
ACTA
UNIVERSITATIS PALACKIANAE OLOMOUCENSIS

FACULTAS PHILOSOPHICA

PHILOLOGICA 81 – 2003





ACTA
UNIVERSITATIS PALACKIANAE OLOMOUCENSIS

FACULTAS PHILOSOPHICA

PHILOLOGICA 81 – 2003

NEERLANDICA II
Emblematica et iconographia

Themes in the Painting and Literature
of the Low Countries

from the 16th to the 18th Centuries

Univerzita Palackého v Olomouci
Olomouc 2003



Editor in chief © Dr. Wilken Engelbrecht, 2003
Co-editors: Drs. Bas Hamers – David Livingstone, M. A.

ISBN 80-244-0702-7

In co-operation with the Museum of Art in Olomouc.
Financed by grant no. A/30.02.0010/LK/HVH of the Prins Bernhard Cultuurfonds, Amsterdam.



5

To the memory of the late
Lubor Machytka,

author of the exposition



6



7

ACTA UNIVERSITATIS PALACKIANAE OLOMUCENSIS
FACULTAS PHILOSOPHICA NEERLANDICA II – 2003

Foreword

The second Olomoucká obrazárna – Olomouc Painting Exhibition – is devoted to
the Netherlandish paintings in the Olomouc collections. The opening of the exhibition
on Thursday the 7th of December 2000 was also an excellent opportunity to celebrate
the ten-year anniversary of the re-establishment of Netherlandic studies at the Philo-
sophical Faculty of Palacký University, Olomouc.

The task of neerlandica extra muros – Netherlandish studies abroad – is to be in the
broadest sense of the word an “ambassador” of Netherlandish culture. Therefore,
Netherlandish studies abroad should not be only confined to the study of the Dutch
language and Dutch and Flemish literature, but also offer deeper insight through its
anchorage in the context of Netherlandish culture. The Olomouc Netherlandistic
department is no exception and perceives its mission in a like fashion.

Consequently, we decided to attempt to bring together a number of specialists in
the fields of Netherlandish literature and Netherlandish painting from both Central
Europe and from the Benelux, asking them to confront the interchange of painting
and literature from their own point of view. To complete the picture of Netherlandish
culture and the ties of that culture with the Central European region, specialists in
Dutch history and on the influence of religion on art were also invited to deliver their
views on these topics; a perspective that has often been neglected by philologists.

The conference was a wonderful opportunity for fruitful discussions between both
the speakers themselves and also between the presenters and the significant number
of students of netherlandistics who were present from the Czech Republic, Poland and
Slovakia. I hope that the reader of these proceedings will have a similar experience.

Without the kind co-operation of the Dutch and Belgian embassies in Prague, the
City Magistrate of Olomouc, the Archbishopric of Olomouc, the Rector’s Office of
Palacký University and, above all, the Netherlands’ Language Union, the conference
would have had no chance of success. The Prince Bernhard Cultural Fund at Amster-
dam made possible the publication of the papers of these proceedings.

Olomouc, May 2003

Wilken Engelbrecht
Head of the Chair of Netherlandic Studies

President of the Academic Senate of the Philosophical Faculty
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From the History of the Archbishop’s Gallery in Olomouc

Lubor Machytka (Olomouc)

In the year 1664 the new bishop of Olomouc, Karl of Liechtenstein-Castelcorn,
was faced with the heavy and uneasy task of reconstructing residences, castles, cha-
teaux, episcopal houses and lands devastated by the Thirty Years War. Later he
reflected on the situation:

Ist auch war und mehr als zuviel bekannt, daß wir alle bischöflichen Residentien, Schlösser und
andere Gebäude bey dem Bistumb gantz ruiniert, abgeödet und gleichsamb inhabitable ange-
treten.

Despite his poor health he threw himself into the far-reaching reconstruction
work, with great energy, persistence and indefatigable diligence. The work was crowned
by the gesture of a real collector: on November 13th 1673 he purchased a very
significant collection of paintings and drawings from Bernhard and Franz Imstenraed
from Cologne. The collection was created under the influence of their uncle, the Paris
banker Everhard III Jabach, one of the greatest collectors of the 17th century. The
heart of the Imstenraed collection was made up of pictures purchased from the
property of Thomas Howard, Duke of Arundel. The collection of pictures included
works by Titian, Sebastiano del Piombo, Raphael, Antonello da Messina, Correggio,
Giorgione, Paolo Veronese, Tintoretto, Hans Holbein, Anthony Van Dyck, Peter Paul
Rubens, Albrecht Dürer, Hans von Aachen and Lucas Cranach. For this collection
bishop Karl reserved in his Olomouc residence two halls called the Upper and Lower
Gallery.

Although the purchase of the Im-
stenraed collection was the most im-
portant acquisition of Karl of Liech-
tenstein, it was by far not the only one.
In addition to pictures created by
painters engaged in his service, he
continued in the purchasing of other
works mostly by contemporaries. Con-
sequently, by the time of his death in
1695, the collection amounted to
533 pictures in the Olomouc residence
and 429 in the Kremsier chateau (now
Kroměříž).

1. Engraving of Olomouc after 1724 by Martin Engelbrecht
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Bishop Karl was well aware of the exceptionality of his collection, evidence of
which are the number of measures taken to guarantee the integrity, protection,
compactness and permanent existence of the collection as a part of the property of the
Olomouc episcopate. Thus in 1691 he drew up a deed of donation enclosing an
inventory of the priceless pieces, in the first place pictures in the episcopal residences
and chateaux. Moreover, he acquired the acknowledgement and approval of this legal
act from Emperor Leopold I. The Emperor made a declaration on May 20th 1694,
from his position of King of Bohemia and Margrave of Moravia, in a unique form
mentioning the Olomouc gallery explicitly with a ban on any alienation whatsoever
and heavy penalties and disgrace which would befall any violation of this legal act.
Disinterest, however, on the part of Karl’s successors on the episcopal and later
archiepiscopal seats, indolence and utter lack of care led to the situation that in a mere
130 years this cultural treasure was almost completely neglected.

The constantly worsening inventory lists do not make it possible to follow the fate
of the collection or particular pictures. Thus at the time of the elevation of the
episcopate to an archiepiscopate (1777) there was not a single reliable document
available providing information on the state of the picture-galleries in Olomouc and
Kremsier. Although Bishop Hamilton emphasised with typical baroque eloquence in
his testament form December 19th 1773 that all the pictures should remain forever in
the hands of the episcopate and

hierüber soll ein ordentliches Inventarium in Duplo verfertiget werden,

commissioners in a probate process made their work easier by simply copying older
incomplete inventories. Hamilton’s successor, Archbishop Anton Theodor Collore-
do-Waldsee (1777–1811) was probably not aware of this fact when he placed the
acceptance clause and his signature on to the inventory.

The major change and more or less the
only one made under Archbishop Collore-
do, was the panelling of the dining room and
the crown hall of the Kremsier chateau. This
was the first documented transfer of a part
of the picture collection from Olomouc to
Kremsier. We can only guess at the number
of pictures transferred as there were more of
them transferred than the pictures installed
in the mosaic of the two halls. There is one
note worth citing in the so-called haupt-In-
ventarie from 1780:

Unter denen Bilderen befinden sich sehr viele,
die geradezu kassieret zu werden verdienen, weil
sie entweder schon ganz unkennbar oder zer-
rissen sind.

2. Chateau Kremsier from the marketplace
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These definitely unexceptional commentaries by archiepiscopal officers give us
a clear picture of the doom of the archiepiscopal galleries. The method of solution was
simple: damaged pictures were removed from the gallery and stored for some time in
a storeroom or in a loft before they were dissolved completely. These pictures were
not registered in the inventory from 1817 which sealed their doom.

In 1830, 243 pictures were sold off in Olomouc from mostly the collection of Karl
of Liechtenstein. The clearance was the tragic culmination of all the negative happe-
nings the collection had gone through since 1695. Unfortunately, the archbishops of
the 19th century, did no better in taking care of the relics in comparison with their
predecessors.

Only after the inauguration of Archbishop Theodor Kohn in 1892 did things begin
to change for the better. He enriched the Olomouc residence with 22 pictures pur-
chased mostly in Italy. A stimulus for the new archbishop to buy new works of art may
have been the blank walls of the palace, where there were merely 42 pictures (in
addition to 54 portraits of Olomouc bishops and archbishops) at the time of Kohn’s
accession to the archiepiscopal seat. An appropriate time for purchases were journeys
to Rome ad limina apostolorum in 1893, 1897 and 1901, where he came across a great
number of offers. The purchases, however, were not made directly but through
a confidant. The archbishop had a taste for Italian renaissance and baroque pictures
of various schools. Amongst the most prestigious acquisitions rank the pictures Christ
on the Mount of Olives by Francesco Bassano, The Virgin Mary handing beads down to
St. Simon Stock by Ippolito Scasello known as Scasellino, Pieta by Marcello Venusti,
The Burial of St. Sebastian by a Florentine painter and Ecce homo by Elisabeta Sirani.

Although the purchases of smaller table gold ware and silverware, jewellery,
smaller vests and furniture were of a higher number and price than the purchases of
pictures, it does not belittle Theodor Kohn’s efforts at improving the Olomouc gallery.
Moreover, it was not a manifestation of a devoted collector, but instead an endeavour
to be representative and add more glitter and dignity to the furnishings of the interiors
of the Olomouc residence.

Additional proof of Kohn’s efforts at preserving the cultural heritage of the
archdiocese were huge restoration works undertaken in the period from 1895 to 1903
during which the painters Viktor Jasper and later Eduard Gerisch from Vienna
restored 287 pictures in the Kremsier chateau and 26 in the Olomouc residence.

Archbishop Leopold Prečan (1923–1947) was the last collector in the “big style”
(A. Jirka) and thanks to his collecting fervour the picture collection in the Olomouc
residence was enriched with 513 pictures in total. The scope of his acquisitions makes
Prečan comparable with Bishop Karl of Liechtenstein. This was undoubtedly connec-
ted with lack of qualified advisors. Archbishop Prečan was entirely dependent on what
the picture sellers claimed as to the authorship and the quality. They were mainly
merchants, among them Mor (Morris) Jam from Vienna, P. E. Vondörfer from Prague
and first and foremost Vladimír Seidl from Prossnitz, who later moved to Brünn.
Moreover, a number of offers of pictures by private persons and institutions were
preserved which were turned down by Prečan, even though some of them would have
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deserved more attention. In addition to the price, a crucial issue was probably the fact
that the offerer was neither personally known to Prečan nor recommended to him.

There are also some remarkable acquisitions among Prečan’s purchases both from
Italian and Dutch painters e.g. huge panel paintings by Giovanni Battista Bertucci
known as Giovanni Battista da Faenza and by Giovanni Balducci known as Cosci.
There were also two significant panel pictures St. John the Baptist and St. Peter by the
recondite Toscana painter Salimbene di Girolamo Magni, as well as St. Cecilia by
Onorio Marinari or two pictures on the topic of folk musicians by Giacimo Francesco
Cippero known as Todeschini.

Unlike Theodore Kohn, Leopold Prečan preferred Dutch painting. Amongst the
best Dutch acquisitions are for example the picture Croesus shows his treasures to
Solon by Jasper van der Hoecke, as well as the A landscape with the Holy Family being
attacked on their flight to Egypt by Gillis Mostaert, or the picture Unhappy Job being
comforted by musicians by a Flemish Caravaggist, apparently Jacob I van Oost,
A Portrait of a woman with a lace collar by Jan Anthonisz van Ravensteijn, or
a remarkable fragment of a copy of Rubens’ picture Justus Lipsius and his disciples and
the picture The reconciliation of Jacob and Esau by David Vinckboom.

In spite of some insufficiencies and stipulations, the acquisitions of Leopold
Prečan positively enriched the collection and contributed to the fact that, despite the
irreparable damages, the archiepiscopal galleries in Olomouc and Kremsier are one
of the most prominent collections of antique art in the Czech Republic.
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The Dutch Republic, the Czech Lands, and the Beginnings
of the Thirty Years’ War (1618–1622)

Jonathan I. Israel (Institute for Advanced Studies, Princeton)

If we accept, as Johan de Witt and other late 17th century Dutch republicans
maintained, that republics are inherently more trustworthy and less inclined to aggres-
sion and territorial aggrandisement than monarchies, it is neither surprising nor
inappropriate that in the one case where the United Provinces can be said to have
deliberately provoked, or helped provoke, a great international conflict, the Thirty
Years’ war, control of the Dutch state at the time lay not with the States General or
States of Holland but with the Stadholder, Maurits of Nassau. For only in the wake of
Oldenbarnevelt’s downfall, with Maurits’ coup d’état of the summer of 1618, when the
republican tendency came closest to be extinguished and the dynastic, princely culture
of the Stadholder’s court was at its most dominant, was it possible to conduct the sort
of devious, hidden statecraft, and subtle instigation of armed conflict which characte-
rised Dutch policy in the crucial years 1618–22. Forged by the Stadholder, it was
a policy many details of which remained hidden from the Dutch provincial assemblies
and regent elite.1

Admittedly, historians have not traditionally assigned to the United Provinces
a particularly prominent place in instigating the Thirty Years’ War. Yet there are good
reasons to assert that the Republic played a far more active and significant part in
precipitating that terrible conflict than has generally been acknowledged. Previous to
the coup of 1618, the States of Holland and States General had remained doggedly
unresponsive to pleas for alliance, guidance and support emanating from the militant
Calvinist, anti-Habsburg bloc in the Holy Roman Empire. In the initial stages of the
Bohemian Revolt the rebels met with a purely non-committal response from the
States General in The Hague. Quite apart from Oldenbarnevelt’s post-1607 policy of
disengagement and pursuing peace with Spain, and unwillingness to encourage anti-
Habsburg coalitions, by 1617–18 the United Provinces – paralysed internally by the
Gomarist-Arminian disputes – were too absorbed in their own difficulties to pay
serious attention to the drama unfolding in Bohemia. The situation changed abruptly,
however, following Maurits’ victory over Oldenbarnevelt and the pro-Remonstrant
majority of the States of Holland. For with this, he seized control of the machinery of

1 J. I. Israel, The Dutch Republic. Its Rise, Greatness and Fall, 1477–1806, Oxford 1995, pp. 465–474.
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the Dutch state, emasculating the States and the regents’ secret committees, and
concentrating all real power, especially as regards foreign policy and military matters,
in his own hands.

The new men of influence at The Hague were those who figured prominently in
the Stadholder’s entourage – Van Aerssen, Van de Bouchorst, Van Ploos, Van Rand-
wijk and the Frisian Stadholder, Count Willem Lodewijk. They were not Holland
regents, were deeply at odds with Oldenbarnevelt’s friends and associates, and were
eager to adopt a much more vigorous anti-Spanish and anti-Habsburg stance in
international politics than their beaten rivals. It was they who implemented the new
policy, François van Aerssen, for example, one of the bitterest antagonists of Olden-
barnevelt, and one of those upon whom Maurits most relied after his seizure of power,
being responsible for drafting the States General’s letter to James I of England, of
December 1618, urging the English monarch to join with the States General in
providing financial and military support for the Bohemian cause. James was urged to
assist the Bohemians, as the United Provinces had now resolved to do, in “their
justified defence” and on behalf of the common cause given that they were resisting
the “suppression of their rights and of their Reformed religion”.2

James I, as is well known, harboured a marked aversion to all forms of popular
resistance to monarchs and heartily disliked the Bohemian-Polish concept of elective
monarchy whereby subjects were deemed to have chosen their prince.3 Consequently,
he had no particular sympathy for the Bohemian Revolt against the Habsburgs or the
tendency of many Dutch and English Calvinists to regard the Bohemian rebels as co-
religionists fighting for their common cause. Rather than seeking to bolster the revolt,
James’ main priority was to defuse the ensuing international crisis in a way that would
preserve Habsburg dignity and rights but at the same time safeguard the guarantees
that successive Habsburg emperors had conceded to the Protestants of the Czech and
neighbouring lands. Even after his son-in-law, Frederick of the Palatinate, had accepted
the Bohemian crown from the rebels – against his wishes – he sought to solve the
international crisis by persuading the Bohemians to cease their armed opposition to
the Emperor Ferdinand, and recognize him as their legitimate prince, in exchange for
fresh guarantees and privileges and the curtailing of the influence of the Jesuits.4

From December 1618 onwards, Dutch and English policy though superficially
aligned – those two powers nominally being allies – were in fact diametrically opposed,
a circumstance which historians of the Thirty Years’ War have been curiously reluctant
to stress. Even though Josef Polišenský long ago concluded that “during the Bohemian
War of 1618–20”, Bohemia’s “connections with England were a good deal less interesting

2 Israel, op. cit., pp. 452, 466, 472; Josef Polišenský, Tragic Triangle. The Netherlands, Spain and Bohemia
1617–1621, Prague 1991, p. 102.

3 E. Weiss, Die Unterstützung Friedrichs V. von der Pfalz durch Jakob I. und Karl I. von England im Dreißig-
jährigen Krieg (1618–1632), Stuttgart 1966, pp. 11, 14.

4 Weiss, op. cit., p. 10.
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and significant than those with the Netherlands”,5 the real significance of this has rarely
infused historians’ assessments of this episode. On the contrary, there is a conventional
view insisting on the centrality of English policy in the shaping of European Protestant
reactions to the Bohemian crisis which continues to be regularly repeated and pre-
ferred even though there is no cogent grounds for it and abundant evidence pointing
the other way. “So England”, as one scholar expressed the claim, “served as the focus
for Palatine – and, indeed, for all Protestant-diplomacy”.6

This lack of acknowledgement of the centrality of the Dutch role is doubtless partly
due to the furtive manner in which it was conducted, and documented, and has tended
to be reinforced by Polišenský’s own general account of the Thirty Years War which
stressed Bohemia’s international isolation and the alleged inadequacy of the foreign
aid reaching Prague as a way of helping to explain the scale of the debacle at the White
Mountain and the completeness of the defeat of Bohemian aspirations. In this respect
even he encouraged the myth that the States General were in essence following the
English lead: “it was a matter of desperate importance to [the States General]”, he
wrote, “to gain the support of England; without it they had been unable to help the Czechs
in 1618–20, and without it they could not guarantee even the hereditary lands of the
Paltsgrave in 1621, let alone restore him to the Bohemian throne”.7 The notion that the
Dutch role was secondary has also been further bolstered by the assumption that there
was a marked reluctance on the Dutch side to become militarily entangled in Germa-
ny and the Czech lands.8

Yet by December 1618 the Dutch leadership had already clearly indicated not just
that they were “well inclined” to the Bohemian cause, as the English ambassador at
The Hague, Carleton, noted, but intended to give political as well as financial assis-
tance.9 By March 1619, negotiations had proceeded to the point that the Bohemians
were assured of Dutch financial backing and the “succours of this state”, as Carleton
reliably reported to London, in the first instance “will be (as I conceive) 50,000 florins
a month, for the space of a year, so to be continued according to occasion”.10 Although it
has often been claimed that the Dutch were only willing to move in concert with
England and even that the States General made its assistance for Bohemia conditional
on help being forthcoming also from England and the German Protestant Union,11 in
fact The Hague served as the pivot with which the Bohemians tried to secure support

5 Polišenský, op. cit., p. 7; see also Ferdinand Seibt, Bohemica. Probleme und Literatur seit 1945, Historische
Zeitschrift, Sonderheft 4, München 1970, pp. 120–121.

6 See Simon Adam’s contribution to Geoffrey Parker, The Thirty Years’ War, London 1984; Weiss, op. cit.,
pp. 6–9, 15; see also Claus Peter Clasen, The Palatinate in European History 1559–1660, Oxford 1963,
pp. 24–26; Josef Polišenský, The Thirty Years’ War, London 1970 (new edition London 1974), pp. 115, 134.

7 Polišenský, The Thirty Years’ War, p. 165.
8 Parker, op. cit., pp. 74–75.
9 P(ublic) R(ecord) O(ffice, London), RO SP 84/87fo. 112v, 176. Carleton to Naunton, The Hague, 4 Dec.

1618 and Maurits to James I, The Hague, 23 Dec./2. Jan. 1619.
10 Letters from and to Sir Dudley Carleton, Knt., During his Embassy in Holland from January 1616 to

December 1620, London 17752, pp. 348–349. Carleton to Naunton, The Hague, 8 March 1619.
11 Polišenský, Tragic Triangle, pp. 103, 109, 116.
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from other countries besides the Dutch. When Herman Frenck, a Dutch officer in
Bohemian service and a key intermediary between Prague and The Hague, returned
to Holland in March 1619 accompanied by a Bohemian delegate, their aim was not
only to finalize the Dutch financial subsidy but to persuade the States to “send one or
two of their well experienced men in the menadge of affairs of this state to assist them with
counsell” and to “recommend theyr affaires to his Majesty [of England], the state of
Venitia and the Hansa townes”.12 Of course, the Dutch would have much preferred to
have acted in concert with England. But in May 1619 with the English court still
making no move, the States General paid over the first instalment of 50,000 guilders to
Frenck, the money being used to raise a regiment of seasoned troops in the Nether-
lands that was to march under his command to Bohemia.

Being a mere republic, it was natural and inevitable in that imperiously monarchi-
cal age that the Dutch leadership in their representations to the English court should
express themselves in humble and deferential terms. Furthermore, Sir Dudley Carle-
ton, the English ambassador at The Hague, who, by and large, sympathized with the
Bohemian and wider Protestant cause, was keen to paper over the growing divergence
between Dutch and English policy by continually stressing what the English took to be
the Dutch sense of subordination to England and reiterating their deferential rhetoric
about wishing to act only in the wake of the English crown. When, in February 1620,
the States General crucially supplemented their financial aid to Bohemia by agreeing
to pay a monthly subsidy of 50,000 florins also to the German Protestant Union,
Carleton hastened to assure the court in London that while all this might savour of the
Dutch venturing to take the lead, in fact no departure from proper deference was
intended. “To both which payments, as well that to the princes [of the Union], as this to
the king of Bohemia”, he wrote, “I find the Prince of Orange [i. e. Maurits of Nassau]
and the greatest part of the States sufficiently resolved. But as in the beginning some were
opposite to both, upon this reason, not to lead the way to his [Britannic] Majesty, but to
follow (to use their own words) as the cock-boat doth a great ship; so in the continuance of
treaty hereupon, as occasions have been presented, they have persisted in the same
counsel, and have been over-swayed by the necessity of a present resolution”.13 In reality,
this was nothing more than a diplomatic way of saying that Maurits had firmly taken
the lead and overruled all opposition to the twin subsidies in the landward provinces
(where there had been no purge in 1618) despite the land provinces’ resort to the
pretext that Holland should not give the lead to England.

Given the Republic’s mounting financial difficulties at a time when the Dutch were
having to rebuild their army and navy, and repair their fortifications, in view of the
approaching expiration of the Twelve Years’ Truce, in April 1621, as well as the
continuing strength of Remonstrant sentiment in the country and the antipathy of the
landward provinces to a renewal of war with Spain, it was only natural that there
should be some stubborn opposition to the payment of subsidies to Bohemia and the
German Protestant Union.

12 PRO SP 84/88, fo. 78. Carleton to Naunton, The Hague, 26 March 1619.
13 Letters from and to Sir Dudley Carleton, p. 442. Carleton to Naunton, The Hague, 10 Feb. 1620.
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Nevertheless, it would be wholly incorrect to suggest that there was hesitation or
delay in the voting or provision of the subsidies. Maurits and his entourage kept a tight
control over the States and made sure that all votes conformed to their wishes.
Assessing the “several dispositions and interests of the provinces”, in March 1620,
Carleton classified the “the maritime provinces, as best able, being most forward in
contributing to the Bohemian War. To which the land provinces are unwillingly drawn, yet
go on hitherto partly by example of the rest, and partly for satisfaction of the Prince of
Orange” who indeed steered everything “with his dextrous conduct of affairs”.14 Over
the next years, the Bohemian and German subsidies were promptly and uninterrup-
tedly paid albeit they undoubtedly represented a serious additional burden on top of
the already heavy military expenditure of the Dutch state.15

But if the existing historiography tends to underestimate Dutch financial support
for the Bohemian cause, still more underestimated is the furnishing by the Dutch of
troops, weapons and military supplies. The Low Countries’ Wars had convinced all
Europe of the great difference between experienced, properly equipped and paid
veteran troops and those who were undisciplined, ill-supplied and scantily trained with
the consequence that the Directors in Prague and, after he assumed the Bohemian
crown, Frederick of the Palatinate, showed an intense interest in every aspect of Dutch
military organization, weaponry and training. By the time, in July 1619, Frenck arrived
in Bohemia with his regiment of 1,500 musketeers, recruited and fitted out in the
Netherlands, another Dutch officer, Count Mansfeld’s cavalry commander, Count
Otto van Stirum, was already playing a major part in helping organize Bohemia’s
military defences. In May 1620, a second regiment of 1,500 foot soldiers raised and
equipped in the United Provinces arrived in Bohemia while Stirum, having gone back
to Holland to raise a fresh cavalry regiment, returned soon after via Brandenburg and
Silesia with nearly a thousand additional horses.16 Altogether, by the summer of 1620
between five and six thousand veteran troops paid for, recruited and armed in the
Netherlands (though only a minority were Dutchmen) had arrived in Bohemia as
compared with a far smaller and less important Anglo-Scottish force.17 It was a matter
of course that the operational procedures and line of battle adopted by the Bohemian
army in the crucial campaign of 1620 was a modified version of Dutch battle tactics.
Meanwhile, large consignments of powder, shot and other military supplies were
being supplied from Holland to Bohemia whereas nothing was sent from England.18

Among the munitions export licenses granted by the States General at the request of
the Stadholder in the spring of 1620 was one to Jacob Bicker at Amsterdam for
a shipment of 200,000 pounds of powder and 200,000 pounds of match for shipment,
as with most of the consignments, via Hamburg and up the Elbe to Bohemia.19

14 Ibidem, p. 447. Carleton to Naunton, The Hague, 6 March 1620.
15 M. C.’t Hart, The Making of a Bourgeois State. War, Politics and Finance during the Dutch Revolt,

Manchester 1993, pp. 60, 166.
16 Polišenský, Tragic Triangle, pp. 178–179.
17 ibidem, p. 185.
18 See, for instance, PRO SP 84/94, fo. 94.
19 Algemeen Rijksarchief, The Hague (ARA) SG 3179, fo. Res. 25 April 1620.
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It was in the interest neither of James nor the Dutch to draw attention to the
widening gap in their policy aims. Both among the public and at court there was strong
support for the Bohemian cause in England and Scotland, on top of which James
himself was apt to hesitate and procrastinate. Indeed, there was a long delay before it
finally became clear to the leadership in Prague, as well as to Maurits and his
entourage in The Hague, that the English monarch did not intend to support the
Bohemian Revolt in more than token fashion, and had no desire to help build
a Calvinist anti-Habsburg coalition in Europe. Only slowly was it learnt – to the great
consternation of the Bohemians – that James had sought to dissuade his son-in-law
Frederick, from accepting the Bohemian crown and indeed interfering in Bohemian
affairs at all.20 Not until March 1620 when the agent of the German Protestant Union,
the Württemberg councillor Buwinckhausen, reported back from London to his
associates in The Hague “full of discomfort in his negotiation with His Majesty” did it
emerge that James’ real goal was to mediate between the Bohemians and the Habsburgs,
return the Bohemian crown to the latter, and do all in his power to prevent a general
conflict. But however opaquely from the vantage point of Prague and The Hague,
James consistently pursued a course based on reconciliation and compromise which
however arduous and unrewarding was undoubtedly more in the interest of peace, and
hence the general interest, than that of any other party to the conflict.

But wise or not, realistic or not, English policy diverged more and more from the
policy being pursued by Maurits and his inner circle. The latter faced the growing
likelihood that the Twelve Years’ Truce would expire without being renewed, in April
1621, and that consequently the long and gruelling war with Spain in the Low
Countries would resume.21 Moreover, this time, in contrast to the period between
1585 and 1609 it seemed probable that neither French nor English assistance for the
Dutch would be forthcoming. Inevitably, this led the Dutch leadership to view the
Bohemian Revolt, and the pro-Calvinist bloc within the Empire, from a dramatically
different perspective from that adopted by James. Given the dangerous and increa-
singly insecure position of the United Provinces, Maurits and his minions faced
a harsh and unyielding dilemma: if they failed to support the Bohemians and the pro-
Palatine party in Germany and, in consequence, the Habsburg Emperor, Ferdinand,
backed by Spain, rapidly crushed the Bohemian Revolt and the wider anti-Habsburg
coalition in central Europe, then they would have no-one but themselves to thank if
they then found the entire undivided might of Spain, backed by the Emperor, de-
scending upon them; if, on the other hand, they intervened militarily in Bohemia and
the Rhineland, they could hope to reduce their own insecurity, and gain strategically,
by dividing Spain’s forces and resources, but only at the price of strengthening the axis
between Madrid and Vienna and spreading war and insecurity throughout central
Europe. Whichever course, Maurits and his advisers decided on inevitably incurred
massive risk and danger.

20 Josef Polišenský, Anglie a Bílá Hora, Prague 1949, pp. 113–135; Weiss, op. cit., pp. 17–21.
21 Jonathan I. Israel, The Dutch Republic and the Hispanic World, 1606–1661, Oxford 1982, pp. 65, 72–73.
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A further complication of Maurits’ statecraft was that he was obliged, in view of the
continuing tensions between the Remonstrant and Counter-Remonstrant factions,
especially in Holland and Utrecht, to station a large part of the Dutch army well away
from the main Dutch outer defensive ring of fortresses. Strategically, this was highly
inconvenient and disadvantageous. As Carleton remarked, in June 1620, the Stad-
holder had little choice but to keep some forty companies of foot away from the Dutch
frontiers, in Holland, in order to bridle such “Arminian towns” as Rotterdam, Alkmaar,
Hoorn and Schoonhoven.22 Internal tension generated by the bitter antagonism be-
tween the Dutch church parties (which at the same time encouraged Spanish states-
men to adopt a more forward policy than they otherwise might have deemed prudent)
merged with the disagreement between the maritime and landward provinces over
whether the Truce should be renewed or not, to create a situation fraught with
uncertainty and anxiety. Such a domestic context served, however, only to stiffen
Maurits’ determination to divert Spanish pressure and resources as much as possible
away from the Low Countries to Bohemia and other parts of central Europe.

It is evident, then, that far from being subsidiary to English policy, as has been so
often asserted, the statecraft of Prince Maurits during the opening phases of the
Thirty Years’ war was motivated by completely different considerations, diverged
sharply from it, and was indeed, in many respects – despite a certain amount of
furtiveness, concealment and much deferential rhetoric designed to soften the corners –
diametrically opposed to it. Nowhere does this emerge more starkly than in the
conflicting approaches to the offer of the Bohemian crown to Frederick of the
Palatinate and Frederick’s long hesitation over whether or not to accept the offer.
During the intervening months Frederick, plagued by hesitation and doubt, seemingly
inclined first one way and then the other.23 This encouraged those with influence in the
Palatinate to wield it to the full. If the English king had close family ties to Frederick so
did the Stadholder, for Frederick was not only the son-in-law of the former but also
a nephew of the latter, his mother, Louise Juliana van Nassau being the eldest child of
William the Silent’s third marriage and, therefore, a half-sister of Maurits.24 But where
James did everything possible to discourage his son-in-law from accepting the Bohe-
mian offer, reminding him of the bloody and implacable war which would be bound to
follow and warning him that he should expect no help from England, Maurits, seeking
to create difficulties for the Habsburgs and divert Spanish funds and men away from
the Netherlands, secretly encouraged him to accept, promising him military, financial
and diplomatic help at every level.25 Indeed, one nineteenth century scholar, using
French diplomatic reports, went so far as to assert that “c’est en effect Maurice qui, de

22 PRO SP 84/95, fo. 271v. Carleton to James I, The Hague, 19 June 1620.
23 Anton Gindely, Geschichte des Böhmischen Aufstandes von 1618, (4 vols., 1869–1880), II, pp. 227–230,

235.
24 Israel, Dutch Republic, pp. 469–470.
25 L. Aubery du Maurier, Mémoires pour servir à l’histoire de Hollande et des autres Provinces Unies, Paris

1680, p. 242; C. M. C. van der Kemp, Maurits van Nassau (4 vols., Rotterdam 1843), IV, p. 142; Israel,
Dutch Republic, p. 469.
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concert avec le duc de Bouillon avait decidé l’électeur palatin à accepter sa couronne”.26

To what extent Maurits also worked on Frederick’s entourage is unknown but in view
of Christian of Anhalt’s key role in the proceedings and close links with the House of
Orange, and also the subsequent close collaboration between Maurits and Ludwig
Camerarius who, together with Anhalt was one of the principal advocates of the
Bohemian venture in Heidelberg, it is probable that Maurits carefully cultivated them
too.27

If the divergence between English and Dutch designs was largely concealed at that
time, by the following year it was conspicuous for all to see. Thus, when, in April and
May 1620, James I first launched his diplomatic drive “to join with the French king in
doing all good offices for the weal of Christendome to pacify the present broils which are
on foot in Germany”, Maurits and his associates showed little inclination to co-
-operate.28 The Stadholder’s main concern at this juncture was to ensure that Dutch
support for both Bohemia and the Palatinate continued unabated. Travelling to
Nimegues to attend the annual gathering of the States of Guelderland, his purpose “as
well as to visit those frontiers” was to “quicken that province in the payments to the king of
Bohemia and princes of the Union wherein not only that province, but Friesland and
Groningen likewise continue very backward”.29

Besides providing men, subsidies, loans, and military supplies to Bohemia and the
Palatinate, the Dutch leadership also intervened in the incipient struggle in central
Europe by seeking to rein in the ecclesiastical states of north-west Germany whose
natural inclination was to assist the Emperor and the Catholic League in their efforts
to defeat the Bohemians and the Calvinist faction. In October 1619, it was reported to
London that the king-elect of Bohemia while thanking the States General for voting to
continue their subsidies for both Bohemia and the Palatinate had also asked that they
“write to the elector of Colen, and the states of Munster, Paderborn and other ecclesiastical
principalities adjoining upon these provinces, concerning levies of men, both horse and
foot, now making in those parts, with round language, that if those men go against the
allies of this state, they must do the part of friends here, in taking a revenge upon them as
common enemies: in all which they have given here full satisfaction”.30 For several
months, the States General, at Maurits’ instigation, not only treated Cologne and
Munster to a barrage of “round language” but used their cavalry to make numerous
warning incursions onto their territory and levy “contributions”.

The weakness and timidity of the German Protestant Union was obvious but this
did not deter Maurits from trying to stiffen its members’ resolve, and their willingness

26 See H. Ouvré, Aubery du Maurier. Étude sur l’histoire de la France et de la Hollande, 1566–1636, Paris 1853,
p. 507.

27 Clasen, The Palatinate, pp. 21–24; P. Brightwell, Spain and Bohemia: the Decision to intervene, 1619,
European Studies Review 12 (1982), p. 122; Friedrich Hermann Schubert, Ludwig Camerarius, 1573–1651.
Eine Biographie, Kallmunz 1955, pp. 218–220.

28 Letters from and to Sir Dudley Carleton, p. 457. Carleton to Naunton, The Hague, 15 April 1620.
29 Ibidem, p. 452. Carleton to Naunton, The Hague, 15 April 1620.
30 Ibidem, p. 436. Carleton to Naunton, The Hague, 13 October 1619 and 14 Jan. 1620.
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to support the Bohemian Revolt. Van Aerssen, reckoned “a man of great abilities” by
Carleton, was sent to the southern German Protestant states in May 1620 to try to
raise the morale of the Union and encourage the duke of Württenberg, marquis of
Anspach, and other princes “in their union among themselves, and good affection to the
King of Bohemia”.31 He predictably “received from them all good contentment in their
answer” but was far from reassured by what he saw, leading him to conclude that the
“strength of the Union is small, their means very scant, their towns unused to lodge
soldiers, and scarcity enough of everything”.32 In June, it was the turn of Arnold van
Randwijk, “a gentleman of Guelderland, one of the council of state, of best sufficiency
amongst them, and particularly practiced in the affairs of Germany” to be sent to the
princes; he stayed in Germany until November, keeping a careful record of “the
diligences he used to incourage the princes during the whole tyme of his abode there and
persuasions at parting to increase their foote wherein he condemns them as very defec-
tive”.33 When Spinola gathered a powerful Spanish army of 25,000 veteran troops with
which to invade the Palatinate, Maurits tried to counter the devastatingly negative
effect on German Protestant morale by marching the Dutch field army to the German
border near Arnhem. Then, “upon the marquis Spinola’s advancing towards Germany”,
in late August 1620, the Stadholder, having sent his younger brother, Frederick
Hendrik with 2,000 horse and 600 “choise musquettiers” to join the English expeditio-
nary force marching towards the Palatinate, crossed the Dutch border with his main
force entering the duchy of Cleves and by appearing to be about to lay siege to the
Spanish fortress at Wesel attempted to deflect Spinola from his march towards
Coblenz. According to Carleton, Wesel “took no small alarm at his coming; yet it was
not sufficient to make Spinola turn back, he having gone forward with a settled design”.34

Hostilities in Germany began in September 1620 with Spinola’s swift capture of
Kreuznach and Oppenheim. With the German Protestant Union paralysed by indeci-
sion and disunity, Maurits reacted on their behalf by retaliating against the northern
members of the German Catholic League. He seized and rapidly fortified the island of
Pfaffenmütze (also Papenmuts or Mondorf), “an island upon the Rhyne somewhat
below Bon”, that is lying between Bonn and Cologne. This dramatic and risky military
intervention was designed, as Carleton put it, to be a “bridle to those bishops”, instil
new heart into the Protestant Union, and possibly even divert the Spaniards from the
Palatinate.35 The troops and materials for the fortification of Pfaffenmütze came
directly from Maurits’ camp near Wesel, the substantial garrison which the Stadholder
stationed there being intended, in Carleton’s words, “to stop the transport of provisions
to Spinola’s army [via the Rhine] and as a bridle to the ecclesiastical electors who run

31 Letters from and to Sir Dudley Carleton, p. 444. Carleton to Naunton, The Hague, 23 May 1620.
32 Ibidem.
33 Ibidem, p. 476; PRO SP 84/98, fo. 146. Carleton to James, The Hague, 27 Dec. 1620/8 Jan. 1621.
34 Letters from and to Sir Dudley Carleton, p. 487. Carleton to Naunton, The Hague, 23 August 1620.
35 PRO SP 84/97, fos. 68, 70. Carleton to Naunton. The Hague, 18 and 29 September 1620; Jonathan

I. Israel, Conflicts of Empires. Spain, the Low Countries and the Struggle for World Supremacy, 1585–1713,
London 1997, pp. 36–37.
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headlong into a Spanish servitude”.36 During these crucial weeks, with the Dutch army
encamped across the German border not only the Stadholder but the entire Dutch
decision-making process was for the moment bivouacked on German territory. The
hollowness of the Dutch assemblies after Maurits’ overthrow of Oldenbarnevelt was
never clearer: “though we have the body of the States, the soul may be said to be absent;
because”, explained Carleton, “all power upon the present occurrences is in the hands of
the Prince of Orange, and such of the States as are with him, who do not so much as give
an account to these men here at The Hague either of their deliberations or resolutions”.37

Maurits and his advisers have played a major role in shaping the course of the
Bohemian Revolt and the early stages of the Thirty Years’ War more generally. It was
not without reason that the English court laid part of the blame for the rush to arms
which was soon to overwhelm the Bohemians and plunge the whole of Germany into
bloody conflict at the door of the Dutch. In June 1620 by which time it was clear that
the Habsburgs were preparing simultaneous major offensives in Bohemia and the
Palatinate, James I’s envoy at The Hague not without some bitterness urged the Dutch
leadership “to call to mind the encouragements they gave the Bohemians from time to
time in the resolution they took of the election of a new king, of which the trouble of
Germany is a consequence; and the promise they have given at Mons. Buwinckhausen’s
being last here, that if the enemy marched that way to assist them [i. e. the princes of the
German Protestant Union] with troops”.38 By contrast, his Britannic Majesty, Maurits
was reminded, “had no part in the first motives of those troubles, nor were engaged (as
they are) by promise” to lend military assistance to the Union.39

The news of the catastrophe at the White Mountain caused the utmost dismay
throughout Protestant Europe and not least in the Netherlands. In a moment the
general situation in central Europe was completely transformed. The Winter King and
Queen fled Prague, abandoning the Czech lands altogether and withdrew to Breslau,
in Silesia, but only for a few weeks. By the end of 1620 Frederick had given up Silesia
too. Yet even in the dramatically new situation after November 1620, the same sharp
divergence between English and Dutch policy continued as before. For while, on the
one hand, James, with the support of several of Frederick’s own councillors, ende-
avoured to mediate between the warring parties and arrange a general ceasefire
pending negotiations designed to restore the status quo ante prior to the Bohemian
Revolt,40 Maurits on the contrary persevered, out of strategic considerations, with
trying to shore up the Bohemian Revolt for as long as possible.

36 PRO SP 84/97, fo. 88. Carleton to Conway and Weston. The Hague, 1620; Heinrich Neu, Zur Geschichte
der Insel Pfaffenmütze, Bonner Geschichtsblätter 21 (1967), pp. 122–123.

37 Letters from and to Sir Dudley Carleton, p. 488. Carleton to Naunton, The Hague, 26 August 1620.
38 Ibidem, p. 475. Carleton to James I, The Hague, 14 June 1620.
39 Ibidem.
40 Schubert, Ludwig Camerarius, p. 475; Weiss, Unterstützung, p. 32; Parker, Thirty Years’ War, p. 64.



29

It is sometimes claimed that Bílá Hora constituted “a total victory” for the Habsburgs
and that the struggle for Bohemia was now all but over.41 But this was far from being
the case. In fact, a relatively high proportion of the Dutch and other veteran troops in
Bohemia had not fought at the White Mountain at all, a substantial force having been
left by Count Mansfeld to hold Pilsen the fortifications of which he had considerably
strengthened since capturing the town, in November 1618, while Frenck’s regiment
was strongly entrenched at Tábor.42 In addition, a number of other Bohemian fortified
towns, a well as the whole of Moravia and Silesia remained unconquered by the
Habsburgs. On the news of the disastrous outcome at the White Mountain, reported
Carleton from The Hague, “these here are much contristed but no whit discouraged, as
may appear by theyr resolutions to continue theyr succors to the King of Bohemia […] and
what goode counsell this noble Prince of Orange doth give to Colonel Frenck in answeare
of two of his letters from Pilsen you will see by a translat which goeth herewith”.43 In fact,
over the next months, Maurits sent a string of missives to Frenck and other comman-
ders holding out in Bohemia, urging them to resist the invading Habsburg forces for as
long as possible and promising to send more money and men.44 At Maurits’ urging, the
States General in The Hague voted on 18 February 1621, to send a delegation to the
“King of Bohemia” who was now residing in the castle at Wolfenbüttel with instruc-
tions drawn up by the Stadholder that “Syne Majesteit sal mogen animeren ende
encourageren omme zyne saecken te hervatten, ende tot dien eynde hem toeseggen in
generalibus terminis dat [the States General] hem sullen seconderen na de gelegentheit
ende constitutie van haere zaecken”.45 Clearly this admonition by no means applied only
to the Palatinate. For he was told that “zijn Excellentie [i. e. Prince Maurits] meyndt
datmen de landen zoo geheele ende plotselycke nyet en behoorden te abandoneren
nademael men noch in Bohemen een goede voet heft”, urging that Frenck and Mansfeld
had emphatic orders from the States General to hold the “steden Pilsen, Tabor ende
noch eenige andere stedekens” in Frederick’s name.46 Moreover, in January 1621,
Mansfeld occupied a further area, including Teplá, Becov, Horní, Slavkov, Loket and
Sokolov.

Nine days later the States General voted to continue its subsidy for the Bohemian
war “geconsidereert zynde, hoe veele dese landen daeran gelegen is, dat de saecken in
Bohemen mogen werden gemaincteneert”.47 Nor was the Dutch leadership wrong in its

41 Ibidem, p. 61; Hans Sturmburger, Aufstand in Böhmen. Der Begin des Dreißigjährigen Krieges, München
1959, pp. 91–92.

42 W. Brünink, Der Graf von Mansfeld in Ostfriesland (1622–1624), Aurich 1957, pp. 34, 39, 41; Polišenský,
Tragic Triangle, p. 224.

43 PRO SP 84/98, fo. 139. Carleton to Nethersole, The Hague, 27 Dec. 1620/8 Jan. 1621.
44 PRO SP 84/98, fo. 112. Copy of Maurits to Frenck, undated (January 1621); Polišenský, Tragic Triangle,

pp. 232–233; Josef Polišenský, Nizozemská politika a Bílá Hora, Prague 1958, p. 296.
45 ARA SG 3180, fo. 55. Res. States General 18 February 1621.
46 PRO SP 84/98, fo. 134. Memorie voor den Commissaris Hogenhoek, and fo. 147. Carleton to Calvert, The
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appraisal that the Bohemian War might yet be stoked up into a major conflict capable
of diverting sizeable Habsburg resources had, at any rate, the resolve to fight to
defend their historic autonomy remained strong in Silesia and Moravia. The formi-
dable Hungarian Protestant leader, Bethlen Gábor was doing his best to stiffen the
anti-Habsburg resistance in the Czech lands and there were still significant unde-
feated anti-Habsburg forces in both Moravia and Silesia. Even after Pilsen capitula-
ted, in May 1621, and Tábor was taken by Spanish troops, after a long and bitter siege,
in November of that year, a number of Bohemian towns still held out for Frederick. It
was only with the surrender of Třeboň, in October 1622, that the war for Bohemia
could be said finally to be over.
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Themes in Czech Renaissance Literature in Moravia

Eduard Petrů (Palacký University, Olomouc)

Certain constant misunderstandings occur when studying Czech and Moravian
Renaissance literature. These arise from theses that have already been frequently
reflected in critical studies but keep emerging in polemics over the nature of Czech
literature from the end of the 15th century until the beginning of the 17th century with
continual growing intensity. The basic mistake, with the other mistakes stemming
from it, is the idea of Renaissance literature being associated with literature written in
the Czech language and that of Latin literature belonging to virtual European litera-
ture, which was either not, or merely marginally connected, to particular national
literatures. This language limitation leads to the fact that themes in Czech Renais-
sance literature have been reduced considerably and that there has been a conception
created, especially with some historians, that in Bohemia, Renaissance literature did
not exist at all.

Additionally, the mistake also arises from an ingrained notion that Renaissance
literature is one and the same with works of fiction and that the term Renaissance
fiction is identical to the literary production represented in Italian literature by
Giovanni Boccaccio and in French literature by Marguerite of Navarre. If we accept
this deformed conception of Renaissance literature we would have to come to the
conclusion that Czech literature does not contain any Renaissance works and that
Renaissance literary production entered Czech literature only via a few translations,
namely thanks to Hynek of Poděbrady.

This conception of Renaissance literature also fails to coincide with reality due to
the fact that it strictly distinguishes fiction from scientific literature, e. g. it starts from
the conception of literature characteristic for a much later period of literary evolution,
considering Latin and Czech literary production as humanistic literature detached
from the model of Renaissance literature and in this country formed not only by
humanism but also by the Reformation.1 The fact is, however, that the literature of the
16th century is not only represented by romances of a Boccaccioian type, but also by
massive production of scientific literature which was related to something that was in

1 For more details about this question, see Eduard Petrů, Co je renesanční literatura? (What is Renaissance
literature?) – In: Eduard Petrů, Vzdálené hlasy (Voices in the distance). Olomouc 1996, pp. 191–195.
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another context called an information explosion.2 The explosion of scientific know-
ledge led to the considerable diversification of specialised literature and contributed
to the fact that fiction was assigned the task of spreading knowledge. One should be
aware of all these facts when tracing the themes of Renaissance literature in Moravia
in which a mixture of both a scientific and fictitious approach to the subject matter is
characteristic.

The blending of both approaches can be well demonstrated in the work of an
author, thanks to whom Latin Renaissance literature reached a climax in the first half
of the 16th century – in the literary production of the Bishop of Olomouc Jan Dubravius.

His Theriobulia3 is a work of a fictitious
nature, probably inspired by Nová rada (The
New Council) by Smil Flaška of Pardubice,
but pursuing more didactic objectives. It was
evidently intended as a text for the new Czech
king Louis Jagello to serve as a guide as to
the duties of the sovereign, e. g. to extend his
knowledge of the way of reigning and the
manners of the ruler and to give him certain
examples to follow. Dubravius, however, did
not consider the sovereign the ruler by the
grace of God, but instead perceived him as
a man who stands at the head of the state due
to his education, high morals, and ability to
rule the state successfully and manage the
political life.

Typical of Dubravius is the fact that, in
line with the terms of Renaissance principles,
he looked for examples for such rulers in
Classical history and cited, above all, short
anecdotes from their lives in his work. He,
consequently, referred to Roman emperors,
for example Publius Aelius Hadrianus, Titus
Flavius Domitius, Nero, Tiberius and others.
Similarly, he quoted other rulers, for example,
Alexander the Great, Roman generals, rheto-

riticians and poets and even mythological figures such as Hercules. References to
contemporary sovereigns were, on the other hand, rather exceptional – only the
Hungarian King Matthias Corvinus and the Polish King Sigmund I the Old are
mentioned.

1. Title-page of the Historiae Regni Bohemiae
of Dubravius, printed by Günther, Prossnitz 1552

2 Eduard Petrů, Informační exploze 16. století a genealogický systém humanistické literatury (The information
explosion in the 16th century and the genealogical system of humanist literature). – Ibidem, pp. 227–232.

3 Jan Dubravius, Theriobulia – Rada zvířat (Theriobulia – The Council of the Animals). Ed. M. Horna and
E. Petrů. Prague 1983 (= Památky staré literatury české, vol. 34).
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A good example of Dubravius’ working with the Classical materials can be seen in
the verses in which he describes the Greek King Antigonus’ tolerance even in such
cases where the king was offended by certain inappropriate behaviour:

Rex olim Antigonus, parum decora Hear, how well-known king Antigonus
Quum de se memorarier prope ipsa could use a gentle manner years ago,
Tabernacula regia audisset, when he heard his subjects speak about
Quam míti ingenio sit usus, audi: him inappropriately below the window.
Heus, discedite longius parumper, He told them: Move along, so as the king
Rex ne audiat, inquit, obloquentes. Will not hear how you criticise him.4

Not only Theriobulia but also his tract De piscinis (On Ponds) was marked by the use
of classical sources, this time mostly specialised sources. Dubravius made use of his
humanistic erudition in writing a specialised work the significance of which was
appreciated up until the 19th century.5 Finally, the very fact that he started his literary
career with an annotated and critical edition of a tract by Martianus Felix Capella
De nuptiis Mercurii et Philologiae corroborates the accuracy of the view of Josef Hejnic
who in connection with an assessment of Theriobulia from the philosophical point of
view wrote:

It is the work of a transitional period which reflected the traditions of two significant cultural
époques. Dubravius decided to enrich the modified medieval form of poetic allegory with
Classical and humanistic rationalism and life realism, and…chose…the sources and means of
expression so skilfully that it gave his work, which was tightly connected to the basic streams of
European Renaissance thinking, vitality for the whole 16th and 17th centuries.6

The relation to antiquity as a characteristic feature of the Renaissance conception of
literature was not only typical of Dubravius. Similarly, another humanist of the
Olomouc circle – the canon Augustin of Olomouc – in his writings Dialogus in
defensionem poetices and Libellus de componendis epistolis worked with classical sour-
ces to such an extent that he was even blamed by older literary historians for imitative-
ness and excessive dependence on Classical authors.7 It is remarkable that such an
objection should come from positivist-oriented authors who considered working with
older specialised literature and sources quite self-evident.

Although literature written in Latin maintained its significance even during the
second half of the 16th century, its themes were to a certain extent reduced, in
comparison with the literature written in Czech. Nevertheless, a laudation can be
found, a popular genre with humanists, in the work of Simon Ennius Klatovský Breve
encomion Olomutii metropolis,8 translations from Latin (Dicta Graeciae sapientium,

4 Ibidem, pp. 110–111.
5 For more details compare the edition: Ioannes Dubravius, De piscinis ad Antonium Fuggerum. ed.

A. Schmidtová. Prague 1955. – Sborník filologický I,1.
6 Jan Dubravius, Theriobulia – Rada zvířat, pp. 53–54.
7 Augustin Olomoucký, Obrana básnictví (Defense of Poetry) 1492. Edited, translated and with an intro-

duction by Jana Nechutová. Brno 1987, p. 14.
8 Humanisté v Olomouci (Humanists in Olomouc), ed., introduction E. Petrů. Latin texts trans. M. Horna.

and E. Petrů.; Text by Bartoloměj Paprocký ed. E. Petrů. and J. Sobotka. epilogue I. Hlobil, Prague 1955.
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Terentius, Josephus Flavius etc.), odes by Pavel Vorličný9 and in the university envi-
ronment similar odes on the achievement of academic degrees and other occasions.10

Having said this, the actual progress in Renaissance literature and its themes in the
second half of the 16th century was explicitly associated with the production of the
Olomouc typographers, namely Jan Günther.11

When comparing the editing activity of Czech printing houses (e. g. the most well-
-known printing house belonging to Adam of Veleslavín or that of Sixt Palma Močid-
lanský) with the production of Günther’s printing house, we discover that Czech
typographers tended toward a specific specialisation. Veleslavín, for example, pub-
lished historiographical and cosmographical works while Günther’s printing house
fully reflected the information explosion in various subject fields, struggling for
a mediation of a balanced set of new knowledge that was an object of interest for the
Renaissance man. For illustration purposes, in terms of the percentage of themes in
Czech and Moravian printing houses, we realise that in Czech printing houses there
were in the first place current affairs and news published (18.5 %), followed by
occasional publications, calendars and minutia (12 %) while a smaller proportion of
the gross output consisted of legal and agricultural tracts (7.5 %), fiction (5.5 %), text-
-books (5 %) and medical literature (1.5 %). The editing activities, however, of Jan
Günther in Prossnitz, and later in Olomouc, reveal distinctive differences in many
aspects. Approximately 21 % of the gross output consists of history, linguistics, rheto-
ric, stylistics, art theory, pedagogy and textbooks. After these thematic areas come
didactic literature and fiction which would be categorised at present as serious
literature (16 %), agricultural and legal tracts (11.5 %), and scientific and medical
works (9.5 %). It is obvious that the production in Günther’s printing house in
Moravia was considerably better balanced. While in Czech printing houses more than
30 % was made up of current affairs, news and occasional publications compared to
1.5 % made up of medical writings (meaning a difference of 29 % between the group
of themes in the first and in the last place). In Günther’s printing house the difference
between the most numerous group of themes and the group on the fourth and last
place, decreased to 10 %.12

Of greatest importance, however, is not the quantification of data concerning
printing production but a more detailed specification of the thematic character of the
production. The humanistic interest in classical culture resulted in the above men-
tioned publications of Czech translations of classical works or their utilisation as
sources (for example the writings of Publius Terentius, Theophrastus, Gaius Plinius
Secundus, Marcus Terentius Varro, Cato or Aelius Donatus – an author of the early
Middle Ages etc.), as well as in translating significant humanistic works written in
Latin, for example grammatical tracts and dictionaries (particulary by Philipp Melanch-

9 I. Hlobil and E. Petrů, Humanism and the Early Renaissance in Moravia. Olomouc 1999, pp. 113–117.
10 Ibidem, pp. 122–123.
11 Ibidem, pp. 101–113.
12 Eduard Petrů, K otázce periodizace humanismu (About the question of periodising humanism). – In:

Petrů, Vzdálené hlasy, p. 200.
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ton) or the work Elementa linguae latinae et boemicae published in Milichtaler’s
printing house and the moralising work of Cato (Disticha moralia) in an edition by
Erasmus of Rotterdam. Linguistics also existed in practical handbooks, among others
Knížka o českém a německém jazyku složená (A Book on the Czech and German
languages) by Andreas Klatovský of Dalmanshorst.

The seven liberal arts were represented in Günther’s printing house not only by
linguistic writings and a handbook on rhetoric by Aelius Donatus but also by the
publication of Blahoslav’s Muzika (On Music) and tracts on astronomy and astrology.
Among scientific literature there were also medical writings, for example by Křiš�an of
Prachatice or the tract in verse De peste written by Vavřinec Span of Spanov, and legal
books that aimed at giving practical advice in legal processes, the evidence of which is
for example Přípisové a formy listuov rozličných podle notule Markrabství moravského
(Addresses and Forms of Letters according to the rules of the Chancellery of the
Margraviate of Moravia) by Jan Tišnovský. A practical orientation is generally the
characteristic feature of the scientific literature and appears also in other branches,
for example in Knižka o štěpování rozkošných zahrad (A Book on Grafting Ornamental
Gardens) which was based on Classical sources. Unlike Veleslavín’s printing house
there was less attention devoted to historiography literature, however, there is evi-
dence of The Life of the Emperor Charles the Fourth having been published in Olomouc
(even if it was not preserved) which was very likely a translation of the Latin work Vita
Caroli.

If we, however, start from the fact that the
characteristic feature of editing policy in
Moravia was a thematic balance (especially
in the printing house of Jan Günther), we
cannot ignore the fact that works of fiction
were also quite frequent in terms of publi-
shing production. These were in particular
popular books of folk literature. Their themes
were either heraldic stories about Štylfrýd
(Stilfried) and Bruncvík (Brunswick) or the
oldest Czech legends about Vlasta as well as
literary topics at that time popular through-
out Europe – The Chronicle about…Meluzína.
This tendency to make use of medieval sub-
ject matter is clearly manifested in the publi-
cation of a book dealing with Emperor Jovian
and Griselda. Similarly to the literature of
the late Middle Ages, these works of fiction
often had a didactic character.

This is why for example Aesop’s fables
were retranslated and reedited and published
with an introduction by Jan Akron Albín Vrch-
bělský or why Pavel Vorličný translated the

2. The life of Emperor Charles IV. Printed
by Günther, Olomouc 1555 – Frontispiece
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Dicta Graeciae sapientium based upon the edition of Erasmus of Rotterdam. This
production was certainly not insignificant and shaped the themes of the literature in
Moravia during the time of the Renaissance, Humanism and the Reformation.

There is one work, in particular, of extraordinary importance that has not been
fully appreciated yet. It was not known until the 1960’s when it was discovered merely
by chance in the form of fragments as a part of the reinforcement of a book binding.
This text, Günther’s collection of original love poetry, has substantially changed the
view of literature in Moravia around the middle of the 16th century. Before the
discovery the opinion prevailed that Czech humanistic literature, influenced by the
Reformation world-view and formed elsewhere by Reformation morals, did not approve
of love poetry and that themes of love could be only found in the literature written in
Latin which was more open to these themes (in this context Pavel Litoměřický of
Jizbice as well as Elisabeth Johanna Westonia were usually taken into consideration).
The discovery of this fragment of Czech love poetry contradicted such a view.13

An analysis of these texts demonstrated the fact14 that they can be considered
a manifestation of Renaissance love poetry in Moravia. This classification can be
shown in particular by the fact that the themes and particular motifs of the texts differ
from medieval love lyrics as well as from love poetry in the baroque literature of the
17th century. The typical themes of medieval love lyrics of the court, town or university
life were unrequited love, love sorrow and criticisism of those who disapprove of love.
Baroque love poetry, on the other hand, was predominated by a highly stylised
precision of expression and feeling. The Renaissance texts of the collection published
at Jan Günther’s printing house were, in contrast, marked by motifs of love sorrow and
with a view of love as a duty which was typical of medieval love lyrics. These motifs,
however, are not dominant and are extended by motifs of faithful love, by much more
realistic views of adultery, wherein it is already perceived as not purely a cause for
grief. The texts also contain motifs dealing with contemporary everyday life, amongst
others the theme of girls captured by Turks. Even if the texts of the Brno fragment
built upon the older tradition of love poetry, the range of motifs was extended by other
themes which brought the theme of love nearer to everyday life, resulting in a decrease
in the high degree of stylisation. This contributed to the linking of these texts on the
one hand with antiquity in the terms of the Renaissance (compare the address of
Venus) and on the other hand with the contemporary poetics of oral folk poetry.

These findings lead to the conclusion that Renaissance literature in Moravia
demonstrates evidence of love poetry, the original character of which is determined by

13 Ze staré milostné poezie. Faksimile fragmentu ze 16. století, chovaného v brněnské univerzitní knihovně
(From old love poetry. A facsimile of a fragment from the 16th century as preserved in the university
library in Brno). Brno 1975.

14 M. Kopecký, Milostné básně ze 16. století a jiné nálezy v brněnské univerzitní knihovně (Love poems from
the 16th century and other discoveries from the university library in Brno), Listy filologické 84 (1961),
pp. 277–295; J. Hrabák, Úvod (Introduction). – In: ed. Z. Tichá, Smutní kavaléři o lásce. Z české milostné
poezie 17. století (Sorrowful knights on love. From Czech love poetry). Prague 1968, pp. 24–26 (= Památky
staré literatury české, vol. 31).
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linking the domestic tradition of medieval love lyrics with classical stimuli and impul-
ses from folk poetry. Even though this fragment should not be overly lauded, it is
indisputable that it gives evidence of the fact that in Moravia there developed not only
scientific literature and imported themes of books of folk reading in works of fiction,
but that fiction also produced an original synthesis of the domestic tradition and
Renaissance stimuli.

We, nevertheless, cannot deny the fact that fiction formed merely one of the four
parts of the whole image of literature in Moravia as stated in the quantitative survey of
printing production, and that scientific literature in the most general sense of the
meaning did maintain a dominant position. The above articulated features for huma-
nistic literature were valid for Reformation literature as well although the latter
extended its themes with reflections on spiritual reality (from song production to
religious polemics). Originally, the humanistic and Renaissance literatures were deve-
loping individually to a certain extent but finally a syntheses emerged uniting here in
Moravia in particular both humanistic and reformation literature in an original form
of Renaissance literature.

This is also the case for the author and the literary production which is tightly
connected with the Unitas Fratrum, well known for their strict rejection of education,
a tendency distant from the postulates of humanism. Gradually, as a result of encoun-
tering humanistic culture and more generally with the Renaissance information explo-
sion there grew a still stronger tendency to face contemporary knowledge. This
tendency culminated in the works of the Bishop of Unitas and the Moravian author –
Jan Blahoslav. He was well aware of the importance of education and he defended
education in the first case generally in Filipika proti misomusům (A Speech against
those who disfavour Muses). His original approach to scientific literature is based on
his practical manuals where he worked out problems of the humanitarian disciplines
of the seven free arts. These are Muzika (Music), Gramatika česká (Czech grammar)
and also Vady kazatelů (The Faults of Preachers) devoted to rhetoric. When taking
into consideration the addenda to Gramatika česká and Muzika, which dealt with
problems of poetics in detail (including translation studies), we can come to the
conclusion that he provided students of the Unitas and others who were interested
with needed knowledge on poetics, rhetoric, grammar and music.

The remarkable thing is that Blahoslav did not give an explanation in a traditional
manner, as a set of rules, which should be applied in a particular field of knowledge,
but instead as a generalisation of empirical experience gained through the study of
literature of the Unitas, namely translations of the New Testament, lyrics and homi-
letic literature. Another basic difference, besides this inductive approach, lay in the
fact that Blahoslav did not try to formulate how an author should proceed but instead
provided him with negative limitations, formulating the shortcomings that ought to be
avoided. The novelty of such an approach to humanistic disciplines is in how Blahoslav
paid heed to traditional interpretations but himself selected a novel approach cor-
responding to the Renaissance way of thinking. This was the evidence of the fact that
in Blahoslav’s works the Renaissance and Reformation did not merely meet but
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instead achieved a special sort of synthesis which would appear to be a basic feature of
Renaissance literary production in Moravia.15

This evidence of themes in Renaissance literature in Moravia makes a more
general conclusion possible. Moravian literature did not mechanically copy the model
of Renaissance literature as it was formed in the epicentre of Renaissance – in Italy,
but instead crystallised into an original form of Renaissance literary production which
was marked by an endeavour at mastering the information explosion in literature and
producing literature with a balanced linguistic and thematic structure. Although
a dominant position was reserved for themes of various concrete scientific disciplines,
where works by Classical authors were made use of, works of fiction were, on the other
hand, not completely neglected by Moravian authors whether it be in the beginning
with the morally didactic poem by Jan Dubravius, Theriobulia, with numerous quota-
tions and cross references to Roman literature or later Czech love poetry in which the
view of the love relationship reflected the domestic tradition as well as the crystallising
Renaissance view of life, or finally the themes of the books of folk literature the
publication of which points to active Moravian contacts with European themes of
purely popular literature.

Undoubtedly, not only the visual arts but also literature in Moravia contained
specific cultural expressions which ranked Moravia amongst the areas which were
able, in a creative way, to react to the domestic tradition as well as to the contempo-
rary cultural situation; to accept and develop the stimuli of Renaissance thinking and
the Renaissance approach to artistic production.

15 Ivan Hlobil, and Eduard Petrů, op. cit., pp. 110–121.
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FACULTAS PHILOSOPHICA NEERLANDICA II – 2003

Cultural Ties between Silesia and the Low Countries in the Golden Age

Stefan Kiedroń (University of Wrocław)

I.

There could not be any other way for me: coming to Olomouc, one of the most
important cities of the lands of the historical “Czech Crown”, but to feel – being
a Silesian – a special bond with these lands. I mean Bohemia, Moravia and Silesia.
Yes – Silesia is still today an official part of the Czech Republic; the Silesian black
eagle still has its place in the Czech coat of arms. Not all of Silesia, of course, but only
a small part of it, that belonging to the Czech State.

1. The map of Martin Heilwig of Neissen dedicated to Nicholas von Rhediger in 1561
(Ortellius, Theatrum Orbis Terrarum no. 26)
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This was not the case in the late Middle Ages or in the time of the Renaissance.
This time – the second half of the 16th and the first decades of the 17th century – was
a Golden Age for Silesia as well as for the Czech Monarchy. There were three
important cities in this monarchy: Prague, Olomouc and the capital of Silesia, known in
Latin as Wratislavia,1 but better known today under the Polish name Wrocław, the
Czech name Vratislav, or the German name Breslau. Around 1600, Breslau played
a very important political, economical and cultural role in the Bohemian monarchy.
During this period, the court in Prague was considered the centre of the world and
Emperor Rudolph II created not only a very mighty political, but also a very mighty
cultural, centre. The second city, at that time, in the Bohemian monarchy was the
capital of Silesia, Breslau. Concurrently, approximately four hundred years ago, the
Northern Netherlands began to rise to become the most influential and powerful state
in Europe. The development directions of these two lands which are the topic of my
paper – Silesia and the Netherlands – were quite different.

Silesia reached the pinnacle of its fame in the 1580’s and 1590’s. The first decades
of the 17th century were still quiet and peaceful, but the year 1618 – the beginning of
the Thirty Years War – and in particular the battle at the White Mountain, Bílá hora, in
1620, meant a radical change in the flourishing lands of the Czech Crown. The
Silesians, mostly Protestants, had to fight for freedom of religion against the Catholic
emperor. The result of this fighting, of course, was disastrous for this land – with the
exception of Breslau. The Silesian capital was safe and sound, even when the Protes-
tant Swedes arrived in 1632 and attempted to invade the city. The Protestant city
council, however, had no interest in such ‘nice’ guests like the Swedes. And thus – they
did not receive entrance.

While, on one hand, the Peace of Munster (or Peace of Westphalia) meant for
Silesia the end of its power, it was, on the other hand, the greatest moment in the
history of the Republic of the United Provinces as at this moment it was officially
recognized as a sovereign state. In addition, the direction of the contacts between
Silesia and the Netherlands changed over time: In the late 16th century it consisted of
Netherlandish artists, painters, sculptors and philosophers who came to Silesia. In the
17th century, in contrast, almost every Silesian person of note can be found in the
(Northern) Netherlands. What were these ties between Silesia and the Netherlands
like in more detail?

II.

Let me begin with the first part of the sketched Golden Age – between 1550 and
1600. The most important men in Breslau around 1550 were Nicholas von Rehdiger,

1 The Latin name Wratislavia has nothing in common with the capital of Slovakia Bratislava, which until
1920 carried the name Posony, in Latin Posonium or in German Pressburg, and was for a long time the
capital of Habsburg Hungary (see also Milan Majtán, Názvy obcí Slovenskej republiky, Bratislava 1998,
p. 40–41).
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head of the Senate (the mighty city council known by the name of the Senatus
Populusque Wratislaviensis; one can compare it with the proud name of the Senatus
Populusque Olomoucensis) who was also the most influential man in the Silesian
capital, and Johannes Crato von Crafftheim (1519–1585) – the court physician of
three Habsburg emperors: Ferdinand I, Maximilian II and Rudolph II, at the courts in
Vienna and Prague.

Allow me to characterise the position of Crato: born in Breslau, he grew up in the
midst of growing Lutheranism. He spent six years in Wittenberg, where he studied
under and lived in the house of Martin Luther himself. Crato described this time in the
following words:

“Since I was part of his household for six years, I know Luther better then I do anyone else alive.
I enjoyed not only his company but also had intimate conversations with him”2

Thomas von Rehdiger (1540–1576), a nephew of Nicholas von Rehdiger, spent
a long period of time in the family factory in Antwerp, later lived in Cologne and there
became a friend of Justus Lipsius. Perhaps we should, however, see this friendship
from a different perspective: it may have been actually Lipsius who looked for
contacts with the rich noble Silesian with so many connections all over Europe. When
they met in Cologne in 1574, Lipsius was just 27 years old, had made an unsuccessful
effort to acquire a position at the imperial court in Vienna, and had not written his
most important books yet. Rehdiger, on the other hand, was a maecenas of both

literature and the arts and some-
one who might have been able to
assist Lipsius in attaining a higher
status in the Republic of Letters.
Whatever the case may have been,
they became friends. Lipsius makes
a connection between the two al-
ready mentioned Silesian names.
He had asked via the court histo-
rian Sambucus if Crato could help
him attain a position at the court.
Lipsius even came to Vienna (it
was this journey who’s beginnings
he described in his De Constantia),
but the emperor was not interested
in his services3 which – as I have

2 Howard Louthan, Johannis Crato and the Austrian Habsburgs. Reforming a Counter-Reform Court,
Princeton 1994 (= Studies in Reformed Theology and History II.3), pp. 6–7.

3 See Hendrik D. L. Vervliet, Lipsius’ jeugd 1547–1578. Analecta voor een kritische biografie (About Lipsius’
youth 1547–1578. Analecta for a critical biography), Brussels 1969 (= Mededelingen van de Koninklijke
Vlaamse Academie voor Wetenschappen, Letteren en Schone Kunsten van België, Klasse der Letteren,
Jg. 31.7), pp. 31–32.

2. Dedication of Justus Lipsius
for Thomas Rhediger in C. Cornelius Tacitus,

Historiarum et annalium libri qui exstant,
Iusti Lipsii studio emendati & illustrati, Antwerp 1574
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said – was quite understandable: the great works of Lipsius had not yet arrived.
Lipsius never came to Breslau although he was invited to do so by his Silesian friends.
He did, however, know a great deal about the humanist scene in Breslau – not only
from correspondence, but also from relations of his learned friends from the Nether-
lands who did pay a visit to the Respublica Wratislaviensis like e. g. Abraham Ortelius.

Amongst these Silesian friends were important figures such as the humanists
Jacobus Monavius or Johann Matthaeus Wacker von Wackenfels (1550–1619), the
secretary of the archbishop of Breslau, Andreas Jerin (1545–1604), who had his
residence in the city of Neisse (south of Breslau). Another important Breslau huma-
nist was a pupil of Crato, Laurentius Scholtz (1552–1559), who was the city physician
and also the editor of the medical works of Crato and who in 1587 established the
famous Renaissance garden in Breslau, exactly in the manner of Justus Lipsius.
Philosophers and scholars were, however, not the only ones who came to Breslau.
Numerous artists also chose Silesia as their second home.

Among the first Netherlands artists to come
to Breslau were the sculptors Michael and
Hans Fleiser de Gruyter from Nijmegen. They
were pupils of the Netherlandic mannerist
sculptors Cornelis Floris (in the paper by In-
grid Ciulisová one can read about another
member of this family: Frans Floris) and Cor-
nelis Bos. They arrived in Breslau in 1554
where they made many epitaphs and other
sacral sculptures.4

Another Dutch sculptor, Geeraerdt Hen-
drickszoon (1559–1615), who referred to him-
self as Gerhard Heinrich Burger von Amster-
dam, changed the face of the city of Breslau
into the new mannerist style. He arrived in
Breslau in 1585 via Danzig and became the
most important artist and architect in the city
at the end of the 16th century. Even today
traces of his work can be found all over the old
city of Wrocław. The greatest and also best
known architectural work of Hendrickszoon
in Wrocław is the Greiffen-Haus on the old
market square. The life and works of Geer-
aerdt Hendrickszoon are also connected with
Bohemia. He was the inventor and the sculptor

3. Geeraerdt Hendricksz, Kurtze Beschreibung
des Herrlichen Monumenti … Herrn Mechiorn

von Redern..., Görlitz 1610
(Ex. Univ. Library Wrocław,

Old Prints, no. 548330)

4 See Barbara Smólka, Twee gezichten van het Nederlandse maniërisme in Nedersilezië. Kunst en literatuur in
sacrale context (Two faces of Dutch mannerism in Lower Silesia. Art and literature in a sacral context).
Wrocław 2000 (Master’s thesis), p. 67.
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of the magnificent altar-epitaph for Melchior von Redern in the Holy Cross Church in
Frydlant in Northern Bohemia.

He was so proud of this particular work that he described it in a special publication
with the quite modest title Kurtze Beschreibung Des Herrlichen Monumenti vnd Begräb-
nüß … [des] Wolgebornen Herrn / Herrn Melchiorn von Redern … (published in Görlitz
in 1610). This “Short Description of the Magnificent Monument” of Melchior von
Redern still exists in the University Library in Wrocław, just as the epitaph, itself, can
still be seen in Frydlant. Wroclaw also contains up until the present day a work by one
of the most wellknown Dutch artists who worked for the Emperor Rudolph II at the
court in Prague, Adriaen de Vries and his Martyrdom of St. Vincent from 1614 located
in the cathedral in Wrocław. In this way we arrive around the year 1618.

III.

After the beginning of the Thirty Years War in 1618 the direction of the Nether-
landish-Silesian contacts altered significantly. At this time almost the entire Silesian
elite studied in the Northern Netherlands. There is not one name that cannot be found
in Leyden, Franeker or Utrecht – unless he is a catholic of course. Even this was
however not impossible – for a change of the confession was not so uncommon.

It should be stressed in this context that Breslau
had no university. The city council did make, to be
sure, numerous efforts in this direction. The most
important was in 1505 when an imperial edict crea-
ted (by papal permission) a Universitas Wratisla-
viensis. This new school of higher learning, unfor-
tunately, never become a reality due to heavy
protests from the rival universities of Cracow and
Prague. It was as late as 1702 when a university
was finally established – by Emperor Leopold I.
Thus Silesians went to the Netherlands where they
studied all imaginable things, thencame back and
introduced the achieved science at their Silesian
home.

The most famous of these Silesians was Martin
Opitz (1597–1639) – known, first and foremost, as
“the father of modern German poetry”. He should
not be known as only the translator of Daniel
Heinsius, for he also translated works such as
Arcadia by Philip Sidney (published in 1642 in
Leyden) or Argenis by John Barclay (published in
1644 in Amsterdam). He also translated the theo-
logical work by Hugo Grotius, De Veritate religionis
Christianae from the year 1625.

4. Hugo Grotius, Von der Wahrheit
der Christlichen Religion,

translated by Christoph Colerus [Brieg]
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This work by Grotius was also translated twice in the same year 1631 and in the
same city – the important residence of the Calvinist dukes of the Piast dynasty, Brieg.
The first translation is that of Opitz, while the second was made by his poetical pupil
Christoph Colerus (who was at that time a professor of history and eloquence at the
important Breslau school – the Gymnasium of Mary Magdalene).

It is quite characteristic for Silesia that Lutheran poets published at the court of
Calvinist dukes a book written by a Dutch scholar who was sentenced to prison in the
Republic of the United Provinces. It was – as Jonathan Israel shows in his paper –
a very mixed religious mosaic in Silesia of the 17th century.

The fact that such a work was translated twice in the same year and in the same city
shows clearly that there was a great deal of interest for Netherlandish books in Silesia.
Netherlandish books were read in Silesia, not only in Latin or German, but also in the
original language, Dutch. Proof of this can still be found in the collections of the
University Library of Wrocław with its hundreds of books about as varied disciplines
as theology, law, medicine, architecture, mathematics, and – last but not least –
literature; all of them in Dutch of course.5

From the long list of Silesian poets, architects, physicians and lawyers who traveled
or lived in the Netherlands in the twenties, thirties and forties of the 17th century,
I would like to mention only a few. There are of course the well known poets like Opitz
or Andreas Gryphius (1616–1664) who spent six years of study in Leyden. The drama
of the latter poet, Leo Armenius from 1649, was the first German literary work to be
translated into Dutch. This happened ten years later – in 1659 – and was undertaken
by Adriaan Leeuw, an actor and writer from the “Amsterdamsche Schouwburg”.

In this context Christian Hofman von Hofmanswaldau (1616–1679) should be
mentioned, who lived in Breslau under the influence of Netherlandish ideas. He, like
Opitz and Gryphius, went to Leyden (1638/39) where he studied law at the University
and lived in the house of Justus Livius, the brother of the famous painter Jan Lievens
and himself a bookseller. After settling back in Breslau, Hofmanswaldau became the
city inspector of schools and libraries, again, with many Netherlandish books. Hofmans-
waldau later recommended a number of young Silesian students (amongst others the
poet Daniel Caspar von Lohenstein) to the Leyden professor Fredericus Gronovius.
His poetical work Deutsche Übersetzungen und Getichte (German Translations and
Poems, 1679/80) also names the greatest Dutch poets: Daniël Heinsius, Jacob Cats,
Constantijn Huygens, Joost van den Vondel, Pieter Corneliszoon Hooft, Jacob Wester-
baen, Jan van der Veen, Vos (it is not clear whether Jan or Isaac) and Jeremias de
Decker. In this real Silesian canon of Netherlandish poetry there was only one name
missing: that of Bredero.

I cannot of course neglect to mention renowned philosophers such as Jacob
Boehme whose works also appeared in Dutch – e. g. Betrachtingh vande goddelycke

5 See the catalogue of Adam Skura, Catalogus van in Nederland gedrukte boeken in de Universiteits-
bibliotheek van Wrocław (A catalogue of books from the Breslau University Library which were printed in
the Netherlands), Leyden/The Hague 1996.
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openbaringh…, published in Amsterdam in 1642 (the original title is Betrachtung der
Göttlichen Offenbahrung) or Angelus Silesius who in fact started as a protestant
student of arts from Breslau at the University of Leyden (he was then known under his
civil name Johannes Scheffler).

In addition, there are also other individuals
who are not very well known today or even
forgotten. One of these persons is Bernhard
Wilhelm Nüßler, the secretary of the already
mentioned Calvinist Dukes at Brieg, Liegnitz
and Wohlau, who had friends all over Protes-
tant Europe: in Wittenberg, Leipzig, Strasbourg
– and in Holland. We also find the name of
Nüßler in all the learned correspondence of the
great scholars of that time. Another almost for-
gotten person was Johannes Herbinius from
the small Eastern Silesian city of Byczyna, mas-
ter of theology in Leyden (!), a priest who trans-
lated Luther into Polish and who also published
books in the Netherlands; amongst others on
cosmology (Terrae motus et Quietis Examen ad
Sacrosanctam Normam, Utrecht 1655).

Another such an individual was Johannes
Origanus from Glatz, who spent almost his
whole life as a student of medicine in Leyden
(from 1624 till 1662). There were also other
important members of the Origanus family; David Origanus Glacensis was a professor
of mathematics and rector magnificus of the Viadrina university in Frankfurt on the
Oder.

Another individual worthy of note was Albrecht von Sebisch (1610–1688), an
important Silesian architect. His father Valentin von Sebisch, the Breslau Baumeister,
was amongst others the author of the Grundrisse der niederlaendischen und anderer
Festungen. Martin Opitz recommended the young Albrecht to the Strasbourg profes-
sors Lingelsheim and Bernegger, and in 1633 Sebisch came to Leyden along with two
Piast dukes of Liegnitz and Brieg, Georg and Ludwig.

He studied at the faculty of arts where he learned Salmasius and Heinsius. Like his
father, Albrecht later became an architect and Festungbauwer. He became acquainted
with Simon Stevin and his military school Duytsche Mathematique and stayed on for
seven years in Holland (longer than Andreas Gryphius!). After his return to Breslau,
he became a military engineer who made repairs to the city walls and rebuilt the city
arsenal (in the year 1657). He was also a great collector of books – it is not surprising
that many of these books came from the Netherlands. Shortly before his death he
made a legacy of his books to the library left by Thomas Rehdiger. In this way the

5. The mannerist Breslau coat of arms
at the portal of the city hall,

invented by Valentin von Sebisch (1616)
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enlarged library received the name Bibliotheca Wratislaviensia Rehdigero-Sebisiana.6

Many of his books – with his exlibris “AVS” (= Albrecht von Sebisch) one can still be
found today in the University Library.

What did von Sebisch read? He read not
only the mathematical and technical books of
Simon Stevin or Adriaan Metius, but also works
by Jacob Cats, Constantijn Huygens, Daniel
Heinsius or P. C. Hooft (for example his Needer-
landsche Histoorien from 1642; his Ex libris
stamp can be found in an exemplar of the edi-
tion of 1656). An interesting item in Sebisch’s
collection is the exemplar of the work of Johan
de Brune the Younger, Wetsteen der vernuften,
since it was published in 1658.

At that time, Sebisch had lived in Breslau
for almost 20 years – and he still bought Nether-
landish books. He also possessed a large art
collection of some 340 pieces – including
a Rubens, a Van Dyck and a Rembrandt.7 Se-
bisch is also important as the architect of the
Peace Churches in three Silesian cities were
the Protestants were allowed to have them: in
Glogau, Jauer and Schweidnitz. These chur-
ches are also evidence of Silesian-Netherlan-
dic ties: they were built as a result of the Treaty
(or Peace) of Munster from 1648, which was so
important for the Netherlands as well as for
Silesia.

Let us now take a look at the Breslau Senate twenty years after the Thirty Years’
War and after the Treaty of Munster. Many members of important Breslau families,
which had ties with the Netherlands, can still be found here. They studied there (like
many members of the Sebisch family, Heinrich von Eben, Heinrich von Reichel or
Georg Friedrich von Artzat), traveled around the Low Countries (like Siegmund
Kretschmar) or took part in the war against Spain in the Orange army (like Heinrich
Markus von Pein). And of course – it would be very impolite, being in Olomouc, the
historical capital of Moravia, not to mention the great scholar of the Golden Age,
Johannes Amos Comenius. As a matter of fact I must admit that Comenius was not
a Silesian – he was a Moravian. But…

6. P. C. Hooft, Neederlandsche Histoorien…,
Amsterdam 1656, with the stamp “AVS”

(Univ. Libr. Wrocław, Old Prints, 366730)

6 See Anita Frank, Albrecht von Sebisch (1610–1688) – das Leben eines Bibliophilen (Albert of Sebisch
(1610–1688). The life of a bibliophile), Neerlandica Wratislaviensia 8 (1995), pp. 743–94.

7 Frank, op. cit., p. 90.
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But… just like the Winter King, Frederick of the Palatinate, Comenius had to stay
in Silesia for a period of time. He left the Czech monarchy after the 1620 battle at the
White Mountain and made his first steps in exile in Silesia. From there he went to the
Polish city of Leszno, just over the border with Silesia. In Leszno, an important centre
of theology and science, he spent a period of time writing and teaching in a learned
circle. One of the works written here was the Czech Hystorya o těžkých Protivjenstwich
Cyrkve Česke… (A History About Serious Contradictions of the Czech Church).

The first edition of this work appeared in Leszno (Tlačeno w Lessne 1655), while
the second edition was published in Amsterdam in 1663. From Leszno he left for the
Netherlands. Here Comenius published numerous books on theology and philosophy
and wrote his famous Janua Linguarum.

All of these books can still be found in our Wrocław libraries. Also in the collection
is an interesting polemic between the Polish theologue from Leszno, Nicholas Arnol-
di, who was a professor of theology in Franeker. The title of this polemic is Discursus
Theologicus contra D. Johani Amos Comenii Praetensam Lucem in Tenebris (Franeker
1659). In that same year Comenius gave his answer which can also be found in the
Wrocław University Library: Vindicatio Famae et Conscientiae Johannis Comenii
a Calumnis Nicolai Arnoldi… (Lugduni Batavorum = Leyden 1659). This answer of
Comenius begins with the characteristic words: “Nicolae Arnolde, olim discipule & frater,
nunc amice an hostis?…”8 For the Silesian Protestants this polemic was definitely an
interesting item for discussion and lectures.

Thanks to books like these we can see that the ties between Silesia and the
Netherlands are also ties bound up with the great Moravian – Comenius.

7. The city of Leszno. An engraving ca. 1650.
(In: Konrad Kaczmarek, Dzieje parafii Sw. Mikołaja w Lesznie, Leszno 1995, p. 44)

8 J. A. Comenius, Vindicatio Famae et Conscientiae Johannis Comenii a Calumnis Nicolai Arnoldi (…),
Leyden 1659. University Library Wrocław, Old Prints no. 308454, p. 3.
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ACTA UNIVERSITATIS PALACKIANAE OLOMUCENSIS
FACULTAS PHILOSOPHICA NEERLANDICA II – 2003

Playing with Fire: The Questionable Morality
of 16th & 17th Century Netherlandish Erotic Paintings and Prints

István Németh (Budapest Museum of Fine Arts)
(This essay is dedicated to Eric Jan Sluijter and Wayne Franits)

The iconographical or iconological method in the traditional sense has quite often
proved to be improper or insufficient in determining the meaning and real function of
certain works of art. This is especially true in the case of nude paintings and other
erotic subjects playing a more and more important role in 16th and 17th century
Netherlandish painting, an interpretation of which, devoid of prudery and circumlocu-
tion, seems to be a ticklish task even today.

In the following paper I would like to
tackle some of these sticky questions in
connection with an analysis of certain pain-
tings and prints, pointing to the fact that
this subject has several cultural-historical,
sexual-psychological and reception-theo-
retical aspects which are also worth thin-
king over from an art historical point of
view.

According to Ilja Veldman, an out-
standing Dutch scholar, if there is any
conspicuous national characteristic in Ne-
therlandish art between 1520 and 1620, it
is nothing other than “a finger raised in
warning”, i. e. a moralizing purpose, which
is also quite explicitly manifested in the
case of nude paintings of mythological sub-
ject closely related to contemporary Ita-
lian art.1

In her study, published nearly ten years
ago in Simiolus, Veldman is referring to

1 I. M. Veldman, Elements of continuity: a finger raised in warning, Simiolus 20 (1990/91), nr. 2/3, pp. 124–141.

1. Jan Gossaert, Venus and Cupid (1521)
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Jan Gossaert’s Venus and Cupid from 1521, located in the Brussels Gallery (figure 1),
on the frame of which is an inscription in Latin directing the attention to the dangers
of the sexual life.2 In Veldman’s opinion, the moralizing text, written by the renowned
contemporary humanist, Gerrit Geldenhouer, was by no means placed on the frame
for the sake of decorum, since, as she stresses, within the painting, i. e. in the medal-
lion-pictures on the pedestal of the columns, which represent the love affair of Mars
with the adulterous Venus and the humiliating discovery of the couple caught in the
act, the same meaning is conceived.

The author talks about an explicit
didactic purpose also in connection
with Gossaert’s Birmingham Hercules
and Deianeira, executed a couple of
years before the Brussels picture (fi-
gure 2).3 According to her what we see
here is not the harmonious relation-
ship of a happy couple, since Deianei-
ra is sitting on a piece of clothing,
soaked in Nessus’ blood, which in the
end caused the inglorious death of
Hercules. Veldman believes that this
motif, and the supposed, former in-
scription on the painting, not traceable
today, warns the contemporary viewer
of woman’s jealousy and treachery.
In Veldman’s opinion, Maarten van
Heemskerck’s Venus and Cupid from
1545 in the Wallraf-Richartz-Museum
in Cologne, is another eloquent testi-
mony to the moralizing purpose of
Netherlandish painters. The recum-
bent figure of Venus in the foreground
raises her finger with a warning ges-
ture, and directs the attention of Cu-
pid, standing by her, to the background scene, where the figure of Vulcan is depicted
carrying a net, which is a reference to the adultery of Venus with Mars and the
discovery of the couple. In the inscription of the small cartellino in the left foreground,

2 The inscription on the frame reads: Nate effrons homines superosque lacessere suet(us) / non matri parcis,
parcito ne pereas. Further see on this painting by Gossaert: H. Pauwels – H. R. Hoetink – S. Herzog, Jan
Gossaert genaamd Mabuse, (Museum Boymans-van Beuningen) Rotterdam & (Groeningemuseum)
Bruges 1965, pp. 120–122; J. Sterk, Philips van Burgundië (1465–1524) bisschop van Utrecht, als protago-
nist van de renaissance: zijn leven en maecenaat, Zutphen 1980, pp. 133–134.

3 See on this painting of Gossaert in detail: Kunst voor de beeldenstorm: Noordnederlandse kunst 1525–1580,
(Rijksmuseum) Amsterdam 1986, p. 120.

2. Jan Gossaert, Hercules and Deianira
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today legible only with infrared light, Venus warns Cupid not to use his arrow too
often, since, thanks to it, she has gotten involved in compromising situations too many
times so far.

In connection with Hendrick Goltzius’ etching from 1585, depicting The Discovery
of Mars and Venus (figure 3), Veldman emphasizes the didactic function of the
representation of humiliation as well as the importance of the moralizing commentary
accompanying the scene, written by Haarlem Cornelius Schonaeus.4

She interprets Anthonie Blockland’s pain-
ting in Prague, in which Venus takes the arrow
away from the imploring Cupid, in a similar
way. These representations all warn – accor-
ding to Ilja Veldman – of the dangers of sen-
suality and the necessity of controlling the
senses. In connection with this, the author
refers to the representations of the five sen-
ses, especially popular in 16th and 17th century
Netherlandish art, e. g. to Goltzius’ series on
this subject among others, which are usually
complemented with moralizing inscriptions.5

It is quite clear from all these examples that
in the case of these works, Veldman regards
the didactic function and the moralizing pur-
pose as obvious.

Although the inscriptions accompanying
the particular scenes, as well as the comple-
menting motifs seem to underline this suppo-
sition, in the following, I intend to point to
the fact that all this is not that evident at all.
First of all it is questionable whether the
intention of the authors of the particular
paintings and prints was the same as that of the humanists who later added inscrip-
tions to the works of art. It is also worth examining to what extent the inscriptions (and
the motifs, used by Ilja Veldman as clavis interpretendi) influenced and determined the
meaning of the works and what was their effect on the viewer. To put it in a different
way, what was the use of these complementary motifs and commentaries? May the
above-mentioned works have aroused different, possibly contrary associations in the

3. Hendrick Goltzius,
The Discovery of Mars and Venus (1585)

4 On the mentioned work by Hendrick Goltzius see further: Dawn of the Golden Age. Northern Nether-
landish Art 1580–1620, (Rijksmuseum) Amsterdam 1993/94, pp. 342–344.

5 See on the representations of the five senses in Netherlandish art: H. Kaufmann, Die Fünf Sinne in der
niederländischen Malerei des 17. Jahrhunderts, Kunstgeschichtliche Studien, Breslau 1943, pp. 133–157;
M. Putscher, Die Fünf Sinne, Aachener Kunstblätter 41 (1971), pp. 152–173; C. Nordenfalk, The five
senses in Flemish art before 1600, in: G. Cavalli-Björkman (ed.), Netherlandish Mannerism: papers given at
a symposium in the National Museum Stockholm, September 21–22, 1984, Stockholm 1985, pp. 135–154.
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viewer without them? A question closely related to the previous thoughts is whether
the visual depiction, i. e. the image in its character harmonized with the connected
moralizing text and the didactic function attributed to it? The possibilities of interpre-
tation are narrowed by the verbal commentaries coupled with the paintings, appa-
rently they make the picture unambiguous, but, as we will see, in the case of the erotic
paintings I am discussing, the relationship between image and word is much more
problematic than this.

Let’s take Jan Saenredam’s (1565–1607) series of the Five Senses made after the
prints of Hendrick Goltzius (and also analyzed in detail by Veldman in another essay
of hers) as a starting-point. In my opinion its particular sheets illustrate clearly the
paradox that arises from the contradiction between the erotic sight and the inscription
warning of its dangers.

In contrast to the former, allego-
rical representations of the theme,
Goltzius depicted the individual sen-
ses in extremely suggestive, genre-like
scenes.6 On the etching representing
Sight (figure 4), similarly as with other
sheets in the series, we see a flirting
couple in the foreground. The pretty
woman wearing a decorative dress
with a low décolletage, is looking into
the mirror with a self-confident smile
while her partner is caressing her bo-
som with a lustful glance. To tell the
truth this intimate scene shows us in
a very suggestive and open form what
lasciviousness the sight of the female
body can arouse in the male viewer.
The female figure looking into the
mirror, who, judging from her frivo-
lous attire and provocative attitude
cannot be else than a courtesan, (pros-
titute) is not only Visus (that is the
personification of Sight) but she is at
the same time a kind of modern Ve-

4. Hendrick Goltzius, Sight

6 On Jan Saenredam’s graphical series made after Goltzius see: I. M. Veldman, “Goltzius’ Zintuigen,
Seizoenen, Elementen, Planeten en Vier tijden van de dag: van allegorie naar genrevoorstelling,”
(Goltzius’ Senses, Seasons, Elements, Planets, and the Four Times of the Day: from allegory to genre
picture) in: Goltzius Studies, Nederlands Kunsthistorisch Jaarboek 42–43 (1991/92), pp. 307–336. esp.
pp. 310–312.
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nus, embodying perfect beauty, sensual love and female seduction.7 Under the etching
there is an inscription in Latin warning the viewer of the following: If the frolicsome
eyes are not under control, the foolish youth will run into sin.8

If possible, the sheet representing
Touch (figure 5) depicts an even more
risqué scene, on which the passio-
nate embracing of a half-dressed cou-
ple is depicted. The inscription of the
erotic bed-scene has an obviously
moralizing tone: Don’t touch with your
hands what is shameful already in its
appearance! The meaning or the mo-
ralizing intention is quite evident in
the case of both etchings. Or not so
evident? According to the cited com-
mentaries these works depict such
things the sight of which arouse sin-
ful thoughts and lust, and as such are
very dangerous and to be avoided.
Consequently, the viewer himself acts
improperly, I dare say commits a sin,
when he or she looks at these risqué
sheets. Naturally, the viewer becomes
aware of this after having spelt out
the small Latin letters under the
etching, but at this point it is too late,
because in the meantime he or she
had already been affected by the sight.

After all this the question arises: if the intention of the artist was or would have
been really to warn of the dangers of sensual seduction, why did he himself expose the
viewer to such a temptation? Naturally, the viewer is only an outsider in the represen-
ted scenes, so morally he can actually separate himself from them – and here the
moralizing texts come to his help – so we could say that ultimately the series fulfils its
didactic function. The problem is that the erotic radiation of the scenes is undeniable,
so we cannot exclude the possibility that the sight may arouse unwanted (or non-
desirable?), wishes and thoughts in anyone. On the other hand, nothing can guaran-
tee that the viewer will draw the expected moral from what he sees. The possibility of
this latter is even less as the above-mentioned representations do not give the impres-

5. Hendrick Goltzius, Touch

7 Visus, Venus and the concept of sensuality were linked together in other contemporary works of art as
well. See on this subject: E.J. Sluijter, Venus, Visus and Pictura, in: id. Seductress of Sight. Studies in Dutch
Art of the Golden Age, Zwolle 2000, pp. 86–159.

8 Dum male lascivi nimium cohibentur ocelli, / In vitium preceps stulta iuventa ruit.
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sion that the enjoyment of sensual pleasures
is something wrong and to be avoided. On
the contrary, I think this is quite a dangerous
example of playing with fire, as is well illus-
trated by Gerard van Honthorst’s work in
Brunswick from around 1620 (figure 6), a very
good analogy to our subject, which also un-
derwent attempts to interpret it on the basis
of contemporary emblems complemented
with moralizing commentaries.9

The contradiction between the alluring
representations and the startling inscriptions
attached to them is quite obvious. It is a bit
similar to some of the giant billboards of our
day advertising cigarettes, on which, under
the pleasant, sometimes definitely attractive
image, we read the slogan that smoking is
harmful to health. The situation is quite ab-
surd in both cases since the warning in-
scription is a kind of sanctification of the

popularization of the damned product or thing. The moralizing text has no restraining
power in either case, it merely serves to make the viewer conscious that what the
attractive image shows as very desirable is improper according to the official view. As
a result, the temptation does not decrease, only the desire of the viewer is coupled with
some consciousness of guilt. Although in her above-cited article, Veldman did not
tackle this problem, in an essay of hers, “Lessons for ladies”, published a couple of
years earlier, wherein she analyzed certain Netherlandish etchings meant for the
edification of young ladies, yet representing quite risqué scenes, she herself referred
to a certain double standard in the background of such representations.10

After all this let’s take a closer look at the works of art mentioned in the introduc-
tion! In the Brussels picture, made probably on commission for Philipp of Burgundy,
patron of Gossaert, our attention is primarily drawn by the attractive female nude, the
figure of Venus, who is turning towards Cupid standing by her with a smile, with more
of a playful than a reproaching gesture. On the other hand, the medallion-pictures on

9 On this painting by Honthorst see for example: Tot Lering en Vermaak. Betekenissen van Hollandse
genrevoorstellingen uit de zeventiende eeuw (For education and pleasure. Meanings of Dutch genre
pictures from the 17th century), (Rijksmuseum) Amsterdam 1976, pp. 126–129; Die Sprache der Bilder.
Realität und Bedeutung in der niederländischen Malerei des 17. Jahrhunderts, (Herzog Anton Ulrich-
Museum) Brunswick 1978, pp. 90–91; Nieuw Licht op de Gouden Eeuw. Hendrick ter Brugghen en
tijdgenoten (New light shed upon the Golden Age. Hendrick ter Brugghen and his contemporaries),
(Centraalmuseum) Utrecht – (Herzog Anton Ulrich-Museum) Brunswick 1986/87, pp. 286–287.

10 I. M. Veldman, Lessons for ladies: a selection of sixteenth and seventeenth century Dutch prints, Simiolus 16
(1986), pp. 113–128.

6. Gerard van Honthorst, Play with fire
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the pedestals of the columns, mentioned by Veldman, are hardly readable and play
a secondary role. In addition, it is not at all certain that they were placed in the
painting with a moralizing intention, they can also be considered witty, complementa-
ry decorations referring to the protagonist.

The form of the charming, undressed Venus, dominating the composition, might
look a bit too fleshy for our modern taste, but in comparison with the Gothic nudes
called by Sir Kenneth Clark “bulb-like, organic creatures”, we must admit that the
painter did more or less achieve his aim, i. e. to revive the classical ideal of beauty
transmitted by Renaissance art.11 In the case of Gossaert’s other painting in question,
it is also very questionable if the drapery, being a key to the interpretation of the
painting according to the eminent Dutch scholar, was put in the picture with a didactic
purpose. We must remark that the piece of clothing in question seems to be complete-
ly without stain, there is no trace of Nessus’ blood on it, but no doubt it underlines the
nudity of Deianeira who is embracing Hercules with a wishful look, thus intensifying
the sensuality of the already provocative scene even more.

It is quite well known that Gossaert reached his fame chiefly with nude-paintings
of this kind.12 We do not know exactly what the primary aim of the artist or commis-
sioner was with these works of art, nevertheless, it is quite probable that Gossaert’s
full-blooded Danae in Munich, with her half-covered breast and thighs flashing out
from under the drapery, could not have reminded the contemporary viewer of the
Immaculate Conception as was theorized by several scholars following Erwin Panof-
sky.13 Kenneth Clark was right to state that “no nude, however abstract, should fail to
arouse in the spectator some vestige of erotic feeling”.14 The Renaissance nudes from the
beginning of the 16th century are not only more realistic, and lifelike than the former
ones, but are undeniably also more sensual. Jan Białostocki e. g. speaks about a kind
of provocative eroticism in connection with certain masters of the age, Jan Massys,
Hendrick Goltzius or Bartholomeus Spranger among others.15 These statements are
not valid only for the Netherlands, of course, since we can come across quite similar
phenomena in contemporary German art as well, it is enough to think of the erotic
nude-paintings of Albrecht Dürer, Hans Baldung Grien or Lucas Cranach the Elder.16

11 See esp. Chapter VIII. “The Alternative Convention”, in: K. Clark, The Nude. A Study of Ideal Art,
London 1956.

12 L. Silver, Nude, historie e poesie: Jan Gossaert and the Renaissance Nude in the Netherlands, Nederlands
Kunsthistorisch Jaarboek 37 (1986), pp. 1–40.

13 E. Panofsky, Der gefesselte Eros (zur Genealogie von Rembrandts Danae), in: Oud Holland 50 (1933),
pp. 193–217; for the different interpretations of this painting by Gossaert, see: E. J. Sluijter, Emulating
sensual beauty: representations of Danae from Gossaert to Rembrandt, Simiolus 27 (1999) nr. 1/2, pp. 5–45.

14 Clark, op. cit., p. 6.
15 J. Białostocki, Judith. The Story, the Image and the Symbol. Giorgione’s Painting in the Evolution of the

Theme, in: J. Białostocki, The Message of Images. Studies in the History of Art, Vienna 1988, pp. 113–131.
16 For the representations of the nude by the mentioned German masters, see for example: K. Hoffmann,

Antikenrezeption und Zivilisationsprozess im erotischen Bilderkreis der frühen Neuzeit, Antike und Abend-
land 24 (1978), pp. 146–158; B. Hinz, Nackt/Akt – Dürer und der Prozess der Zivilisation, Städel-Jahrbuch
14 (1993), pp. 199–230; C. Harbison, The Art of the Northern Renaissance, London 1995, pp. 165–167.
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Let’s stop for a moment here, since it is time to make some general remarks! In the
Christian culture of Europe during the Middle Ages the human body was inseparably
entwined with the concept of sensuality and transience. Consequently, the figure of
the undressed human body was linked with certain negative associations such as
lechery and shamefulness, suffering and illness, defenselessness or death. All of this is
well reflected by most of the contemporary works of art depicting nude figures.
Parallel with the spreading of Renaissance Art, the situation changed in many aspects,
and at the same time became more problematic. The human body, formerly consi-
dered a despised, miserable piece of meat, gradually became one of the most impor-
tant incarnations, the measure of ideal beauty and perfect harmony. This cult of the
body, being pagan in a certain sense, was difficult to bring into line with traditional
Christian ideology, and especially not in the case of Northern artists. In fact the nude,
as a form of artistic expression, could not have been separated from the erotic notions
linked with nudity. It is not at all accidental that parallel with the dissemination of
nude-paintings, i. e. in the first decades of the 16th century, women appeared more and
more often as the femme fatale or as the embodiment of sensual seduction in Euro-
pean art. Simultaneous with this, the graphic series representing Female Wiles or The
Power of Women became very popular in the Low Countries, with the meaning that not
even the humblest and wisest man can resist a woman’s allurement.17

This change of views is well
illustrated by Jan Gossaert’s dra-
wings depicting Adam and Eve
from around 1525/26, which leave
no doubt as to the real content of
the Fall of Man.18 Lucas van Ley-
den’s certain late prints are also
characterised by an open eroticism,
which already in their subject get
into risky territory (figure 7).19 Al-
though I would not like to state
that we cannot draw a moral from
the story of Lot and his Daughters,
it cannot be accidental that already
the contemporary commentaries of
the Bible recommended believers,
especially young ones, that they

17 On the iconography of the “Power of Women” theme: S. Smith, The Power of Women, Philadelphia 1995;
Y. Bleyerveld, Hoe bedriechlijk dat die vrouwen zijn. Vrouwenlisten in de beeldende kunst in Nederland
ca. 1350–1650 (These deceitful women. Female cunnings in Dutch plastic art ca. 1350–1650), Leyden
2000.

18 H. Schwarz, Jan Gossaert’s Adam and Eve Drawings, Gazette des Beaux-Arts 42 (1953), pp. 145–168.
19 On these erotic late works by Lucas van Leyden: L. Silver & S. Smith, Carnal Knowledge: The Late

Engravings of Lucas van Leyden, Nederlands Kunsthistorisch Jaarboek 29 (1978), pp. 239–298.

7. Lucas van Leyden, Adam and Eve
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should not read those provocative parts of the Old Testament.20 And, of course, if the
written text was able to arouse lustful desires, the emphatically erotic visual represen-
tations of the given story must have had a much more intense effect! Taking all this
into consideration, it is hard to imagine that these, or other works of art of this kind
were able to fulfill their supposedly didactic function. In addition, this was already
questioned by the moralists of the time.

This boom in nude-paintings was also received in Italy with some criticism, as is
illustrated by Gabriele Paleotti’s book entitled A Treatise on holy and profane paintings,
published in 1582 in Bologna, the 16th century contemporaries saw all these contra-
dictions and problems absolutely clearly. The third volume of Paleotti’s book tackles
several such questions that are closely related to our subject. Let’s take some random
examples: Chapter 7: On that the eyes are among the main means through which lechery
gets into us. Chapter 11: On that paintings and statues representing men and women have
a much more intensified effect on our senses than other works of art. Chapter 16: On nude
figures and on to what extent are our pure eyes expected to hate them. In the chapter
following this: On different reasons why nude figures are indecent. Chapter 22 discusses
a very interesting question: The counter-arguments of painters with which they defend
themselves in painting nude or less decent pictures. Chapters 23 and 24 contain answers
for the counter-arguments of the painters as well as other answers to justify that no
consideration can make venial the painting of shameful and lecherous things.21

It is a pity that Paleotti’s work has come down to us only in parts, e. g. we only know
the table of contents of the third book cited here. Consequently, though the author
quite explicitly condemned the representation of nude figures, we do not know for
sure what works in particular he considered lecherous or shameful. Dirk Volckertsz.
Coornhert, the eminent Netherlandish humanist, put it in a more outright way when
he wrote:

The mill of thoughts is permanently rotating. Throw the chaff of paintings representing un-
dressed Venuses into it, what else could it grind as lecherous shamefulness, burning desires and
ardent love?22

As it is well known, referring to the decorum, Erasmus and Johannes Molanus
definitely condemned the mixture of holy and profane things, and the representation
of indecent, erotic scenes in general.23 It follows quite logically from these evidently

20 The Prints of Lucas van Leyden and His Contemporaries, (National Gallery of Art) Washington 1983,
p. 238.

21 For the quoted text by Paleotti I used the following Hungarian publication: T. Klaniczay, A manierizmus
(Mannerism), Budapest 1982, pp. 413–415.

22 D. V. Coornhert, Zedekunst dat is Wellevenskunste (Moral art i. e. well-bred art; 1586) Leiden 1942, p. 31,
quoted by Eric Jan Sluijter, in: E. J. Sluijter, De “heydensche fabulen” in de Noordnederlandse schilderkunst
circa 1590–1670 (“Pagan stories” in Northern Netherlandish painting ca. 1590–1670), Leyden 1986,
p. 270.

23 Related to the statements of Erasmus and Molanus on erotic representations, see: E. Panofsky, Erasmus
and the Visual Arts, in: Journal of the Warburg and Courtauld Institutes 32 (1969), pp. 200–227;
D. Freedberg, Johannes Molanus on Provocative Paintings, in: Journal of the Warburg and Courtauld
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negative contemporary standpoints being consonant with each other, that artists could
have proved their serious moralizing intention only if they had never executed pain-
tings with nude figures or representing erotic situations, which might arouse sensual
desires in the viewer. As it turns out from some quite self-critical remarks, contempo-
rary artists knew all this quite well.24 Just imagine! If the humble Fra Bartolomeo’s
beautiful Saint Sebastian, definitely not painted with a frolicsome intention, could
arouse lustful thoughts in certain women nearly a hundred years earlier, how much
stronger the erotic power of the above-discussed works of art may have been, which
already in their choice of subject may have aroused provocative notions in the
viewer.25

Let’s take e. g. the scenes depicting The Love of Mars and Venus, to which Ilja
Veldman makes a reference as to some means of moralisation. The inscription on
Goltzius’ etching from 1585 contains the warning that just as Apollo discovered the
inglorious deed of the adulterous couple, so will God find out about secretly commit-
ted sins hidden from him.26 Apparently the etching faithfully follows the text, since it
represents the moment when the sheet is stripped off the embracing couple. But it is
not at all evident that at the intimate view uncovering before the viewers, everybody
formed the same moral standpoint harmonizing with the moralizing text or had
similar associations. By the way all this clearly turns out already from the mythological
episode written down by Homer and Ovid. The cuckolded Vulcan looked at the events
with an understandable anger, most of the Olympic gods on the other hand, cited
there as witnesses, laughed at the risqué situation (I remark only in brackets that the
scene only had male spectators, since according to the mythological text, the goddes-
ses coyly stayed at home). Mercury on the other hand did not show himself to be
particularly shy since he openly declared that if he were in the position of Mars he
would take on the consequences with pleasure.27 But which character in the story did
the artists rendering the subject and the contemporary viewers identify themselves
with and how did they view these scenes?

In the above-mentioned etching by Goltzius, Cupid squatting in the foreground is
definitely aiming his arrow at Mercury. The same motif can be discovered in a small-
size painting by Joachim Wtewael from 1601 in The Hague, the erotic bed-scene of
which leaves nothing to the imagination of the viewer (figure 8).

It is hard to imagine that the master from Utrecht wanted to stress the moral
meaning of the story with such an intensification of the sensual effect. It seems that the
image rendered by Wtewael was subsequently found too exciting by others since the

Institutes 34 (1971), pp. 229–245; E. Muller & J. M. Noel, Kunst en moraal bij humanisten (Art and moral
and the humanists), in: Tussen heks en heilige (Between witch and saint), Nimegues 1985, pp. 129–159.

24 R. and L. Wittkower, Born Under Saturn, (Hungarian edition) Budapest 1996, pp. 247–248.
25 D. Freedberg, The Power of Images: Studies in the History and Theory of Response, Chicago/London 1989.
26 Ut Phoebus nitido lascivum lumine Martem/ Et Paphiae prodit turpia furta Deae: / Sic fucata Deus sceleratae

crimina vitae / Cernit, et occultum non sinit esse nefas. Quoted by Ilja Veldman, in: Veldman op. cit.
(1990/91), p. 130.

27 K. Kerényi, Görög mitológia (Greek mythology), Budapest 1977, pp. 51–53.
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essence of the scene, the figures of Mars and
Venus, were carefully cut out from the pre-
liminary drawing of the painting to be found
in the Uffizi, Florence.28 The supposition that
for Wtewael and his spectators the essence of
the composition must have been this one, is
supported by other works by the artist, in
which nothing refers to the discovery of the
sinners, we can only see the couple in close-
-up as they enjoy the forbidden fruit with
total devotedness. Compared with the ardent
Venus of the painter from Utrecht, the prota-
gonist of Heemskerck’s formerly discussed
painting, seems to be a frigid woman in a stiff,
classical posture, with disfigured legs. The
restraint of Venus and her warning gesture
seem like hypocrisy to some extent, since all
this is nothing else than the shifting of res-
ponsibility in a quite crafty but hollow way. If
Venus had not shown her beauties to every-
body, she would not have to be afraid of the
mischievous arrows of Cupid. “Beauty – the
sight of the beautiful female body – wounds the heart through the eyes more quickly than
the shot arrows” – writes Johan van Beverwijck, the eminent physician and theoretician
from Dordrecht, in connection with the case of David and Bathsheba, but all this is at
least as true for the works of art here discussed.29 I should add here that the adultery of
Venus and Mars, which, according to Christian ethics was regarded as a condemnable
and shameful thing, was interpreted with an understanding tone by certain 16th century
literary works referring to the fact that the young and beautiful Venus was forced to
marry the old and crippled blacksmith god. Therefore it is quite understandable that
she was rather attracted by the handsome and powerful Mars, also matching her in
age.

Although all this cannot be regarded as an official contemporary standpoint, it
turns out that not everybody viewed the world with the eyes of moralists.30 The above-
-mentioned reaction of Mercury betrays the fact that the effect of the sight being
uncovered before us, arousing erotic desire, is basically independent of its indecent or
morally questionable content. It can be suspected that watching the risqué scenes

8. Joachim Wtewael,
The Love of Mars and Venus (1601)

28 B. Broos, Meesterwerken in het Mauritshuis (Masterworks in the Mauritshuis), The Hague 1987, pp. 416–420.
29 L. van Gemert, Joh. van Beverwijck, De schat der gezondheid (1636) (John Van Beverwijck. The treasure

of health), Amsterdam 1992, p. 119.
30 H. Pleij, De sneeuwpoppen van 1511. Stadscultuur in de late middeleeuwen (The snow-men of 1511. Urban

culture in the late Middle Ages), Amsterdam 1988, pp. 102–109, and 141–143.
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representing the frolicking of Venus, the contemporaries of Goltzius and Wtewael
also thought of similar things as Mercury. Looking at the function or mechanism of
these works of art, it may not be exaggeration to speak of a kind of peep-show effect,
one, not at all negligible motive of which is that of voyeuring. It cannot be accidental
that Diana and Actaeon, Jupiter and Antiope, David and Bathsheba, or Susannah and
the Elders were among the most popular and most frequently represented scenes of
contemporary painting.31 The compositional structure of these paintings betrays the
fact that the real voyeur is not the peeping figure in the picture, but the viewer himself.
Eric Jan Sluijter made the witty remark in connection with certain Bathsheba scenes,
that King David would have needed a telescope at least to be able to watch from the
background the woman having a bath in the foreground.32 What the “secret object of
desire” could have been for the painter and the viewer alike, is well illustrated by
Bartholomeus Spranger’s Salmacis and Hermaphroditus in Vienna. Although we see
a reversed situation here, i. e. a loving nymph watches an attractive young man in
secret, the male viewers must have feasted their eyes rather on the rounded belly and
buttocks of the young woman nearly undressed in a sensual posture in the foreground
than the male figure in the background.33

To summarize all of this, we can make the following statements in connection with
the discussed 16th and 17th century Netherlandish paintings and prints: One of the most
conspicuous, common characteristics of these works of art is that the viewer may enjoy
the exciting sight of physically attractive, nude figures, here and there in quite intimate
situations, and on top of all that, without the danger of compromising himself. Thus
the viewer does not commit a sin, he only sins with his eyes, with his fantasy, but all this
remains his secret.

We should not underestimate this indirect form of sensual desire, dressed in
aesthetic garments and sanctified by biblical or mythological subjects. Especially not
in a period when the traditionally anti-sexual Catholic Church and the gradually
growing (and becoming more and more prudish) bourgeois society in the sense of
Norbert Elias, tried to force the individual to suppress his instincts.34 We could
describe that inner conflict, this special double relationship, which has been characte-
ristic of our relationship with eroticism and sexuality with the pair of concepts of
sensuality and consciousness of guilt. On the part of the individual there is a natural
and unbeatable demand for acting out of sensual desires, but, because of the above-
mentioned conditioning he is ashamed of it even before himself, he tries to conceal it

31 For the popularity of the mentioned themes in European art see: A. Pigler, Barockthemen. Eine Auswahl
von Verzeichnissen zur Ikonographie des 17. und 18. Jahrhunderts I–III. Budapest 1974.

32 E. J.Sluijter, Rembrandt’s Bathsheba and the Convention of a Seductive Theme, in: A. J. Adams (red.),
Rembrandt’s Bathsheba Reading King David’s Letter, Cambridge University Press 1998, pp. 48–99.

33 On the mentioned painting by Spranger: A. de Bosque, Mythologie en Maniërisme in de Nederlanden,
(Mythology and Mannerism in the Netherlands), Antwerp 1985, pp. 266–267; Prag um 1600. Kunst und
Kultur am Hofe Kaiser Rudolfs II., I–II. Freren 1988, II. pp. 106–107.

34 N. Elias, Über den Prozess der Zivilisation: Soziogenetische und psychogenetische Untersuchungen, (1936)
Bern 1969.
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before his environment and openly condemns the similar manifestations of others. If
we look at the works of art mentioned (or carefully not mentioned) by Ilja Veldman
from this point of view, we must come to the conclusion that these works of art did not
have and on the basis of their character could not have had a didactic function and
consequently the artists themselves were not guided by such intentions, either. The
moralizing inscriptions and commentaries attached to the particular works do not
reveal information about the work itself, but rather about the ethics of the age, or
more precisely about the environment in which they were executed, and in which they
had to fulfil their double function.35

35 Analysing the erotic genre-paintings of the Utrecht Caravaggists, Wayne Franits came to the same
conclusion in several respects. See on this: W. Franits, “Emerging from the Shadows: Genre Painting by
the Utrecht Caravaggisti and its Contemporary Reception” in: Masters of Light. Dutch Painters in Utrecht
during the Golden Age. The Walters Art Gallery Baltimore – Fine Arts Museum of San Francisco – The
National Gallery, London 1997/98, pp. 114–120.
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ACTA UNIVERSITATIS PALACKIANAE OLOMUCENSIS
FACULTAS PHILOSOPHICA NEERLANDICA II – 2003

“A Well Pointed Shot” –
Changes in the Meaning of a Motif in Dutch Paintings

Hana Seifertová (National Gallery, Prague)

In the history of painting a common motif is that of a bowman aiming at a chosen
target – e. g. a Roman soldier aiming at St. Sebastian or Apollo drawing a bow to shoot
down Coronis. This activity can be perceived by the onlooker as a theatre scene.
A rarer case is that of a frontally painted marksman aiming his gun out of the picture
and targeting undoubtedly the one standing in front of the picture – namely the
onlooker. The effectiveness of such a conception is confirmed by the fact that this
technique is still employed in popular photographic and film shots whereby the hunter
aiming with his rifle looks for a suitable target among the audience or when the
murderer aims his revolver out of the screen. It
is undoubtedly very exciting for the onlooker to
be drawn into the action in this manner and
become an immediate participant.

This motif only became accessible for pain-
ters in the past when the picture space behind
the frame acquired depth perspective and the
frontally standing hero with an outreached arm
could be portrayed in appropriate scruzzo.
A figure aiming his gun at an onlooker was quite
attractive for artists but at the same time diffi-
cult and therefore a less frequent motif. Never-
theless, as early as 1533, the engraver Heinrich
Aldegrever, active at that time in Soest, depicted
a personification of the planet Jupiter together
with a putto aiming his bow directly at the spec-
tator (figure 1). In the Low Countries and the
neighbouring region of Münster this motif occurs
e.g. as a personification of Death. A well-known
example is the altar The Last Judgement by Her-
mann Tom Ring dating from around 1550
(Utrecht, Catharijneconvent), combined with The
Triumph of Death. In the middle of the scene,

1. Heinrich Aldegrever,
Personification of the planet Jupiter

(Engraving, ill. Bartsch 16, p. 1181, no. 78)
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below the judging Christ and among the chosen
and the damned, there is a skeleton standing in an
open coffin aiming with a drawn bow out of the
picture directly at us. It is triumphant, victorious
Death, a frequent theme in poetry since the time
of Petrarch’s Triomphi della Morte. The author
sketched the skeleton in a drawing dating from
the year 1550 (figure 2). On the drawing the skele-
ton is portrayed in the same pose and the same
gesture as on the painting. It is not, however,
standing above an open coffin, but on three dead
bodies. In the background there is on one side
a landscape with a weeping willow with on the
other side a sarcophagus with a dead child and an
hour-glass – indicating the motives of vanity, titled
as Vanitas. The poignancy of this scene could be
connected with a proverb taken from the Vulgate:
Hodie mihi, cras tibi.1

The National Gallery in Prague has in its de-
positories a copy of the middle panel of the Utrecht
altar of the monogrammist SLCM, influenced by
the work of Hermann Tom Ring.2 Our colleague

from Amsterdam, Ilja M. Veldman, who dealt thoroughly with this theme, drew
attention to its forerunners in wood-engravings by Jorg Breu and the Dutch painter
Cornelis Anthoniszoon. Large format prints of these authors comprised of several
panels were designated to hang on walls reminding believers of the everpresence of
death and the irreversibility of the Last Judgement.3 The aggressiveness of such
a means of presentation with an archer was meant to lead toward deepened medita-
tion on the meaning of our terrestrial existence.

An interest in this motif is also apparent in Italian art, although in a later period. It
is also associated with a personification, this time the personification of Love. This
motif can be seen e. g. in Cupid – a boy aiming at the onlooker in the allegorical
painting by the Venetian painter Alexander Truchi The Power of Love (The Hague,
Mauritshuis) dating from around 1630. In Guercino’s composition Mars, Venus and
Cupid (figure 3) from 1634, Venus points in a persuasive scruzzo at those who are
standing in front of the picture and Cupid who is standing behind her shoots his arrow
at the same target. This work of art was part of the decorations in the so-called

1 Ecclesiasticus 38:22. See I. M. Veldman, Die religiosen Bilder des Hermann Tom Ring und seine Beziehung
zur niederländischen Kunst, in A. Lorenz, Die Maler Tom Ring, (Westfälisches Landesmuseum) Münster
1996, pp. 56–57.

2 Monogrammist SLCM, The Last Judgement, oak, 137 × 92 cm, inv. no. O 2830.
3 Veldman, op. cit., p. 57.

2. Hermann Tom Ring,
The Triumph of Death

(Graphische Sammlung Dresden)
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Chamber of Dreams in the palace of the Dukes of Modena in Sassuolo.4 Undoubtedly,
it also counted on the suggestive effect of a composition containing life-size figures
and on the fact that the protagonists of the work enter actual space through their
activity. The painting achieved great acclaim. As late as the 19th century, the Austrian
painter Josef Abel was inspired by its suggestiveness as is exemplified by two works of
art from the collection of Josef Hoser, housed today in the National Gallery in
Prague (figure 4).5

Dutch painters at the turn of the 16th and 17th centuries had a completely different
view of this motif. They rejected allegorical scenes and personifications and instead
elected to paint external reality convincingly: ut pictura – ita visio (as S. Alpers states),6

they presented the motif of an archer as an scene from everyday-life. It must be stated,
however, that in the Low Countries the reality depicted in the pictures was merely the
outer semblance of the work of art. Deeper meanings were concealed in a number of
metaphorical details and hints, which could only be found after detailed searching.

4 L. Daniel, A. Emiliani, M. Scolaro, Da Correggio a Crespi, Pittura dal Cinquecento al Settecento in Emilia
a in Romagna, (National Gallery) Prague 1991, p. 66, cat. no. 33.

5 Josef Abel (1764–1818), Amor – Child with Bow, National Gallery Prague, inv. no. O 309 (figure 4); Josef
Abel, Amor – Boy with Bow, National Gallery Prague, inv. no. O 346.

6 S. Alpers, The Art of Describing, Chicago 1983, pp. 26–72.

4. Josef Abel, Amor-Child with Bow
(Prague, National Gallery – O 309)

3. Guercino, Mars, Venus and Cupid
(Galleria Estense, Modena)
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One of the early examples is the picture An Archer and a Woman in the National
Gallery in Prague (figure 5) indicated as the work of a Dutch, perhaps Haarlem
painter, from the period around 1610.7

5. Haarlem painter, Archer & a Woman
(National Gallery, Prague)

6. Nicholas de Clerck after Jacob de Gheyn,
Archer & a Milk-woman

Its authorship has remained an unsolved riddle, the former theory of it being
associated with the production of Jan Miense Molenaer and Judith Leyster having
been eventually rejected. The smooth and somewhat hard painting also affirms the
view that it originated in Haarlem. The vivid facial expressions of both protagonists
which led to speculations about the Haarlem origin of the picture was a matter of
painters’ interest elsewhere as well. In addition to Utrecht, which is in this context out
of consideration, e. g. also in Amsterdam – if we recall the picture by Hendrick
Gerritsz. Pot, The Cheerful Company (1633), depicting life-size figures with extremely
vivid facial expressions (Rotterdam, Museum Boymans van Beuningen). But all of
these are earlier works from the end of the 20’s or the beginning of the 30’s of the
17th century. Thus the question of the authorship must remain open for the time being.

The dating – ensuing from what follows – can be placed into the period after 1610.
The life size picture shows a young couple from the knees up, a soldier and a country-
girl, on the background of a landscape of green trees and a sky with flying birds. The

7 Haarlem Painter (?), Archer and a Woman, around 1610, oak, 122 × 94 cm, inv. no. O 9317.
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soldier in a showy, provocative red costume, with emphasised sex and a sword by his
side, aims at us with his crossbow. His eyes are concentrated on the foresight, his face
wincing in a grimace – one eye half-closed, the nose squished by the fingers of his right
hand. The laughing girl stands closely behind him. Her costume is also gaily coloured.
Her cheerful face is garnished with a red hat with a cock-feather that undoubtedly
belongs to her partner. In her hand she is holding a basket full of shot goldfinch and
a starling hanging at the handle. This must be the soldier’s catch, even the crossbow he
is aiming at us is a weapon of the English type intended for hunting birds.

When considering the supposed dating, both costumes seem to be out-dated,
balloon trousers and a tight jacket which were worn around 1580, the girl’s clothing
seems to be behind the times as well. The old-fashioned clothing of the protagonists in
the cheerful scene, which draws the observer into the action through its wittiness and
urgency, surely wants to deliver a message of timeless validity. For this work the
author took inspiration from graphic sheets which he modified to fit his vision. In the
70’s and 90’s a great number of engravings were published connected with this theme.8

Generally, the painter worked from the graphic sheet Archer and a Milk-woman
(figure 6) by Nicholas de Clerck, based on a drawing by the painter Jacob de Gheyn
who worked in The Hague.9 The painter took over both of the figures from the print,
maintaining their relationship, but simplifying the costume of the bowman and chan-
ging the appearance and gestures of the maiden. The elegant milk-maid with the
showy army-hat was replaced by a country-girl. The engraving shows very openly what
was going on. A bowman and especially a milk-maid had strong erotic connotations in
the general consciousness of the Dutch at that time.10

In Le Clerck’s print an explanation can be found in the background of the scene
where we see our couple in flagranti amore, during the act of love. The soldier has put
the crossbow aside but still has the hat on. Post amorem the hat, the man’s pride, finds
itself on the head of the milk-maid in the main scene. The verses written at the bottom
of the print explain everything in metaphorical hyperbole with, however, surprising
directness:

Wacht u voor hem, die alsins mickt,
dat synnen boogh u niet verclickt.

(Look out for the one who always aims
in order not to be caught by his arrow.)

8 R. Ader, De Boogschutter en het meisje (The Archer and the girl), in: Boymans Bijdragen, Opstellen van
medewerkers en oud medewerkers van het Museum Boymans-van Beuningen voor J. C. Ebbinge-Wubben
(Boymans’ contributions, essays of colleagues and former colleagues from the Museum Boysmans-Van
Beuningen for J. C. Ebbinge-Wubben), Rotterdam 1978, pp. 59–64; Th. Vignau-Wilberg, cat. nr. Pieter
Sewouters, Der Bogenschütze, in: Cat. Erwerbungen 1982–1989, Staatliche graphische Sammlung München,
Munich 1991, pp. 34–35, Cat. no. 31; G. Luijten, Dawn of the Golden Age, Northern Netherlands Art
1580–1620, (Catalogue Rijksmuseum) Amsterdam 1997, pp. 129–132.

9 Gheyn’s sketch to this print is preserved in the Fogg Art Museum, Cambridge.
10 See Luijten, op. cit. (1997), pp. 129–130.
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These verses are expressed in the local language and addressed to young women. For
men – scholars the author intended other somewhat subtle lines in clumsy Latin:

Tiro, tuos tonsis sic arcus dirige nervis,
ut medio ferias cuspite, quod tumuit.

Quin manibus cubitos ambabus fulcio, dicas,
certius ut limans. Et bene virgo docet.

Greenhorn, point your bow with drawn string
so as to hit with the arrow exactly.

You should tell me to help you with both hands, propped at the elbows,
so as to hit surely. The maid can be a good advisor.

The painter changed the position of the
young woman’s hands and abandons the po-
pular erotic connotation of the milk-woman.
In the composition he adapted several mo-
tives from another engraving by Pieter Ser-
wouters (figure 7): although the figure of the
young woman is missing here, the scene is
accompanied by the same Dutch verses, in-
tended for young women as in the previous
graphic. A basket with birds and a type of
cock-feathered hat are taken over from this
sheet. In this picture, however, the hat adorns
the head of the young woman. Besides bird-
hunting, one can spy in the background of the
engraving another popular sport – shooting at
an artificial bird. The bird – vogel plays an
important role here. Several years ago Eddie
de Jong demonstrated in the article Erotica in
vogel-perspectief, that the nouns vogel and voge-
laar and the verb vogelen were used as substi-
tutions for penis, procurer and lovemaking.11

These connotations also entered poetry and fine arts. These expressions, of course,
spread abroad and are even used up until the present in this country. It would also be
interesting to look at this issue from the iconographic point of view, so as to see why
birds – storks and crows – were the bringers of new born babies to our puritanically
educated mothers and grandmothers. In such a context, the specific euphemisms lost
their connotations of vulgarity. It seems that in the Low Countries of the early
17th century they did not have merely connotations of crudity.

11 E. de Jong, Erotica in Vogelperspektief: de dubbelzinnigheid van een reeks 17de eeuwse genrevoorstellingen
(Erotics from a bird’s perspective: the ambiguity of certain 17th century genre paintings), Simiolus 3
(1968/69), pp. 22–74.

7. Pieter Serwouters, Archer with Dog
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They were even employed by humanists such as
Constantijn Huygens. E. de Jong mentions, among
others, letters by Caspar Barlaeus, a professor at
the Amsterdam Athenaeum illustre. In one of the
letters the writer thanked the poet Pieter Cornelis
Hooft for a brooch in a shape of a partridge, the
bird which for him was a genuine symbol and hiero-
glyph of Venus.12 The concerned milk-maid is re-
placed in the picture by a girl presented with
a bird-catch. The painter could not accompany the
picture with verses and the erotic charge of the
work was in this way clearer and more obvious. The
Prague composition An Archer and a Woman could
be considered one of the oldest painted evidence of
erotic bird meanings which occurred in many varia-
tions in this Dutch genre even later during the
17th century in works by Gabriel Metsu, Jan Steen,
Pieter Slingeland and others. The fact that one and
the same thing does not have to have the same
meaning can be seen from a picture that has not
been published as yet An Archer and a Dog (fig. 8)
now part of a private collection in Switzerland.13

There is a full-size archer in the same pose as the
one in the picture in the National Gallery.

He wears an elegant, this time probably contem-
porary costume, and is standing with a dog and a hat
at his feet between two green oak-trees. The cos-
tume of the archer is very similar to the one of A Colour-guard of Home Defence in The
Hague, a full-size portrait painted by Evert Crijnszoon van der Maes in 1617 (Ge-
meentemuseum, The Hague). It could be argued that the painting from the Swiss
private collection originates from approximately the same period. Similarly to the
Prague picture, the Swiss one is also anonymous. Both the paintings, however, offer an
interesting chance of comparison which could lead to the authorship. The archer is
wearing a different costume but generally poses in the same way as the one on the
Gheyn’s drawing and on the engraving An Archer and a Milk-Maid. A similar dog can
be found at the feet of the archer from Serwouter’s print as well as in a beautiful
emphatic drawing from the earlier period of Gheyn’s production, where an archer is
depicted beside a young woman holding a glass of wine and with a dog at his feet. The
shape of the dog is very similar to the one in the picture. In addition the painting
technique shows a resemblance to Gheyn’s pencil. It is a technique of thin soft

12 E. de Jongh, op. cit., p. 72.
13 Jacques de Gheyn (?), Archer & Dog, canvas, 175 × 90 cm, Swiss private collection.

8. Jacques de Gheyn (?),
Archer and Dog

(Switzerland, Private Collection)
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impasting of colour spread with gentle shadows and elaborate details, e. g. ornaments
on the archer’s jerkin or thoroughly worked out oak and ivy leaves. The type of the
archer, a man with slightly curly short hair, the shape of his forehead, nose and gentle
mouth, all this is very similar to the artist’s figural compositions – especially to
a batman in the painting The White Horse of Archduke Albrecht Captured in the Battle of
Nieuwpoort and Given to Prince Maurice (Amsterdam, Rijksmuseum), to a scrivener
on the painting Caesar dictates his memoirs (Richmond, Ham House) and also to
Gheyn’s sketches of a head (Berlin, Staatliche Museen, Kupferstichkabinett). Also
the style of the painting of pleats – in the picture concerned the pleats on the archer’s
trousers – is very similar to Gheyn’s painting and is comparable to the drapery in his
painting Venus (Amsterdam, Rijksmuseum). I believe that Gheyn’s authorship of the
picture in the Swiss private collection should be considered as highly probable. Its
confirmation would mean an interesting widening of knowledge about the figural
painting of this remarkable painter.

9. French 18th century engraving –
Archer with Bow

10. German 17th century engraving –
Archer with Bow

The picture, however, also contains a hidden meaning. Can erotic connotations be
taken into consideration? R. Ader illustrated that the expression bout (bow) had in the
Low Countries an erotic connotation and that the expression bow shooting was an
euphemism for an orgasm.14 It should also be mentioned that the half-closed eye of

14 Ader, op. cit., pp. 59–60.
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the aiming archer emphasised in a later French engraving dating back to the 18th century
(figure 9), is accompanied by a poem warning young women once again: he, the archer
with his half-closed eye aims at everyone without exception. In this case the surroun-
ding of the archer contradicts this interpretation – the two firm oaks that frame the
figure on each side are symbols of endurance, dauntlessness or force.15 Also the ivy
occurs in emblematics as an allusion to virtue, diligence and support,16 and finally the
dog at the archer’s feet symbolises fidelity and vigilance.17

Should the picture from the Swiss private collection be more likely associated with
an idea expressed by a print by a German artist from the early 17th century (figure 10)
accompanied by the verse

Schaw, rede was die Warheit is, wo nicht, so treff ich dich gewiss

(Have a look, say what is true, if not I will definitely strike you)?

Certain town halls are decorated with wall paintings with this warning motif, and one
of these was probably reproduced in the graphic. It remains an open question whether
the picture from the Swiss private collection also belonged to the furnishing of a town
hall. The whole composition could have been taken for reality and acted as a persuasive
trompe l’oeil. Unfortunately, the origin of the painting is not known but the presenta-
tion of the motif would seem to be closer to the idea of an advocate and a defender of
truth than one of erotic games. As is usual with many Dutch paintings we cannot be
sure whether this explanation is really true. It is, however, potential evidence of what
the topic of this paper has been, i. e. to show that one motif could serve various
different artists in expressing very diverse ideas.

15 Ph. Picinello, Mundus symbolicus, Cologne 1681, entry quercus, nos. 407, 414 and 426.
16 Picinello, op. cit., entry hedera, nos. 187 and 193.
17 Picinello, op. cit., entry canis, nos. 97, 114 and 146.
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The Man with the Harp: Apollo, Orpheus, and David.
Notes on the Iconographical Typology

Ladislav Daniel (Palacký University, Olomouc)

Artists have always tried to render the totality of the sense of confrontation with
the world. Thus they have repeatedly faced the problem as to how to express not only
the visible aspects of the world, but also how to organise the visual body of the work so
as to involve invisible aspects as well. This includes not only attempts to represent
music, but also the efforts visually to render phenomena of a mental nature and to
visualise the forces that transcend man in the world. Some common aspects conse-
quently showed in an apparent similarity between the effort to represent music and to
render some other realities imperceptible by the eye. The parallel efforts thus led to
a deliberate substitution. The representations of music were added to the visual signs,
with which painting conquered the invisible areas.

Musical motifs sometimes express qualities, mental states and mutual relations of
the figures in question. On a deeper semantic level, more general period ideas are
frequently projected by means of mythological, religious or cosmological meanings or
in the form of a topical social allusion or a moral challenge. Often, the mere presence
of musicians or musical instruments, rendered in certain relations was sufficient to
metaphorically or metonymically suggest the intended meaning. In other cases the
relations were less obvious and led to a subtly distinguished expression. In court art
particularly, some periods or figures of art enjoyed the complexity and obscurity of the
semantic layer of the work and thus required an initiated and educated spectator. At
other times, we encounter a simpler, more straightforward and unambiguous repre-
sentational message in art, which appeals to a broader audience. The suggested
similarity between the apparent transcendence of the sight into the sphere of hearing
on the one hand, and the real transcendence on the other, is naturally connected with
the process of history. It was recognised and visually employed only in certain histori-
cal periods, in various ways and to a varied extent.

It is remarkable to see how often music and ethos are mutually closely related, how
often both positive and negative ethical values are expressed by musical images, albeit
with a spiritual base varying over the course of history. It is possible to assume that the
key to this phenomenon lies in the moral evaluation of music, whose grounds in
Europe were laid as early as Antiquity. The Greeks attached great moral strength to
music. In Greek mythology, in both musical and aesthetic theory, and musical prac-
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tice, the ethos of music showed in various ways and was related to a moral axiology, the
constitution of the social hierarchy and political values.

The range of musical motifs in the fine arts is relatively limited. Thus it can be
expected that the various types of related representations are not independent of one
another, but are mutually influenced and enter into various mutual relationships.
Through detailed study it is possible to conclude that several typological groups of
musical-iconographic motifs exist in which a certain visual type, originally created for
one type of subject, was later used for a new subject and partly lent it its form. The
changes in style – especially if they are linked to a change in the overall spiritual,
philosophical, religious, and literary background – usually also involve the emergence
of new types. Partial changes in style, visible mostly in the fine arts themselves, bring at
least external changes in typology. In such a situation it so happens that the related,
once mutually generating types influence each other again and assimilate in a visual
likeness. One such group can be found in the female part of the musically-iconogra-
phic world, in which, for example, personifications of Music, Harmony and Melody
merge, and likewise, the figures of the Muses playing musical instruments combine
with St. Cecilia, the patron saint of music and musicians.

1. Byzantine Psalter, 11th century (Paris, BnF Gr. 139)
(Photo: National Gallery, Prague)
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The figure of a man with a lyre or harp usually embodied the positive pole of music
as a force of cosmological and divine origin, with its cosmic, ethical, harmonising,
therapeutic, mystical, inspiring, glorifying, and edifying power. The said role of music
played by a man on the lyre, kithara, harp, or more generally, a string instrument forms
a deeper and unifying semantic layer of the iconographic prototypes of the man with
the lyre-harp, and consequently, the related iconographic types of the musician are
not linked by mere external attributes, but are related in their semantic basis. The
transformation of the type of the man with the lyre and harp is parallel to the
transformation of the period views of music and its power with the cosmological,
natural, religious-mystical, therapeutic, mental, and ethical effects, when ethos awa-
kened by music changes its contents in historical relation to the period axiology and
the overall socio-philosophical-religious system of the period.

The illuminations of the 11th century Byzantine Psalter in Paris1 include a scene of
a seated man playing a string instrument: either a lyre or kithara. On his knees, the
young man is holding the sound body of the instrument with two columns and the
strings coming down vertically between the body and the transverse tuning board
connecting the two columns. Closely behind the player, on the same rise of the terrain
with a bush in the background, a female figure is seated, with her hand on the
musician’s shoulder and marked with a Greek inscription . Surrounding
them there are sheep, goats and a seated dog, a lying, half naked figure with a laurel
wreath and a female figure peeping from behind a column, on which a crater is
standing (figure 1).

An illumination scene in the Comment by Gregory of
Nazianus2 represents a man dressed in a very similar way
and seated on a rise between two trees and playing the
lyre-kithara of a type close to that of the Byzantine Psalter
musician. As the figure in this case is Orpheus, the halo
surrounding his head deserves mentioning (figure 2). If
we compare the two “men of the lyre”, we find such
a closeness of type that without a deeper observation we
could consider the two figures to be different represen-
tations of the same character, most probably Orpheus.

Literature is aware of the link in the Early Middle
Ages of the Christ-type with Orpheus in the figure of
Orpheus – the Good Shepherd. The aforementioned
representation of the Byzantine Psalter man with the
kithara-lyre, surrounded by a herd of sheep and goats would correspond to this
concept. The context of the Psalms, however, presupposes of course the presence of
the figure of David in this place.

1 Paris, Bibliothèque Nationale de France, Ms. Gr. 139.
2 L. Pressouyre, in: Kirschbaum 1971, III, p. 358, fig.: Par. Coislin, gr. 239, fol. 122v.

2. Orpheus in the Comment
by Gregory of Nazianus

(12th century)
(From: Lexikon

der Christlichen Ikonographie –
photo National Gallery Prague)
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The inscriptions in the illumination confirm this assumption: the city in the back-
ground is marked with the inscription  and beneath the lyre-kithara player
the indistinct letters  can be seen, pointing toward the David reading. In the
foreground, below the lying half-naked man with a laurel wreath, the inscription
  can be read. The parallel of Orpheus-David has also been men-
tioned in literature.3

The Fathers of the Church used to teach that Orpheus converted from polytheism
and idolatry to a faith in one god. In the 5th century, for example, Augustine cites him
as a prophet of Christ and early Christian art sees him as a pre-figuration of Christ
himself. In the wall paintings of the catacombs, the figural type of the shepherd
Orpheus appears earlier than the representation of the Good Shepherd, for example,
in the catacombs of the saints Peter and Marcellino, dating from the early 4th century.4

From the 16th century on, the Christian character of the Orpheus representation fades
and the ancient concept of the figure is resumed. His hands thus hold a lyre, kithara,
harp, lira da braccio, or other instruments, including the violin. The David type also
turns away from the Orpheus typology and asserts itself independently, including the
period costume of the figure. After the mediaeval psaltery alternated with the harp,
starting with the Renaissance period, David holds the harp with increasing frequency.
The type of the old King David composing and singing the psalms accompanying
himself on the harp, psaltery, other string instruments or the portative organ, is
a slightly later type of Christian iconography. It is to be found mainly in mediaeval
illuminations, in cathedral sculpture and wall painting, later on to be established in
panel painting, and in the Baroque altarpieces.

The effects of Orpheus’ playing are very similar to those ascribed in the Bible to
the effects of David’s playing, with whose help David healed the sick soul of King Saul.
The effects of his harp playing are represented very vividly, for example, in the
painting entitled David is calming down the anguish of Saul by Giovanni Battista
Spinelli in the Uffizi, Florence, and in its smaller version, probably a preparatory
composition, in the Collections of Prague Castle, or in the painting by Bernardo
Cavallino. Both Orpheus’ and David’s playing, however, have also another effect. Its
power of expression brings about for both musicians the hatred of their enemies. The
anger and murderous violence of the bacchantes turns against Orpheus and leads to
the singer’s death, as soon as his own singing and playing, drowned by the “evil” noise
of the bacchantes, cease to protect him (Ovid, Met. 11,15–18):

                                                    And still his singing
would have charmed every weapon, but the huge
clamour, the drums, the curving Phrygian fifes,

hand-clapping, Bacchic screaming drowned the lyre.

3 E. Panofsky, Meaning in the Visual Arts, New York 1955, p. 44; K. Weitzmann, Greek Mythology in
Byzantine Art, Princeton 1951, p. 67.

4 L. Pressouyre, in: Kirschbaum 1971, III, p. 357.
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This scene can be seen in paintings by Massimo Stanzione in Prado, Madrid, or by
Roelant Savery, sold quite recently at the Sotheby s auction. Young David was an inch
from death through the threat of the fury of King Saul, not for his singing and playing,
but for his abilities in general.

The man with the lyre, kithara or harp can also be, and predominantly is, the god
Apollo, Orpheus’ father, semantically and typologically sometimes also related to
Christ. The link between the Apollo and Orpheus types is still closer because of their
common ancient origin and blood tie. Their typological proximity has been main-
tained practically throughout the existence of the two figures within the history of art.
A good example for the similarity as late as the 17th century is Apollo by Onorio
Marinari, sold recently at Sotheby’s. In Titian’s Apollo and Marsyas in the picture
gallery of the Archbishop’s Castle in Kremsier (Kroměříž) it is even so confusing that
interpretations vary: whether the kneeling figure flaying the skin off the body of
Marsyas is Apollo, while the other figure, playing the lira da braccio, is either taken for
his son Orpheus, or Marsyas’ pupil Olympos, or even Ovid as the poet of Marsyas’
story. A revision of the existing interpretation views of the Kremsier painting, under-
taken recently by L. Konečný,5 resulted in his inclining to the view of the man with the
lira da braccio as Apollo, in accordance with the majority of the opinions, and the
kneeling man with the knife as Apollo’s assistant, as seen in the Roman sarcophagi.
Radiological research and infrared reflectography revealed the existence of an earlier
layer of the composition under the man with the lira da braccio, namely a man with an
ancient lyre, which proves how easily the string instruments in Apollo’s hands could be
changed, without an impact on the meaning of the figure.

Thus Apollo also has a rival – in Marsyas, and according to another story, in Pan.
Both compete with him unsuccessfully, and both types of representations or scenes
told by Ovid combine in later literature and iconography. Whereas Pan’s defeat in the
pipe playing in competition with Apollo brings punishment in the form of ass ears for
King Midas, who believed Pan would win, the satyr Marsyas’ defeat costs him his skin
stripped off while still alive by Apollo or by his order. This is the scene Gerrit
Honthorst depicted in a newly restored picture in the National Gallery of Prague
(figure 3). In its prestigious function, music is here related to power. In his bold contest
with a god, Marsyas has offended the order of the world, and is therefore cruelly
punished (the satyr competes with a god, yet “quod licet Iovi, non licet bovi”). As yet no
evidenc exists as to the actual meaning of the allusions contained in the representa-
tions of the flaying of Marsyas’ skin in paintings ranging from Giulio Romano in
Palazzo Te in Mantua, to Titian in Kremsier, up to Guido Reni, Jusepe de Ribera,
Luca Giordano, and many other painters.

5 Lubomír Konečný, in: M. Togner (ed.), Kroměříž Picture Gallery. Catalogue of the Painting Collection in the
Archbishop’s Palace in Kroměříž, Kroměříž 1999, pp. 410–421.
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The typological model of the marble Apollo of the Belvedere inspired a number of
later paintings. Let us quote, for example, its surprising appearance in 17th-century
Venetian painting, in which the influence of ancient models is not so frequent. Pietro
della Vecchia drew on it for his lofty painting of Apollo holding a violin in his left hand
and a bow of an earlier, curved shape used for the viola da gamba, in his right hand.
The representations of Apollo and his pendant Mercury (both in The Museum of Art,
Olomouc) also betray a Renaissance influence (Verocchio, Giambologna) and Guido
Reni’s models. In the case of Apollo, it was Reni’s Samson in the Pinacoteca Nazionale
of Bologna, and in the case of Mercury (incidentally, the inventor of the lyre which he
subsequently gave to Apollo), it was Hippomenes from Reni’s painting Atalanta and
Hippomenes in the Prado, Madrid. The two gods Apollo and Mercury represent here
a kind of complementary deities of the Baroque world of art, standing on a curved
strip of the surface of the globe.

Whereas Apollo’s playing is mostly connected with oracles expressed in sung
verses, with poetry whose patron and god he is, and with the harmony of the world, the
effects of the playing of his son Orpheus are closer to the harmony of nature, harmony
and peacefulness of the various animal species, and to enchantment. This is why
according to Ovid (Metamorphoses 10 and 11),

…Orpheus sang his minstrel songs and charmed
The rocks and woods and creatures of the wild…

and

…the countless birds still spellbound by his song
The snakes, the host of creatures of the wild…

3. Gerrit Honthorst, Apollo and Pan (National Gallery Prague. Photograph by R. Hamsíková)
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The etching by the Prague artist Johann Franz Fischer, recently published by
P. Zelenková,6 shows Orpheus’s device SUA VIS SUAVIS (His power is suave) above
him in the hands of putti. Wenzel Adalbert Reiner painted around 1700 his Orpheus
with animals in the landscape, strongly inspired by the work on the same theme by
Michael Leopold Willmann, the most important mediator of the style of artists from
the Netherlands in Bohemia, on the same theme, probably with allusions to the
nobleman as a good ruler.7

And it was also why he enchanted Hades-Dis-Pluto and his wife Persephone-
Proserpine and begged for the return of his wife Eurydice to the world of the living,
before he lost her again, because he turned, anxious for her wellbeing. From the
Renaissance on, Orpheus has held various musical instruments in this scene: a lyre,
kithara, harp, various string instruments, for example, a lira da braccio as in the copper
engraving by Marcantonio Raimondi, entitled Orpheus and Eurydice (c. 1509–1510,
Berlin Kupferstichkabinett) and in a canvas of the same title by Jacopo Vignali in
Musée de Tessé in Le Mans, and finally, a violin as, for example, in the painting on the
same subject by Baldassare Franceschini called Il Volterrano from the collection of
Emilio Pucci in Florence, or in a canvas by Giulio Carpioni in the Regional Gallery of
Fine Arts in Reichenberg (Liberec), possibly derived from Volterrano’s work.8

In Greek mythology, the cult of Apollo as the god of poetic inspiration combines
with the cult of Bacchus, even if we cannot provide evidence of the latter’s figure
represented with the lyre or harp. This link reappears in humanist Renaissance
culture.9 A close relation also exists between Orpheus and Bacchus. Ovid describes
the punishment of the Thracian bacchantes who murdered Orpheus, by the god
Bacchus, who was “distressed to lose the minstrel of his mysteries”. This relation, in turn,
links Bacchus with Apollo, Orpheus’ father. The painting by Dirk de Vries from the
National Gallery in Prague, newly identified by the author of this text as The Allegory
of Four Seasons, shows Bacchus at the place of Autumn with a flute laying at the table
as the instrument not surprisingly related to him. The old man with the fire is Winter.
The two young women, the one with a basket of fruit representing the Summer and
playing harpsichord, the other with a modest flower at her feet, representing the
Spring as a lute player, wear the suites of Venetian courtesans.

Included among the men with a lyre or a harp in Ovid’s Metamorphoses is also
Arion, represented by Salvatore Rosa as seated with a lyre in his hand on a swimming
dolphin in a painting which is a pendant to a canvas made by Rosa’s Florentine friend
Lorenzo Lippi and entitled Orpheus.10 Arion’s story is told by Herodotos in History

6 In: P. Preiss, Václav Vavřinec Reiner. Krajiny se zvířaty. A Landscape with Animals. Prague (Národní
galerie) 2000, p. 79.

7 L. Daniel, Musica picta. Hudba v evropském a českém malířství 15.–18. století, Prague (Národní galerie)
1984, pp. 8, 57; Preiss, op. cit. (2000), pp. 5–27.

8 L. Daniel in Praha 2000.
9 L. Konečný in I. Hlobil & M. Perůtka, Od gotiky k renesanci. Výtvarná kultura Moravy a Slezska 1400–1550,

Olomouc – Brno – Opava 1999.
10 Florence 1986, pp. 342, 397–399, cat. no. 1.180, 1.220
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(I,4): Arion, a lyre (kithara) player from Metimna, was sailing back to Corinth from
Taranto, where he had been very successful and grown rich through his playing and
singing. During the voyage the crew who were keen to rob Arion of his riches, threw
him in the sea. Dolphins, however, enchanted by his music, surrounded Arion, and
one of them eventually saved him, carrying him on his back. Another ancient musi-
cian, Amphion, was able to move stones through the magic of his music, arranging
them into a wall and fortifying the city of Thebes. A remarkable range which fully
proves the mutual assimilation of the said types of the man with a harp, was created by
the Netherlandish engraver Crispijn de Passe in his cycle entitled The Princes of Music,
who were coincidentally attached to the various elements: Amphion to Air, Arion to
Water, Orpheus to Earth and Apollo to Fire.11 All these figures are in fact related male
types of the same age and appearance, with instruments that represent the whole
commonly used range: the viola da braccio, two types of harp (psaltery and harp), and
the lyre.

In the past, the confusion amongst the types took on various forms and showed in
a similar way in the pipe, trumpet, percussion, and other instrument players. Whereas
the players using other musical instruments, wind and percussion in particular, ful-
filled the semantically, hieratically and socially less important roles, linked with
playing music, “the man with the harp” and “the man with the lyre” in typological
varieties represent several mythological and religious figures, which from the Anti-
quity to early Christianity, to the Middle Ages, Renaissance and Baroque, down to the
19th century and the most recent times have fulfilled the roles of peacemakers, rulers
in harmony, stability and peace, good-doers, sources of inspiration and enchantment,
healers and providers of consolation and prayer. The place of the instrument which is
the mediator of the said positive forces is taken up by a whole number of string
instruments in the man’s hands, producing harmony, such as, the lyre, kithara and
harp, and in addition, the fidula, psaltery, rebab, lute and other plucked instruments,
the lira da braccio, viola da gamba, viola da braccio (while in the case of David it is
sometimes the organ) and concluding the developmental line of the string instru-
ments, the violin.

11 P. Zelenková in Preiss, op. cit. (2000).
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Paintings as Cultural and Historical Documents:
A Discussion of Old Netherlandish Portraits

from the Former Waldstein Collection

Olga Kotková (National Gallery, Prague)

In 1945 the National Gallery in Prague acquired five sixteenth-century Nether-
landish portraits from the former Waldstein collection at Dux (now Duchcov) and
later (1919–45) at Hirschberg Castle (now Doksy). The Waldstein picture gallery was
the source of several works that became central to the permanent exhibitions of the
National Gallery in Prague. Examples include two panels by Bartholomäus Spranger,
namely, SS Wenceslas and Vitus and SS Sigismund and Adalbert. Though none of the
Netherlandish portraits are masterpieces, they are, as I shall try to demonstrate, highly
interesting, and have yet to receive the attention they merit either from experts or the
general public.

The lack of interest in these paintings can probably be best explained by their
having been viewed, rather non-historically, as mere artefacts, whilst their former
function – the portrayal of actual persons from a particular period – has been ignored.
Of all these pictures from the Waldstein collection, it has been a copy that has received
the most attention from scholars. This is because the subject matter in Portrait of
a Pilgrim Journeying to the Holy Land (figure 1) is popular, its original is the well-
-known work by Quinten Massys (1465/6 Louvain – 1530 Antwerp) in the Winterthur
Stiftung Oskar Reinhart, and, most important, it was until recently considered a replica
made by the artist himself.1 Technical research carried out in 1997, however, has
proved beyond a doubt that the picture was made in the second half of the sixteenth
century, long after Massys’s death.2

1 This painting (National Gallery in Prague, inv. no. O 10065, oak panel, 45.8 × 32.2 cm) was recently
discussed by Jarmila Vacková & Vít Vlnas, see J. Vacková, Nizozemské malířství 15. a 16. století. Česko-
slovenské sbírky (Dutch painting from the 5th and 16th century. Czechoslovak collections). Prague 1989,
pp. 135, 157, notes 51, 52, and V. Vlnas, in Z. Hojda & V. Vlnas (eds), Cesty a cestovatelé v raném novověku
(Voyages and travelers in early modern times; exhibition catalogue). Litoměřice (Muzeum v Lito-
měřicích) 1994, p. 13, cat. no. I. B 12. On the original by Q. Massys, see L. Silver, The Paintings of Quentin
Massys. With Catalogue Raisonné. Oxford 1984, pp. 164, 233, cat. no. 53.

2 O. Kotková, The National Gallery in Prague. Netherlandish Painting 1480–1600. Illustrated Summary
Catalogue I/1. Prague 1999, p. 82, cat. no. 46.
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Another picture from the Waldstein collection is the Portrait of a Young Woman
(figure 2). Its artist was for years thought to be from the circle of the northern
Netherlandish painter Jan van Scorel (Schoorl 1495 – Utrecht 1562). This view, too,
cannot be left unchallenged, for the style of the painting has nothing in common with
Scorel’s; instead it should be seen as the work of an anonymous northern Nether-
landish painter from c. 1520.3

1. Quinten Massys, Portrait of a Pilgrim
Journeying to the Holy Land –

copy 2nd half 16th century
(Prague, National Gallery O-10065)

Among the lesser-known works from the Waldstein collection are the companion
portraits, Judocus Clarus and his wife Maria (figures 3 and 4).4 Each is dated 1535 and
has an inscription with the name and age of the person portrayed: JVDOCVS CLARVS / ANO

AETATIS SVAE XXXI and MARIAE CONCOPVLATVR X SEPTEMBR. / AETATIS SVAE XXIII. From
this inscription, it is clear that Maria became Judocus’s wife on 10 September 1535.
The fact that these are companion portraits, together with the pose of the two sitters,
tells us that the pictures were made on the occasion of their marriage.

2. Portrait of a Young Woman
Northern Netherlands c. 1520

(Prague, National Gallery O-10057)

3 Ibid., p. 129, cat. no. 94. National Gallery in Prague, inv. no. O 10057; oak panel, 35.7 × 28 cm.
4 Ibid., pp. 124–5, cat. nos. 89–90. National Gallery in Prague, inv. nos O 10052 (Judocus), O 10062

(Maria), oak panels, 35 × 27 cm (Judocus), 35 × 27.5 cm (Maria).
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From the point of view of art history, the portraits are typical examples of standard
Netherlandish painting of their day. The art historian Jaromír Šíp proposed, in 1973,
that they should be attributed to the Master of the 1540s,5 who, according to Max
J. Friedländer, was active in Antwerp in 1541–51.6 But, as Jarmila Vacková later noted,
this attribution is unsuitable, particularly considering the earlier date of origin of the
portraits.7 The possibility that this artist may have been responsible for these two
works cannot, of course, be ignored merely because of a time discrepancy of six years.
Moreover, the group of work presumed to be by him, which is assembled in the
volume Early Netherlandish Painting, is distinctly heterogeneous and Friedländer
himself presumed the existence of a workshop led by the Master of the 1540s.8 Today it
is clear that some of the painters’ works, as Friedländer states, were executed entirely
independently of this master (for example, the Portrait of Sophia van Amerongen is
now attributed to Maarten van Heemskerck).9

3. Southern Netherlandish (Antwerp?) School, 1535
Portrait of Judocus Clarus

(Prague, National Gallery – O 10051)

4. Southern Netherlandish (Antwerp?) School, 1535
Portrait of Maria, Wife of Judocus Clarus
(Prague, National Gallery – O 10052)

5 J. Šíp and J. Vacková, Nizozemské malířství 15. a 16. století v pražské Národní galerii (Dutch painting from
the 15th and 16th century in the Prague National Gallery ; manuscript of an unpublished catalogue; in the
library of the National Gallery in Prague). Prague 1973, cat. no. 70.

6 M. J. Friedländer, Early Netherlandish Painting, XIII. Leyden-Brussels 1975, p. 47.
7 Vacková, see note 1, p. 140.
8 Friedländer; op. cit., pp. 46–7.
9 Ibid., plate 129 and Paintings from Europe and the Americas in the Philadelphia Museum of Art. A Concise

Catalogue. Philadelphia 1994, p. 62.
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Consequently, for the sake of comparison, one must now select a handful of
paintings whose style seem characteristic of the Master of the 1540s. One such
example is the Portrait of a Man (1541) in the Fogg Art Museum, Cambridge.10 Compa-
rison with the Prague pictures demonstrates numerous discrepancies: the way the light
falls, the modeling, the placement of the inscription, and its execution. Other diffe-
rences have been discovered by infrared reflectography (IRR). The portrait in the Fogg
Art Museum employs parallel hatching and a wash; it is without alterations in compo-
sition and no contour is visible.11 By contrast, the Portrait of Judocus Clarus is distin-
guished by a weak contour line; the underdrawing demonstrates that the artist hesitated
over the placement of the hat.12 There were also changes in the hairdo of the person
portrayed. There is, however, no parallel hatching. One can, therefore, confidently
conclude that the Prague painting has nothing in common with the work of the Master
of the 1540s, though the style of the portraits and their austere linear execution
correspond to the south Netherlandish painting of the period. The costumes of the
portrayed persons (particularly Maria’s kerchief, whose corners fall on her back)
often have analogies in the south Low Countries. One can safely assume, then, that
the portraits were by a painter from the Low Countries, probably from Antwerp, made
in 1535. No other paintings, for the time being, however, can convincingly be shown to
be his work, though the relatively distinct brushwork and the fact that the pictures are
dated may make identification possible at a later date (providing, of course, some-
thing of his other work has survived). Unfortunately, no one has yet managed to find
out more about either Judocus Clarus or Maria. In all probability, however, the
authentic inscription on the reverse side relates to her. It tells us the sad news that
Maria died on 21 July 1537, that is, less than two years after the completion of the
portrait: Obijt xxj Julij / anno xvcxxxvij.

The reverse of the portrait of Maria (as well as those of other pictures from the
Waldstein collection) is also particularly interesting. Even a cursory examination
reveals the assiduous, systematic inventory of the picture gallery. In particular, the
labels on the bottom left, bearing the numbers 85 (Judocus) and 86 (Maria), and the
year 1925, are evidence of the relatively recent inventory (1925–7), which was carried
out at Hirschberg (Doksy) by the painter and restorer Balla.13 Our portraits are listed
here as German. Similarly, the label on the bottom left of the frame, with the numbers
148 and 149, tells us their source, namely, the inventories of 1895, 1915 and 1922, in

10 For a recent discussion, see R. Spronk, “A Portrait by the Master of the 1540s” in: Album Discipulorum
J. R. J. van Asperen de Boer, Zwolle 1997, pp. 196–202.

11 Ibid., p. 199–201.
12 See the IRR documentation of these portraits in the Restoration Department Archives of the National

Gallery in Prague. The IRR examination was carried out by T. Joudová and O. Kotková in 1997.
13 Bilderverzeichnis vom Maler Balla (1925–1927), State Regional Archives Prague, Mnichovo Hradiště,

RA Waldstein file, VI-142, box 242, see also: L. Machytka, Archivní doklady k dějinám valdštejnské
obrazárny (Archive evidence for the history of the Waldstein Gallery; manuscript, s. a.; cf. Archive of the
National Gallery in Prague, file AA321).
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which both portraits are ascribed to Hans
Holbein.14 The companion portraits, then,
on the basis of these labels, can be identi-
fied and traced back to 1814.15 We cannot,
however, identify them with any certainty
in the earlier sources (for example, in the
Specification of 1743; no reliable conclu-
sions can be drawn on the basis of brief
descriptions such as “ein Kopf” or “ein Con-
trait”).16 Nor, therefore, can we at present
say from whom or when the Waldsteins
acquired the portraits of Judocus and Maria
or by whom they were made. It appears,
however, that the Waldsteins did not buy
these portraits until after 1741, when they
were beginning to complete their gallery
and make up for the great losses they had
suffered with the sale of 268 paintings in
1741.17

The last picture to be discussed in any
detail here is the Portrait of a Musician
(figure 5). An overall analysis of this work
demonstrates that it is an extraordinarily
interesting statement on sixteenth-century
Netherlandish culture. It is also, however, one of the lesser-known paintings in the
Netherlandish collection of the National Gallery in Prague,18 having gone more or less
unnoticed in the depository for more than half a century, where it remains to this day,
gathering dust. The panel has been exhibited once (for its subject matter) – namely, at
the Musica picta exhibitions in Prague and Olomouc in 1984. The exhibition catalogue
briefly mentions that it is a portrait of a musician by a Netherlandish master of the first

14 See Gemälde. Verzeichnis der im Duxer Schloss am 3 Oktober 1895 vorhandenen Gemälde nach Zimmern. –
Inventar über Einrichtungsgegenstände im neuen Schlosse zu Oberleutensdorf. – Verzeichnis der verkauften,
der fehlenden und der in Dux verbleibenden Bilder. State Regional Archives Prague, Mnichovo Hradiště,
RA Waldstein file, VI-141-142, boxes 253–254, see also Machytka, ibid.

15 Inventarium über die Bilder-Gallerie. State Regional Archives Prague, Mnichovo Hradiště, RA Waldstein
file, I-5/2a, see also L. Machytka, ibid.

16 Specification meyner bildter. Dux den 24ten Junii 1743. State Regional Archives Prague, Mnichovo
Hradiště, RA Waldstein file, I-5/24; see also Machytka, ibid.

17 See L. Machytka, Zum Verkauf Walsteinischer Bilder nach Dresden im Jahre 1741. Jahrbuch der Staat-
lichen Kunstsammlungen Dresden 18 (1986), pp. 67–73.

18 Kotková, see note 2, p. 136, cat. no. 1000; National Gallery in Prague, Inv. no. O 10093; oak panel,
68.2 × 54.6 cm.

5. Northern (?) Netherlandish Schools, 1550s,
Portrait of a Musician

(Prague, National Gallery – O 10093)
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half of the 16th century.19 The author of the catalogue, Ladislav Daniel, noted that the
“sitter makes an appeal to St Cecilia with his sheet of music on which a voice is notated,
this may indicate the artist himself is associated with a musicians’ guild or the Cecilia
brotherhood”.20 Later, Jarmila Vacková proposed a more specific attribution of the
portrait: in view of its distant affinity with the work of the Master of the 1540s (to
whom Šíp attributed the portraits of Judocus and Maria), she deduced that it was
painted in Antwerp before 1540.21

In terms of stylistic analysis the portrait is notable for the striking simplicity and
objectivity with which the half-length figure is rendered. The painter has rejected all
decorativeness in the portrait, thus unfortunately it also lacks an inscription or coat-
-of-arms through which the sitter could be identified. The light falls from our left and
thus the left side of the model’s face is lightly shaded. The man looks directly at the
viewer; the rendering of his face reveals no attempt to convey his individual character.
In his right hand he holds the obligatory gloves, and with his left hand he gestures to
the sheet music lying on the table. The latter, together with the score in the back-
ground, indicates clearly that the man is a musician by profession, and the gesture of
the left hand is intended to make sure we know he composed the music himself. The
notated music is in fact the main subject of the painting and almost overshadows the
sitter himself. This is exactly why a deeper musicological analysis should be done prior
to any other observations.

Research carried out by Ignace Bossuyt, in 1997, has indeed brought several new
facts to light.22 It is, first of all, a real notation of an actual melody, not simply an
ornament comprising a staff and notes to suggest the profession of the sitter. The
music is a Gregorian melody and the text comes from a prayer to Cecilia, patron saint
of music: Canon in subdiapason / Sancta Cecilia ora pro nobis / Sancta Cecilia ora pro
nobis o / ra pro nobis / Sancta Ce / cilia ora pro nobis ora / pro nobis Sancta Cecilia o / ra
pro nobis ora pro nobis. It is a five-part composition of which four parts are reproduced
– soprano, contralto, tenor and bass. Bossuyt’s findings include a fact important for
the dating of the painting. Our musician’s composition shows a relatively advanced
contrapuntal technique that occurred only sporadically before the year 1550.23 On
these grounds alone, it is highly unlikely that the portrait was painted before the
middle of the sixteenth century.

A further aid in dating the work is the musician’s clothing. At this point, however,
in our description of the painting – or rather our description of its upper layers – it is

19 L. Daniel, Musica picta (exhib. cat.), Národní galerie v Praze a Oblastní galerie výtvarného umění v Olomouci
(The National Gallery of Prague and the Regional Gallery of Applied Art at Olomouc), Prague 1984,
pp. 19, 56, cat. no. 59. As Ladislav Daniel pointed out at the Olomouc conference, during the opening of
the Musica picta exhibition, the melody on the sheet music was performed at Daniel’s initiative.

20 Ibid., p. 19.
21 Vacková, Nizozemské malířství 15. a 16. století (op. cit.), pp. 140, 157, note 59.
22 Ignace Bossuyt (Catholic University of Louvain) kindly sent me his observation in a letter of 1 December

1997.
23 Ibid.
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necessary to digress for a moment. Infrared
reflectography confirms what is already ap-
parent to the naked eye, namely that the
work was overpainted at a later date, pro-
bably in the eighteenth or nineteenth centu-
ry.24 The repainting affected the whole of
the background, which is now covered with
a layer of rather crudely applied light brown
paint. It cannot be said with any certainty
what is under this layer, because no sample
has been taken for analysis. Infrared reflec-
tography did not reveal any inscription or
coat-of-arms in the upper left-hand corner,
contrary to what one might expect. During
the IRR examination the underdrawing was
detected only in certain places – namely, on
the musician’s face and hands. No significant
alterations were made to the two excerpts of
musical notation. But changes (perhaps from
the eighteenth or nineteenth century) were
made to the musician’s attire – and this is
the reason for our short digression. His gar-
ment is now in shades of brownish black.
The original master no doubt painted the
clothing using a similar combination of colours, but he differentiated the tabard more,
as was the fashion at that time (figure 6).25

The overpainting has also suppressed the well-rendered sleeves of the man’s
overgarment. As the IRR image clearly shows, the sleeves were puffed at the shoul-
ders. Their colour was also lighter than it is now – probably a dark brownish red. The
bonnet and the collar of the musician are also significant for the dating of the panel.
The collar of the man’s white shirt was trimmed with small, gathered ruches tightened
by cords.26 This was the fashion in the Low Countries in the 1550s and early 1560S. And

24 Restoration research was carried out by Zora Grohmanová (National Gallery in Prague) in 1999, to
whom I am indebted for her assistance. See also the IRR documentation of these portraits in the
Restoration Department archives of the National Gallery in Prague. The IRR examination was carried
out by T. Joudová and O. Kotková in 1998.

25 On sixteenth-century clothing, see, for instance, J. M. Baart, Een 16de-eeuws leren wambuis naar lands-
knechten-mode (A 16th century jacket following the mode of the lansquenets) in R. Kistemaker and
M. Jonker (eds), De smaak van de elite. Amsterdam in de eeuw van de beeldenstorm (The taste of the elite.
Amsterdam in the age of iconoclastic riots; exhib. cat.), Amsterdam (Amsterdams Historisch Museum)
1986, pp. 68–77 and B. M. A. M. Du Mortier, Het kledingbeeld op Amsterdamse portretten in de 16de eeuw
(The picture of dresses according to Amsterdam portraits in the 16th century), in ibid., pp. 40–60.

26 Du Mortier, Het kledingbeeld op Amsterdamse portretten in de 16de eeuw, p. 45.

6. Northern (?) Netherlandish School, 1550s.
Portrait of a Musician,

detail of infrared reflectography
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finally, the dendrochronological analysis of the oak support conducted by Peter Klein,
in 1999, confirmed that the conclusions following from the other approaches were
correct. Klein has established the year 1541 as the earliest date for the felling of the
tree (from which the support of the painting was created); it was most likely felled
between 1544–1546–1550+x. The earliest possible date for the painting is 1543, but
most likely it was done from 1548 onwards. The oak tree came from the Baltic
region.27 It can therefore be safely assumed that our musician was painted sometime
after the mid-sixteenth century. A more specific dating is made possible by the afore-
-mentioned findings. The most likely date of origin is in the 1550s. In view of the
absence of specific stylistic detail it is, however, rather difficult to associate the
portrait with a particular master or school. It seems, however, that the opinions of
scholars such as Rudolf E. O. Ekkart and Christian Tümpel, according to whom it is
possible to discern points in common with Northern Netherlandish portraiture, are
most probably justified.28 Certain stylistic analogies are offered by the pictures of Paul
Philippot called the Master of the Antwerp Family Portrait, whose portraits from
1554–1559 were painted in Amsterdam.29 The portrait of a musician, however, is not
of the quality of this master – it has neither the thorough modelling of the face nor the
depiction of the sitter’s hands as bony and of slightly exaggerated proportions, which
are characteristic of the Master of the Antwerp Family Portrait. In our opinion,
therefore, we can assume that this artist belonged to a wider stylistic circle of the
Master of the Antwerp Family Portrait or was influenced by him. This suggests the
Prague picture was painted in the northern Low Countries in the 1550s.

A description and analysis of the painting would be incomplete without mentio-
ning the reverse side. The fact that the painting bears no sixteenth-century inscrip-
tions, coats-of-arms, or panel-makers’ marks may be of no real relevance for the
dating and locating of the origin of the portrait, but this, too, casts light on chapters in
the long history of the painting, and indicates how it was perceived at a certain time.
A label affixed to the reverse side with the number 79 (1925) refers to the Balla
inventory.30 In this document, Item no. 79 is described as a painting on wood
(69 × 54 cm), sixteenth century, German school, portraying a musician. The record
includes the comment “sehr wertvoll”. With the help of Balla’s record, it is possible to
identify the work in earlier Waldstein inventories from Duchcov and Doksy, which are
briefer and without dimensions, but where the same portrait is attributed to Hans
Holbein (as was just mentioned), to whom inventory writers ascribed almost all
Netherlandish and German portraits from the sixteenth century. The painting (and

27 See P. Klein’s report of 28 May 1999; in the curatorial files of the National Gallery in Prague.
28 I should like to thank these colleagues for sharing their views with me at the Olomouc conference.
29 P. Philippot, Le Maître du portrait de Famille d’Anvers. Bulletin van de Koninklijke Musea voor Schone

Kunsten (Brussels), 6, 1957, pp. 115–126. Phillipot names the author according to the Family Portrait of
Thomas Gerritsz Doesburch with Claesje Hendricksdr Roeclaes and with two children (Antwerp, Koninklijk
Museum voor Schone Kunsten, inv. no. 5034). See also the catalogue De smaak van de elite, see note 25,
p. 37, fig. 55. I am indebted to Christian Tümpel for having brought my attention to the Philippot article.

30 Bilderverzeichnis vom Maler Balla, see note 13.
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opinions regarding its attribution) can be demonstrated to have dated from as far back
as 1823.31

An examination of the nineteenth-century Waldstein inventory makes clear that all
the mentioned portraits in this period were ascribed to the German school, either in
general or when the artist was mentioned – as in the case of Hans Holbein and possibly
Lucas Cranach (who appears in the inventories of 1823 and 1900 as the artist of
Portrait of a Pilgrim Journeying to the Holy Land). We do not know what attribution
appeared in the earlier records; here one can read only that the Pilgrim was possibly
listed in 1743 under the name Maydenz, which can safely be considered a corrupted
form of the name Massys.32 The other paintings tended to be inventoried as “anony-
mous of the old school” and it is likely that the pictures made their way into the
Waldstein collection with this designation.

The portraits from the former Waldstein collection may not be masterpieces of
sixteenth-century Netherlandish painting; however, if interpreted correctly, they do
turn out to be an extraordinarily interesting testimony to Netherlandish culture of the
period. The fact that these objects are paintings, that is, objects appraised primarily
from the viewpoint of art history, is certainly important, but it is by no means the sole
legitimate viewpoint from which to consider them. It is even possible to derive the
precise dating of the Portrait of a Musician with the help of methods that lie outside the
field of art history proper. With the aid of art history, therefore, we can interpret it
only in part; for a more thorough evaluation, we must employ the methods of other
scientific disciplines. The case of the picture with the musician can hardly be unique.
In our collections there are surely many other works of art which merit thorough
examination. For that, however, a full team of experts is necessary, as I hope I have
demonstrated here.

31 Fideikommissherrschaft Dux-Oberleutensdorf. Verzeichnis der in die Schlösser Oberleutensdorf und Hirsberg
überführten Bilder. State Regional Archives Prague, Mnichovo Hradiště, RA Waldstein file, VI-142, box
254, item no. 349, see also Machytka, note 13.

32 Specification meyner bildter, see note 16. See also Machytka, note 16.
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ACTA UNIVERSITATIS PALACKIANAE OLOMUCENSIS
FACULTAS PHILOSOPHICA NEERLANDICA II – 2003

The “Crucifixion” from Frans Floris’ Workshop in Slovakia1

Ingrid Ciulisová (Slovak Academy of Sciences, Bratislava)

The Slovak National Gallery in Brati-
slava includes in its collections a number
of high-quality Netherlandish paintings.
For the most part this is the result of
a systematic acquisitions policy pursued
over many years by the Slovak art histo-
rian Karol Vaculík. Like the Gallery’s col-
lection of Italian painting it is, however,
almost completely unexamined – and this
despite the concentrated effort of Jarmila
Vacková and the more than noteworthy
results of her research in this field.2

This collection of Netherlandish pain-
ting includes Crucifixion (SNG Bratisla-
va, inv. no. O 4693, oak, tempera, oil,
125 × 97.8 cm. – figure 1). It was pur-
chased from private hands in 1974 and was
shortly afterwards firstly classified as the
work of an unknown Netherlandish pain-
ter from the end of the sixteenth century
and later as being by one of the pupils of
Frans Floris.3 The opportunity for a more
detailed and global ascertainment presen-

1 I should like to express my gratitude to prof. Carl Van De Velde for his kind assistance.
2 Above all: J. Vacková, Nizozemské malířství 15. a 16. století. Československé sbírky (Dutch painting from

the 15th and 16th century. Czechoslovak collections). Prague 1989. See also: J. Vacková and M. Comblen-
Sonkes, Les Primitifs flamands. II. Repertoire des peintures flamandes du quinzième siècle 4. Collections de
Tchècoslovaquie. Brussels 1985.

3 K. Vaculík, Staré európske umenie. Slovenská národná galéria. (Brochure). Vydané pri príležitosti sprístupne-
nia nových expozícií SNG. (Old European art. Slovak National Gallery. Printed at the occasion of the
opening of the new expostions of the SNG) Without date. Also in: Európske maliarstvo 15.–18. storočia zo
zbierok Slovenskej národnej galérie. Galéria 8. Staré umenie v Slovenskej národnej galérii Bratislava.
(European art from the 15th till the 18th century from the collections of the Slovak National Gallery.

1. Crucifixion. Bratislava, Slovak National Gallery
Inv. no. O 4693
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ted itself in 1995, when the panel was restored.4 The Crucifixion scene was in fact
a staple of the Floris atelier and its employment is confirmed by several of its surviving
works. Those showing the closest affinity with the Bratislava panel are probably
a Crucifixion from Wiesbaden (figure 2) and one very closely associated with it,
a Prague drawing of the scene (figure 3).5

2. Frans Floris, Crucifixion
(Museum Wiesbaden, Inv. no. M790)

3. Crucifixion
Prague, National Gallery

Gallery 8, old art in the SNG), Bratislava 1984, p. 145. The opportunity for a more detailed and
encompassing research came about in 1995, when the panel was restored.

4 The picture was restored by Mária Ďuricová. Information uncovered in the process was published in the
catalogue to the exhibition Reštaurátorské ateliéry Slovenskej národnej galérie 1991–1995. Slovenská
národná galéria marec-máj 1996 (Restauration ateliers of the Slovak National Gallery 1991–1995. SNG,
March-May 1996), pp. 14–15, cat. no. 6. In the catalogue, Zuzana Géczová attributed The Crucifixion to
an unknown Netherlandish painter of the last third of the sixteenth century, specifying that “the typology
of the figures, the colour scheme, the manner of painting, and the compositional construction of the image
place it in the circle of the Antwerp Mannerists of the end of the last third of the sixteenth century.”

5 Vom Aufgang der Neuzeit. Europäische Meister von 1520 bis 1640. Manieristen. Sammlung Familie Grzimek.
Ravensburg 1956, p. 7; M. Friedländer, Early Netherlandish Painting. XIII, Brussels 1975, pl. 55, cat. 128,
p. 84; Wiesbaden, Städtisches Museum, Gemäldegalerie, inv. no. M 790, oil on oak, 130 × 105 cm, signed.
The most detailed treatment yet of the panel is in C. van de Velde, Frans Floris. 1519/20–1570. Leven en
werken. I. Brussels 1975, pp. 227–228, cat. 79, pl. 32. Also presented in detail in earlier literature: Kresba
s Ukrižovaním (Drawing with a crucifixion) – NG Praha, Sbírka grafiky a kresby, inv. no. K 31816,
pen-and-wash drawing, 480 × 375 mm. The most detailed account so far of the drawing is in: C. van de
Velde, Frans Floris 1519/20–1570. Leven en werken. I (Frans Floris 1519/20-1570. Life and works).
Brussels 1975, pp. 370–371, cat. 36, pl. 135. Velde sets the year 1553 as the terminus ante quem for the
work’s creation.
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The Bratislava panel is, like the Wiesbaden panel, rectangular in shape and is of
similar dimensions. As yet no information has come to light that would suggest that it
originated as part of an altar. Like the Wiesbaden work, it presents a multi-figured
Crucifixion scene: in the middle is the cross with Christ, at the sides those bearing the
thieves, and to the fore a group of three grieving Marys. In keeping with traditional
Crucifixion iconography, it includes St John and Mary Magdalene. The rear plane of
the composition features a group of Roman soldiers, and the landscape horizon is
relieved by urban architecture. Although at first sight the two panels have much in
common, substantial differences are also evident. Above all, the Bratislava picture
presents a far more thickly peopled composition. Also, the cross with Christ is
positioned on the opposite side of the painting to the one it occupies in both the
Wiesbaden painting and the Prague drawing, as, indeed, are the crosses with the two
thieves. In contrast to the Wiesbaden panel and the Prague drawing, Mary Magdalene
here embraces the cross and St John stands on the canonised left side. The figure of
the sobbing old woman wiping her eyes that we find in both the Wiesbaden and Prague
works is completely absent. It is in fact more than likely that the Prague drawing
served as a modello for the Wiesbaden account.

A detail in common, however, also links the Bratislava Crucifixion with the Prague
drawing. This is the figure of the spear-carrying soldier on horseback, positioned close
by the cross-bearing Christ. While this detail is supplied in the Prague drawing with
a high degree of drama – the horse is moving and the soldier is looking towards the
cross with Christ, i. e. towards the viewer –, the soldier of the Bratislava panel, in
contrast, is motionless. His horse is at rest and he is looking at the group of solders,
enhanced with genre detail, positioned opposite in the right-hand side of the picture.
The soldier pointing to the cross makes this group the vehicle of the dramatic
narrative. Although this soldier is also turned towards the viewer in the Wiesbaden
picture, he is to a great extent obscured by the compositionally dominant group of the
three Marys. An additinal important point here is that in both the Prague and
Wiesbaden works the scene of the soldiers casting lots for Christ’s clothes (John
19: 23–24) is entirely omitted. The artist of the Bratislava Crucifixion, who conceived
his work in a vertical format, slightly shifted the central figural scene with the three
Marys backwards within the overall composition and situated the trio of Roman
soldiers throwing dice to the vertical axis of the right-hand cross, into the right lower
corner.

We know that after the apprentice years which Frans Floris passed in the workshop
of Lambert Lombard, he spent – now an independent master in Antwerp – a period of
some length (1541–1545) in Italy. On his return, from 1547, Floris’ work began to
feature monumental, largely routine, painted religious scenes inspired above all by
Michelangelo and – which is the more relevant here – Tintoretto. This has been
recently confirmed by the research of W. Berth Meijer.6 It is in Tintoretto’s Crucifixion

6 The influence of Michelangelo on the work of Frans Floris has been most recently examined by E. de
Coninck, L’influence de Michel-Ange dans l’oeuvre peinte, dessinée et gravée de Frans Floris. Revue des
archéologues et historiens d’art de Louvain 26 (1993 for 1995) 219–220. The connection between Floris’
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in Venice’s Galleria dell’ Academia that this scene with the three Roman soldiers
casting lots for Christ’s clothes is to be found.7 The artist of the Bratislava painting
retained the essential composition of the Tintoretto source in positioning the trio of
men in the lower right corner in such a way that the viewer is actually an engaged
witness to the throwing and is even able to check for himself its outcome. The types of
male head used for the dice-throwing soldiers by the painter of the Bratislava picture
are typical for the output of the Floris atelier at the beginning of the 1560’s and have
their counterparts.8 That Tintoretto’s Crucifixion was the inspiration for this artist is
also indicated by the interplay between the figures of the three Marys below the cross.
The affinity of the contrapposto of the two Marys supporting Christ’s mother, and
above all of the Mary with her face turned away, or the similar type of oval female
head with light, upswept hair intertwined with gold, pearl-encrusted headgear. Although
the influence of Michelangelo is also not to be dismissed, the Tintoretto inspiration
was also crucial for the Prague drawing and the Wiesbaden panel. In this case,
however, it was rather the artist’s Crucifixion in the church of Santa Maria del Rosario,
again in Venice.9 When comparing this work with the Wiesbaden panel, it is evident
that the group of three Marys below the cross is a version of the Tintoretto source. The
grief-stricken mother of Jesus reclines unconscious in the arms of one of the other
Marys, while the other bends over her in concern. The role played by the Santa Maria
del Rosario Tintoretto in Frans Floris’ Antwerp workshop is also evident from com-
parison with another Crucifixion from the Floris circle, namely that constituting the
central panel of the Calvary triptych in Arnstadt.10 The artist of this work has even
respected the shape of Tintoretto’s panel, with its bowed termination in the upper
part.

In connection with the Bratislava work treated here, one further detail is important
which distinguishes it from all the analogies we have mentioned. The artist of the

pictures and the works of Tintoretto was pointed out by Dora Zuntz, Frans Floris. Strasbourg 1929, p. 12;
see also Carl van de Velde: Frans Floris (1519/20–1570). Leven en werken. I. Brussels 1975, p. 30. A more
recent persuasive account is B. W. Meijer, Fiamminghi e olandesi nella bottega veneziana: il caso di Jacopo
Tintoretto. In: Il Rinascimento a Venezia e la pittura del Nord ai tempi di Bellini, Dürer, Tiziano. (Hrsg.
Bernard Aikema). Palazzo Grassi, 5. IX. 1999 – 9. 1. 2000. Milan 1999, pp. 132–143.

7 Venice, Galleria dell’Accademia, n. 213, 282 × 445 cm. R. Palucchini and P. Rossi, Tintoretto. Le opere
sacre e profane. I. Milan 1982, cat. 171, pp. 168–169, pl. 224. The dating of this work of Tintoretto’s is not
stable, with placings among scholars ranging from 1548 to 1570. Tintoretto’s drawing of soldiers throwing
dice is to be found in the Gabinetto disegni e stampi of the Uffizi in Florence, no. 13005.

8 One must draw attention above all to the analogy between the head of the helmeted Roman soldier in the
Bratislava Crucifixion and a study of a head wearing a helmet. (See M. Friedländer, Early Netherlandish
painting. Antonis Mor and his contemporaries. XIII. Leyden-Brussels 1975, plate 80, ill. 157, here identi-
fied iconographically as the head of Mars; see also Carl van de Velde, Frans Floris (1519/20–1570). Leven
en werken. I. II. Brussels 1975, pl. 63, cat. no. 128, pp. 270–271. The present location of this work by Floris
is unknown.

9 Venice, Church of Santa Maria del Rosario, 297 × 165 cm. R. Pallucchini and P. Rossi, Tintoretto. Le
opere sacre e profane. I. Milan 1982, p.186, cat. 249, pl. 332.

10 C. van de Velde, Frans Floris. 1519/20–1570. Leven en werken. I. Brussels 1975, pp. 202-206, cat. 54–58,
pl. 21–22. The Arnstadt Crucifixion triptych panel is signed and dated 1554.
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Bratislava painting has no longer rendered the distraught mother of Jesus, supported
on both sides, with a theatrical expression and as a helplessly supine woman whose
suffering has brought on a fainting fit. Unlike the Tintoretto picture, but also unlike
the Wiesbaden and Arnstadt Crucifixion and the Prague drawing, Mary in the Brati-
slava panel merely bears her grief sitting. Her eyes are open and she is being sup-
ported only very loosely from the rear by one of the other Marys. The Bratislava
example is entirely bereft of the dramatic tension and expressiveness characteristic of
the Tintoretto works to which we have alluded. We emphasise this aspect above all
because both the Prague drawing and the Wiesbaden panel most likely originated
during or immediately after the Council of Trent (1545–1563), which made a crucial
contribution to the modification of the Christian iconography used thitherto, inclu-
ding that of the Crucifixion. As well as the indisputable inspiration of Tintoretto’s
works, a further pointer to Venetian painting is the colour scheme employed, and the
very manner of painting of the Bratislava Crucifixion. The artist laid no great store by
compositional mastery. Indeed, this multi-figured composition is somewhat wayward.
The overall plan, but also details such as the “amputated” figure of the soldier in the
right lower part of the image and the fragment of a dog standing near him, the soldier
casting dice or the man placed behind St John, would seem rather to suggest a horizontal
format. This format had been used by Tintoretto in the case of the Crucifixion from
Venice’s Galleria dell’ Accademia.

What holds the Bratislava painting together, then, is the colour. The warm atmo-
sphere built on reciprocity and richness of warm brown and red tones, is transfused by
a soft light which comes from the front and directs the viewer’s gaze to the epicentre of
the action. Colour and light here completely balance each other and enhance form.
The only slight exception, perhaps, is the figure of Jesus’ mother. The rendering of her
face, neck and half-revealed bosom, unlike that of the other three women in the
picture, retains the typical Netherlandish monochrome veering on porcelain-white
value, only a touch roseate. This is further accented by the white headwear that
descends to shoulder and bosom. Although the Bratislava painting is unsigned, the
participation of Floris himself can be, however, safely excluded. Although there can
be no contesting the quality of the Bratislava Crucifixion, a certain degree of cold
schematism close to Rome classicism is, nevertheless, in evidence. The Bratislava
instance lacks the bravura of draughtsmanship of Floris’ own works and the vividness
of expression of the individual figures as well as the application of colour shadows.
Also absent is the virtuoso handling of anatomical shorthand within a dynamised
composition which Floris acquired during his sojourn in Italy. This is, perhaps, most
apparent from a comparison of the wasted body of the crucified Christ of the Brati-
slava picture with its athletically taut counterpart in the Wiesbaden panel. It is
probably here that the dialogue between Italian innovation and Netherlandish tradi-
tion is at its most legible, with the latter evident in the chosen type of multi-figured
Crucifixion, enriched by genre details, as we meet for example in Hans Memling (the
Crucifixion of the Passion altar of the Greverade family).

In connection with the Bratislava Crucifixion there is a remark by Carel van
Mander that might be interesting. When Frans Floris died, in 1570, he left, according
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to Van Mander, a large unfinished altarpiece,
commissioned by the Grand Prior of Spain.
The main part of this altar was the painting
Crucifixion. Perhaps in accordance with Flo-
ris’ last will this altar was completed by Frans
Pourbus the Elder and Crispin van den
Broeck.11 The Bratislava Crucifixion appears
to be stylistically related to works ascribed to
Crispin van den Broeck (1523 – between 1589
and 6 February 1591). For instance, we can
see in the Bratislava Crucifixion those female
and male heads similar to those in the Crispin
van den Broeck paintings with Jesus in the
House of Simon (formerly E. Schweizer col-
lection, Berlin) and The Crossing of the Red
Sea (collection of Museum Molins de Rey in
Barcelona)12. Moreover the Bratislava Cruci-
fixion illustrates a close affinity with the en-
graving Christ on the cross between the two
thieves by Jacob de Gheyn II after Crispin van
den Broeck13 and more particularly with the

drawing Crucifixion signed by Crispin van de Passe. (Former collection of C. R. Rudolf,
London, sold via Sotheby 24-4-1983 in Amsterdam, the photo is preserved at the RKD
– figure 4).

For a comparison with the Bratislava Crucifixion, a painting Crucifixion attributed
to Crispin van den Broeck (sold via Drouot 2-4-1981 in Paris) might also be important.
On the other hand, we know that the composition of Crucifixion with its scheme of
three crosses was popular among Netherlandish Romanists. In connection with the
Bratislava Crucifixion we should also make a reference to two paintings completed by
Michiel I. Coxcie (1499–1592): to his Crucifixion from a Barcelona private collection
as well as to Coxcie’s triptych preserved in the Brussels St. Michel Cathedral. There
are certain similarities between Coxcie’s and Broeck’s versions of the Crucifixion,
such as, the composition of the crosses and the gestures of soldiers casting dice or the
figure of St. John, which remind us that Coxcie might have been familiar with the

11 See Carl van Mander, Le livre des peintres. I. ed. Henri Hymans, Paris 1884, p. 344–345.
12 Concerning Crispin van den Broeck see: P. Wescher, Crispin van den Broeck as Painter. Jaarboek van het

Koninklijk Museum voor Schone Kunsten, Antwerpen 1974, p. 171–185. M. Diáz Padron, Algunas
pinturas ineditas de Crispin van den Broeck en España. Studies in the History of Art, vol. 13, 1984,
p. 77–82; C. van de Velde: Crispin van den Broeck, in: The Dictionary of Art, Vol. 4, London/New York
1996, p. 839.)

13 F. W. H. Hollstein, Dutch and Flemish Etchings, Engravings and Woodcuts ca. 1450–1700. Vol. VII.
Amsterdam 1951, p. 173; see I. Ciulisova, Dva obrazy z dielne Fransa Florisa v slovenskych zbierkach. Two
paintings from the Workshop of Frans Floris in the Slovak Collections. Ars 1–3, 2000, p. 157–171.

4. Crispin van de Passe after Crispin
van de Broeck, Crucifixion
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popular Frans Floris studio14. Another work of interest might be Michel Coxcie’s
fresco painting The Torture of St. Barbora (Rome, Santa Maria dell’ Anima) with its
group of soldiers showing similarities to the Bratislava painting. According to Nicole
Dacos’ recent paper, Coxcie made a lot of copies not only to establish his repertory,
but also in order to complete special commissions15. There is no doubt, that further
research on this painting merits greater attention in the future.

14 See K. Johns: Coxcie in Brussels. In: Michiel Coxcie, pictor Regis. 1499–1592. International colloquium,
Mechelen, 5 en 6 juni 1992, Malines 1993, p. 247–255.

15 N. Dacos, Michiel Coxcie et les Romanists in: Michiel Coxcie, pictor regis, 1499–1592. International
colloquium, Mechelen, 5 en 6 juni 1992, Malines 1993, p. 56
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ACTA UNIVERSITATIS PALACKIANAE OLOMUCENSIS
FACULTAS PHILOSOPHICA NEERLANDICA II – 2003

Themes and Subjects in Early Modern Latin Plays in the Netherlands

Jan Bloemendal (Constantine Huygens Institute, The Hague)

Latin drama in the Netherlands is an amalgam. The plays differ from common-
place farce to highbrow tragedy, from school play to university drama, from Everyman
allegory to revenge tragedy, political drama or biblical play. Moreover Neo-Latin
drama is a European genre, and a playwright in the Netherlands writing for instance
a tragedy on the Jephtha-theme had to cope with the versions of the Scottish scholar
George Buchanan and the German humanist Jacob Balde.

In addition, in another respect the borders are open, and, indeed, crossed. The
German humanist Caspar Ens appeared for some years in Holland, among other
places teaching at the Latin school in Delft, where he writes a tragedy. Is this a Dutch
or a German work? Ens makes it easier for us, as his subject was “very Dutch”, that is
the murder of William of Orange.1 A similar case when the Dordrecht humanist
Narssius went to Sweden and wrote a tragedy on Gustaf Adolf II where the question
can be posed whether this is Dutch or Swedish literature.2 Thus something somewhat
strange is usually done here, with these types of works treated as a separate form of
literature which fits into a broader context and is basically a European affair. More-
over this Latin drama originated in a society that also produced literature in the
vernacular.

Another complicating factor is that the plays have been transmitted in very diffe-
rent conditions: some of them were printed, while others were handed down in
manuscript form, or merely in a summary, the so-called periocha. One drama, planned
by the famous Dutch poet Constantijn Huygens, is no more than a rough outline of the
plot with a few lines of the first scene. Certain works are only known because they are
mentioned by others. Both the fame of the plays and their impact on the literary
discourse has varied widely.

1 See C. Ens, Princeps Auriacus (1599). (De prins van Oranje). (eds.) J. Bloemendal & J. W. Steenbeek,
Voorthuizen 1998 and L. van Gemert’s review in Tijdschrift voor Nederlandse Taal- en Letterkunde 115
(1999), pp. 91–92. A similar difficulty is raised by the Lorrain author Pirouel, who taught in Malines
(Mechelen).

2 On Narssius see J. Bolte (ed.), Coligny, Gustav Adolf, Wallenstein. Drei zeitgenössische lateinische Dramen
von Rhodius, Narssius, Vernulaeus, Leipzig 1933; W. Milch, Gustav Adolf in der schwedischen und
deutschen Literatur, Breslau 1928.
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In this paper only a general outline of Neo-Latin drama in the Netherlands will be
given, making use of some of the most important authors as landmarks. Then a few
remarks will be made on certain similarities and lastly a few additional connections
between drama and the visual arts.

Introduction

Like so many things in early modern times,
ancient drama experienced its renaissance in
Italy.3 This rebirth of classical theatre can be
dated very precisely: in 1315 the Paduan poli-
tician Albertino Mussato, a friend of Dante,
composed a classical tragedy. It was the first
effort to write a classical play since the Roman
period. His model was the Roman playwright
and philosopher Seneca; obviously so, because
Greek drama was not yet known (the Erasmus
and Buchanan translations of Euripides, for
instance, would not be published before the
16th century). In addition, the Stoic lessons the
humanists read in the ten plays assigned to
Seneca, were tremendously appealing for them.
Comedy began in 1335, when Petrarch tried
his hand at a comedy which, unfortunately, has
been lost.

Latin drama, tragedy and comedy were not
confined however to Italy. Eventually it reached
the Northern Countries, where the schoolmas-
ter Georgius Macropedius was the first to win
certain fame by writing Latin plays. These were
comedies with a Terentian structure and Plau-
tine diction. Others followed in his footsteps.

Around 1600 a shift can be seen in the repertoire of Latin dramas in the Nether-
lands. In contrast to the mainly biblical plays of the sixteenth century, authors turned

3 The amount of literature on Neo-Latin drama is huge. An overview is given by J. IJsewijn and D. Sacré,
Companion to Neo-Latin Studies. Part II: Literary, Linguistic, Philological and Editorial Questions. Leuven
19982, p. 139–164. IJsewijn gives a list of Neo-Latin plays in the Netherlands in “Annales theatri Belgo-
Latini. Inventaris van het Latijns toneel uit de Nederlanden” (Annales theatri Belgo-Latini. An invento-
ry of Latin theatre in the Netherlands) in: J. Veremans, Liber amicorum Prof. Dr. G. DeGroote. Brussel
1980, pp. 41–55; additions in: Theatrum Belgo-Latinum. Het Neolatijns toneel in de Nederlanden (The-
atrum Belgo-Latinum. The Neolatin theatre in the Netherlands), Academiae Analecta. Mededelingen
van de Koninklijke Academie voor Wetenschappen, Letteren en Schone Kunsten van België. Klasse der
Letteren 43 (1981), pp. 69–114.

1. Portrait of Macropedius in Phil. Gallileus,
Virorum doctorum de disciplines
benemerentium effigies XLIIII,

Antwerp 1572
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to late antique, medieval and contemporary historical topics for their plays. Almost at
the same time drama shifted from a form almost exclusively based on the Roman
comedies of Plautus and Terence to a form in which Seneca’s tragedies were the main
model. This change seems to be connected with the increasing attention paid to the
Stoic philosophy which could be combined with the Christian faith. This could also
have been a response to the demands of a more and more chaotic world with political
changes which called for new solutions. The key work in this movement is Justus
Lipsius’ De constantia (1584).

In addition, drama in the mid fifties of the 16th century changed from allegorical
forms, comparable to the rhetoricians’ drama, to a more sophisticated model, in which
moral lessons were embodied by “real” persons.

Comedy in the sixteenth century

At this point some of these developments will be elucidated. The famous Den
Bosch and Utrecht schoolmaster Georgius Macropedius wrote twelve Latin dramas
which he called comoediae or comoediae sacrae. The first of these plays, meant to be
staged at “vastelavond” (Mardi Gras), treats subjects taken from “daily life”, such as
a peasant’s wife trying to sell some birds – and being tricked by two crooks (Aluta,
1535, but written in 1515), or naughty schoolboys (Rebelles, 1535/1515). In some of his
comedies he ridiculed the clergy. Macropedius also created an adaptation of the
Everyman theme (Hecastus, 1539). While in Macropedius’ early plays it was the church
or the schoolmaster bringing the solution, in the Hecastus it is Faith bringing about
Everyman’s salvation. It will not come as a surprise that Macropedius feared accusa-
tions of having Protestant inclinations. The more so after the problems that arose
following the “Landjuweel” of Ghent of 1539. Nineteen chambers of rhetoric had
written plays answering the question “What is the most important consolation for
a dying man”. Plays that were suspected of heterodoxy were forbidden and put on the
index. After this Macropedius, who had to be cautious as rector of the Latin (and
Catholic) school at Utrecht, wrote more orthodox and harmless plays.4 For instance
on poor Lazarus (Lazarus mendicus, 1541) or the story of Joseph (Josephus, ex carcere
in thronum, 1544), in which the chastity theme is especially worked out. Subjects from
daily life and medieval themes are visualised and allegorised.

The development from a moralising, allegorising drama to a symbolising type can
be substantiated by Macropedius’ first play and another play on the same subject,
Asotus evangelicus (published in 1537, but written some thirty years earlier) and
Guilielmus Gnapheus’ Acolastus (1529).5 Both treat the theme of the prodigal son. Of

4 F. Leys, Macropedius … leves et facetas fecit olim fabulas. Een opmerkelijke evolutie in de toneelstukken van
Georgius Macropedius (Macropedius … A remarkable evolution in the theatre of Georgius Macro-
pedius), Handelingen der Koninklijke Zuidnederlandse Maatschappij voor Taal- en Letterkunde en
Geschiedenis 40 (1986), pp. 87–96.

5 This was one of the most successful plays of the early modern Latin drama, which ran through more than
50 editions. A modern edition was made by P. Minderaa (Zwolle 1956).
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the two plays the one by Macropedius is far more medieval, putting devils on the stage
and explicitly moralising, especially in the choral songs, for instance a song of loving
children who are grateful to their parents. In most prodigal son plays there is an inn
scene. This is not the case in Asotus, as Macropedius wanted to observe the unity of
place and perhaps found such a scene unfit for schoolboys. Acolastus, by the school-
master from the Hague Gnapheus, is more “modern”. The story is presented as scenes
from daily life, symbolising – and not allegorising – the spiritual. In addition, biblical
quotations are combined with humanist practical wisdom in a scene in which the
father and his adviser discuss, among other subjects, the rule of the world by Divine
Providence, indicated by the classical word fata (Fate). There is no moralising directed
at the public, not even in choral songs, for there are no choral songs at all.

The fact that the developments sketched here were certainly not linear can be
shown with these two plays. Macropedius’ “medieval” play was written about 1507,
while Gnapheus’ “modern” play was written 20 years later. As late as 1537 the old
form of Macropedius’ play appealed to the publisher to such an extent that he had it
printed.6

Another important playwright is Cornelius Schonaeus of Haarlem, also called
Terentius christianus.7 This rector gymnasii wrote several comoediae sacrae on Old and
New Testament subjects, and on topics taken from the Apocrypha. The first ones were
Tobaeus and Nehemias (both staged in 1568), dealing with the story of Tobias and the
Angel and treating the upheaval and restoration of Jerusalem under the governor
Nehemiah. While Macropedius and others had reintroduced choral songs in their
comedies, Schonaeus leaves them aside, just as the ancient Roman comedy writers
had done. Exemplary for the way in which Schonaeus treats a theme is his Iosephus
(1592):

“The play runs through the whole story, from Dothan to Jacob settling in Egypt. Emphasis is laid
not so much on Joseph as on the history of Salvation as a whole. The portrayal of the protagonist
in numerous sententiae along Senecan lines, attests to the author’s endorsement of the Neo-
Stoic ideals (…).”8

6 In the Omnes fabulae comicae (Utrecht, Borculous, 1552–1553). The sixteenth century The Hague
schoolmaster Gnapheus is a special case. Beside Acolastus, he wrote another piece that cannot be
compared to any other play from that time. This is the Morosophus (1541), a comedy in which a flute-
player Morus (a fool) pretends to be an astrologist. He hides himself in his house when he sees in the stars
that a rain will come which will make all humans into fools. He himself, the only wise man, will then be
king of the fools, he thinks. But after being maltreated by maddened peasants he decides to wash in the
rainwater and to become a fool amongst the fools. He then becomes a pupil of Sophia (Wisdom), in an
Erasmian way, compare the Praise of Folly. The only play I know which it could be compared with, is
Rhinocéros (1960) by the Romanian-French dramatist Eugène Ionesco in which the protagonist Béranger
is the only one who resists totalitarianism.

7 After the title of a pirate edition of his plays that appeared in 1595 in Cologne.
8 Arthur Eyffinger in his edition of Grotius, Sophompaneas 1635. Assen and Maastricht 1992, p. 52. In 2001

Hans van de Venne defended two theses at Nimegues University (23 October) and Louvain University
(30 November) dealing with the new biography.
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The form of Schonaeus’ plays is Terentian, while their content and style are far more
Senecan. In this respect they form a transition between comedy and tragedy.9

Didactic purposes

The purposes of Latin drama were predominant-
ly didactic. Its primary aim was to practice the spo-
ken Latin language and to show fellow pupils or
students, parents and magistrates the high quality of
the instruction given in the school or at the universi-
ty. Moreover it made a contribution to the moral,
political and religious elevation of the students.10

Obviously this didactic goal had an impact on the
content and composition of the plays. There tends to
be more emphasis on vocabulary (copia verborum)
than would be necessary (or even advisable) for
a drama.11 The number of actors varied according to
the number of pupils in the class, with at times more
characters in the play than required by the plot.
Religious aims could be attained, inter alia through
choosing a particular plot. In Macropedius’ Aluta the
solution and salvation are brought about by a Roman-
Catholic priest and in his Rebelles the schoolmaster
turns out to be the ministering angel.

Tragedy in the seventeenth century

With Schonaeus we reach on tragedy in a Senecan fashion. “Pure” Senecan drama
was initiated and propagated at Leyden University, where Hugo Grotius and Daniel
Heinsius studied. Both of them started as philologists studying literature and writing it
themselves. Grotius created a biblical drama on the exile of Adam from paradise
(Adamus exul, 1601), Heinsius followed a few months later with a nationalistic play on
William the First, his history play Auriacus, sive Libertas saucia (Orange, or the
wounding of Liberty, 1602), in which patientia and constantia are important themes.
Although the authors co-operated, the two tragedies differ widely: a biblical drama

9 A parallel between Schonaeus’ Iosephus and Macropedius’ Adamus is the emphasis placed on the history
of salvation in general. Schonaeus is not only the author of a number of comoediae sacrae, but also certain
farces, among them remakes of those of Macropedius.

10 On the purposes of Neo-Latin schooldrama, see A. Fleurkens, Meer dan vrije expressie. Schooltoneel
tijdens de renaissance (More than free expression. School theatre during the Renaissance), Literatuur 5
(1988), pp. 75–82.

11 Macropedius, for instance, maked use of numerous synonyms, which would have served a double
purpose: the pupils learned additional words, and the audience were impressed by the pupils’ skills.

2. Frontispiece of the Auriacus,
Leyden 1602
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versus a historical play, a psychological versus a pathetic and philosophical approach,
and a verbal imitation of Seneca versus a more free imitation. Both picked up on
themes that had been treated earlier and implicitly commented on their forerunners.
Macropedius had already written an Adamus (1552). The schoolmaster demonstrated
how mankind, hopeless and lacking consolation after being driven out of paradise,
received remission, salvation and mercy from Christ. Thus, Macropedius displayed
figures from the history of Israel, from Abraham to Zechariah, from Isaac via Moses,
David and the prophets to Joseph and Mary. The parallels with Schonaeus’ Joseph
drama are obvious.

Grotius treats the subject in a completely different way. He dwells on the Fall of
Man and the interaction between Adam and Eve. His tragedy ends with the expulsion
from paradise. He demonstrates a closer resemblance to Seneca, as he describes the
action at a turning point and explores the emotions of the main characters.12 The
dramas of Heinsius and Grotius were very influential. They were directly imitated by
authors from the Northern and Southern Netherlands and their subject matter in-
duced others to write on similar subjects and in the same, Senecan, way.

The Southern Netherlands:
Nicolaus Vernulaeus and Jacobus Cornelius Lummenaeus a Marca

The most prolific writer of these imitations was the Louvain instructor of rhetoric,
Nicolaus Vernulaeus. This priest wrote 14 tragedies on historical subjects, from late
Antiquity to his own times. In most of the plays there is a conflict between a spiritual,
ecclesiastic authority and a more secular power, a king or military leader. Many of his
dramas deal with the theme of rebellion, in his days a topical matter. He of course
rejects rebellion. One wonders what made him treat so many historical subjects such
as the Roman soldier-convert Eustace and the emperor Hadrian, the East Gothic
King Theodoric, Thomas a Becket, Henry VIII, the martyrs of Gorcum and the Sea
Beggar Admiral Lumey van de Marck. He had observed how Daniel Heinsius and
others made use of a historical topic and followed their example. He also had another
reason, however. He wanted history to reform through moral exempla as a practical
tool for coping with the problems of his age. Drama had its role to play in this.13

A quite different playwright was the Ghent Benedictine monk Jacobus Cornelius
Lummenaeus a Marca. He took his subject matter from the Bible, mainly from the
Old Testament, and Christianised it. He also wrote a Jephtha tragedy.14 In his tragedy
Carcer Babylonius, whose subject is the Old Testament story of Zedekiah punished by

12 His two other dramas, Christus patiens (Christ’s Passion, 1608) and Sophompaneas (Joseph, 1635), also
deal with biblical subjects; those he thought the most appropriate for tragedy. In addition, Grotius shows
off his skills as a debater in the stichomythiae in Adamus exul.

13 According to James Parente, Jr., in a paper delivered at the Cambridge Congress of Neo-Latin Studies in
2000.

14 And plays on the burning of Sodom and Gomorrah, Abimelech, and the story of the poor Lazarus.
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the Babylonian King Nebuchadnezzar where he shows a Christian-like Zedekiah full
of remorse for his sins.15 In this way A Marca also comments on the problems of his
age. He wants his audience to improve their lives, in a Christian fashion, morally, so as
to bring about a better society.

Predominant themes

Neo-Latin drama in the Netherlands is a “coat of many colours”. Some major
colours can be discerned, however. Sixteenth century drama mainly dealt with reli-
gious themes. In the Northern Netherlands the theme of the prodigal son (Macro-
pedius, Gnapheus) achieved some popularity, perhaps as a means for the Roman
Catholic or Protestant writers to show the other party that remorse in the end will lead
to obtaining God’s mercy. An emphasis is laid on Salvation through Christ and on
personal moral good conduct. These are the tools with which sixteenth century
dramatists prepared their audience to cope with the difficulties of their age.

Seventeenth century Senecan drama contains a more political component. In
dramas like the Auriacus plays of Ens and Heinsius the Dutch revolt is defended,
Grotius in his Sophompaneas gives an example of just government. As one can expect
in a Senecan drama – Seneca was an eclectic, but mainly a Stoic philosopher – Stoic
philosophy, at least the concept of Fate and the rejection of vehement emotions, play
an important role. Fate, or God, causes the miseries (diseases, wars) that happen to
people; as this cannot be altered, the wisest thing to do is to accept it and not be
troubled by it.

In the drama of the Southern Netherlands things were not quite the same. Here
the theme of revolt was important as well. As could be expected, however, revolt is
disapproved of. Rebels are punished by God. Examples of such punished reckless
rebels were found in the Bible (for instance Zedekiah) or in pagan history (for
instance Mary Stuart). In the Southern Netherlands, interestingly, such political
themes are treated in biblical, mythical or “harmless” historical subjects instead of in
contemporary topical matter. The above-mentioned drama on Mary Stuart was prin-
ted as Maria Graeca, and the protagonist was altered into a Byzantine princess.

Drama and the visual arts

Many of the subjects that were treated in drama were also explored in the visual
arts. There are certain striking similarities, not only in terms of subject matter. Both
phenomena reflected and formed the ideas of their society. These were not of course
the only cultural manifestations to do so, but they did so in a similar way, that is to say
more or less indirectly. By putting a story on the stage, a playwright may teach, by

15 J. Bloemendal, Senecan Drama from the Northern and Southern Netherlands. Paganization and Christia-
nization, Nederlands Archief voor Kerkgeschiedenis / Dutch Review of Church History 81 (2001),
pp. 38–45.
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allegory or by symbol, or even in an explicit form, a moral or religious lesson. Already
mentioned was the Everyman-drama of Macropedius, which is allegorical; Grotius’
Joseph-tragedy is partly symbolic, visualising mercy for an exile, when he himself was
an exile as well. A playwright can also address his public with a direct moral. A painter
is able to do the same in similar ways: through allegory, depicting for instance
“Luxuria”, or in a “disguised symbolism”, by showing for instance a “merry company”
as a warning against Luxury.16 Thirdly, a painter may reveal his lesson directly, by
showing a book with an aphorism (sententia), or by adding a caption to a print or the
like.

There is also a similarity in development. In the same way that allegory developed
into symbolism in the visual arts, the early drama was mainly allegorical, and became
less explicit. These are of course tendencies in a relative, not in an absolute sense.

A third correspondence is the generic. A few definitions of genre paintings are that
they “are representations of everyday life” or “depict daily life plainly”.17 Over the past
decades a notion of a moral was added to it. Such definitions tally with ancient
definitions of comedy as for instance: “Comedy is a representation of everyday life,
a mirror of habits, an image of truth.”18 Or: “Comedy is a harmless representation of
private and public affairs.” If one takes a closer look – this is not a new observation –
comedy resembles genre painting. The characters are taken from what is more or less
daily life. And when this is not the case, they are still of “human size”. The audience
can, for instance, identify with or turn away from the prodigal son. His environment
was familiar to the author’s contemporaries, when he is “in good company” (in
a brothel) or in an inn.19 Moral lessons are hereby given. Doing so, it reflects the
morality and culture of the society in which it functions, being written, played and seen
or read, and it provides the audience with a system of moral and religious values to
which they are receptive. Otherwise they would not appreciate the play. It also gives
the audience tools to cope with the political and moral conflicts of their age.

Tragedy, of course, can be compared to history pieces. The subject of such a painting
is taken either from pagan or biblical history, or from mythology. It is the same with

16 Or the Four Elements as allegories or as figures taken from everyday life (a fisherman “symbolising”
Water, a harvester, Earth, a blacksmith, Fire and a huntsman with a hawk, Air, see e. g. a series by Claes
Jansz. Clock, in Chr. Brown, Scenes of Everyday Life. Dutch Genre Painting of the Seventeenth Century.
London/Boston 1984, p. 34. See also on the theme of patientia in the visual arts and literature K. G. Boon,
“Patientia” dans les gravures de la Reforme aux Pays-Bas, Revue de l’art 56 (1982), pp. 7–24.

17 W. Martin, De Hollandse schilderkunst in de zeventiende eeuw I: Frans Hals en zijn tijd (Dutch painting in
the 17th century I. Frans Hals and his time), Amsterdam 1935, p. 55 (translation of “het afbeelden van het
dagelijks leven zonder meer”); see further e. g. H.-J. Raupp, Ansätze zu einer Theorie der Genremalerei in
den Niederlanden im 17. Jahrhundert, Zeitschrift für Kunstgeschichte 16 (1983), pp. 401–418; H. Miede-
ma, Realism and comic mode: the peasant, Simiolus 9 (1977), pp. 205–219.

18 By the 4th century commentator on Terence, Euanthius, quoting Cicero. See also Raupp, Genremalerei,
p. 402. It should be noted that a comedy is not the same as a farce. A comedy is not necessarily to be
laughed at.

19 Cf. K. Renger, Lockere Gesellschaft. Zur Ikonographie des Verlorenen Sohnes und von Wirtshausszenen in
der niederländischen Malerei. Berlin 1970.
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tragedy. Both genres were held in the highest esteem,20 both produced by artists who
show off their knowledge as poetae or pictores docti. Thematically there are also
analogies. In both genres there are heroes and heroines, acts of revenge or rebellion,
unities of time, place and action. Just as the Jesuits or members of other orders wrote
their martyr plays to bring about the moral reform of the audience or to initiate them
into a sort of mysticism, thus paintings of those martyrs could have the same function.
In addition, when the playwrights depict Old Testament scenes to show God’s mercy
or His patience with mankind, the same applies to paintings showing these and similar
scenes.21

Conclusions

Although some work has been done, no systematic research has yet been carried
out into the parallels and the interrelations between drama and the visual arts. Such
investigations could start with their direct connections. Tragedies for instance were
staged at Blijde Inkomsten (State Entries), such as Jean Baptiste Gramaye’s Nether-
landish Andromeda at the Entry of the Archdukes Albrecht and Isabella (1599). For
these Entries painters decorated huge triumphal arches. Painters could also play their
part in the theatre by painting pieces of scenery.22 Or depict scenes from dramas.

20 Of course in poetic theory tragedy competed with epic poetry for the highest rank, nevertheless, it
certainly was one of the most highly rated genres.

21 Houbraken mentions another division of figure paintings, that is to say in three parts: upper class history
painting, middle class people and the “low” peasants. The same division can be made for drama: history
pieces, comedy and farce, representing, indeed, the upper, the middle and the lower class types of society;
cf. Raupp, Genremalerei, p. 407, who links the three officia oratoris (tasks of the orator, that is: docere (to
teach), delectare/conciliare (to entertain and win) and movere (to move people) to the three levels of style
genus humile, genus medium, genus grande (the low, middle and high mode), to the contents: proof,
representation of habits and character, and dramatic representation of historical events, which he links to
imitation of nature, portrayal of life and customs (genre piece), and to history (history piece). The last
relation seems to be less direct.

22 Vitruvius’ De architectura libri X (Treatise on architecture in ten books) distinguishes between three styles
of scenery: tragic, comic and satyric. “There are three styles of scenery: one which is called tragic; a second,
comic; the third, satyric. Now the subjects of these differ severally one from another. The tragic are designed
with columns, pediments and statues and other royal surroundings; the comic have the appearance of private
buildings and balconies and projections with windows made to imitate reality, after the fashion of ordinary
buildings; the satyric settings are painted with trees, caves, mountains and other country features, designed to
imitate landscape.” (Vitruvius 5.6,9, translation F. Granger vol. 1, London, New York 1931, p. 289). See
also L. Schlüter, Niet alleen. Een kunsthistorisch-ethische plaatsbepaling van tuin en huis in het Convivium
religiosum van Erasmus. (Not alone. The art historical and ethical location of garden and house in the
Convivium religiosum of Erasmus; Diss Amsterdam), Amsterdam 1995, pp. 169–170. On Gramaye’s
drama see G. Tournoy, De Blijde Inkomst van Albrecht en Isabella te Leuven opgeluisterd door de
“Andromede Belgica dicta” van Jan-Baptist Gramaye (The joyeuse entrance of Albert and Isabella at
Louvain adorned by the Andromede Belgica dicta of Jan-Bapitist Gramaye). In: Z. van Martels,
P. Steenbakkers, A. Vanderjagt (red.), Limae labor et mora. Opstellen voor Fokke Akkerman ter gelegenheid
van zijn zeventigste verjaardag (Limae labor et mora. Essays for Fokke Akkerman on the occasion of his
70th birthday). Leende 2000, pp. 109–118. Also: S. J. Gudlaughsson, Ikonographische Studien über die
holländische Malerei und das Theater des 17. Jahrhunderts. Würzburg 1938.



112

There seem to be links between Rembrandt and Grotius’ Sophompaneas, his Joseph
play dated from 1635. For instance, the etching known as Daniel legt de droom van
Nebucadnezar uit might well depict Joseph addressing the Pharaoh and in 1634 –
Grotius completed his Sophompaneas and Vondel was still translating it – Rembrandt
made an etching on the theme of Joseph and Potiphar’s wife. This is only circumstan-
tial evidence, but Rembrandt might have depicted a scene from Grotius’ play.23

Dramatists, on the other hand, could describe the paintings or prints they saw in
their plays. In Grotius’ Sophompaneas, lines 773–825 dwell on wall paintings repre-
senting Joseph’s viceroyship. The scenes depicted are: Joseph installed at the right
hand of the Pharaoh; farmers and craftsmen; soldiers; priests-philosophers; and the
years of famine. Of course there are literary models for this which can be found in
antiquity, for instance, in Virgil’s Aeneid, there is a description of the doors of
a Carthaginian temple and Achilles’ shield. Could there, however, be a certain picto-
rial tradition that Grotius was following here? The Joseph theme was very popular in
the visual arts, and paintings, prints and stained-glass windows of the Joseph story are
extant. It was tremendously popular in the Middle Ages and was also often depicted in
the early modern period. Very often a cycle or series of the story was made. In
graphics, the most easily obtainable pictures, copper engravings of Lucas van Leyden,
Pencz (both ca. 1525), Aldegrever (1528 and 1532) and De Bruyn (1628) are extant.24

Consequently Grotius stood in a long and rich tradition in the employment of this
theme and describing such a cycle in his Sophompaneas.

Research still has to be done on the relations between drama, be it in Latin or in
the vernacular, and the visual arts. Such research should not aim at explaining one of
the arts in terms of the other, but at illuminating similar tendencies in both parts of
cultural history. Thus it may refine our knowledge of the cultural history of the Low
Countries in which Latin drama, staged and attended by the cultural elite, and visual
arts, bought and enjoyed by this same elite, played a constituent part.

23 See B. Albach, “Een tekening van het Amsterdamse toneel in 1638” (A drawing of the Amsterdam
theatre in 1638), in: De kroniek van het Rembrandthuis (The chronicle of the Rembrandthuis); A. Eyffinger’s
introductory essay to Grotius’ Sophompaneas, Assen-Maastricht 1992, pp. 121–123. An example of this in
drama in the vernacular is the depicting of scenes from P. C. Hooft’s Granida by for instance Dirck van
Baburen and Jacob Backer (see P. van de Brink e. a., The Pastoral Dream. Arcadian Painting in the Golden
Age. Zwolle 1993, catalogue Utrecht, nos. 4 and 5); S. J. Gudlaughsson, Representations of Granida in
Dutch seventeenth century painting. In: The Burlington Magazine 90 (1948), pp. 226–230, 348–251; 91
(1949), pp. 39–43. Another example is Bredero’s Lucelle, see eadem, Bredero’s Lucelle door eenige
zeventiende eeuwsche meesters uitgebeeld (Bedero’s Lucelle as imagined by some 17th century painters),
Nederlands Kunsthistorisch Jaarboek 1 (1947), pp. 177–195.

24 On the Joseph-theme in the visual arts see A. Wegenmayer, Die Darstellung der Geschichte und Gestalt
des ägyptischen Joseph in der bildenden Kunst. München 1952; For Joseph in literature, among other works
H. Priebatsch, Die Josephgeschichte in der Weltliteratur. Eine legendengeschichtliche Studie. Breslau 1937,
may be consulted. On the etchings and paintings of Rembrandt and Sophompaneas see above.
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Introduction

In the 15th and 16th century the urban vernacular culture of the Low Countries
was dominated by the activities of the Chambers of Rhetoric, amateur literary guilds
which wrote and recited poetry and wrote and performed plays. Their members were
mostly literate middle class male citizens who participated, with their poetry and plays,
in the extensive civic and religious processional and entertainment culture of the
towns. Their plays but also their pictorial contribution to and their thematic emphases
in processions reflected the concerns and issues of their time, moral and religious
concerns but also political and social issues. I shall attempt to give an impression of
the way in which Jansz. used allegorical imaging to convey his message and to make
the Word Flesh on the stage. Similar strategies were adopted by many rhetorician
playwrights.

Lauris Jansz.

The Haarlem playwright Lauris Jansz. left a legacy of some 24 plays,1 written
between 1559 and 1598, a turbulent time in the Low Countries when religious contro-
versies, political troubles and wars seriously afflicted the provinces. This period was in
some respects one of decline and transition for the many Chambers of Rhetoric which
were beset by criticism of their artistic efforts and suspected by the authorities of
involvement with religious dissidence. Between 1567 and 1577 there was a ban on all
rhetoricians’ activities in Haarlem issued by the Count of Bossu, representing Philip II
in his function as Stadholder of Holland.2

1 Texts and transcriptions into modern Dutch are available in W. N. M. Hüsken, B. A. M. Ramakers and
F. A. M. Schaars, Trou Moet Blijcken, bronnenuitgave van de boeken der Haarlemse rederijkerskamer “De
Pellicanisten” (Loyalty has to be proven. A source edition of the books of the Haarlem rhetoricians’
chamber), Vols. 4, 5, 6 and 8 (Assen 1990–1998).

2 F. C. van Boheemen and Th. C. J. van der Heijden, Met Minnen Versaemt. De Hollandse rederijkers van de
middeleeuwen tot het begin van de achttiende eeuw. Bronnen en Bronnenstudies (With Love. Dutch
rhetoricians from the Middle Ages through the beginning of the 18th century), Delft 1999, p. 61.
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It did not stifle the voice of Lauris Jansz., a truly Erasmian voice which, however
vehement his protest against costly and devastating wars, against religious intole-
rance, nevertheless always advocated a Christian forbearance pleading for under-
standing and reconciliation rather than inciting to schism and strife. Jansz.’ plays
show, often in graphic detail, the opposite of “The Good Life”, a notion which, in the
context of this paper, does not wish to evoke connotations of Breughelian feasting,
eating and drinking, but which, in the context of rhetoricians’ plays, denotes a morally
good life, that of mankind at peace with God and his conscience. This notion also
contains a more specific aspect: that of rulers at peace with their God, their subjects
and their conscience, and, by extension, with each other.

Jansz. lived at a time when the enmity between the Habsburg rulers of the Low
Countries and the Kings of France erupted frequently: the many rhetoricians’ plays
written to celebrate as many peace treaties are rude reminders of the frequency with
which these were made and broken again. For most of this period too the Low
Countries suffered internal war as the baffled Spanish authorities and their represen-
tatives tried to keep their intractable subjects within the fold of the realm and the
Church. By 1559, the date of Jansz.’ earliest surviving play, religious controversy had
become a fact of life and it is telling that the Haarlem playwright and others were
advocating peaceful coexistence and showing their horror of military or civic coercion
in matters of religion in any form. In that connection the title of one of Jansz.’ plays is
significant: the play of the birth of John the Baptist is preceded by a prologue between
eenen Gues dander Catolijck ende den derden Redelick Verstant, one a Rebel [a protestant
sympathizer], the other one a Catholic and the third one [is] Reasonable Mind. The
latter occurs more than once in Janz.’ plays, closely allied to Redelick Gevoelen,
Reasonable Feeling, Reden, Reason, Redelickheyt, Reasonableness, Troostelijke Reden,
Comforting Reason.3

Rhetoricians

The concern of this paper, as promised, is to look at some of the means the
rhetoricians employed to entertain and instruct their audience. We have a great
number of texts and much is known about the stages and the staging of the plays.4

Modern performances of rhetoricians’ drama5 are a means of trying to reconstruct
possible performing techniques, though we know practically nothing about audience

3 See for title descriptions and other information W. M. H. Hummelen, Repertorium van het rederijkers-
drama 1500-ca. 1620, (A repertory of the rhetoricians’ drama; Assen 1968), nrs. 1 OD 2; 1 OD 4; 1 OE 10;
1 OE 14.

4 See for instance W. M. H. Hummelen, Typen van toneelinrichting bij de rederijkers (Types of theatre
arrangement at the rhetoricians), Studia neerlandica 2 (1970–1972), pp. 51–109; id. Het tableau vivant, de
“toog” in de toneelspelen van de rederijkers (The tableau vivant, the cassock in the plays of the rhetori-
cians), Tijdschrift voor Nederlandse Taal- en Letterkunde 108 (1992), pp. 193–222.

5 Femke Kramer, Producing Early Dutch Plays Today in: Elsa Strietman and Peter Happé (eds.), Learning,
Religion and Theatre: Essays on the Drama of the Low Countries 1400–1625 forthcoming.
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reception. I aim to demonstrate some aspects and some instances of the means by
which the rhetoricians might have made the verbal visual and we may assume that the
only guiding principle they had was that they wanted to impress and entertain and
instruct their audience. Their art was an art of persuasion, that is to say that they
aimed at the moral instruction of their audience. All aspects of their form, such as
rhyme, verse forms, imagery, were governed by that. Besides the acting styles which
we can only guess at, they employed a variety of other means, such as music, tableaux
vivants with or without supporting text, expositors for prologues and epilogues and,
prominently, allegorical “imaging”. It is of the latter that I wish to give some examples.

The morality plays of the Rhetoricians focus on the tension between good and bad,
embodied by good and bad characters, whether allegorical or not. This tension is often
rendered more complex by the use of pairs of sinnekens, devilish facilitators of evil,
who practice elaborate forms of deceit on mankind. Their names usually betray their
nature or function: Wrong Instruction, False Persuasion, Carnal Desire, Untamed Vo-
luptiousness.

Indeed, Jansz. lived in turbulent times and the subject matter of his plays reflects
this to some extent even though we should be very careful to equate “life” and “work”.
Themes in rhetoricians’ plays reflect a Christian world image and Christian concerns.
Their form was governed by very specific, though implicit, ideas about verse and
rhyme. This and the embodying of the dramatis personae makes it even more impera-
tive that as modern readers we do not see their plays as outpourings of individual
sentiment or as a reflection of personal experiences. Unmistakeably topical, however,
is Een spel van sinnen beroerende Het Cooren (1565) which takes issue, in a very
forthright manner, with the terrible hardships caused by grainmerchants speculating
with the grain price.6 In times of war when import of grain may be hindered fortunes
are made, alleges the play, by those merchants who keep their stores in their ware-
houses, exacerbate grain shortage or create artificial shortages and so drive prices up
skyhigh. Equally, the hardships unleashed on ordinary people, for instance by the wars
with France, are often the narrative subject of Jansz.’ plays. However topical though, it
is the moral turbulence which always forms the underlying themes of these plays.

An example of this is:

Een spel van sinnen hoe dat menich bedruct hart doer eijgen vernuft en valsche perswacij
gebrocht en verleijt wert aen een droege chijsterne die geen water en hout maer wert van daer
doer die heilige schriftuer tot crijstum geweesen die hem alle sijn lasten quijt maect ende aff
verlost7

[A morality play of Many a sorrowing heart – how he is led astray and tempted by His own
erring mind and by False persuasion to go to a dry well which holds no water but how he is led

6 W. M. H. Hummelen and G. R. Dibbets (eds.), Een spel van sinnen beroerende Het Cooren van Lauris
Jansz., factor van de rederijkerskamer De Wijngaertrancken, Zutphen 1985.

7 Trou Moet Blijcken, vol. 4, Book D, fol. 137v–150r; Hummelen (1968), 1 OD 9.
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from there and shown the way by Holy Scripture to Christ who relieves him of and liberates
him from all his burdens.]8

The inward struggle of the Christian who tries to determine the real Voice of God
in the welter of the diversity of religious beliefs and opinions of the late sixteenth
century is literally embodied on the stage by the allegorical personages Menich bedruct
hart (Many a sorrowing heart), Eijgen vernuft (His own erring mind), Valsche Perswacij
(False persuasion), Heilige Schriftuere (Holy Scripture), Goet onderwijs (Good instruc-
tion), Consciencij (Conscience), and by Christ.

The “Droege chijsterne”

The droege chijsterne, the dry well, will have been a place on the stage to which
Many a sorrowing Heart has been tempted by False persuasion and His own erring Mind.
It instantly evokes a number of biblical images, such as the story of Joseph imprisoned
in the dry well, and also its opposite: the living waters of the faith, Christ himself. But
even the simplest spectators must have understood the visual and verbal image in
which error led to a place of drought and wise insight resulted in thirst quenching
relief.

This play has an equally graphically imagined prologue in which the spectators get
an explanation of what they are going to see: two lost pilgrims, one named Goet
gevoelen van goodts goetheijt (A Good Understanding of Gods Goodness), the other In
simpelheijt des herten godt soecken (Seeker of God in Simplicity of Heart), encounter
a third, a drunkard who introduces himself as Bij hem selven wijs (Wise by himself),
who holds a jug in his hand which is named Opinijs vernuft (Clever Opinions), from
which he drinks a liquid called Schriftuers misbruijck (Abuse of Scripture). This
reprehensible drink comes from the tap of an innkeeper called Valsch interpretacie
(False interpretation) and has been brewed by Scandalisacie (Scandalmongering).

The fragility of a way of life which is guided by nothing more than human error and
in particular by erroneous interpretations of God’s word, is demonstrated clearly. The
breaking of the jug Opinijs vernuft causes the drunkard to stagger off, randomly
searching for a different mode of thinking which, by implication, will be as much a will
o’ the wisp as the previous one. The two pilgrims warn the audience of the conse-
quences of such self-opiniated, unguided seeking: it leads to a misunderstanding of
scripture and a morass of moral misery.

The multiplicity of religious sects and factions is clearly presented as a cause for
concern in the prologue as it is in the play. In neither of the two however does the
playwright voice a particular aversion to a specific religious group. Rather, it is the

8 The play was finished on 28 October and performed on 13 December 1577. Jansz was at the time the
literary leader, the factor, of the Haarlem Chamber De Wijngaertrancken (The Vines); its device was Lieft
Boven Al (Love Above All). The other Chamber De Pellicanisten had as its device Trou Moet Blijcken
(Loyalty has to be proven). In the 1590s Flemish refugees established De Witte Angieren (The White
Carnations) with the device In Liefde Getrouw (Loyal in Love).
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absence of unity, the arrogance of those who claim to have the one and only righteous
interpretation of the Word of God which is satirized and deplored here. The self-
-opinionated drunkard is morally befuddled and no help at all to the two pilgrims who
are trying to find the right way.

Fortunately, the pilgrims are rescued from their predicament by a citizen called
Const beminder (A Lover of Art), who is on his way to a scoon ebatament. He explains
that the play is beautiful, because it is inspired by Lieft Boven Al (Love above all). It
will be performed by Twijnranxsken, De Wijngaertrancken. Const beminder gives them
directions to the play and an explanation of its theme.

Here we have an interesting intertwining of purposes – Retorica will show that only
Holy Scripture can be trusted as a guide for the Christian. Scripture reveals a truly
solacing truth: the food for the soul consists of the Word of God that is Christ. The
pilgrims express the hope that the play will help people who are bewildered, will
comfort those who are sad, give sight to those whose eyes are blinded (Matthew 11: 5;
Luke 7: 22), bring mercy upon those who are floundering in sin, take away fear and
bring peace of mind.

In other words, the Rhetoricians and their art are specifically presented as a means
by which the audience will be enabled to find God; the play will console all those who
have come together om druck te boeten, to chase away melancholy. In the long history
of the rhetoricians these goals have always stood central but here they are advocated
against a background of devastating religious conflict. The Chambers had from the
thirties onwards been regarded by the Catholic, Spanish rulers as dangerous fomen-
tors of heresy and, more generally, as potential troublemakers by even non-Spanish,
sometimes even non-Catholic city magistrates. Once the Reformed Church was well
established, it too kept a close and suspicious eye on the Chambers, in particular in the
period 1572-1648, and the secular authorities often followed their lead.9

The objections stemmed mainly from the fact that sacred issues and material were
depicted on to the stage, and by non-theologues. There were however also fears of the
effect of stage performances in the open: they were not suitable for the sabbath and
other holy days and public disorder was too frequently associated with the rhetori-
cians.

In fact, Haarlem experienced a revival of rhetoricians’ activities during a religious
truce from 1577 to 1581 and for some years after.10 Several of Jansz.’ plays date from
this period. Prologues were often used as a public relations exercise, but it seems
significant that the prologue to Menich bedruct hart listed the magistrates present: the
sheriff, the bailiff, the mayors and the lords who govern the city “in all prosperity”
were warmly welcomed and the wish expressed that the Lord would grant them
humility and such goodness that they might rule over their citizens without shame or
scandal. Moreover, the other Haarlem Chamber, Trou Moet Blijcken, was also present,
judging from the specific welcome extended to them at the end of the prologue.

9 Van Boheemen and Van der Heijden, op. cit. (1999), p. 123 ff.
10 Van Boheemen and Van der Heijden, op. cit. (1999), p. 67.
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Een spel van den eenvoudigen mensch

The temptation posed by the World, the Flesh and the Devil is a frequent theme in
these plays whatever their genre or date, their religious bias or their topical setting.
One of Lauris Jansz.’ undated plays promises us in its title description an extraordi-
nary array of allegorical imaging:11

Een spel daer deenvoudigen mensch seer wenscht om Die Waerheijt te becoomen maer wert
door valsche perswaecie en schoon voor oogen verleijt ende gebrocht bij schijn van deuchden
woonachtich int uuijtwendich gebaer daer door hij compt in bestrictheijt van herten. Aldus
desolaet siende voorcompt hem godts goetheijt die met hem brengt die getrouwe waerheijt die
hem dan vrij maect van alle bestrictheijt des herten ende om voorts aen vast ende onbeweeche-
lick te blijven tegens alle viantlijcke becooringe ende aenvechtinge stellen sij hem op chrijstum
den onbeweechelijcken gront steen in Sion geleijt ende wapenen hem met den crijstelijken
wapenen toten Ephesen int seste bescreven daer hij dan aldus toegerust sijnde vander werelt
vanden bedriegelijcken Mammon vande Nijdicheijt van Diverse opijnijen aegevochten ende
bestreeden wort maer in dese temptacijen van die stemme des heeren soo geforst en gesterct
werdt dat alle sijn vianden met scanden moeten ruymen ende hem onverwonnen laeten.

[A morality play in which Simple Mankind wishes fervently to find Truth but is seduced by
Deceitful Persuasion and External Beauty and brought by them to Appearance of Virtue who
lives in [the house of] External Behaviour. This leads him into Anguish of Heart. Then the
Goodness of God seeing him thus comes to him bringing The Only Truth who then liberates
him from all Anguish of Heart. In order to stay henceforth steadfastly resistant against all
Devilish Temptation and Inclination they take up position on Christ, the immutable corner-
stone of Sion and arm themselves with the Christian weapons as described in the sixth part
of St. Paul’s Epistle to the Ephesians. Thus armed he is attacked and beset by the World, by
the Deceptive Mammon, by Envy, by Diverse Opinions. But so fortified and strengthened is
he against this temptation by the Voice of God that all his enemies have to retreat in shame
and leave him victorious.]

The title might be a later addition by a copyist and the audience of course did not have
its benefit: they were dependent on the unfolding of the plot before their eyes. This
gives us the opportunity to see how stated intention, or the comprehension of the
copyist, and textual reality relate to each other and how the “embodiment” of the text
might have appeared on the stage.

As is customary in rhetoricians’ plays, the two Sinnekens act as the tempters, here
specifically in deflecting Simple Mankind from his stated intention to go in search of
Truth by luring him to the dwelling External Behaviour of Appearance of Virtue whom
they describe, and advertise, as:

very humble, without any tendency to boast, virtuously prosperous, full of good works and secure
in her respectability, going to church every day with her book in her hand, fasting often just like
a real saint, her praying and imploring of the deity is beautiful to behold.

11 Hummelen, op. cit. (1968), 1 OF 7; TMB, vol. 6, Book F, fol. 92v–109v.
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Simple Mankind’s doubts are swept aside by the assurance that she diligently
pursues all that profits the soul and that her face is “nothing but holiness”. When she
appears in person on the stage, she is according to the stage indication, a woman
simply dressed, with a soft head cloth. This might mean “modestly”, in contrast with the
extravagant headdresses fashionable in high society which, in sixteenth-century pain-
tings, always look highly starched. Her house, External Behaviour, is a place in which
everyone can find delight. The sinnekens, and later the stage indication, evoke an
image that is almost too good to be true and indeed, Simple Mankind is not wholly
taken in. The audience, who will have realized from the very start of their introductory
dialogue and possibly from the way they were dressed, that Deceitful Persuasion and
External Beauty are Sinnekens and can therefore not be trusted, will have been
strengthened in that conviction by the description of Appearance of Virtue, i. e. too
good to be true, by her name, the name of her house and its function, which suggests
a brothel, and possibly by the fact that she is presented as a woman. Appearance of
Virtue’s self-presentation is even more revealing:12

Ick Schijn van Deuchden op waen en schijn gebouwen,
seer wijt bekent in alle landauwen

boven alle vrouwen // die ter werelt leeven,
worden bij heeren en vorsten geacht en gehouwen.

In grooter eeren, tgaet al op mijn betrouwen,
jongen en ouwen aen mijn over al aencleven.
Ick sie, als een princes seer hooch verheven,
in den herten der menschen sonder getalle.
Soo drae tlicht des waerheijts was verdreven
quam ick in die plaets / en regeert nu alle;

soo wie mijn aenhanct/ leeft bij gevalle
vreetsaemich en wel / oick heijlich geacht.

Ick onderstut die consciencie hier in dit dalle
als een vast fondament daer elck op wacht.
Wie mijns niet en wil wort haest versmacht
en tonder gebracht // met groot verseeren.

Doer mij een ieder den hemel hier nae verwacht;
Ick segget haer vast toe sonder failleren:

schijn van salicheijt gae ick elck een presenteeren.
Twil al met mijn boeleeren // mannen en wijven,

door mijn groote daden / die mijn faem vermeeren.
Die mijnders begeeren // siet men beclijven,

in alle vermaertheijt te boven drijven;
met sulcke motijven sterck ik ick het gemoet.

12 TMB, vol. 6, Book F, fol. 99v–100r, ll. 549–576.
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I, Appearance of Virtue, made of illusion and appearance,
widely known in all countries,

more than any other women living in the world,
am honoured and esteemed by lords and kings,

who all put great trust in me.
Young and old cleave unto me;

as a princess of great renown I can see
in the hearts of countless people.

As soon as the light of Truth had been driven out,
I came in its place to rule over all.

Whoever follows me lives peacefully
and in an aura of saintliness.

I support their conscience here in this vale
with a firm foundation which everyone pays heed to.
Whoever rejects me will soon be held in contempt

and brought down in great misery.
Through me everyone expects to gain heaven afterwards.

I promise them that without fail and I present everyone with
a semblance of blessedness.

Everyone wants to dally with me, both men and women,
because of my great deeds which increase my fame.

Those who desire me are seen to be successful
and become renowned:

with such motives I stiffen their resolve.

Simple Mankind’s uneasiness comes to a head when he is placed in a chair called
Bestrictheijt des herten (Anguish of Heart). Gods Goodness [dressed as] a stately
Doctor, who unmasks Appearance of Virtue, and The Truth, a woman honestly dressed,
together enable him to get out of this piece of furniture and his spiritual predicament.
They promise to arm him with Christian weapons against the Devil and all other
enemies of God.

In the following scene we are shown these enemies: The World, magnificently
dressed, Mammon, gracefully attired, Envy with a heart in one hand and in the other hand
a sword, and Diverse Opinions, with a handbow with arrows, busily plotting the downfall
of Simple Mankind by trying to obscure Truth from him.

The playwright used part of the Epistle to the Ephesians [6: 10–17] to help him with
the imaging of the following scene in which Simple Mankind is preparing to do battle
against the unsavoury quartet of his, and God’s, enemies. Aided by God’s Goodness
and The Truth, Simple Mankind now dons the cloak of righteousness, the harness of
God’s Goodness, the helmet of blessedness or salvation, the shield of faith, against the
fiery darts of Satan’s arrows. He is girded with Truth, given the sword of God’s word.13

13 It is difficult to pinpoint which bible text Jansz. may have used. A brief survey of well known and often
reprinted bibles such as those by J. van Liesvelt, Antwerp 1526 [ex. Cambridge University Library, Young
33]; H. Peetersen van Middelborch, Antwerp 1531 [ex. Cambridge UL, F. 152. a. 6. 2. (i)] showed that the
biblical references in the play do not differ substantially from the wording of these biblical texts. A brief
comparison of the biblical references with a bible printed in Dordrecht in 1571 by Jan Canin [ex.
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Moreover, he is provided with a fighting platform in the form of the rejected
cornerstone of Sion which is called “The word of the father which is [named] Christ”,
the one and only foundation of the Christian Church. With this bit of allegorical
imaging the playwright departs from the text of the Epistle to the Ephesians in favour of

Cambridge UL, BFBS 223 B 72] did show marked differences. An annotation on the flyleaf claims this
bible to be the first Calvinist bible printed in the Low Countries. Much more research is necessary and so
far it can only be stated that, superficially, Jansz.’ text showed more similarities with some older bibles
printed in the Southern Netherlands than with a nearly contemporary bible printed in a town not far from
Haarlem.
The bible texts most relevant to Jansz.’ text are quoted below according to the Van Liesvelt bible of 1526.
Die epistel pauli totten Ephesien. dat vi. Capittel:
10Ten laetste mijn broeders/ becrachtiget u inden heere/ ende inder macht/ zijnder stercheit/ 11trect aen dat
harnisch Gods/ dat ghi mocht bliven staen/ tegen den listighen aenloep des duuels./ 12Want wi en hebben hier
niet te strijden met vleesch ende bloet/ maer met vorsten ende machtigen/ met den werelt regenten der
duysternisse in deser werelt/ met den geesten der boesheit onder den hemel./ 13Om dies wille so aengrijot dat
harnisch Gods. op dat ghi moecht wederstaen in den quaden dage/ ende in allen dingen bereyt zijn. 14So staet
nu/ omgordet uwe lendenen/ metter waerheit/ ende aengetoghen metten creest der gerechticheit/ 15ende
gescoeyt aen uwe voeten met bereydinge des euangelions vanden vrede in allen dingen/ 16ende aengrijpt den
scilt des gheloofs/ met welken ghi wt muecht blusscen alle vierige pilen des booswichts/ 17ende den helm der
salicheit/ neemt aen u/ ende dat zweert des geests/ welke is dat woort Gods.
[The Epistle of Paul the Apostle to the Ephesians, 6: 10–17. 10And last my brothers strengthen yourself in
the Lord and in the power of his might. 11Put on the armour of God so that you may be able to stand
against the cunning assault of the devil. 12For we are not battling here with flesh and blood but with the
rulers and the powers, with the world’s regents of darkness in this world, with the spirits of evil under the
sky. 13Therefore put on the armour of God so that you may be able to withstand in the evil days and will be
prepared in all things. 14So stand now, gird your loins with truth and having donned the breastplate of
righteousness 15and your feet shod with the preparedness of the Gospel of peace in all things 16and take
hold of your shield of faith with which which you will be able to quench all the fiery arrows of the evil one
17and put on the helmet of salvation and the sword of the spirit which is the word of God.]
Die i. epistel petri dat ij. capittel [1 Peter 2: 1–8].
1So legget nu af alle boosheit ende alle list/ ende geueynstheit/ ende haet ende alle achterstreken/ 2en sijt
begeerich/ na de verstandige ongevalschte melc;/ als dye nieu geboren kinderkens/opdat ghy doordat selue
opwasscet/ 3ist dat ghi anders hebt gesmaecy dat die heere vriendelic is/ tot welken ghi gecomen sijt/ 4als totten
leuendigen steen/ die vanden menschen verworpen/ maer voor God wtuercoren costelic is. 5/Ende ooc ghi als
die leuendige steene/ timmert u tot geesteliken huisen/nde tot een heylich priesterschap/ om te offeren geestelike
offeranden die Gode aengenaeme zijn door Jesum christum. 6Daeromme so ist inder scriftueren beuaen/ Siet
daer/ Ic legge eenen wtuercorenen costeliken hoecksteen in Zion/ ende wie aen hem gelooft/ die en sal niet te
scanden werden./ 7U nu ghi die gelooft is hi costelic./ Maer den ongeloouigen is dien steen die de timmerlieden
verworpen hebben tot eenen hoecksteen geworden/ 8ende tot eenen steene des aenstootens/ ende tot eenen keye
der argernisse/ die hen stooten aen dat woort/ ende en geloouen niet daer aen/ daer sy op geset zijn.
[First Epistle of the Apostle Peter, 1 Peter 2: 1–8. 1Therefore now lay aside all malice and all guile and all
deception and hatred and all evil speakings 2and be desirous of the sincere and genuine milk, like the new
born children so that it will make you grow; 3if so you have tasted that the Lord is gracious to whom you
have come 4as to a living stone which is rejected by man but for God chosen and precious. 5And so you are
as the living stones, built up into a spiritual dwelling and into a holy priesthood to offer up spiritual
sacrifices which are pleasing to God by Jesus Christ. 6Therefore it is said in Scripture: See I will lay
a chosen precious corner stone in Sion and he who believes in him will not be confounded. 7For you now
who believe he is precious. But for the unbeliever the stone which the carpenters have rejected had
become a corner stone 8and a stone of stumbling and a stone of offence for those who stumble at the word
and do not believe in it and to for which they have been appointed.]
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the First Epistle of the Apostle Peter [1 Peter 2: 3–7] where Peter exhorts his listeners to
live in obedience to the Truth of the Word of God and to shun all evil, all deceit, all
hypocrisy and envy and evil speakings. He promises that in so doing the faithful will be
as the living stones which will build a spiritual house, a holy priesthood to offer up
spiritual sacrifices, acceptable to God because of Jesus Christ for those who are
disobedient to God’s Word this stone,14 which the builders have rejected, will become
a stone at the corner and a stone of stumbling and a rock of offence.

This is in fact what we are shown on stage: The World, Mammon, Envy and Diverse
Opinions begin their assault on Simple Mankind who is not only armed as described
above but also stiffened in his resolve by the supporting Voice of God promising victory
if only he will stand fast on the foundation of the spirit in Christ. Mankind himself
refers to the story of Joseph who, trusting in God alone, confounded his enemies and
triumphed and so he too will cleave unto God’s Word, which is the only foundation in
which he trusts.

This text is bristling with biblical references like the arrows of the battling parties
and I cannot, in this space, analyse them. What is abundantly clear is that this
playwright knew his Old and his New Testament intimately and that with the building
stones of that knowledge he created on the stage a tangible scene which could be
appreciated by the simplest onlooker. It is not at all necessary to recognize the biblical
references in order to appreciate the fluctuating tide of the battle between good and
evil. Each of the component elements are those to be expected in any battle; arrows,
swords, helmets, shields, a defendable stronghold to hold on to at all costs in order to
counterattack and finally defeat the enemy. The exhortations of the Voice of God are
like those of any skilful commander encouraging his soldiers and promising them their
rewards if they give their all.

The arrogance of the enemies and their trust in their weapons is perfectly under-
standable too: The World, Mammon, Envy, Diverse Opinions have ample reason to
think that no human being can withstand their usually effective weapons such as
carnal desire, jealousy, conflict of opinion, the lure of wealth, respect, and standing in
the eyes of the world. One by one though they have to concede that this opponent is
too strong even for them.

Conclusion

Not only in this play but in nearly all the plays attributed to Lauris Jansz. we find
similar themes and similar types of allegorical figures and allegorical imaging. All of
them demonstrate the same thorough acquaintance with the Old and the New Testa-
ment and the ability to use this knowledge to set on stage an impressive array of verbal
and visual means of explaining, persuading, demonstrating the messages the play-
wright wished to convey. From these we can also piece together some of the ways by
which the word was made flesh and formed the entertainment. This is achieved by the

14 Peter writes, echoing Ps. 118: 22. Matth. 21: 42, Acts 4: 11; Is. 8: 14 and Rom. 9: 33.
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costuming, the props, acting the fights in particular, the latter stock elements in farces
and street entertainment, acting the satisfactory defeat of the evil forces, a timeless
satisfaction. Janz., and with him many of the rhetoricians playwrights and their actors,
created emblematic “images on the stage” as effective and entrancing as the paintings
of the period, entrancing certainly for us, who wish to piece together the jigsaw of the
past.

It was a great privilege to be allowed to do a little bit of that in front of an audience
whose culture and history is very different from the one they are studying. It demon-
strates an intellectual curiosity that students in Western Europe seem to be in danger
of losing. Děkuji, ladies and gentlemen.
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