





excessively large glass of wine and staring into space, apparently insensitive to the
advances of a young man who fawns upon her and gazes longingly into her eyes. The
woman in the middle, with an eye-glass in one hand, is clinched in a tight embrace with her
lover. Strewn about the grass in the foreground are playing cards and discarded oyster
shells. A small dog chews on a bone.

The companion piece depicts an interior, possibly the kitchen of a tavern, in which a curious
group of characters is gathered. A fire burns in the hearth and dead game hangs from the
rafters. A man dressed in blue, who is perhaps the inn-keeper, stands on the left, with one
arm akimbo, looking us directly in the eye. His hand rests on a counter upon which stands
a serving dish bearing a roasted chicken. Seated in the centre of the room, wearing a red
cloak and plumed hat, is a young dandy, who is having his palm read by a gypsy woman:
she is recognisable by her dark complexion and bare feet. Standing immediately behind
her is another of her kind, with two small children on her back. Judging by her hand gesture
and the conniving look on her face, she is waiting for an opportunity to fleece the young
fellow of his money while his attention is diverted. A group of little urchins — probably the
gypsies’ children — plays on the floor. Scattered about them are shoes, pieces of bone and
a broken pipe. A dog sleeps nearby.

De Vos often introduced allegorical or moralising elements into his genre pieces. Here, for
instance, the scene in the garden is full of references that make clear that it may be
interpreted as an allegory of the Five Senses: Sight is personified by the young woman
holding an eye-glass; Hearing is represented by the sound of lute-playing; Smell by the
scent of the roses that grow beside the fountain; Taste by the woman holding an over-sized
glass, and Touch is embodied by the close contact between the lovers. It is possible that
the kitchen scene may also have been intended as an allegory of the senses, although the
references are now so obscure as to be barely recognisable to the modern viewer.

Besides the allegorical significance, the garden party contains a moralising subtext that
would have been readily apparent to the audiences of the day. In the seventeenth century,
the theme of elegantly clad young people feasting outdoors was associated with the
pictorial tradition of the medieval Garden of Love and depictions of the Prodigal Son.
Significantly, de Vos himself illustrated the parable in another version of this composition
showing a very similar party of young people indulging in food, drink, music and love-
making, with a small scene of the Prodigal Son being thrown out of the tavern in the
background'. Although direct references to the biblical story are not present here, the scene
would no doubt have been understood as an admonition against the wanton behaviour of
the young people. Warnings of the consequences of overindulgence in sensual pleasures
are symbolised by the freely flowing wine, the aphrodisiacal plate of oysters, the empty
shells and bones that litter the ground. Another unmistakable symbol is the pair of
peacocks, creatures traditionally associated with vices of pride and lust. Also implicit in
scenes of this kind is a commentary on the fleeting nature of such earthly pleasures.

The scene depicted in the companion piece, on the other hand, carries warnings of a
different kind. In the seventeenth century, fortune-telling was seen in a negative light.
Although there was a certain romance attached to gypsies, they were often portrayed in
prints and paintings tricking naive people into giving them money, while picking their
pockets at the same time. De Vos painted this theme several times and in another version
of this composition, also dated 1639, in the Royal Museum of Fine Arts, in Antwerp, he
explicitly shows the hand of the fortune-teller's accomplice in the act of removing the young



man’s purse from his pocket. Such subjects naturally carried a cautionary message
warning against gullibility and credulity.

Also noteworthy in the kitchen interior is the assertive stance and direct gaze of the man
standing on the left, both of which suggest a self-portrait of the artist. This hypothesis is
supported by a comparison with a more or less contemporary portrait of de Vos painted
by Abraham de Vries in the Royal Museum of Fine Arts in Antwerp',

Born in Antwerp in 1603, Simon de Vos became a pupil of the portrait painter Cornelis de
Vos (1603-1676), to whom he was not related. In 1620, he was registered as a master in
the Antwerp Guild of Saint Luke. In the years that followed, he probably travelled to Italy,
although there is no documentary evidence for such a trip. This hypothesis is supported
by the style of his early genre scenes which shows a close affinity with the work of the
German-born painter Johann Liss (c. 1595-1631), who lived in Italy from 1621 until his
death in 1631. De Vos must have returned to his hometown no later than 1626, the year of
his marriage in Antwerp to Catharina, sister of the still-life painter Adriaen van Utrecht
(1599-1652). Between 1629 and 1642, he took on two apprentices in his studio in Antwerp.
He is known to have supplied paintings to the Antwerp art dealers Forchondt and
Chrysostoom van Immerseel. His standing among his contemporaries is indicated by the
fact that Rubens owned a painting by him at the time of his death.
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' Simon de Vos, Elegant Company feasting before a Fountain, signed, on panel, 53 x 73 cm, Sotheby’s,
Milan, 27 November 2007, lot 52.

i Simon de Vos, The Fortune-Teller, signed and dated 1639, on copper, 44 x 62 cm, Royal Museum of Fine
Arts, Antwerp, inv. no. 899.

" Abraham de Vries, Portrait of Simon de Vos, dated 1635, on canvas, 121 x 92 cm, Royal Museum of Fine
Arts, Antwerp.




No. 37

JAN BAPTIST WEENIX
(Amsterdam 1621 — 1659 De Haar, near Utrecht)

After the Hunt
Oil on panel, 34 /4 x 29 /2 ins. (87 x 75 cm)
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Private collection, Switzerland, 2015

Engraved:
By Charles Courtry, 1881, with the title “Aprés la Chasse”.

Note:

We are grateful to Dr. Anke Van Wagenberg-Ter Hoeven for sharing her research and
findings with us. She is currently preparing the catalogue raisonné on Jan Baptist Weenix
and Jan Weenix, in which this painting will be included.

Jan Baptist Weenix was a prominent member of the so-called second generation of Dutch
Italianates — artists who travelled to Italy between about 1635 and 1675 — which included
Jan Both (c. 1615-1652), Jan Asselyn (c. 1615-1652) and Karel Dujardin (c. 1626-1678).
Weenix lived in Rome from 1643-47, where he joined the Schildersbent, or Bentvueghels
(Birds of a Feather), the Netherlandish artists’ society in Rome, and worked for Cardinal
Giovanni Battista Pamphili, who became Pope Innocent X in 1644. No dated works from his
Roman years are known, but dated works exist for 1647, the year in which he returned to
his native Amsterdam, as well as for subsequent years. His familiarity with the countryside
around Rome, its classical ruins and picturesque inhabitants, nevertheless, served him
well for the remainder of his career. Besides his views of the Roman campagna and
imaginary Mediterranean seaports for which he is best known, he also painted genre
scenes, history subjects, portraits and still lifes. Partly owing to his premature death, he left
a relatively small body of paintings.

This attractive work is a major addition to Weenix’s oeuvre. Although the composition was
known from the engraving by Courtry, the whereabouts of the painting has only recently
been discovered. Hidden for several generations in a French then Swiss private collection,
it has now emerged in near perfect state, thus allowing us to fully appreciate its exceptional




quality. A boy in a red hunting jacket appears in a pool of light close to the viewer, together
with three hunting dogs. In his arms he carries a bundle of nets and lying at his feet lie are
the spoils of the day’s sport — a hare, a heron and two smaller game birds — and a blue
hunting bag. Behind him, viewed through an archway, the other members of the hunting
party may be seen resting in the portico of a ruined Roman temple. A young beggar boy,
cap in hand, is seated close by at the base of a column, his simple country clothing offering
a contrast to the elegantly attired ladies and gentleman. A vista to the left offers a glimpse
of distant plains and mountains bathed in warm evening light.

With its glowing colours and liquid touch, After the Hunt characterises the Italianate views
painted by Weenix after his return to the Netherlands. As so often in his work, architecture
plays an important role in ordering the composition and serving as a foil for the figurative
elements. Here, the massive arch provides a stage-like setting for the foreground figure
motif whilst framing the scene in the mid-distance and the landscape beyond. The carefully
judged lighting and the accents of colour are likewise calculated to direct the viewer's gaze
from the foreground, where the eye dwells irresistibly upon the youngster in his brilliant red
jacket, and the beautifully rendered still life of dead game, to the more generally realised
scene taking place amid the ruins beyond. A large archway also features in Weenix’s
Italianate Landscape with a Vegetable Vendor, of 1656, a painting formerly in the Hascoe
family collection, and a similar device, created by an overhanging rock-face, is utilised to
structure the composition in his Poultry and Vegetable Sellers before an architectural
Capriccio (“the thieving cat”), in an Austrian private collection'. In the latter, a large-scale
figure group consisting of a female market vendor and a boy, together with a richly detailed
still-life, occupies the lower right corner of the picture, while a scene of figures gathered
before a classical temple is seen in the middle ground. According to Dr. Anke Van
Wagenberg-Ter Hoeven, both the latter and our painting, which may also be closely
compared in terms of colouring and handling of paint, may be dated to around 1656.

The theme of hunters taking their ease is one to which Weenix turned quite often. His
interest in the subject doubtless reflects the vogue for hunting imagery which developed
towards the middle of the seventeenth century. Landscapes and genre scenes
incorporating hunting motifs, portraits of individuals in hunting apparel and still lifes of
hunting trophies all gained in popularity at this time. Traditionally, the pursuit of game had
long been the exclusive preserve of the court and nobility in Holland and such privileges
were closely guarded by restrictive gaming laws. Increasingly, however, the newly wealthy
members of the urban middle classes sought to associate themselves with the leisure
pursuits of their social superiors. Indeed, it became fashionable for prosperous Dutch
families to purchase country estates and to build themselves country houses in emulation
of the landed aristocracy.

Jan Baptist Weenix was born in Amsterdam in 1621, the son of the architect Johannes
Weenix and his wife Grietgen Heeremans. His first biographer Arnold Houbraken based his
account of the artist’s life on the firsthand report of the artist’s son Jan Weenix (c. 1642-
1719) and is therefore considered reliable'l. According to Houbraken, he studied first with
the little-known painter Jan Micker (c. 1598-1664), then with Abraham Bloemaert (1564-
1651) in Utrecht and finally with Claes Moeyaert (1592/93-1655) in Amsterdam. In 1639,
Weenix married Josina de Hondecoutre, daughter of the landscape painter Gillis Claesz.
de Hondecoutre (c. 1570-1638). In October 1642, he drew up a will in which he stated that
he was planning to travel to Italy in order “to experiment with his art”V. The following March

he passed through the French port of Rouen on his way to Rome. There, he joined the
Schildersbent, or Bentvueghels (Birds of a Feather), the society of Netherlandish artists in
Rome, and was given the nickname Ratel (rattle) because of a speech defect. In Rome, he
worked for Cardinal Giovanni Battista Pamphili, who became Pope Innocent X in 1644.
Perhaps in reference to this illustrious patron, he signed his paintings Gio[vanni] Batt[ista]
Weenix after his return to Amsterdam in 1647. Two years later, he moved with his family to
Utrecht, where he became an officer of the Guild of St. Luke. In 1657 he moved to Huis ter
Mey, a moated castle in the village of De Haar, just north of Utrecht, where, according to
Houbraken, he died at the early age of thirty-nine in a state of bankruptcy. On 25 April
1659 a public auction was held at which more than a hundred paintings from his estate
were sold. Weenix had two pupils: his eldest son Jan Weenix and his nephew Melchior
d’Hondecoeter (1636-1695).
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Jan Baptist Weenix, An Italianate Landscape with a Vegetable Vendor, signed and dated 1656, on
canvas, 79 x 68.6 cm, formerly the Hascoe family collection.

i Jan Baptist Weenix, Poultry and Vegetable Sellers before an architectural Capriccio (“The thieving cat”),
on canvas, 56 x 44.5 cm, private collection, Austria.

i Arnold Houbraken, De groote schouburgh ... , 3 vols, Amsterdam, 1718-21, 2:277-83; Ill, 113, 131,
3:70, 72.

v Abraham Bredius, “Een testament van Jan Baptist Weenix”, Oud Holland, 1928, 45:177.
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PHILIPS WOUWERMAN
(1619 — Haarlem — 1668)

A Hawking Party at Rest during the Hunt

Signed lower left: PHILS.W (PHILS in ligature)
On panel, 16 x 22 /4 ins. (40.7 x 56.5 cm)
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Prince Nicolas Borissovitch Youssoupoff, St. Petersburg
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In a hilly landscape, a hawking party consisting of two elegantly dressed couples and their
servants pauses beside a ruin. The ladies are clad in sumptuous silk gowns, while the men
wear colourful hunting jackets, sashes and plumed hats. The couple on the left engages in
conversation, while their animals quench their thirst at a drinking trough. Standing beside
them is a man, who, having scooped up some water with his hat, now drinks from the brim.
Meanwhile, the couple on the right prepares to move off: the gentleman on a grey stallion
takes the lead, followed by his companion on her prancing steed. Taking up the rear of the
party is a servant carrying a hoop of hawks. Another servant, with several hunting dogs
running at his heals, heads off at a brisk pace.




Philips Wouwerman was the most successful Dutch seventeenth-century painter of
equestrian scenes. He developed a wide repertoire of themes that allowed him to
demonstrate his virtuosity at rendering horses. His subjects include simple, unpretentious
scenes of farriers, stables, riding schools and travellers at rest, as well as larger, multi-
figured compositions of hunting parties, country fairs, army encampments and cavalry
battles. He was unusually prolific and, despite a relatively short career, left an oeuvre
numbering nearly six hundred paintings. According to Houbraken he died a rich man.

Hunting scenes were among Wouwerman'’s favourite subjects. He painted them throughout
his career, but in the last decade of his life they dominate his oeuvre. He depicted all
aspects of the sport, from the departure of the hunting party, to the pursuit of diverse types
of prey, the rest during the hunt and the return of the hunting party, in constantly varied
compositions. Not only did the subject offer him the opportunity to exercise his talents at
depicting lively scenes filled with horses and elegantly dressed people, but it found an
eager clientele. Whilst traditionally hunting had been the exclusive preserve of the nobility
and high-ranking officers of state, by the second half of the seventeenth century, the
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booming Dutch economy had given rise to a newly wealthy urban elite which aspired to
imitate the lifestyle of the old landed aristocracy. Consequently, pictures with a hunting
theme —whether of hunting itself, still lifes of hunting trophies and accessories, or portraits
of sitters in hunting dress — appealed strongly to members of this status-conscious class.

A Hawking Party at Rest is characteristic of the best work of Wouwerman'’s late career. It
is hard to assign a date to it owing to an almost complete lack of dated works from the last
fifteen years of the artist’s life, but it probably belongs to his last decade. With its lightness
of touch, delicacy of colour and lively incident, it shows none of the weaknesses sometimes
associated with the later works. It was elegant hunting scenes of this type in particular that
contributed to Wouwerman'’s enormous popularity in the eighteenth century in Germany,
England and especially in France.

In the eighteenth century the present painting belonged to the successful Amsterdam
timber magnate and art collector Gerrit Braamcamp (1699-1771). Following the sale of his
collection in 1771, it came into the possession of Prince Dmitry Alexeevich Golitsyn (1734-
1803). Golitsyn was Catherine the Great's most able diplomatic representative in Europe.
Serving first as her ambassador in Paris and then in The Hague, he was personally charged
with acquiring paintings for Catherine’s gallery in St. Petersburg and it was largely as a
result of his activities both at auction sales and in negotiations with dealers and collectors
throughout Europe that she made many of her most important acquisitions. At the
Braamcamp sale Golitsyn acquired a number of paintings on Catherine’s behalf: however,
the consignment of paintings never arrived in St. Petersburg, because it was lost at sea
when the ship the “Vrouw Maria” sank in the Baltic in October 1771.

The eldest son of the painter Pauwels Joostsz. Wouwerman, Philips was baptised in
Haarlem on 24 May 1619. His younger brothers, Pieter and Johannes, also became artists
and painted in the style of Philips. Wouwerman probably took his first instruction in painting
from his father. According to Cornelis de Bie, he subsequently became a pupil of Frans
Hals, but there is no trace of Hals’s influence in his work. In 1638, against the wishes of his
family, Wouwerman travelled to Hamburg to marry a Catholic girl named Annetje Pietersdr.
van Broeckhof. While in Hamburg, he worked briefly in the studio of the German history
painter, Evert Decker. By 1640, he had returned to Haarlem where he joined the guild. In
1646 he served as a member of the guild’s executive committee (as vinder or agent). He
seems to have remained in Haarlem for the rest of his life. He died on 19 May 1668 and was
buried in the Nieuwe Kerk in Haarlem. His wife survived him by less than two years and was
interred in St. Bavo’s Church on 24 January 1670.

Though he lived to be only forty-eight years old, Wouwerman was one of the most
successful and prolific artists of the Dutch Golden Age. He occasionally painted staffage
in the landscapes of Jacob van Ruisdael, Jan Wijnants and Cornelis Decker. He had
numerous pupils and followers and died a wealthy man, leaving a substantial inheritance
to his three sons and four daughters. During the eighteenth century, he became one of the
most highly esteemed Dutch painters in Europe: no princely collection was complete
without one of his paintings.

PM.



NOTES NOTES

Printed by Healeys Print Group 01473 461122 www.healeys-printers.co.uk






