenderness. The elongated
neck of the man recalls Parmigianino’s figures, and adds to the man’s amiable appearance.
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Satyrs Attacking a Sleeping Diana and Her Party
Anonymous Artist from the Venetian School
17th Century
Oil on panel, 18 ¾” x 41 ½”
In ancient Greek mythology, satyrs, similar to the fauns of ancient Roman lore, were associated with
unbridled desire and lust and were usually depicted as having the physical attributes of both men and
beasts. The huntress and virgin maiden Diana, along with her companion nymphs, were often contrasted
with the wild, amorous satyrs as a popular motif in 17th century art. Italian painting scholar Paola Betti
from Lucca has suggested that this painting may be the work of Andrea Celesti, while Dr. Michele
Nicolaci of the University of Rome (Sapienza Universita di Roma) has stated that the painting seems to
be related to the work of Giulio Carpioni. More important than a concrete attribution, work by the 17th
century Venetian School depicting mythological figures placed within forests and Veneto inspired aquatic
landscapes, invite visual comparisons with Peter Paul Rubens and Jan Brueghel’s earlier collaborations.
Titian’s Bacchante’s and mythopoetic paintings established a prototype that this work follows. Rubens
also drew inspiration from Titian and revisited this subject (Satyrs and Diana) in his later career, at a
time when the artist was working on fewer commissions and more personal projects.
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Head of Christ
Peter Paul Rubens
Flemish, 1577-1640
Oil on panel, 24 ½” x 18”
This painting of the Head of Christ, dated 1610, and executed in oil on panel, represents the work of
Rubens during the period immediately following his return to Antwerp from Rome. This piece, a study
for the Raising of the Cross triptych, also commissioned in 1610 for St. Walpurgis, Antwerp (now in the
Antwerp Cathedral), depicts Christ with an upward glance, a position familiar to the viewer as that of a
martyr looking upward to the heavens in the last moments of his earthly existence. Indeed, this portrays
Christ just prior to his crucifixion. The subject matter of this painting, a devotional portrait of the head
of Christ, is congruous with the Counter-Reformation climate in which it was commissioned. Rubens
returned to Antwerp in 1609, just around the time that Spain and the United Provinces agreed upon the
Twelve Years Truce, an agreement marking a cultural rebirth in the Spanish Netherlands. Accordingly, the
religious community in Antwerp took the opportunity to commission several large-scale works, including
altarpieces by Peter Paul Rubens. Rubens executed at least 63 major church paintings between 1609 and
1620, 22 of which were carried out in Antwerp. During this early period of the Counter-Reformation,
the Fathers of Trent established a list of guidelines for religious art so that it should serve as “Bibles for the
Illiterate.” Under these guidelines, art should have clarity, simplicity, intelligibility, realistic interpretation,
and emotional stimulation to piety (Glen, 29-30). The naturalism and directness of Rubens’ style
accorded well with the clarity demanded by the Counter-Reformation authorities.
Rubens’ realistic interpretation of the divine, or “secularization of the transcendental,” as described by W.
Friedlander, truly distinguishes his altarpieces from those of his contemporaries. In this piece, an unknown,
seemingly divine light illuminates the head of Christ. Rubens included the same manipulation of light in
the final version of the altarpiece, which many argue is his greatest work. In the altarpiece, this illumination
on the head of Christ brings the figure into dramatic contrast with the dark, rocky background, accentuating Christ’s divine appearance. When viewed side by side, the depictions of Christ in the study and final
execution are virtually identical. Although Rubens painted most of his narrative depictions of the Crucifixion during his first few years back in Antwerp, these works display a conceptual maturity and emotional
intensity which normally emerge later in an artist’s career. Therefore, this study marks a point of departure
for the artist. It was executed at a time in which Peter Paul Rubens began a mature foray into devotional
religious representation to promote the Counter-Reformation which he so enthusiastically supported.
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Virgin and Child
Attributed to Peter Paul Rubens or the Workshop of Rubens
Flemish, 1577-1640
Black chalk, pen and ink on paper
The subject of the Virgin and Child is one that originates in Byzantine art and was filtered into Italy by
way of Venice. Eventually, the growing cult of Mary spread across Europe and Christendom culminating
in the construction of Gothic Cathedrals, all dedicated to the Virgin Mary (Notre Dame.)
The Cathedral of Our Lady (Onze-Lieve-Vrouwekathedraal) in Antwerp is the largest Gothic building in
the Dutch-speaking world. It contains four important Rubens’ works, notably ‘The Assumption of the
Virgin’ over the high altar. The Cathedral also contains work by Rubens’ master, Otto Van Veen and
Marten de Vos.
By 1600, Italian artists had mastered the subject and represented thousands of Virgin and Child
compositions in paint and sculpture. Rubens or his workshop are indebted to Raphael’s serene and subtle
naturalism and grace in this chalk, pen and ink drawing.
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Head of Marie de Medici (Study for Reconciliation of the Queen and her Son)
Attributed to Peter Paul Rubens
Flemish, 1577-1640)
Oil on paper adhered to canvas, 19 ½” x 15”
In 1622, the Flemish painter Peter Paul Rubens began work on an extensive commission given to him by
Marie de Medici, daughter of Francesco I, grand duke of Tuscany and Johanna, archduchess of Austria, and
later, wife of Henri IV. Marie reigned as regent after her husband’s assassination in 1610 until 1617 when her
son, Louis XIII, stripped her of her authority and banished her to the château of Blois. When at last she was
allowed to return to Paris several years later, she took up residence in the newly rebuilt Luxembourg Palace.
As part of the extensive decorating campaign she undertook there, Marie charged Rubens with creating
24 monumental paintings for the palace’s Western Gallery. Not surprisingly, every image in the politically
laden cycle was designed to bolster the dowager’s reputation by glorifying her travails and triumphs. In
the end, however, no amount of visual propaganda could rehabilitate Marie, who was again exiled —
this time permanently — by her son to Compiègne in 1631, before the works were completed.
This painting is associated with the penultimate canvas in the series, variously entitled Return of the
Mother to her Son or The Full Reconciliation with the Son after the Death of the High Constable. In
the finished work, Marie’s estranged son, in the guise of Apollo, gazes compassionately into her eyes.
His mother, clad in vaguely classicizing garments (a reference to eternity), clasps an olive branch and a
caduceus — both symbols of peace — as she looks imploringly at her son with maternal love and pride.
She is crowned with stalks of wheat and poppy seeds, harbingers of abundance and tranquility. In the
middle ground Divine Justice launches a thunderbolt at the monstrous hydra-headed beast and dragon
below (allusions to the unrest caused by the “unnatural” discord between mother and son) while Divine
Providence, with globe and rudder, surveys the scene from above.
As with every image in the Rubens cycle, the completed painting was intended to buttress the deposed
regent’s power and authority. Here the narrative may go beyond the allegorical, however, and directly
reference the death of Marie’s archenemy (and one of the King’s favorites), the Constable of Luynes, who
died in 1621. It has been speculated the dowager’s desire to revel in
Luynes’s death was catalyzed by the loss of one of her closest courtiers,
Concini, who was assassinated in 1617.
Reconciliation of the Queen and her Son (Detail)
Peter Paul Rubens
1622-25
Oil on canvas, 155” x 116”
Louvre, Paris, France
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Henry IV Contemplating the Portrait of Maria de Medici
Abraham Jansz. van Diepenbeeck
Dutch, 1596-1675
Oil on canvas, 22” x 16 ½”
This is a small-scale copy of one of the paintings in the cycle executed by Peter Paul Rubens for Queen
Marie de Medici of France (1573-1642), who had become regent after her husband King Henry IV was
assassinated on May 14, 1610. The original canvas is huge, nearly 13 feet tall and 10 feet wide. Rubens
was at work on the cycle from 1622 until 1625 and it was originally intended for a long gallery in the
Luxembourg Palace, Paris. There are 24 paintings in the cycle, 21 of which are now located in the Louvre
and three at Versailles.
Van Diepenbeeck’s painting is a faithful reproduction of the seventh painting in the cycle, an allegoric
representation of the moment in which the King sees for the first time the image of the woman who will
soon become his wife. One of Rubens’ 17th century biographers gives a good explanation of the allegory.
In the painting which follows, we see Love with the god Hymen [the Greek god of marriage], who is represented by a young man crowned with flowers and bearing a torch. Both of them appear in the air, holding
the portrait of the Queen, which they present to King Henry IV. That Prince is standing, garbed in very rich
and very brilliant armor. He advises the portrait, while Love points out to him all of its graces and its beauties. A woman representing France stands alongside the King. She has a helmet on her head; her costume is a
mantle of blue color strewn with golden fleurs-de-lis. Since she herself studies the portrait attentively, she
seems to solicit the King to consider it well. Jupiter and Juno are seated in the sky on a cloud; and at the
King’s feet there are two small Cupids, of whom one holds his helmet and the other his shield. (Félebien, 76)
Van Diepenbeeck was strongly influenced by Rubens, and often collaborated with him. It is possible
that this copy was executed in the 1630s when van Diepenbeeck was in Paris and when the influence
of Rubens was most pronounced in his work (Wood, 14).

Henry IV Contemplating the Portrait of Mare de Medici
Peter Paul Rubens
1622-25
Oil on canvas, 155” x 116”
Louvre, Paris, France
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Helena Fourment as Hagar in the Wilderness (After Peter Paul Rubens)
Follower of Peter Paul Rubens
17th or 18th Century
Oil on canvas, 24 ½” x 29 ½”
The original version of this painting hangs in the Dulwich Picture Gallery in London, but this work,
after Peter Paul Rubens, is one of countless examples that serve as a testament to the influence Rubens
had outside of his workshop. While this copy may indeed be the work of a painter from the circle of Peter
Paul Rubens, the desire to learn from the master’s compositions and technique extended far beyond the
17th century and beyond Northern Europe.
The young second wife of Peter Paul Rubens, Helena (Hélène) Fourment, was depicted as the Egyptian
handmaiden Hagar, an integral figure from the Book of Genesis. Abraham’s wife Sarai could not bear
children, but the union between the younger Hagar and Abraham resulted in the birth of Ishmael.
Rubens painted Helena many times throughout their lives together, but here, she is depicted as a biblical
personification of fertility and the continuance of life. Rubens obviously saw parallels between the story of
Abraham and Hagar and his own situation: the artist was 53 years old when he married the 16-year-old
Helena Fourment, who would eventually give birth to five of their children.

Helena Fourment in the Wilderness as Hagar in the Wilderness
Peter Paul Rubens
1630 -1632
Oil on panel, 28.5” x 28.8”
Dulwich Picture Gallery, London
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Study of Hands and Heads (recto); Study of Leg, Head and Hands
Attributed to Anthony van Dyck
Flemish 1599-1641
Black pen and ink on paper, 6” x 6”
The recto of this sheet consists of three studies attributed to Anthony van Dyck. In the first, the artist
experiments with a right hand gesture: the middle finger dominates in the top image; on the right, only
the forefinger extends; and in the middle of the sheet, all but the little finger extend on the hand while
barely touching an object beneath it. The second study takes up the left hand and in the third study, the
artist sketches a brief, then a more detailed drawing of a bearded man’s head and shoulder. Van Dyck
often depicts his figures with objects that are not grasped so much as lightly fingered. Whether they hold
fabric, feather fans, or batons, his subjects display gestural elegance that is simply conveyed by gently
curved fingers that separate ever so slightly. Van Dyck’s fingers have a distinctive shape as well. Fleshy at
the base, they narrow to the last knuckle, then finish with an elongated, somewhat pointed tip.
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Cross with Figures and Angels
Attributed to Cornelis Schut or the Workshop of Rubens
Flemish 1597-1655
Red chalk and brown ink on paper, 7 ¾” x 5 ½”
Cornelis Schut was a Flemish Baroque painter, draftsman and engraver active in Italy and Antwerp.
During his Italian sojourn in Rome during 1624-1627 and Florence in 1628, he adopted elements of
the High Baroque style of Pietro da Cortona, Guercino and classical tendencies informed by Guido Reni
and Domenichino. Schut designed tapestries and high Baroque compositions.
This drawing depicts a central cross with pensive figures of Mary and John. Mary appears with seven
long daggers protruding from her chest. She is ‘Our Lady of Sorrows,’ (Latin: Mater Dolorosa.) The
seven sorrows of Mary are a popular Roman Catholic devotion. St. John was the sole disciple to remain
at the cross and his halo and gesture convey piety, shock and sorrow as he meditates on the symbols
and profound meaning of Christ’s passion. Two angels appear between them and partial angels appear
in the sky on the top left.
Rather than a body on the cross, Schut depicts Christ’s symbols of suffering: nails, hammer, pincers, the
crown of thorns, cattails and iron, Longinus’s spear that pierced Christ’s torso and a reed with an attached
sponge for dispensing the bitter wine. In the center is a tunic and on the left cross bar is Christ’s image
that miraculously appeared on the veil of Veronica. On the right cross bar there is a dove representing the
holy spirit and a disembodied hand, presumably a representation of the sacred, made flesh. In the distant
background, Christ and a large marching crowd advance up toward Calvary, prior to the crucifixion.
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Adoration of the Magi, in Contemporary Flemish Costume
Attributed to Peter van Lint
Flemish, 1609-1690
Oil on copper 9 ¼” x 11 ¾”
The versatile Flemish artist Peter van Lint executed large commissions, tapestry designs and small-sized
devotional paintings and enjoyed international acclaim, including patronage from Cardinal Guinacio in
Italy and the King of Denmark. His smaller, religious-themed pieces were often sold in Spain and were
also desired in the Spanish colonies. Van Lint had the opportunity to simultaneously learn from and work
with Peter Paul Rubens in Antwerp. The “Adoration of the Magi” was a subject that van Lint painted
several times, but this piece uniquely depicts some of the participants in contemporary Flemish clothing.
Perhaps this is an allusion to the patrons of this small work or a potential client.
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Publius Horatius (After Hendrick Goltzius)
Attributed to Jacob Matham
Netherlandish, 1571-1631
Pen and brown ink, brown and grey wash over pencil on paper, 14 ¼” x 9 ¼”
In 1586, the great Netherlandish printmaker and painter Hendrick Goltzius created his “Roman Heroes”
series of engravings. Goltzius’ stepson, artist Jacob Matham, often made drawings or his own engravings
after the master’s originals. In this remarkable work attributed to Matham, the artist’s draughtsmanship
and the immense talents of Hendrick Goltzius are both celebrated. By creating engravings after Peter
Paul Rubens’ work, Matham helped to introduce the Flemish master’s work to a wider, more Northern
audience in the Netherlands where he would establish his own Haarlem workshop.
Publius Horatius, the victorious hero of the storied battle between the Curiattii and the Horatii, displays
the voluminous musculature that has come to be associated with Goltzius’s powerful figures. The
statuesque Roman warrior stands barefoot with a raised sword, while exhibiting a stoic gaze upwards,
indications that he has taken part in a hallowed victory.
Jacob Matham followed the original engraving by Goltzius very accurately, but he chose to place more of an
emphasis on the primary subject with a concentrated use of pen and ink on the figure of Publius Horatius.

Publius Horatius
Hendrick Goltzius
engraving, 1586
14.4” x 9.2”
Rijksmuseum, Amsterdam
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Mercury Slaying Argus Io’s Sleeping Guard
Anonymous Flemish
17th Century
Red crayon on paper, 13 3/8” x 9 ¼”
Ovid’s Metamorphoses provided many early modern artists with passionate characters and moralistic
tales from which dramatic moments, such as this beheading, could be brought into the visual world.
In this anonymous drawing, Mercury is about to decapitate Argus, the many-eyed creature left to guard
Io, the white heifer depicted at the bottom right corner.
The unfortunate Argus was caught in the middle, as so many mythological figures had been, between
Jupiter’s lust and Juno’s jealousy. Jupiter had fallen for the previously human Io, and had turned her into
a cow in order to dupe his suspicious wife. Not to be fooled, his wife Juno asked for the heifer as a gift
and put her under the watchful eyes of Argus. Jupiter responded by sending the musician Mercury to lull
Argus to sleep and brutally decapitate him.
After the beheading, Juno could only memorialize Argus’ loyalty by putting his hundred eyes on the
tail of the peacock. Note the peacock that attends Juno in the van Diepenbeeck painting (pages 42-43).
Although the drawing has a clear narrative, it also functions as a figure study. The muscular definition
present in Mercury’s chest and legs are mirrored in Argus’ back. Of course, the viewer cannot help but be
disappointed by the artist’s reluctance to show the artist’s reluctance to show the horrible hundred eyes!
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A Tavern Scene
Attributed to Adriaen Brouwer
Flemish, 1605-1638, c1630’s
Oil on canvas, 11 ½” x 11 ½”
Adriaen Brouwer was an expressive painter of genre subjects often set in taverns, hovels and rural domestic
interiors. The lower-class subjects displaying vibrant human emotions are often depicted in small scale
works, painted with expressive brush strokes conveying drama, energy and a Baroque multi-sensory
experience (sight, sound, touch, smell, and taste). Packed with an energy that far exceeds its scale,
Brouwer’s unidealized depiction of this Flemish rustic tavern is an excellent example of 17th century
realism. Brouwer offers a visual critique of boorish rural behavior.
“Brouwer’s unsentimental view of the peasant is rooted in a long tradition of urban disdain for rural
life. The physiognomy, humor, and moralizing tenor of Brouwer’s peasants all derive from the work
of Pieter Bruegel the Elder (c. 1525/1530–1569), who depicted the excessive behavior of peasants at
their village kermesses (fairs), weddings, and dances as moral warnings to city viewers. As with
Bruegel, Brouwer’s scenes of fighting, drinking, and sleeping warn about the consequences of gluttony
and wrath (ira), intemperance (gula), and sloth (desidia). Indeed, Brouwer used the peasant’s
proverbial uncouthness to create comic images both to delight the viewers and instruct them about
proper behavior. Despite Brouwer’s reputation as a “learned painter,” his keen observation and biting
wit suggest that he actually cultivated a “vulgar painter” persona, and numerous anecdotes indicate
that he led a colorful existence.”
– National Gallery of Art, Washington, D.C.
Only about 60 of Brouwer’s paintings are known today. Peter Paul Rubens was a great admirer, supporter
and collector of his works. Rubens would devote his late years to creating village kermesses (peasant fairs)
reflecting an influence of Pieter Brueghel the Elder and Adriaen Brouwer.
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Old Man Smoking a Pipe
Anonymous Flemish artist
17th Century
Brown ink and wash on paper, 7 ½” x 5”
The long clay pipe seen here was often supplied by a tavern where smoking frequently took place. The
smoker would break off the end of the pipe to get a clean area from which to draw smoke through the
long shaft. This is a new pipe and may be owned by the smoker.
Adriaen Brouwer and David Teniers frequently depicted smokers and drinkers, character types who
embodied a seedy, low-life stature in society.
Tobacco was used by indigenous Americans for centuries but was unknown to Europeans until it was
introduced with the first contact in the late 15th and early 16th century. By the 17th century, the Dutch
West Indies Co. started to import large shipments of tobacco to Europe and they soon became the major
source of this organic American product. The Amsterdam market is a likely commercial source for this
smoker’s tobacco.
In the 17th century, smoking by men was highly criticized by the Dutch Protestant Reform Church
and it was not a public practice but often secreted in seedy taverns or the privacy of an unkempt home.
Women smokers were a far rarer sight and were generally associated with loose morals and ill-repute.
The curators agree, the work may be mislabeled as per the distinct hyoid bone in the smoker’s neck area.
The curators suggest that this work represents a male, beardless scholar reading a document partially
revealed on the lower left of the drawing. The upper right corner reveals an unrelated, pencil drawing
of an upright infant.
Both drawings likely served as preliminary studies of a yet unidentified Flemish painting from the
17th century.
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Monkeys – Tavern Interior
David Teniers II
Flemish, 1610-1690
Pen and brown ink and wash on paper, 7 1/8” x 11 7/8”
Anthropomorphized monkeys were very popular in 17th century Flemish art. They had been used in
Northern European manuscript borders and the decorative arts since the Middle Ages to ‘ape’ man and
his most base desires. By the early modern period, artists used monkeys to point more directly to the
vanity of man. By then, apes engaged in battle, conducted scientific experiments, and indulged in bodily
and intellectual pleasures — all mocking the folly of human endeavor. David Teniers II was best known
for his genre scenes and satirical depictions of peasants. This lightly humorous scene of monkeys sits well
with his other work. But Teniers should be recognized for his fine drafting and painting skills. With
minimum detail in this composition, Teniers suggests a variety of surfaces and textures. A few parallel
lines indicate brick walls and scattered squiggles imply the tavern’s heavy wooden beam frame. His more
careful rendering of the monkeys’ hats, the door latch, and the single peg that juts out from the post all
nicely balance the more loosely sketched areas of the drawing.
Even in the less developed sections of the drawing Teniers displays fine draftsmanship. The quickly
rendered monkeys gathered at the roaring fire exhibit distinctive postures. On the right, a monkey rests
his left hand on the shoulder of the seated monkey while lifting his glass to punctuate the story he
recounts to his friends. The seated monkey responds by raising his left hand, whereas the third in the trio
stands unresponsive. His tankard of ale hangs loosely at his side. In the foreground, another group of
monkeys have gathered at a table to listen to, or perhaps sing along with, the recorder player. The empty
stool signals to the monkey entering the tavern that another drinker is always welcome.

Monkeys in the Kitchen
David Teniers II
1645
Oil on canvas, 14” x 19.6”
Hermitage Museum, St. Petersburg, Russia
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Nocturnal Fire Scene
Daniel van Heil
Flemish, 1604-1662
Oil on parchment, 4” x 6½”
Flemish painter Daniel van Heil was fond of the dramatic. In addition to the present painting, Heil
depicted other scenes of urban devastation including The Destruction of Sodom (Monplaisir, St.
Petersburg) and The Gunpowder Storehouse Fire at Anvers (Galerie Pintelon, Brussels). The latter
depicts the Flemish city engulfed by yellow clouds of heat and smoke. Although the urban setting of the
Nocturnal Fire Scene, packed with several substantial towers and keeps is undoubtedly mythical, Heil
paints a highly realistic picture of a roaring inferno. White and blue burning bits of ash crackle and snap
off a background of deep red and orange flames. Men work hurriedly in the foreground, drawing water
from wells, toting filled baskets down city streets and up ladders, in a vain attempt to quell the blazing
buildings. The otherwise peaceful moonlit scene on the left side is energized by animated figures that
gesture toward the burning city, thus leading the viewer back to the drama that ensures.
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Traveling Rubens:

Learning, Diplomacy and Influence
Peter Paul Rubens was born in Siegen, Germany in 1577 to Flemish parents who fled religious persecution
in the city of Antwerp in Flanders. After the death of his father, Rubens’ mother moved the family back
to Antwerp in 1587, where he later received his earliest art training. Following eight years in Italy, Rubens
returned to Antwerp as a recognized master, where he soon established one of the preeminent artist
workshops in the history of art.
Rubens also visited France, Spain, England and the Northern Netherlands, absorbing lessons, fulfilling
numerous commissions and undertaking diplomatic missions. Rubens’ network of royal courts and heads
of state encouraged his distant travels and led to important patronage, thus contributing to his exposure
to the inner machinations of European politics, and in turn providing Rubens with opportunities and
experience few artists could claim.
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Panel on facing page: Map of Europe, 17th century, Abraham Ortelius
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Portrait of Abraham Ortelius
Peter Paul Rubens
1633
Oil on panel, 37” x 31.4”
Museum Plantin-Moretus, Antwerp, Belgium
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1.
2.
3.
4.
5.
6.
7.

Germany, 1577-1587 (born in Siegen, Westphalia with three years spent in Cologne)
Antwerp, Flanders, 1587-1600 and 1609-1627/28 and 1630-1640
Italy (throughout much of the Italian Peninsula from Rome to Venice), 1600-08
Paris, France 1622
Madrid, Spain 1603, 1627/28-30
London, England, 1627/28-30
Northern Netherlands, 1627/28-30
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Map of Antwerp
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