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Fig. 9. Domenico Tintoretto
Eighteen Confratelli of the Scuola dei Mercanti in Venice
Vienna, Akademie der bildenden Kinste zu Wien

Fig. 10. Domenico Tintoretto
Eighteen Confratelli of the Scuola dei Mercanti in Venice
Vienna, Akademie der bildenden Kiinste zu Wien
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The Early Stages

North. In representations of this kind, the portraits are still directly connected
with the devotional image; in figures 9 and 10, on the other hand, there are no
holy figures at all. At the same time, it is also obvious that the panels are not
complete in themselves, but are probably two wings once flanking a central
devotional image, though we have no documentation for this. Even if there
had been no central panel, however, the assumption would always have been
that the viewer would imagine an object of devotion for the individuals por-
trayed on either side.

The pictorial conception of the confraternity portraits is similar to the one
used for Scorel’s Jerusalem pilgrims: the figures are united by a shared reli-
gious activity. The difference is that the Venetian arrangement is decidedly
more severe and uniform: all of the participants kneel in regular rows, one
behind the other, and all of the heads are turned in one and the same direc-
tion. In fact, on the left wing, all of the figures, with no exceptions, are look-
ing out at the viewer; on the right wing, the gaze of about half of the men is
straight ahead. The senior members of the group enjoy the most prominent
places and are easily distinguished by their ermine-lined, red-velvet robes. In
Holland, a long time would pass before officers were given such a dominant
position relative to the other members of the guild.

Although the shared devotional activity of kneeling and praying creates
internal coherence (a common act of worship) within the group, there is also
no lack of external coherence with the viewing subject. On the left-hand
wing, every single one of the heads is looking out at the spectator, moreover
with a degree of consistency never found in earlier artists from Holland. It
almost looks as though the confraternity members have fixed their gaze on
a single viewing subject. On the right-hand wing, however, the direction of
the gazes is divided. To modern eyes, this sets up an irresolvable conflict
between the internal and external coherence of the painting, for the ones who
are looking out at the viewer are obviously neglecting the shared devotional
activity that is responsible for the internal coherence within the painting,
while the ones who are engrossed in their praying are not in a position to
make eye contact with the spectator to establish the external coherence with
the viewer. This is a genuinely Baroque conflict. This did not trouble the
Italians, however, but rather appealed to their artistic volition, which is why
they never made any attempts to resolve it. In Holland, however, the search
for a happy balance between internal and external coherence was central to
all group portraiture.

My comments on composition will be brief. Generally, the credit Venetian
artists are given for turning their attention to the free space between their fig-
ures (which is directly connected to their achievements in landscape painting)
should be qualified in the way we have outlined for their no less important
emancipation of an attentiveness based on mood. Let us simply say that the
Venetians were not interested in depicting free space for its own sake, as
Northern painters were, but only as a means of further setting off the haughty

demeanor of the figures.
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The confraternity members of both groups create a compact rectangle, set
on an angle projecting into the foreground and bound by the diagonal ground-
lines that are particularly characteristic of Tintoretto. Therefore, emphasis is
placed on the fact that the figures occupy cubic space, and not on the free
space. Nevertheless, Tintoretto makes the gaps between the figures much freer
and airier than they would have been in a contemporary example of group
portraiture from Holland; but, even so, for the modern viewer, it is still not
clear how all the figures could find enough room to line up the way they do.
Moreover, the space between the figures and the back wall is not made clear.

Flemish Group Portraiture

Group portraiture in the Southern Netherlands, which remained Catholic,
also never developed beyond this preliminary stage. Even as late as the seven-
teenth century, the individuals are as a rule portrayed in a ceremonial painting,
as in the examples cited by Herman Riegel in Beitrdge zur niederlindischen
Kunstgeschichte, vol. 1 (on paintings of civic guards, see pages 142 f.; on paint-
ings of regents, see pages 150 f.). The examples from the sixteenth century are,
however, art historically more important. According to the information kindly
supplied by Dr. Fortunat von Schubert-Soldern in Dresden, there are several
of them in Bruges. One example is one of the wings of a triptych by Pieter
Pourbus, dated 1559, in the Cathedral of Saint-Sauveur, which depicts thirteen
members of the Confraternity of the Holy Sacrament assisting at the Mass of
Saint Gregory (reproduced in [J. de Coninck,] Guide dans Bruges du touriste
amateur d’art [Bruges: J. Burghgraeve,] 1900). In this instance, none of the
Brethren is looking at the spectator. The paintings that are closest to the Vene-
tian examples by Tintoretto, on the other hand, are two group portraits in the
Confrérie du Saint-Sang. In the catalogue sommaire of the Bruges exhibition
of 1902 [Expositions des primitifs flamands et d’art ancien] under nos. 365
and 366, they are attributed to a Pourbus, though it is not certain which one.
In this case, the portrait groups are now freed from any religious imagery, and
the individual members look out toward the viewer with their hands folded
in prayer.
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The First Period of
Group Portraiture in Holland,

1529-1566

he sort of corporation that the group portraiture of Holland required

could only have emerged from the kind of officially incorporated groups
whose members were willing to give up some of their own individuality and
freedom in order to work together toward some collective, practical, secular,
and public-spirited purpose. In the earliest stage of its evolution, civic guards
tulfilled this requirement. They were not at all like the religious organizations
associated with the preliminary stage of group portraiture, such as the Order
of Saint John or the Brethren of the Holy Sepulcher. The main purpose of these
groups, however lofty, was still essentially self-centered, because it was aimed
primarily at acquiring eternal salvation for their members as individuals. Of
course, at one time, in the very beginning, civic guards did have a certain reli-
gious basis. Not only that, but —as their enthusiasm for parrot-shooting indi-
cates —they were not above self-centered goals, namely, entertainment. Their
main purpose, however, was to band together and defend their fellow citizens
against the common foe: it was this idea that formed the basis for the rise of
a truly genuine form of group portraiture.

Nonetheless, some of the characteristics of the preliminary, religious stage
of group portraiture lingered on throughout the entire first period. Several of
them, in fact, were not even fully formed until then; some would not disap-
pear completely until the beginning of the second period, when civic guards
no longer had anything religious about them except the name of their patron
saints. The works of this first period are, therefore, transitional: they repre-
sent a bridge between the religious art of the fifteenth century and the secular
art of the seventeenth, at a time when the purely nonreligious forms of group
portraiture, such as the anatomy lessons and regent group portraits, had
yet to make their appearance. Only three guilds in Amsterdam were involved
in commissioning group portraits during this period: the Kloveniersdoelen
(musketeers’ guild), the Voetboogsdoelen (crossbowmen’s guild), and the
Handboogsdoelen (longbowmen’s guild).

The Civic Guard Group Portrait of 1529 by Dirk Jacobsz.

The earliest civic guard group portrait known today is generally, and rightly,
thought to be by Dirk Jacobsz. It is dated 1529, stems from the Kloveniers-
doelen, and is now located in the Rijksmuseum, no. 719 [now Rijksmuseum
(hereafter RM) no. SK-C-402]. It consists of a wide central section (fig. 12},
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plus two narrower wings (figs. 19, 20). Since the wings are presumably later
additions, we will leave them aside until a more appropriate time and con-
centrate on the central section.

In this, the earliest civic guard group portrait, seventeen beardless male
figures, wearing wide-brimmed caps, turn to look out at the viewer. The
painting is divided by height into two levels, with eight figures above and
nine below. The arrangement lengthwise is quite symmetrical: the heads of
the lower figures (the front row) form a zigzag pattern, while the ones in the
upper (back) row are aligned along a strict horizontal. The two rows are
separated by a partition, something like a jury box, above whose railing the
guardsmen in the back row appear as half-figures. Similarly, the figures of
the lower row are covered below the hips by a partition with a railing that is,
in turn, cut off by the lower edge of the painting. The partition serves as a
background for the first row, while the back row is displayed against a dark,
neutral wall. The actions of the figures are limited to a variety of hand ges-
tures, which will be discussed in detail below.

Jacobsz’s pictorial conception no longer relies on narrative to unify the
painting. Geertgen still depended on the relic-discovery episode to tie the
various figures in his group portrait together, while Scorel used the device of
a procession toward the Holy Sepulcher to unite his pilgrims, and even in the
later works, after the original idea had lost its meaning, continued to supply
them with palm branches as symbolic reminders of their original participation
in a pilgrimage. The shared action was eliminated, but a symbolic memory of
it remained, in which every individual was equal but only to achieve a purely
personal goal (eternal salvation).

The group portraiture of Holland could only develop its true form where
each member of the group—while free to act autonomously —was neverthe-
less dedicated to the common good. Dirk Jacobsz’s civic guard group portrait
of 1529 is the first to fulfill this criterion. How Jacobsz. went about express-
ing this is already familiar to us from Scorel’s paintings: physical action is
used to express symbolism, while the integration of the figures on a psycho-
logical level is established by the fact that almost all of them are turned in the
direction of the viewer. However, while there are still traces of a narrative
treatment in Scorel’s work, they are éompletely absent in Jacobsz.s.

Let us first analyze the physical actions. In the lower row, two of the
guardsmen clutch the barrels of their weapons (these were known as couleu-
vrines [culverins], hence the Dutch word for musketeer, klovenier). Now, if all
the men were carrying muskets, the pictorial conception of the painting
would be much closer to that of Scorel’s, where each pilgrim carries a palm
branch to symbolize the pilgrimage to the Holy Sepulcher. Because only two
of the guardsmen carry weapons, there is a kind of division of labor.

The fourth man from the right in the lower row, the one directly beneath
the date, is extending his hand, as though trying to catch the viewer’s atten-
tion.?® Four of his comrades, in turn, are pointing toward him, probably with
the idea of singling him out for the viewer’s benefit as their commander,
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thereby introducing him to the viewer. In the upper right-hand corner, one of
the men is holding up a quill for the viewer to see; this is presumably the sec-
retary in charge of the company’s correspondence. Furthermore, two of the
men have placed their hands on the shoulders of the men positioned next to
them, thus suggesting comradeship in a way so basic and so universally intel-
ligible that it is already found in the family portraits of the ancient Egyptians.

Finally, in three instances the hands of the figures do nothing more than
rest calmly on top of the railing. By calling attention to the complete lack
of physical activity, by neutralizing the hands (the organs of grasping and
appropriating things}, the figures are totally absorbed in the purely psycho-
logical state of attentiveness. One could, therefore, describe this gesture as
the negation of action, as a manifestation, so to speak, of nonactivity. The
actions in the painting that do involve physical movement, however, are
meant to symbolize the intimate comradeship based on community spirit that
is enjoyed by the seventeen sitters. This type of pictorial conception, as we
will see, is characteristic of the entire first period, which I call the symbolic
period. That is why we will now devote a few words to its place in the larger
evolution.

Symbolism requires the viewer to associate particular abstract qualities (in
this case, community spirit) with the figures who possess the appropriate
attributes. Today’s artists would go about expressing this in a completely
different way: the modern approach would be to show the guardsmen in a
chance, momentary activity that was, however, representative of their com-
munity spirit. In other words, they would choose to paint either a genre paint-
ing or a history painting that has genre elements. Now, the symbolic type of
pictorial conception characteristic of the early stage of group portraiture is, of
course, much less evolved than the modern approach, but it is much more
advanced than early Netherlandish history painting of the fifteenth century.
This is especially evident when we think back to Geertgen’s painting and the
irreconcilable duality between the figures involved in the action and those
looking on. In Jacobsz.’s civic guard group portrait, on the other hand, it is
the viewing subject who establishes the important relationships, not only
between the figures and himself or herself, but also between the figures within
the painting as a whole. At the same time, however, symbolism contained the
germ of genre painting, and later we will have to trace its evolution step by
step. In general, this sixteenth-century, symbolic form of pictorial conception
in group portraiture represented a necessary phase in the transition between
the fifteenth and the seventeenth century.

Jacobsz’s use of symbolism is more advanced than Scorel’s in two impor-
tant ways: one, there are more symbols —they had been quite limited in the
elder artist’s work —and more actions to go along with them; two, the intro-
duction of subordination with the emphasis on the commander. The reliance
on action and subordination, however, is characteristically Italian, and their
appearance here makes it obvious that not only Scorel, the history painter
from Utrecht who had been to Italy, but also Jacobsz., the local portrait
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painter of Amsterdam’s business community, considered a degree of Roman-
ism vital to the advancement of the art of Holland in their day.

If one examines these innovations more closely, however, it is easy to see
what is specific to Holland. For example, the actions of the figures are never
self-contained, but always seem to be split, so to speak, into two parts, so that
each of the active figures appears to be interacting with an invisible partner
outside the painting. In Jacobsz’s work, all but one of the figures are looking
out toward the viewer who is always outside the image. Now, Scorel’s pil-
grims could afford to march along, serenely displaying their palm branches,
in need of nothing and no one beyond this action to justify their existence.
The purpose, however, of all the self-conscious gesturing by Jacobsz.s guards-
men — whether it involves holding writing implements, singling out the leader,
or expressing general camaraderie —is to communicate with a third party,
or, better said, with an indefinite number of third parties, who are not in the
picture and can only be assumed. This is the key to understanding group por-
traiture in Holland —though only as practiced in Amsterdam, because the
same does not hold true for Haarlem. The various actions in the paintings are
never really self-contained or complete in themselves: it is only in the mind of
the viewer that they achieve the unity that holds them together.

This is beginning to sound something like our modern brand of subjec-
tivism; however, one essential thing is missing: the singularity of the viewing
subject. As we have seen several times before, the guardsmen are not focusing
on one point, such as on a single pair of eyes; instead, they glance about over
a wide area that could easily accommodate any number of viewers. In other
words, the subject is still generalized and is not thought of as one individual.
Sixteenth-century painting in Holland undeniably made considerable prog-
ress in the direction of modern pictorial ideas; at the same time, it would be
wrong to underestimate the gap between then and now, which took centuries
to bridge.

Furthermore, there is one major difference between this new form of
subordination and that of Italian painting; namely, that none of the figures is
acting in a way that would automatically single him out as the captain. We
think we recognize him as the one directly beneath the date, because four of
his comrades are pointing at him. Yet he is doing nothing more extraordinary
than holding up his left hand in a rather reticent and ambiguous way. The ges-
ture succeeds in attracting the viewer’s attention to a certain extent, but it is
not nearly enough to establish this guardsman’s natural superiority over the
others. His only distinction consists, therefore, in the pointing gestures of his
four comrades. It is they who voluntarily set up the timidly gesturing guards-
man as their commander and themselves as his subordinates. He makes no
egoistic attempt to set himself apart from his fellows in any other way.

On a psychological level, Jacobsz’s heads are not quite as individualized
or as lifelike as those in Scorel’s later paintings, but they do have more soul-
fulness. Jacobsz.s guardsmen show no signs of physical prowess or great intel-
lect that would lead them to want to dominate their surroundings either
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physically or intellectually. On the contrary, they strike us as unassuming and
well meaning; while not without dignity, they clearly accept the world as it is,
respecting it and demanding the same respect for themselves in return.

The men in Jacobsz’s civic guard group portrait of 1529 seem introspec-
tive, especially when compared to their comrades on the later wings, painted
in the 1550s (figs. 19, 20), where the figures are more intensely lifelike. In this
initial phase, attentiveness still largely operates within an ideal, elevated realm
beyond space and time, as it did in Geertgen’s case. In his earliest group por-
traits, Jacobsz. was still preoccupied with capturing an expression of inner
composure; however, as Romanist influences grew in Holland, he eventually
abandoned this.

An excellent example of a portrait that captures the interior, psychological
life of the sitter is Portrait of a Man by Dirk Jacobsz. in the Imperial Gallery
[now Kunsthistorisches Museum]| in Vienna (fig. 11). It shows a half-length
figure of a middle-aged, clean-shaven man behind a narrow tabletop, facing
the viewer. He is chalking numbers on the table, presumably engaged in some
sort of computation. However, the man is not looking down at what he is
doing, but absently off into the distance. The eyes diverge and are not focused
on a single, fixed point: a situation familiar to us from Geertgen’s figures. As
a result, they express a state of purely psychological activity, in this case, the
act of calculating. The sword at the man’s side contradicts the idea that he
might be a merchant of some kind, so that the device of having him work out
a calculation is purely artistic, functioning solely as the outward sign of inner,
subjective processes. It is easy to understand why this motif became one of the
most typical in all of Hollandish painting. Later it occurs over and over again,
always with less and less emphasis on the physical action. The wine glass and
apple are also worth mentioning: because they have nothing to do with the act
of calculating, they also succeed in effectively counteracting any impression of
physical action. This work, which is always attributed to Jacobsz. in old cata-
logs, shows the same narrow spectrum of colors in figure and clothing, the
same neutral background, and the same tablelike surface in the foreground
as the civic guard group portrait of 1529. Interestingly enough, the Vienna
portrait incorporates the same date, written upside down in chalk on the left
side of the table.

Let us now go back to the composition of Jacobsz’s group portrait of
1529. The figures still consist of vertical axes that are not diagonally connected
along a plane; like Geertgen’s and Scorel’s figures, they are held together
entirely by horizontals. Jacobsz. was not content with a mere alignment of the
men as separate, equal verticals, but arranged them symmetrically around a
dominant center. The composition can therefore boast two new, Italian com-
ponents: subordination and symmetry.

Let us look at how symmetry and subordination are applied to each of the
two rows. The eight vertical axes of the upper level are rigidly lined up at
about equal height, so that they look more or less boxed in between two hor-
izontal lines. The fact that the two central figures are the tallest, and flanked
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Fig. 11. Dirk Jacobsz.
Portrait of a Man
Vienna, Imperial Court Museum
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Fig. 12. Dirk Jacobsz.
Civic Guard Group Portrait of 1529
Amsterdam, Rijksmuseum
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on either side by slightly shorter neighbors, then, in turn, by slightly taller
ones, and finally by their shortest colleagues, creates a gentle rhythm among
the heads, though the viewer is unlikely to perceive this consciously. The cen-
ter of the row is, of course, the empty interval between the middle two figures;
it is, however, still accentuated by the four figures to either side who are
turned concentrically toward the middle and each other. Consequently, the
subordinating element, in this case, is nothing but empty space.

In contrast to this, the composition of the lower row is much more ani-
mated. Because there are nine figures, one of them occupies the central and
therefore potentially dominant position. Quite characteristically, however,
this figure is not the captain, as he surely would have been in a work based on
subordination. More than that, however, Jacobsz. did everything he possibly
could to press this central figure back into the ranks of his colleagues. Not
only is his head noticeably shorter than those of his neighbors on either side,
but these men overlap him to such an extent that only his head, a small bit of
his chest, and one of his hands are visible. The desire to neutralize the poten-
tially dominating position of the central figure is also expressed in the way his
movements combine all three main directions: he turns his head toward the
left, away from the viewer, but aims his eyes straight out in the viewer’s direc-
tion, while he points toward the right with his raised right hand.

The groups of four to either side of this central figure differ in three
respects from their counterparts in the upper row. First of all, although the
upper bodies of all the figures are rurned concentrically toward the middle,
only three of the heads follow suit: one man on either side has turned his head
in the opposite direction, while keeping his glance directed straight outward.
This position is as artificial as the one assumed by the central figure, and is
obviously a remnant of the medieval dualism discussed in the introduction
[p. 76]. Secondly, the zigzag line that jumps from head to head is so lively that
the viewer can hardly help noticing it. Two of the heads overlap the railing
of the partition behind them; their caps extend into the upper row and, as a
result, set up a definite physical relationship between the two rows. Thirdly,
unlike their comrades above, who, despite some overlapping, essentially
occupy one single plane, the guardsmen in the lower level are not lined up in
a straight row. On the contrary, they clearly project and recede in space, so
that, for example, the central figure, together with the two tallest men, make
up the third and highest row (plane); furthermore, the heads in the lower row
are larger and more strongly modeled than those in the upper row.

These differences in the way in which Jacobsz. handled the lower row
create a greater impression of movement, yet at the same time they disturb
the otherwise strict symmetry. Nevertheless, this disturbance is hardly more
noticeable than the minute variation in the rhythm of the heads in the upper
row, as noted above. For example, even though the highest points of the lines
created by the figures’ heads to cither side of the central figure are not mirror
images of each other, they do not really register as asymmetrical, because the
shape created by the three outer figures on the right is repeated by the three
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outer figures on the left. This seems to suggest that, even in the lower zone,
the painter felt obliged to uphold a strictly symmetrical arrangement, the only
difference being that, instead of harmonizing it figure by figure, he did it
group by group.

This kind of composition is architectural in nature, for it resembles a two-
storied facade articulated by a base, a subsidiary, and a main cornice. The
components of the upper story, which can be thought of as pilasters, create a
serene pattern of verticals and horizontals, with a definite emphasis on the
latter. The components of the lower row, on the other hand, are in conflict
with the whole: some of the vertical members have attempted to break through
the constraints of the subsidiary cornice, while others struggle free from the
wall and step out in front of each other, as first seen in the multiple pilasters
of Michelangelo’s courtyard in the Palazzo Farnese. Struggle below, con-
straint above, while symmetry succeeds in tying the whole facade together
into a single, serene plane. This is basically the same architectural process that
was taking place in Italy, starting with the vestibule of Michelangelo’s Biblio-
teca Laurenziana. And what this means for us is that Jacobsz’s civic guard
group portrait, the earliest civic guard group portrait of all, is already part of
the evolution taking place in Baroque art. Before we start to talk about stylis-
tic qualities that point toward the future, however, let us take a closer look at
a device that is still tied to the past, namely, the symmetry that is the basic
organizational principle of Jacobsz’s composition.

In a symmetrical arrangement, two objects have to correspond in height
and width —the dimensions that define a plane. Symmetry, therefore, is tied
to a plane: figures standing at different depths do not appear symmetrical.
Depth, though, is the most subjective of the three dimensions: height and
width are clearly evident from a single figure alone, whereas (cubic) depth (of
solid bodies) has to be imagined. Finally, distances of depth (the effects of free
space), at least in the case of figures that move, are completely dependent on
the moment at which a viewing subject perceives them, whereas height and
width are relatively stable and lasting values.

The kind of art that is preoccupied with representing self-contained, three-
dimensional objects will naturally try to project those objects into a single
plane, as evident in early sixteenth-century Italian Renaissance art. Because
we now know that the group portraiture of Holland seized upon centralized
symmetry around 1529, we can assume that it was the result of Romanism.
The pattern is always the same: in order for figures to be integrated with the
free space between them, they first have to be well-outlined, self-contained,
solid shapes that are integrated with the other figures in a painting. All of this
naturally results in figures with regular (“beautiful”) contours, that is, con-
tours that remain within a plane, and in compositions of no less regular
groups with centralized, symmetrical arrangements.

By 1529 what the artists of Holland might have had to invent for them-
selves was already available and fully developed in Italian art. We do not
know if Jacobsz. ever actually studied in Italy, but it would have been enough
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for him to have gotten to know Italian art secondhand. At any rate, it is very
unlikely that he arrived at a composition like the one in his earliest civic guard
group portrait completely on his own, or that he came so close to approxi-
mating the Italian structural composition of the incipient Baroque style by
sheer accident.

Despite all of these Romanist tendencies, however, the artist’s Hollandish
artistic volition still manages to triumph. This is true in regard to the pic-
torial conception, as we have already seen, and the same goes for the com-
position: the artist was concerned to tone down the absolute character of
the subordination. Furthermore, he worked against symmetry in a plane by
staggering the figures in free space and by exploiting the subjective aspect of
composition that breaks down the plane, something that is really remarkable
compared to what we find in Geertgen’s and Scorel’s works. Signs of this
same tendency include the strong projection of the front-row figures into the
foreground, as was pointed out earlier, as well as the stronger spatial presence
of their heads relative to those in the upper row, which causes them to recede
into space.

The two partitions, familiar to us from Scorel’s group portraits, also serve
to stagger the figures by overlapping the lower halves of their bodies. Further
devices that create spatial effects are the hands jutting over the partitions: they
are the successors {or, perhaps more accurately, the roughly contemporary
counterparts) of the ones in Scorel’s work. Yet another noteworthy detail is
the wedge-shaped recess in the lower row that hints at a certain interest in
grouping figures around a centralized space. This is a very timid version of the
kind of spatial composition that Geertgen exploited in more developed form
for his history painting of the relic-burning episode, though not, significantly,
for the group portrait in the same painting. Both he and Scorel would have
agreed that it was much too subjective for that genre.

The most significant indication of Jacobsz’s intention to break up the
plane and have figures recede in depth is how he handled the relationship
between the figures and their surrounding space. He kept the background,
which consists of little more than a neutral wall and the two partitions, inten-
tionally dark, which makes the figures’ skin stand out vividly, so that their
heads and hands appear to be moving flexibly in space. Of course, this is not
yet explicit spatial shadow like the chiaroscuro of seventeenth-century paint-
ing. Nevertheless, it is a clear move in the direction of treating free space as
a coherent entity by giving it a single coloring, and thus to create an unin-
terrupted connection among the individual, self-contained figures. The final
feature that contributes to the impression of space is the fact that the tops of
their heads are not abruptly cut off, as they were in Scorel’s painting, but still
have room enough above their caps to avoid colliding with the frame.

So, just as subjective attentiveness —the component of group portraiture
specific to Holland —grew stronger rather than weaker after the introduction
of the objectivist, Romanist expressive devices of symbolism and subordinat-
ing action to the pictorial conception, the same was true of composition: the
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introduction of central symmetry was accompanied by an increased emphasis
on free space. This first period of group portraiture, which can be thought of
as the symbolic-symmetrical phase, was obviously receptive to Romanism,
but only when it served artistic goals specific to Holland, with the result that
it led to unmistakable advances in achieving these goals.

During this period, there are still no instances where two figures interact
with each other on a psychological level. All of the guardsmen in Jacobsz’s
painting look out of the painting toward where a viewer would convention-
ally stand, with one important exception: the man to the extreme left of the
lower row who gazes off at an acute angle almost parallel to the picture plane.
However, he is definitely not interacting with any of his comrades. Like the
rest of them, he is looking out beyond the frame; the direction of his gaze sim-
ply does not happen to be where one would normally expect the viewer.

An impressive number of civic guard group portraits survive from the
early 1530s. Thus it is tempting to assume that group portrait commissions
had become commonplace by then, and that it is only an accident that
Jacobsz’s painting of 1529 is the sole survivor of earlier date. At first glance,
however, it is clear that these works have an unsteady and uncertain pictorial
conception that is most easily explained by their being products of artists
inexperienced in the newfound type of painting commission and still groping
for appropriate expressive means. Of course, no one would try to insist that
Jacobsz’s civic guard group portrait of 1529 must be the very earliest of its
kind, but the beginnings of group portraiture in Amsterdam cannot have been
much earlier than this.

The Civic Guard Group Portrait of 1531 by an Unknown Artist

The civic guard group portrait by an unknown artist, no. 1332 [RM no. SK-
C-409] in the Rijksmuseum (fig. 13), dates from just two years later than
Jacobsz.s. The catalog formerly attributed it to Scorel, but now, following
Six, it is ascribed to Cornelis Teunissen, one of whose authenticated works, of
1533, we will be dealing with next. In my opinion, the figures’ pudgy, round
heads are too uniform and too compact to be by either artist. If I were forced
to choose between the two, however, I would pick Scorel, because, in my
opinion, the painting’s pictorial conception owes more to the thinking of a
history painter than to that of a professional portrait painter. At first, in fact,
it even looks like a history painting, and only someone familiar with civic
guard traditions, who knows that the A in the coat of arms in the middle of
the railing stands for Squad A of the Kloveniersdoelen, would immediately
recognize it as a group portrait. Further clues supporting that assumption
include the inscriptions, to which we will come in due course, and, lastly, the
portrait quality of some of the physiognomy.

Remarkably enough, there are also seventeen men in this painting, just as
there had been in Jacobsz’s painting of 1529. Since, furthermore, both group
portraits were commissioned by the same Kloveniersdoelen, it is conceivable
that the same individuals appear in both paintings. Unfortunately, Jacobsz’s

111



Riegl

Fig. 13. Anonymous
Civic Guard Group Portrait of 1531
Amsterdam, Rijksmuseum
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work does not indicate the squad’s letter; moreover, the portrait quality of the
heads in the later work is so poor that it would be impossible to confirm with
any degree of certainty whether any of them are identical in both paintings. The
guardsmen in the later painting are generally younger than those in the earlier
one; so for this reason alone, it is unlikely that the two groups are identical.

Now, let us investigate how this unknown artist of 1531, who obviously
did not measure up to either Scorel or Jacobsz. as a portrait painter, conceived
and composed his civic guard.

The guardsmen here do not wear civilian clothing but are dressed in
armor, though without headgear; with one or two exceptions, they all hold
muskets by their sides in the position of parade rest. In a way reminiscent of
Scorel’s palm branches, all of this serves to emphasize the military nature of
the association much more clearly than in Jacobsz’s portrait, and also makes
us suspect that it might depict a specific historical episode. This impression is
strengthened by the way our anonymous artist carefully differentiated between
active and passive participants, just as Geertgen had in his painting of the
Knights of Saint John. In Jacobsz’s painting, on the other hand, nearly all of
the guardsmen are active, and the few exceptions still manage to maintain
lively eye contact with the viewing subject who unifies the whole.

Fourteen of the guardsmen in the painting of 1531 stand quietly at parade
rest, while the remaining three, prominently located in the foreground near
the two inscriptions, are gesturing with their hands. The one on the left,
whose head is visible only in profile, reaches forward with both hands as if in
a gesture meant to accompany speech. His two counterparts on the opposite
side gaze out toward the viewer as one places his right hand on the other’s
chest, and the other reaches for his colleague’s right arm. Locked in a sym-
bolic act of fraternity, they face the third, gesticulating figure who seems to be
speaking a few words for the occasion. Meanwhile, the other fourteen men —
just like the knights in Geertgen’s painting — assist silently and passively.

The inscriptions substantiate this interpretation. The one on the right con-
sists of a Latin quotation from Seneca and the date 1531; the one on the left
is its Dutch translation: “Wij zijn door deezen plechtighen eed verbonden de
wereldsche zaken gheduldig te verdraaghen en ons niet te laaten beroeren
door die zaaken die wij niet in onse macht hebben om te vermijden.” (We are
bound by this firm oath to bear worldly events with patience and not to be
moved by those things that we cannot avoid.) This confirms that all present
are members of a sworn fellowship and that the three active figures are
involved in a swearing-in ceremony. The reference in the inscription to unavoid-
able fate and the inclusion of two angels in the upper right corner are the only
remnants of the religious basis that the association once had.

We now have to ask whether the artist originally intended to represent an
actual historical episode —say, the swearing-in of a particular new recruit—as
was the case with Geertgen’s and Scorel’s paintings, or whether it was meant
in a purely symbolic way, more akin to Jacobsz’s group. It quickly becomes
clear that the psychological coherence of the seventeen figures portrayed in
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the scene is completely dependent on the artist’s use of objective symbolism:
the two men whose arms are resting on each other are not looking across
to their active colleague but out at the viewer. He, in turn, is not looking back
at them —though he is shown in profile —but upward, in a direction where
none of his fellows could possibly be standing. One is led to conclude that this
artist, too, sought to establish through objective symbolism the psychological
unity of the seventeen portrait figures. The symbolism is less developed here
than in Jacobsz.s work only because, like Scorel’s portraits, it revolves essen-
tially around a single situation. Not immediately apparent is the fact that most
of the figures are not looking out in the direction of a viewer (strictly speak-
ing, at this point, one must assume a multitude of viewers), but staring vaguely
toward the middle of the painting. None of them, however, shows the least
interest in the swearing-in ceremony itself.

Our anonymous artist begins to emerge as someone relatively behind the
times who persisted in thinking that the medieval pictorial conception of his-
tory painting could solve the new problems presented by group portraiture; at
the same time, he was unable to resist the trend toward greater symbolism. As
a result, his pictorial conception is much closer to that of Scorel than to that
of Jacobsz., though not close enough to justify an attribution.

Now let us take a look at some of the specific devices that the anonymous
artist used to realize his conception. What distinguishes the composition of
his work from that of Jacobsz. is primarily that the figures are posed in a land-
scape. The surroundings that open up behind the figures thus become signifi-
cant in themselves, and this emancipation of the surrounding space is another
clear sign of the growing subjectivism of the period. Netherlandish painters
had already reached this stage of the evolution in composition by the fifteenth
century. They placed the sitter in the foreground as a half-length figure and
then, by means of perspective in free space, allowed the landscape to recede
into infinity, becoming less and less distinct. The figures in the foreground,
however, have no real connection with the distant background, because the
middle ground is all but nonexistent. In the fifteenth century, figure and space
were still dualistically disjointed, even though artists had begun to explore
the particular qualities of each separately. Italian artists were much better at
balancing and integrating the two at this point, although they relied almost
exclusively on linear perspective which gives priority to the figure. Therefore,
Northern artists who were looking for ways of subjectively uniting and inte-
grating figure and space looked to ltaly for models. Jacobsz’s civic guard
group portrait is a perfect example of a transitional work with obvious Ital-
ian influence.

Once again, however, the civic guard group portrait of 1531 is less
advanced than Jacobsz.’s work in this respect, because the relationship between
figure and space is still as disjointed and dualistic as it was in Memling’s day.
Of course, there was not much space visible in Jacobsz’s group portrait to
begin with, but that is why it was so much easier to make it look convincing.
Unlike those in the van Eycks’ paintings, the landscape in the painting of 1531
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already has two gradations—a brown and a green one—to indicate depth.
Taken together with the row of figures in the foreground, furthermore, we
have the well-known layered, three-toned landscape formula. This way of sys-
tematically creating the illusion of spatial depth undoubtedly has a subjective
effect, but it was nothing new in 1531. Flemish artists later turned the stripes
of isolated colors into an objective, standardized formula. The Hollanders, on
the other hand, went beyond that by blending the three layers with each other,
mainly using the perspective of free space, and hence doing away with the
isolating, polychromatic effect.

Finally, the landscape is made up of fantastic, jagged, toothlike cliffs topped
by the rugged ruins of crenelated towers. How fundamentally different are
these pinnacles, straining toward heaven — these remnants of waning Gothic
sensibility — familiar to us from Joachim Patinir and Herri met de Bles —from
the weighty horizontal line pressing down upon the heads of the upper row of
figures in Jacobsz.’s civic guard group portrait! Apparently, the artist of 1531
was perfectly happy with the degree of spatial subjectivity that had been
achieved in the fifteenth century and the first two decades of the sixteenth,
and he had no desire to go beyond it. Of course, had he looked to Italy for
models, he would have found them only for the figures and not for the land-
scape. At any rate, the solution he found for relating the portraits and the
landscape was just as antiquated and out-of-date as his way of reducing sym-
bolism to history painting.

The composition of the figures, however, does represent a rare instance
where an artist from Holland decided not to stack rows of figures on top of
each other, but to arrange them behind each other. Sixteen of the men are
lined up in four vertical, receding rows of four men; the seventeenth man is
located in the exact middle. Clearly, the rules of Italian linear perspective were
being used, though in an awkward and inaccurate ways; it is another example
of Romanist thinking. Linear perspective allowed the artist to align all seven-
teen heads along a horizon line which then served to link all the vertical axes
into a unified series. Consequently, in spite of the fact that the figures project
and recede in space, they are still forced into a plane.

The symmetry is quite strict and oriented to a dominant center. Yet the
figure occupying the central position is placed deep into the picture, so that
his position is anything but prominent. Furthermore, with the exception of
his head, he is almost completely masked by his neighbors. Again, external
subordination is stripped of any internal significance.!! This centralized sym-
metry is repeated, with mathematical precision, on the railing of the partition
below; in the landscape, it is somewhat less exact, but still clearly emphasized.
With few exceptions, the sixteen figures in the four rows are arranged sym-
metrically and concentrically. Almost all of them are strictly vertical; some of
their glances still suffer the traces of dualism. As with Jacobsz’s guardsmen,
there is a wedge-shaped free space in the foreground tapering up toward the
central figure: it has the effect of counteracting the planar effect of the sym-
metry and of awakening in the viewer a subjective sense of depth.
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The civic guard group portrait of 1529 can be fairly described as two
strictly separated horizontal levels of vertical components, whereby the lower
ones are moving along the dimensions of height and depth (forward) in
contrast to the upper ones that rest serenely along the width. If so, then an
analysis of the composition of the portrait of 1531 might sound something
like this: a row of half-length figures, projecting into the foreground in units
of four, rises above a serene horizontal base to terminate above in another
horizontal line. After this comes the landscape: first, a brown strip, which
breaks up into broad zigzags; then, a green one, whose sharp points reach up
to the upper edge of the frame. In the lower part, the composition rests calmly
along the entire width of the painting; in the upper part, it is straining fran-
tically upward in height.

In other words, the upper zone reflects Northern Gothic principles, while
the lower zone incorporates the Italian Baroque ones we discovered in use
by Jacobsz., even though only a single line of figures is involved. In the way
the artists treated the figures, however, the reverse seems to be true: here the
figures, both individually and as a group, have stressed, compact contours,
whereas Jacobsz’s figures are physically more relaxed and psychologically
deeper.

The Civic Guard Group Portrait of 1533 by Cornelis Teunissen

There is a civic guard group portrait (fig. 14), dated 1533 and signed by the
artist Cornelis Teunissen, that has not yet been removed to the Rijksmuseum
but is still in Amsterdam City Hall.22 Again, the men are seventeen in number;
this time, however, they are members of the Voetboogsdoelen. And again, the
letter of the squad appears in the middle of the bottom of the painting.

The most striking thing about this work is that most of the men are seated
around a table set with food and drink. Standing behind them, along a back
wall interrupted by a window, are seven more men. Because of its unifying
action, Teunissen’s work is closer in pictorial conception to the portrait of
1531 than to that of 1529. Teunissen has simply substituted the idea of the
banquet for the swearing-in ceremony.

On closer examination, however, it is immediately apparent that none of
the banqueters has any interest whatsoever in eating or drinking. And this is
true not only for the men standing along the wall, but even for the ones seated
directly at the table. Though each of the seated men has a plate set before him,
no one seems inclined to eat, and the only person holding a knife shows no
sign of putting it to its proper use. In addition, though one man is holding a
wineglass, and another a tankard of beer, no one shows any intention of tak-
ing a drink. These few details make it obvious that this meal was not meant
to represent something from the daily life of these guardsmen, such as a dis-
interested viewing subject might have been able to witness at a particular
moment in time. Like the swearing-in ceremony, it is meant to fulfill a sym-
bolic, aesthetic goal. The idea of a banquet serves this purpose very well—so
well, in fact, that it remains in use well into the seventeenth century. The
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Fig. 14. Cornelis Teunissen
Civic Guard Group Portrait of 1533
Amsterdam, City Hall
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In composition, too, Hals succeeded in progressing beyond the stage of his
earlier achievements in a manner in keeping with the evolution in Holland as
a whole. Originally, whenever he depicted figures in space, he was interested
only in the figures and not in free space as such. Artists in Holland, however,
began more and more to see self-contained solid objects in a continuum with
their surrounding space. This inspired Hals to turn his attention to space, as
evidenced by his adoption of the Amsterdam device of chiaroscuro in 1641.
The two works of his old age, however, show that he went even further than
this, moving in the direction of the Delft painters, who were reverting to the
use of local color in the form of black-white-red painting.®® Their figures’
shapes, when arranged in interior spaces, are like colored clouds, with a solid
core but fluid contours. The artists of Delft, however, painted their interiors
with the same care, using light reflections and tonal values to give their figures
clear demarcations while simultaneously integrating them. Hals’s interior, on
the other hand, remained a mere suggestion of a distant view, and this com-
pelled him to adopt a broad way of applying paint. Seen close up, it looks
unfinished and sketchy: this is the aspect that captious and materialistic crit-
ics have always pointed to as evidence of the shaky hands of an aged artist.

The overall composition shows the least progress in comparison to the
regent portrait of 1641. While Hals was obviously making more of an attempt
to replicate Rembrandt’s optical plane, he still reverted to the table as spatial
center, particularly for the painting of the regentesses. Perhaps he felt he had
to include a haptic counterbalance, especially in the case of the regentesses,
for the impressionistically painted landscape on the rear wall that has some-
thing of the character of Wijnants or of some other Italianate artist of the
period.

The Group Portrait of the Civic Guard of Saint Hadrian

in Haarlem by Hendrik Pot

As long as the characteristics of group portraiture in Haarlem were synony-
mous with Hals’s personal tendencies, as they were throughout the 1620s
and 1630s, other artists hardly had a chance of obtaining commissions. As a
result, the City Museum in Haarlem has only one civic guard group portrait
of this period by an artist other than Hals. It depicts the officers of the civic
guard of Saint Hadrian in Haarlem (fig. 77) and is attributed in the catalog to
Hendrik Pot, whose best accomplishments lay in an entirely different direc-
tion, and who represents in certain respects the transition from Hals to
Terborch. The date of 1630 in the catalog accords fairly well with the cloth-
ing and technique.

Our first glance tells us that the individual figures have inherited the spirit
of Hals’s art, though Pot seems to have taken this to extremes never seen in
his more eminent colleague’s own civic guard group portraits. This painting
shows that there were people in Haarlem who found Hals too low-key and
reserved an artist. Pot was attempting to outdo Hals, and his desire to create
an even livelier sense of excitement naturally led him to concentrate primarily
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on the external appearance of his figures, particularly on their physical move-
ments. As a result, the composition is the first thing one notices in the paint-
ing, and, against our custom, it will therefore be the first aspect we examine.

The unusual feature of the composition of this painting is that not only
are both the figures and the background arranged along diagonals that slant
from the foreground on the left toward the background on the right, but the
two diagonals created by the figures and the background constantly change
course: they alternately project and recede, varying in depth and direction.
The officers enter above from left to right through a door; then, they pivot at
a right angle to the right, crowd down a steep and narrow flight of steps, and
finally veer off to their right. The five figures still on the steps recede one
behind the other, while the four figures who have already descended are
grouped around a wedge of empty space. Finally, the right-hand member of
the foreground pair looms assertively forward.

The background effectively accentuates the idea of a milling crowd of fig-
ures. It consists of a row of buildings slanting back into space that do not
establish a uniform front; instead, like the figures, the surfaces project and
recede erratically to create nooks and crannies as well as deep spaces. What is
more, these architectural fragments are cut off at the top by the frame, thus
heightening the tight, claustrophobic impression even further. Pot’s original
intention in planning this composition was to avoid the impression of a plane
and instead do everything in his power to show that the figures and the back-
ground were projecting and receding in space. His means of integrating them
into a haptic plane are exactly the same as Hals’s, namely, repeated contrap-
posto arrangements, produced by the turning of heads, gesticulating of arms,
and particularly the whole assortment of lances, flagstaffs, command staffs,
and handrails. These dampening effects prove to be not nearly enough to bal-
ance out the artist’s extremes in depicting space. As a result, in spite of the
high quality of the details, the painting as a whole makes a disconcerting,
almost awkward impression on the viewer.

The fact that the pictorial conception is based on the idea of men setting
out on a march already makes it of interest to us, for this is the same means
of establishing internal coherence that de Keyser was exploiting at almost the
same time and that Rembrandt took up twelve years later. Hals in Haarlem,
however, did not attempt it until 1639. As might have been expected, Pot, true
to his Haarlem origins, situated a subgroup of four men, bonded in internal
coherence, squarely in the middle of the painting.

Within this subgroup, the man closest to the head of the line is subordi-
nating the others, although what he means by the gesture of his left hand is
impossible to say with certainty. Perhaps it is an invitation for the others to
take up their places behind the pair leading the group, and to line up likewise
in twos now that they have descended the stairs. Then we would be dealing
with the idea of a transfer of orders through the ranks of men, as in The Night
Watch. Should this be the case, then the contrast between a Haarlem artist’s
idea of internal coherence and that of his colleague in Amsterdam would
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Fig. 77. Hendrik Gerritsz. Pot
The Officers of the Civic Guard of Saint Hadrian, Haarlem, 1630
Haarlem, City Museum
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appear still more marked. Perhaps, however, the gesture is only meant to indi-
cate that a conversation is going on among the men.

Whatever the import of this group of four, it does not seem to concern the
five men on the stairs, who are engrossed exclusively in their own act of
descending. Finally, the man whom we have already declared the captain, one
of the pair leading the group, gazes out, haughtily studying the viewer. His
imperious stance, the staff he holds in his left hand, and the way he is striding
out in front of the others mark him as the commanding officer. But there is no
indication whatever that the others are subordinated to him, that is, that their
marching is a consequence of his command. The officers seem to be on the
march simply because they share a desire to do so.

Nevertheless, there is an internal coherence resulting from the men’s
shared activity of marching. Moreover, it is far stronger here than in Teunissen’s
banquet of 1533 or in Jacobsz’s march of 1563, for in these two works of the
Symbolic period some of the figures actually do the opposite of what their cir-
cumstances would seem to dictate. In Pot’s group portrait of 1630, no figure
is behaving in a way inappropriate to the idea of a march; on the other hand,
Pot has not interpreted the men’s shared will to march so narrowly and so
unequivocally as to exhaust the meaning of the painting. How much more
striking is the march theme in de Keyser’s painting of 1632, where all the
guardsmen have formed up in response to the command, and how perfect in
The Night Watch, where Rembrandt made the command itself the main sub-
ject of his portrayal.

Another feature of Pot’s painting typical of Haarlem is the limitation, in
this case to one, of the number of figures who have direct contact with the
viewer and are in charge of external coherence. Here, this function is in the
hands of the captain, who is in a position to mediate between the viewer’s

space and the whole corps.

The End of Civic Guard Group Portraiture in Haarlem: Pieter Soutman
It is a pity, as mentioned earlier, that we have no documentation of what the
people of Haarlem thought when Hals produced his regent group portrait for
Saint Elizabeth’s Hospital in 1641. The genre itself was new in the city, and
for that reason must have looked revolutionary at the time, with its self-
contained internal coherence and chiaroscuro. We can only infer the answer
from the fact that it took no less than twenty-three years for the artist to
receive another group portrait commission, even though he had previously
had no rivals in group portraiture in Haarlem. The suspicion that the people
of Haarlem were not pleased by the changes in his painting becomes all but
certain the moment one considers the group portraits produced in Haarlem
shortly thereafter.

Jan Verspronck painted a group portrait of regentesses in 1642, but I have
neither a reproduction of the work nor an adequate description of it. My
sparse notes are essentially limited to the observation that the artist was little
more than a colorless and uninventive imitator of Hals.
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More significant is the reaction of the officers of the Saint Hadrian’s civic
guard in deciding to commission another large civic guard group portrait in
the very next year, 1642. The person appointed to carry it out was not Hals,
but, astoundingly enough, Pieter Soutman, who had played a certain role in
the establishment of Rubens’ school for engravers and was later known in
Haarlem as a competent businessman. The resulting work —which, like all
the other examples of Haarlem group portraiture discussed here, is located in
the City Museum —appears to be the epitome of a reactionary painting. In
regard to pictorial conception, the internal coherence is again restricted to
a single subgroup of two or three figures, which, although located promi-
nently in the middle of the painting, does not include the captain. The remain-
ing men are apathetically standing or sitting around on view. Soutman’s
composition keeps the figures, as well as the lances and all the other stafflike
props, in a fairly symmetrical arrangement, whereas his treatment of the free
space behind them is perfunctory. The whole painting is a protest against self-
contained internal coherence and the emancipation of free space in the form
of chiaroscuro. The only hints that we are dealing with the work of a towns-
man of Hals are the congenial faces of the figures, which occasionally still
exhibit a trace of lively humor.

The guardsmen of Haarlem at the time must have been quite satisfied with
Soutman’s solution, because only two years later they commissioned him to
do another large civic guard group portrait. Presumably emboldened by his
success in 1642, Soutman endowed several of the heads with van Dyck’s
brand of pathos (showing conflict between will and emotion). They clash
with the rest of the painting, which is otherwise informed by Hals’s earlier
pictorial conception, leaving an impression that is disagreeable, and probably
not only to our modern eyes.

This type of intense, emotional painting, which Soutman had learned dur-
ing his stay in Antwerp, scems to have satisfied his contemporaries’ demands,
at least to some extent. His painting of 1644, however, seems to have made
his contemporaries’ realize that civic guard group portraits were no longer a
suitable medium for the most recent tastes for art in Haarlem, because it is the
last of its kind. After this, the records of Haarlem make no mention either of
commissions for group portraits or of the name of the last artist in the city to

produce one.

The Last Period of Group Portraiture in Haarlem, 1658-1667

It was not until the end of the 1650s that artists in Haarlem again took up
the challenge of group portrait painting, this time confining themselves to
regents. This is the last fruitful and to a certain extent the last autonomous
period that this genre can boast in Holland’s oldest cultural center. Lasting
from 1658 until 1667, it reflects a significant new phase in the evolution of
Holland’s artistic volition. That is why it warrants a closer look here than is
generally granted.
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Jacob van Loo

The group portrait of the regents of the Aalmoeseniers Arm- en Werkhuis by
Jacob van Loo is dated 1658 (fig. 78). The pictorial conception divides the
painting into two actions. A servant enters from left and introduces a girl in
need of assistance to the treasurer sitting behind the table; as he does so, he
hands over a piece of paper, which the treasurer accepts while listening to the
servant’s explanation. Meanwhile, the two regents seated to either side of the
table turn to an unseen party (the viewer), with whom they are separately
negotiating; and, because the regent on the left is pointing with his left hand
at the treasurer in the background, a direct connection is created between
both groups and both activities.

This is the pictorial conception first used by Hals in his civic guard group
portrait of 1616: one distinct subgroup in charge of internal coherence and
another responsible for external coherence, though both are connected in time
and place. Like Soutman before him, van Loo was reverting to early Hals, more
or less in protest against the completely self-contained internal coherence of
Hals’s later regent portrait of 1641. It was obviously the dramatic conflict that
Hals had taken over from Rembrandt and artists of Amsterdam that displeased
his Haarlem colleagues. The element of drama, therefore, was again elimi-
nated. It was, however, not replaced by the pleasant camaraderie and good
humor of Hals’s works of the 1620s and 1630s. The regents here do not look
either as inviting or as challenging as Hals’s figures or as sympathetic and
compassionate as the ones we know from Amsterdam. In a cool, calculated,
and business-like manner, they inspect the unseen party.

The background scene of self-contained internal coherence has even more
striking differences. Here, too, even though the subject virtually demands it,
warmth of feeling is completely lacking; however, this is where the attentive
viewer feels compelled to explore further. A look at the servant and then at
the regent gives one the impression of an invisible web of rapport being spun
between the two men. One’s attention then shifts again to the girl who is
looking up, half curiously, half fearfully, at the treasurer. We are aware of the
web of thoughts spun among these three people, and we observe it with plea-
surable attentiveness, just as they, too, are joined to each other by pure states
of attentiveness. It seems as though we are looking at a painted novella of the
kind produced unsurpassedly by Gerard Terborch. It was, in fact, this tendency
in the painting of Holland, as represented by Terborch, that was beginning to
influence group portraits such as this.

The Essence of Novella-Like Group Portraiture in This Period

One should never forget that the unshakable goal of all painting in Holland
was the depiction of attentiveness. So, when Hollanders took over the idea of
depicting emotions from Italian artists, it was only for the sake of making a
figure’s attentiveness more specific. The joy expressed by Hals’s figures and
the compassion of Rembrandt’s were only means to an end. As soon as that
goal was achieved, or at least reduced to a bare minimum, artists naturally
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Fig. 78. Jacob van Loo
The Regents of the Aalmoeseniers Arm- en Werkhuis, 1658
Haarlem, City Museum
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began to eliminate, whenever possible, this superfluous emotion that had
always been a foreign import. This reductive process, which is characteristic
of the last independent stage of painting in Holland before it capitulated to
French influence, grew out of Terborch’s pictorial conception.

Terborch’s artistic roots were in Haarlem. Through society painters, espe-
cially Pieter Codde, the artist is linked with Hals. Consequently, he was trained
to paint exuberance, not compassion. Now, however, the challenge was to
contain the exuberance of the figures as much as possible in favor of pure atten-
tiveness without sacrificing the new individuality of attentiveness. Terborch
met this challenge with his “novella” pictures, which continue to fascinate us
today because of the way the figures are bound to each other by unseen but
irresistible ties that communicate a compelling mood. These ties seem at first
to be none other than the bonds of pure attentiveness. The artist’s subtle inter-
pretation of the figures ultimately destroys the purity of their attentiveness,
however, because it supplies each of them with a degree of individualized—
and therefore, by definition, selfish —motivation. In addition, more detailed
psychological analysis of the figures suggests that the motivating factor is plea-
sure, concealed beneath a facade of disinterested attentiveness. This is obvious
even from Terborch’s choice of subjects: scenes involving a love letter, or show-
ing a soldier offering a lady some money, or featuring the “paternal admoni-
tion.” In all cases, secret passions are involved, which the artist delighted
in disguising in the cleverest ways. Subjectivity is triumphant in Terborch’s
paintings, as proven by the modern enthusiasm for his work (for example,
Fromentin’s): they trigger our stock of associations to such an extent that, as
viewers, we can readily imagine ourselves personally witnessing such a scene.

Terborch’s art, therefore, seems to represent the most mature and devel-
oped stage of art in Holland. The attentiveness of his figures seems to be more
perfected than ever before; however, it is also more individualized than at any
time in the past. We realize that this is not genuine, disinterested attentive-
ness, but only its semblance, behind which selfish motivations —secret plea-
sures —are hidden. Individualism, by its nature, always involves some degree
of selfishness. Consequently, Terborch’s art, though it may seem to represent
the acme of the artistic evolution in Holland, is actually further away from
Holland’s original artistic ideal — selfless attentiveness — than any earlier stage.
This is also confirmed by the observation that the figures in Terborch’s paint-
ings not only lack all expression of compassion of the poignant kind found in
Rembrandt’s work, but they do not even have the sense of humor that Hals
used to temper the pleasure-seeking ways of his merry guardsmen. Terborch’s
tigures, finally, do not even have a trace of the congeniality that had been a
specific component of Germanic (as opposed to Romance) artistic psychology
since the time of Geertgen tot Sint Jans.

The pictorial conceptions of Terborch’s novellas have something caustic
and sarcastic about them: the artist mocks the secret passions that people
have, and encourages the viewer to do the same. Adriaen van Ostade, by con-
trast, always begged indulgence for his bawdy peasant types, pleading that
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they simply could not help themselves. Terborch, on the other hand, is the
painter of a witty brand of egoism that uses its knowledge of human weak-
ness not to gain insight into the human condition but to feel superior to other
people. This is, as everybody knows, the psychological attitude associated
with people from the north of France. And so, as we see the last great, inde-
pendent artist in Holland already steering in a French direction, the eventual
fate of painting in Holland during the last third of the seventeenth century
will come as no surprise: its own logical evolution made it inevitable.

The composition of van Loo’s regent portrait of 1658 shows figures per-
fectly rendered as optical phenomena in free space, without these spatial
surroundings being individualized. This also recalls the manner of Terborch,
who knew perfectly well how to render free space but did so only for the sake
of the figures. In the spirit of Romance artists, he was interested only in the
human factor, because it allowed him to show off his brilliant wit; the setting,
the world in general, on the other hand, did not concern him. In this respect,
he distinguishes himself from the artists of Delft, who, though they resemble
him in other ways, devote as much individualized attentiveness to the specific
rendering of free space and all the other nonhuman aspects of a painting as
to the Lord of Creation himself. The overall composition reveals van Loo’s
regent figures to be unified within an optical plane, albeit in a loose, triangu-
lar arrangement that leaves a haptic impression, which is further enhanced by
the plainly visible surface of the table, strewn with various objects, acting as
a spatial center.

This clearly represents the novella-like pictorial conception that Haarlem
wanted to apply to group portraiture. As van Loo attempted it in 1658, how-
ever, it had one decided shortcoming: it contained two novellas instead of
one. Now, the novella type of pictorial conception is especially vulnerable to
anything that might pose a threat to unity; as a result, it became absolutely
necessary to drop one of the two novellas —either the internal or external one.
It reveals much about the course of the evolution that it was the internal sub-
group — which even Hals had felt compelled to retain in 1641 — that was elim-
inated for the sake of a rigorously executed external coherence. It is also the
most illuminating proof that, for Haarlem artists, as for artists throughout
Holland, external coherence was the ultimate goal; furthermore, the only
reason it had taken them so long to actualize it, following the example of their
Amsterdam colleagues, was because they saw a moderate degree of internal
coherence as the indispensable prerequisite for attaining that goal. The subtle
psychological interpretation of the figures that is an integral part of the novella
approach to painting, however, made it possible to integrate figures with each
other in internal coherence, as long as they were all looking our at the viewer
and making no effort to interact. This is the very solution that van Loo chose
in the following year in portraying the regentesses of the same Arm- en
Werkhuis of Haarlem: he had three ladies and a servant act out a novella-like
scene for the benefit of the viewer.
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Jan de Bray

In novella-like genre painting, as in genre painting in general (p. 346), the
artist also tends to treat figures so that individual, objective peculiarities are
suppressed and become submerged for the viewer in the larger impression of
the painting as a whole. Portraiture, however, cannot afford to sacrifice this
much of its objective nature —not, that is, if it still intends to remain the ren-
dering of a particular individual. The novella approach is much too effective
at engrossing the viewer in the psychological web spun between the figures,
with the result that the physical and psychological characteristics of the
person portrayed are overlooked.

Haarlem artists must have recognized this dilemma, because by the 1660s
there was a new, somewhat reactionary response. One symptom was that
even old Frans Hals was again considered suitable to satisfy the Haarlem pub-
lic. And, in fact, his regents and regentesses of 1664 stand much more on their
own as portraits than do the regents of van Loo. Nonetheless, Hals may still
have gone further than his patrons wanted him to, in view of the restraint
practiced by the most prominent group portrait painter of the 1660s, Jan de
Bray. The most mature work of this last of the distinctive portrait painters of
Haarlem consists of a pair of paintings portraying the regents (fig. 79) and the
regentesses of 1667 {in the City Museum of Haarlem), which to a certain
extent double as the final examples of independent group portrait painting
in Haarlem.

Very much as in van Loo’s painting of 1659, all the regents and regent-
esses, including the subordinates who are standing by, turn to look in the
direction of the viewer (the unseen party), who, to judge from the far greater
number of directions in which the figures are looking, by comparison to
Rembrandt’s syndics, is clearly thought of as being more than one person. In
fact, for the modern viewer, these paintings recall not The Staalmeesters but
much earlier examples of group portrait painting in Amsterdam: the regent
portraits by Werner van den Valckert (fig. 40). These paintings represent
Amsterdam’s resolution of the problem of establishing external coherence (see
p- 231). The artists of Amsterdam still lacked convincing internal coherence.
This is because not only the chairman but all the men in Valckert’s painting
have independently taken up contact with the viewer in a way that destroys
the impression that all of their actions are occurring at the same time, and
that they all share a subordinated relationship to the applicant as mediated by
the chairman. Particularly in de Bray’s painting of the regentesses, it is evident
that the ladies and even the servant are individually, independently active.
They may all be looking with alert attentiveness at the viewer, but their hands
show that each of them is at the same time busy in her own particular way.
This undermines the coherence of the novella element, but the portrait qual-
ity of each woman has increased, because the viewer now feels impelled to
look at each one individually.

This type of pictorial conception appears in milder form in the painting
of the regents (fig. 79) but is still unmistakably present. The recordkeeper, his
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logically). Here, from our standpoint looking back over a century and a half,
it is important to remind ourselves that the three periods we have investi-
gated — the symbolic, the genre, and the dramatic novella — basically form one
single episode of art history taken as a whole, merely representing various
phases in the evolution of one and the same art-historical phenomenon,
which consists essentially of the painting of free space and attentiveness. Both
aspects, condensed further, might be referred to as the painting of subjec-
tivized objectivism.

Life is a constant struggle between the individual ego and the surrounding
world, between subject and object. Civilized human beings are not content
with a passive role in relation to the objective world, with its power to influ-
ence every aspect of life. Art (in its broadest sense) allows them to replace the
objective world that is beyond their control with an alternative realm that
they can freely define on their own terms.

Historically, there have been two extreme points of view about the relation-
ship between subject and object. The initial position was that every subject is
an object, therefore only objects exist. Today, the reverse applies: objects exist
only as a function of the subject. The transition from the earlier to the later
point of view is documented, step by step, by the art of classical antiquity, the
Christian Middle Ages, the Renaissance and Baroque periods, and even by the
art of sixteenth- and seventeenth-century Holland, which forms just one link
—albeit an exceedingly significant and noteworthy one—in the long chain
of evolution. The artists of Holland were the first to realize that the viewing
subject can take mental control over all the objects in a painting by making
them part of the viewing subject’s own consciousness. Accordingly, they were
the first to paint intentionally in a manner that suggests things to the viewer
as generalized mental representations rather than through specific sensory
responses (specifically tactile, but also visual).

Physically, this meant rendering things in terms of space; but not the con-
fined, cubic sort with hard surfaces that trigger our sense of touch. Artists
in Holland preferred undelimited free space that is reconciled with the shapes
of individual objects as much as possible. Then, on the psychological level
(obviously restricted to the humans in a painting), this meant depicting atten-
tiveness, which is essentially a state of the human mind devoid of will and
emotion. This explains, on the one hand, the old and enduring aversion that
the Hollanders had to depicting self-contained, historical events: history
painting requires that figures interact, therefore making it very difficult for
them to be depicted in a pure state of attentiveness. On the other hand, it also
explains the preference in Holland for both individual and group portraiture,
because it is a type of painting that exists solely in terms of the mental repre-
sentations of the viewing subject.

In conclusion, a few examples will help us briefly summarize the three
stages in the evolution of the Hollandish art of painting free space and atten-
tiveness. First, representing the symbolic period, is the “calculator” in Dirk
Jacobsz. (fig. 11) whose attention is focused at some undefined point in the
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distance, and therefore is still very generalized. The numbers on the table are
the object of his attention but, because he is ignoring them, they take on
merely symbolic significance. Going along with this, we observed a similar
disconnectedness in the physical composition between the self-contained fig-
ure in the foreground and the surrounding free space.

The second, genre period of the evolution is exemplified by the various “cal-
culators” that repeatedly appear in group portraits {figs. 36, 39). Here, hand
gestures typically take the place of symbols, and even if the bookkeepers, as
they calculate in their heads, are still not focusing on what their hands are
doing, it no longer looks as implausible or inconsistent as it had earlier, because
it is possible for a human being to perform both activities at the same time.
Our observation of other group portraits of the same period showed us the
same narrowing relationship between figure and free space: as the solid figures
become more insubstantial, the free space accrues in substance.

Finally, the most mature stage in the evolution is populated by figures like
the man looking through an open door in a drawing in the Albertina (fig. 80).
As had been the rule in Romance art for some time, the figure’s attentiveness
is again firmly and unambiguously united in internal coherence with something
specific (in this case, say, the corridor beyond the door). Whatever that specific
something may be, however, it remains undepicted, and the viewer is forced
to imagine it. Likewise, the man’s eyes are not depicted, only his back. But
this is rendered in such a suggestive way that the viewer is inspired to search
his or her personal experience and come up with an idea of what the figure
is “attentive to.” Precisely the same type of seemingly trivial and insignificant
figure appears countless times in paintings from Holland of the 1640s and
1650s. For example, a “fisherman,” who on the surface is concentrating on a
particular object (the unseen fish) but is in actuality sparking a sense of great
anticipation in the viewer’s imagination. Or, shall we say, a “seamstress”
whose tiny stitches the viewer hardly notices because of the convincing and
skillful way she is shown completely absorbed in her own task. The composi-
tions of this period run a parallel course: on the one hand, the individual fig-
ures are shown in high relief with a palpable presence, but, at the same time,
they merge easily with the surrounding free space. The figures within the
group reassert the linear composition along the picture surface at the same
time as they succeed in transforming the objective, geometric, haptic plane
into a subjective, optical one.
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1. “Ein Votivbild des XV. Jahrhunderts,” Schlesiens Vorzeit in Bild und Schrift,
n.s., 1:103.

2. This particular, more intimate form of attentiveness is what distinguishes the ded-
icatory procession on the Ara Pacis Augustae from the Panathenaic procession. In the
Greek example, physical action is favored at the expense of the psychological aspects of
the figures —a fact that has received surprisingly little attention. States of attentiveness
are best expressed by the eyes, and that is why the Roman Imperial period granted
them an unprecedented status that proved to be of great import for the distant future,
especially for Christian art. The Roman Imperial period was the first bold enough to
allow figures’ gazes to diverge from the orientation of their heads; this accorded the
eyes, along with the expression of attentiveness that went along with them, an
autonomous significance distinct from the expression of will associated with the body.

3. The gradual advent of action and subordination is easiest to trace in the history
of the sacra conversazione, the theme that held onto medieval notions longer and more
persistently than others in Southern art.

4. Even in the burial scene, the action is presented in terms of emotion and atten-
tiveness. A good illustration of this is the Christ-like figure who is pointing to the
sarcophagus, as though drawing it to the attention of the men bearing the corpse. This
device of making an action look like a direct reaction to spoken words (a command, for
example), and thereby calling attention to its psychological origins, was frequently used
by Rembrandt later, the most famous example being The Night Watch. The ones with
a solution closest to Geertgen’s, however, are those in Munich in the collection of
Prince Frederick Henry of Orange, which we will discuss later.

5. The unusual foreshortening of the head of the more distant henchman, which he
inclines in the direction of the viewer as he shovels some bones onto the fire, merits fur-
ther discussion. Geertgen seems to have been fond of this kind of foreshortening,
because there are two other instances of it in the painting: the knight discussed earlier
who is peering into the sarcophagus, and one of the men placing John the Baptist into
the coffin in the background scene.

Perspective — meaning, of course, linear perspective—creates the illusion of space
around a figure, and that is why the Italians were so interested in developing it.
For the same reason, however, Netherlandish artists had every reason to avoid it, as
Geertgen himself did, with this one exception. What, then, did the artist wish to
express by this one exception? In my opinion, he chose the motif of the foreshortened

head because it gave him the opportunity to suggest the inner life of the figure without
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depending on the eves, which is the main way of expressing attentiveness for all the
other figures. And that is also why the Moor, who is the only attendant with his head
turned to the side, and who is making animated hand gestures, is seen from behind.
Later on, artists in Holland became very fond of foreshortening the heads of figures
because it made the challenge of expressing their states of attentiveness a more subtle
one. Without the presence of the actual, physical eye, and in the absence of the gaze
itself, one is forced to imagine the inner state of the figures based on the shadows that
collect above the sockets, a process that took the art of Holland a notch closer to mod-
ern subjectivism.

6. The Utrecht paintings have been in Berlin for years for restoration; as a result, I
was not able to see the originals. Before the paintings were sent to Berlin, photographs
of figures 5 through 7 were taken on the orders of Dr. Hofstede de Groot, whom I
would like to thank for his permission to use them.

7. In the French edition of van Mander’s Schilderboek [Le livre de peintres de
C. van Mander (Paris: J. Rouam, 1884-85)], Hymans, on page 311, note 4, refers to the
Commander of Saint John from where, according to the museum catalog, the painting
was moved to the Haarlem Museum.

8. This is the view taken on the authorship of the Utrecht paintings by Car! Justi
in his essay on Jan van Scorel in the Jabrbuch der Kéniglichen Preussischen Kunst-
sammlungen 2:193 ff. Because I know the Utrecht paintings only from photographs,
I hesitate to question their attribution to Scorel, especially since it would be difficult to
find another artist whose hand reveals both a portrait painter of such skill and one who
had spent time in Italy. Still, I cannot ignore the fact that the coat of arms associated
with Scorel in the Utrecht painting (fig. 6, fifth head on the right), while no doubt sim-
ilar to the one next to the artist’s portrait in the authenticated Haarlem painting (fig. 1,
the third head from the right), is by no means identical to it. This might imply that the
artist of the Utrecht painting was not completely familiar with Scorel’s coat of arms,
and therefore that he was not Scorel himself. The facial features of the two figures are
also not much help, at least for the moment, since Scorel’s head in the Utrecht painting
is heavily overpainted and hard to see in the photograph. Again, I cannot help pointing
out that, to my mind, the head of the person in the Utrecht painting to the right of the
one designated as Scorel is more like the authenticated Scorel head in the Haarlem
painting than the overpainted one we have just been discussing. The question arises as
to whether the coats of arms and accompanying texts of the Utrecht painting were not
subsequent additions or complete restorations of a later time. The current restoration
may provide a definite answer.

9. A good example is the Portrait of a Gentleman from the auction sale of the
Doetsch collection in London, which Berenson, Italienische Kunst [Leipzig: H. Seemann
Nachfolger, 1902], 114 ff. (with reproduction), considers a copy after Giorgione.

10. The reason this hand gesture looks so self-conscious and artificial is that, at
this point, it is still generalized and not yet intended to be read as a momentary, indi-
vidual gesture. Not until the end of the sixteenth century was group portraiture in
Holland ready for the stage of addressing one specific viewing subject in a direct and
momentary way. The earliest example is in a work by Pieter Isaacsz. {fig. 29) that we

will discuss later.
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11. It is hard to say whether the three active characters are also officers. All three
of them are distinguished by the chain mail on their shoulders, but then so is the man
to the right of the speaker.

12. T am grateful to Mr. E.W. Moes for supplying me with a photographic repro-
duction of this work, as well as of another from the same location that will be discussed
later on.

13. No one is certain which letter this is. Opinions differ between G, D, and H.

14. As reported by van Mander in his biography of Dirk Jacobsz’s father in the edi-
tion put out by van Hymans [see note 7], 109.

15. J. Six, “Twee Amsterdamsche Schutterstukken te St. Petersburg,” Oud Holland
13:91 f., with two plates.

16. As an appendix to his above-cited essay in Oud Holland 13:101-8, Six included
a useful compilation of the dates from Schaep’s and van Dijk’s lists involving group
portraits commissioned by the three doelen [guilds] — the Voetsboogsdoelen [longbow-
men’s guild], the Handboogsdoelen {crossbowmen’s guild], and the Kloveniersdoelen
[musketeers’ guild])—in the period before the religious wars, together with the ones
from Scheltema’s Beschrijuing and from the Rijksmuseum catalog.

17. Together with Teunissen’s painting of 1533, this painting is presently hung so
high on the wall of the foyer of the mayor’s office in City Hall that it is impossible to
study it adequately. Moreover, like most early civic guard group portraits, it is not only
monotonous in color but also darkened by dirt. The short time I was allowed to view
the work was not enough for me to get a clear idea of it; even the photograph I have
is not much help. Because this painting is so vital for an understanding of the entire
evolution, I would urgently recommend that it be relocated to the Rijksmuseum and
carefully cleaned. The same goes for Teunissen’s painting of 1533, which, as we will
see, is his only authenticated civic guard group portrait. Both of these works could
easily be exchanged for any number of less historically important seventeenth-century
civic guard group portraits in the Rijksmuseum, since their sole function in City Hall at
the moment is decoration.

18. In the eighteenth century, the portrait was attributed to Dirck Cornelissen; in
the nineteenth, for a time (by Scheltema), to Dirk Jacobsz. The ascription to the latter
is unfounded, for his known works from the 1550s and 1560s are completely different
in style.

19. E.W. Moes, De Amsterdamsche boekdrukkers en uitgevers in de zestiende
eenw (Amsterdam: C. L. van Langenhuysen, 1900}, 1:196 f.

20. The man in the lower left-hand corner is holding a pair of gloves. This serves
not only to draw attention to the hands but also to lend the figure a certain air of
refinement, which, from now on, gradually becomes more and more important. In this
painting, the pointing seems to be directed at symbols rather than figures.

21. The first appearance of a knife and a herring, albeit out of context, is in the
left-hand side panel to Jacobsz’s earliest painting {fig. 19}, dating from the 1550s.

22. This attribution, as mentioned earlier, is based on van Mander’s note (Hymans’s
edition [see note 7], 2:44) which describes the following: “at the Kloveniersdoelen, a
squad of men seated at the table, dining on a meal of fish, which in Holland is referred
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to as ‘pors.”” This is the dish presumed to be on the plate in the middle of the table.
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the minor variation where a servant (who has a legitimate place in a corporate group
portrait) appears instead of the client. Examples in the Rijksmuseum include Adriaen
Backer’s Inspectors of the Medical College, dated 1683, no. 29 [RM no. SK-C-360];
Jacob Adriaensz. Backer’s Regents of the Work House, no. 31 [RM no. SK-C-442];
Karel Dyjardin’s no. 891 [RM no. SK-C-90], dated 1669, and so on.

59. The engraving makes it look as though the fourth regent is pointing with his
right hand, which is placed in a book, as a way of attracting the viewer’s attention. The
detail is inaccurate, however, and distorts the whole meaning of the image: in the orig-
inal painting, the regent is holding his finger in a relaxed curve, implying that he is lost
in thought, and not, at the moment, exercising his will in any way.

60. And in so doing, he crosses his hand over his neighbor’s arm, a motif peculiar
to Haarlem that occurs quite frequently; see especially Grebber’s painting of 1610
(pp- 215 ff.).

61. Carl Neumann, Rembrandt [Berlin: Spemann, 1902], 140, saw this, too, as
a pure color phenomenon in the modern sense —a viewpoint with which I strongly dis-
agree; see my argument in note 44.

62. Of the various details, a comparison of the hands provides us with the most
insight into the differences. Those of Hals’s figures suggest an agreeable ease of move-
ment and are therefore rendered in a relatively haptic way. Even the reserved treasurer’s
hands imply a certain degree of alertness and willingness to act. Those of de Keyser’s
figures, on the other hand, have a low-keyed, optical quality. Even the hands of the fig-
ure to extreme left, who is caught in midspeech, look limp and lethargic.

63. The red is used in the familiar way as an occasional accent: on the knee of the
regent on the extreme right-hand side and on the edge of the book lying on the regent-

esses’ table.
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The attributions, dates, titles, and locations in the figure captions
of this translation are those given in Alois Riegl, “Das hollindische
Gruppenportrat,” Jabrbuch der kunsthistorischen Sammlungen des
allerbéchsten Kaiserbauses 23, nos. 3-4 (1902). The current informa-
tion provided below was obtained from the institutions that supplied

photographs.

Jan van Scorel (1495-1562), The Haarlemn Knightly Brotherbood of the
Holy Land, 1527/1528, panel, 114.5 x 276 cm. Haarlem, Frans Hals-
museum, inv. no. os [-310.

Geertgen tot Sint Jans (ca. 1465~ca. 1495), The Legend of Saint John
the Baptist, 1484 or later, oak panel, 172 x 139 ¢m. Vienna, Kunsthi-
storisches Museum, Gemaildegalerie, inv. no. 993.

Jan van Scorel (1495-1562), Portraits of Twelve Members of the Utrecht
Jerusalem Brotherbhood, after 1525, panel, 45.8 x 275.7 cm. Utrecht,
Centraal Museum, inv. no. 2378.

Jan van Scorel (1495-1562), Portraits of Twelve Members of the Utrecht
Jerusalem Brotherhood, after 1525, panel, 48 x 275.8 cm. Utreche,
Centraal Museum, inv. no. 2379.

Jan van Scorel (1495-1562), Portraits of Nine Members of the Utrecht
Jerusalem Brotherbood, ca. 1535, panel, 47.3 x 247.1 cm. Utrecht,
Centraal Museum, inv. no. 2377.

Note: Riegl describes the left and right halves as separate panels
and identifies the sides incorrectly. The translation has been modified
to reflect the correct arrangement of the sitters.

Jan van Scorel (1495-1562), Portraits of Five Members of the Utrecht
Jerusalem Brotherbood, 1541, panel, 78.5 x 164.1 cm. Utrecht, Cen-
traal Museum, inv. no. 2376.

Note: Riegl gives the artist as Anthonis Mor.

Domenico Robusti, called Tintoretto (1560-1635), Group Portrait of the
Confraternity of the Scuola dei Mercanti, after 1591, canvas, 330 x
194 cm each. Venice, Gallerie dell’Accademia, inv. nos. 973 and 974.
Photos: Alinari/Art Resource, N.Y.

Barthel Beham (1502-1540), Portrait of a Referee Noting Points in a

Game, 1529, limewood, 84.8 x 66 cm. Vienna, Kunsthistorisches
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Museum, Gemildegalerie, inv. no. 783, Photo: Erich Lessing/Art
Resource, N.Y.
Note: Riegl gives the artist as Dirk Jacobsz.

Dirk Jacobsz. (1497-1567), A Group of Guardsmen, 1529, central panel
of triptych (the side panels were added later by the artist; see figures
19, 20), panel, 122 x 184 cm. Amsterdam, Rijksmuseum, inv. no. SK-
C-402.

Cornelis Anthonisz. (ca. 1499-1553), Seventeen Members of Squad A of
the Amsterdam Musketeers’ Civic Guard, 1531, panel, 115 x 195 cm.
Amsterdam, Amsterdams Historisch Museum, inv. no. A 7278.

Note: Riegl refers to Cornelis Anthonisz. by a variant name,
Cornelis Teunissen.

Cornelis Anthonisz. (ca. 1499-1553), Banquet of Seventeen Members of
the Crossbowmen’s Civic Guard (Saint George Guard), known as
The Banquet of the Copper Coin, 1533, panel, 130x 206.5 cm. Amster-
dam, Amsterdams Historisch Museum, inv. no. A 7279.

Note: Riegl refers to Cornelis Anthonisz. by a variant name,
Cornelis Teunissen.

Dirk Jacobsz. (1497-1567), Group Portrait of the Amsterdam Muske-
teers’ Civic Guard, 1532, canvas (transferred from panel in 1879),
115 x 160 cm. Saint Petersburg, The Hermitage Museum, inv. no.
'3 414.

Attributed to Allaert Claesz. (active 1508-1534), Eighteen Guardsmen of
the Musketeers’ Civic Guard, 1534, panel, 125 x 225 cm. Amster-
dam, Amsterdams Historisch Museum, inv. no. A 7300.

Note: A cleaning subsequent to the publication of Riegl’s work
revealed the landscape visible in our illustration.

Unknown artist (formerly attributed to Dirk Jacobsz.), Twenty-one
Guardsmen from Squad E of the Crossbowmen’s Civic Guard (Saint
George Guard), 1554, oak panel, 131.5 x 175.5 cm. Amsterdam,
Amsterdams Historisch Museum, inv. no. A 7345.

Unknown artist (formerly attributed to Dirk Jacobsz.), Seventeen Guards-
men from Squad F of the Amsterdam Musketeers® Civic Guard, 1557,
oak panel, 133 x 169.5 ¢cm. Amsterdam, Amsterdams Historisch
Museum, inv. no. A 7344.

Dirk Jacobsz. (1497-1567), A Group of Guardsmen (left and right
panels of figure 12), 1550-1560, panel, 120 x 78 cm each. Amster-
dam, Rijksmuseum, inv. no. SK-C-402.

Dirk Jacobsz. (1497-1567), Twelve Guardsmen from Squad E of the
Amsterdam Musketeers’ Civic Guard, 1563, oak panel, 92.5 x
178 c¢m. Amsterdam, Amsterdams Historisch Museum, inv. no.
A 7342,

Dirk Jacobsz. (1497-1567), Group Portrait of the Amsterdam Muske-
teers’ Civic Guard, 1561, oak panel, 91 x 184.5 cm. Saint Petersburg,
The Hermitage Museum, inv. I'3 416.
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Dirck Barendsz. (1534-1592), Fourteen Guardsmen of Squad G of
Amsterdam, 1562, panel, 143 x 183 cm. Amsterdam, Amsterdams
Historisch Museum, inv. no. A 7287.

Dirck Barendsz. (1534-1592), Banquet of Eighteen Guardsmen of
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