17th cent
French or Dutch 

17th century

Pastoral Landscape with Sheep and Piping Shepherd
oil on canvas

Ackland Fund 

63.29.1

Flemish

17th century, about 1630

Mountainous Landscape with Travellers
oil on wood panel

Gift of Commander and Mrs. L.E. Stahl in memory of 

Charles E. Kistler

64.26.1

Dutch

late 17th century

Falsely signed and dated: D Heem f. A. 1633

Still‑life with Pewter Jug, Oysters and Lemon
oil on canvas

Ackland Fund

62.11.1

Italian

17th century

Christ's Agony in the Garden of Gethsemane
oil on canvas

Ackland Fund 

62.13.1

Flemish or Austrian

late 17th century

The Repentant Thief, figure from a Crucifixion group

ivory

The William A. Whitaker Foundation Art Fund, 87.9

At first glance this would appear to be the figure of Christ from a crucifix, but although his feet are pierced by a nail, his hands are not. The most likely explanation is that this is a figure from an elaborate carving that showed not only Christ but the two thieves who were crucified on each side of him. To distinguish them from Christ, the thieves are often shown tied to crosses or branching tree trunks.

An alternative theory is that this is a figure of Christ, from a group that showed the act of nailing him to the cross. A carving of this subject, however, would be much more unusual than a crucifixion group. 

SOUTH GERMAN OR NETHERLANDISH

last quarter of the 17th century

The Good Thief
ivory

The William A. Whitaker Foundation Art Fund

87.9

JOHANN BOECKHORST

Flemish (born in Germany), 1603 - 1688

The Triumphant Christ Forgiving Repentant Sinners
oil on canvas, about 1660

Ackland Fund, 72.1.1

As a young man Boeckhorst was one of the numerous assistants in Rubens’ studio and later worked with Rubens’ pupil Jacob Jordaens. This painting, like much of his later work, shows the influence of still another Rubens pupil, Anthony van Dyck, in the slender, elegant figure of Christ.

The painting is a symbolic representation of the power and love of Christ. He holds the cross like a banner, while beneath his feet are a globe representing the earth, and a serpent and a skull, symbols of sin and death. With a welcoming gesture he recieves a group of men and women from the Bible who are famous for having sinned and then repented:  King David, the Repentant Thief (kneeling on his cross in the foreground), Mary Magdalen, the Prodigal Son, and St. Peter (weeping in the background at the right).  

At the left, behind David, are the Virgin Mary and St. John the Evangel​ist, who are often represented in scenes of Christ’s crucifixion and who here share in his triumph.

VALENTIN DE BOULOGNE

French (active in Rome), 1591 - 1632

St. John the Evangelist
oil on canvas, about 1622-1623

The William A. Whitaker Foundation Art Fund, 63.4.1

Of French and Italian ancestry, Valentin spent his life in Italy and was a particularly close follower of the Italian artist Caravaggio, whose brief career transformed painting in the early years of the 17th century.   Like Caravaggio, Valentin is noted for his dramatic manipulation of light and shadow and for his unidealized depiction of figures.  His St. John combines a solid, fleshy physicality (including earthy details like a shadow of beard stubble) with a sense of divine inspiration.  

Accompanied by his emblem, the eagle, John sits with pen in hand between an apparently completed book, possibly symbolic of the Old Testament, and a scroll on which he has written the first sentences of his Gospel.  As he looks upward, light from an invisible source picks out his face, his writing hand, and the scroll as the dominant elements in the picture.
VICENTE CARDUCHO

Spanish, born in Italy, 1576/78 - 1638

St. Francis Receiving the Stigmata
oil on canvas, about 1610-1630

The William A. Whitaker Foundation Art Fund, 95.3

This painting depicts an episode in the life of St. Francis of Assisi (1181 - 1226). In 1224 Francis was praying on Monte La Verna in the Apennine mountains when he had the vision of a seraph with six wings carrying the image of a man crucified. After the vision he found that his body was marked with wounds in the hands, feet and side, corresponding to the wounds that Christ had received. These “stigmata” (the Latin word for marks made by a brand) remained with him for the rest of his life.  

The figure in the distance is one of Francis’ early followers, Brother Leo, who witnessed the miracle. The book he holds probably refers to the biography of St. Francis that Leo would later write in collaboration with two of the saint’s other companions. 

Born in Italy, Vicente Carducho arrived in Spain as a boy with his older brother Bartolommeo. He was the leading painter in Spain until the rise of Velasquez, and the author of an important treatise on the art of painting.

“a seraph with six shining wings, bearing down upon him from above, and between his wings was the form of a man crucified. And it was manifested to him that he was to be transformed into a resemblance to Christ, not by the martyrdom of the flesh, but by the might and fire of divine love. When the vision had disappeared, and he had recovered a little from its effect, it was seen that in his hands, his feet and side he carried the wounds of our Saviour”

A. Jamison, Legends of the monastic Orders, quoting Brother Leo?
NICOLAS CHAPERON

French (active in Rome), 1612-1656

The Nurture of Jupiter

oil on canvas, about 1645

Ackland Fund, 68.40.1

The painting depicts the childhood of Jupiter, the chief god of Roman mythology.  Jupiter's father Saturn had been warned that one of his own children would dethrone him, and to prevent this had swallowed each of them at birth.  But Saturn's wife, Ops, hid the baby Jupiter and gave her husband a stone wrapped in swaddling clothes, which he swallowed instead.  As shown here, Jupiter was brought up in secret by nymphs on the island of Crete, fed on honey and goat's milk.  When he grew up Jupiter gave his father a drink that forced Saturn to disgorge the children he had swallowed, alive and unharmed.  Jupiter and his brothers, Pluto and Neptune, overthrew Saturn and became the rulers of the heavens, the underworld and the sea.

Pictures of Jupiter's infancy, evoking a refuge from danger amid rustic peace and plenty, were popular in Chaperon's time.  Another painting in this gallery, The Child Jupiter by Jacob Jordaens, is part of a picture that illustrated the same story.

NICOLAS CHAPERON

French, (active in Rome), 1612 - 1656?

The Nurture of Jupiter

oil on canvas

about 1645

Ackland Fund

68.40.1
GIOVANNI FRANCESCO BARBIERI, called GUERCINO

Italian, Bologna and Rome, 1591 - 1666

The Assumption of the Virgin
oil on canvas

Ackland Fund

82.12.1

GIUSEPPE BARTOLOMEO CHIARI

Italian, Rome, 1654 - 1727

The Virgin Fainting at the Tomb of Christ, with St. Mary 

Magdalen and St. John The Evangelist
oil on canvas

1685-1695

Ackland Fund

79.59.1

Attributed to  ABRAHAM VAN CUYLENBORCH

Dutch, active 1620 - 1658

Monuments in an Italian Grotto

oil on panel

Anonymous gift in appreciation of Joseph Sloane

91.66

GASPARD DUGHET

French (worked in Italy), 1615 - 1675

Landscape with Figures
oil on canvas, 1660s

Gift of Dr. and Mrs. Richard W. Levy in honor of the Ackland Art Museum’s 40th anniversary,  98.21

Italian painters of the seventeenth century considered landscape an inferior branch of art.  Nevertheless there was a flourishing school of landscape painting in Italy, due in part to the artists from northern Europe who came there to study and often remained for years. Born in Rome to French immigrant parents, Dughet spent his entire life in Italy.  He studied with another French expatriate, the painter Nicolas Poussin (who had married Dughet’s sister).  

Dughet’s landscapes evoke the countryside of central Italy, but do not represent specific locations.  They are a re-creation of nature, not a record of it. 

 You may be interested to compare this painting with a 19th-century view of Tivoli in the Myers Gallery elsewhere in the Museum.  The later painting is an [???????????accurate?????????????] record of the type of scenery that inspired this landscape.

LUCA GIORDANO

Italian, Naples (active in Italy and Spain), 1634 - 1705

St. Sebastian
oil on canvas

about 1690

The William A. Whitaker Foundation Art Fund

69.24.1

GIOVANNI FRANCESCO BARBIERI, called GUERCINO

Italian, Bologna and Rome, 1591 - 1666

The Assumption of the Virgin
oil on canvas

Ackland Fund

82.12.1

HOREMANS

Dutch

JACOB JORDAENS

Flemish, 1593 - 1678

The Child Jupiter, fragment from The Nurture of Jupiter
oil on canvas, late 1630s

Ackland Fund, 79.13.1

This figure was originally part of a larger painting that depicted the childhood of the god Jupiter, as told in Greek and Roman mythology.  Jupiter's father Saturn had been warned that one of his own children would dethrone him, and to prevent this had swallowed each of them at birth.  But Saturn's wife, Ops, hid the baby Jupiter and gave her husband a stone wrapped in swaddling clothes, which he swallowed instead.  Jupiter was brought up in secret by nymphs on the island of Crete, fed on honey and goat's milk. Here he stands between the knees of a satyr who gives him the milk in a bowl. 

The painting shows the fluent brushwork and rich tonalities that Jordaens learned as an assistant in the workshop of Peter Paul Rubens. The original composition can be seen in a copy made by one of Jordaens' students (see photo above).  The figure of Jupiter was evidently cut out and salvaged when the original painting was severely damaged at some time in the past.

Conservation of this painting was made possible by a grant from the National Endowment for the Arts, an agency of the Federal Government. 

A different version of the theme of Jupiter's nurture is presented in the painting by Chaperon on the wall behind you.

-------------------------------------------------------------

This painting was originally part of a much larger picture which was partially destroyed ???in a fire, probably in the artist's studio??? [no documentation for this statement].  Since the upper right corner of this fragment had to be replaced, Ackland Museum curators and conservators decided to cover it with a plain dark glaze.  They did not attempt to reconstruct the image, although the lost details were known from a copy made by one of Jordaens' students before the fire (reproduced above).  Even as a fragment this painting reveals the skilled drawing, fluent brushwork, and rich tonalities that Jordaens learned as an assistant in the workshop of Peter Paul Rubens.

The original painting depicted the story of Jupiter's childhood as told in Greek and Roman mythology; A different version of the theme of Jupiter's nurture is presented in the painting by Chaperon on the wall behind you.

JAN LIEVENS

Dutch, 1607 - 1674

A Bearded Old Man Wearing a Beret

oil on panel

1631

Gift of Leena and Sheldon Peck

00.19

Attributed to HORATIUS PAULYN

Dutch, born about 1643/5

The Idolatry of King Solomon
oil on wood panel

Gift of Mr. and Mrs. W. Lunsford Long

56.1.1

Dutch

17th century

copy after CORNELIS VAN POELENBURGH

active 1586‑1667

Dancing Pan and Nymphs
oil on wood panel

The William A. Whitaker Foundation Art Fund

67.25.1

PETER PAUL RUBENS

Flemish, 1577 - 1640

A Roman Couple
oil on panel, about 1615

Ackland Fund, 59.8.3

In 1608 Rubens returned to his native city of Antwerp after a long stay in Italy. Over the next ten years he gradually moved from a painting style of violent movement and dramatic contrasts of light and shade  

to a more balanced, classical style, derived in part from the ancient Roman sculpture that he had seen in Italy. The composition of this painting is based on ancient Roman cameo carvings but it is a free adaptation rather than a copy -- Rubens has transmuted an ancient Roman couple from stone back to human flesh.

The identity of the couple remains uncertain. It is generally assumed that they represent an emperor and his wife, or at least members of the imperial family. The most likely candidates are Germanicus Caesar and his wife Agrippina: Germanicus, though not an emperor, was an outstanding military leader, and his wife was regarded as a notable example of marital devotion. 

The monumental treatment of secular themes was in fact a novelty in Antwerp at this time: allegorical and mythological painting had been mostly confined to the populating of landscapes with small figures. The humanism of Rubens’s Antwerp patrons derived from Neo-Stoicism and the teaching of Lipsius; this is the cultural and intellectual    background to the Four Philosophers (c. 1612; Florence, Pitti) and the Death of Seneca (c. 1612; Munich, Alte Pin.). Rubens’s Neo-Stoic clients were probably also much pleased with his austere treatment of form in these years.

MASSIMILIANO SOLDANI 

Italian, Florence, 1656 - 1700

Head of a Satyr
bronze, about 1695

Gift of the Ackland Associates and Ackland Fund, 81.11.1

His pointed ears and the little horns sprouting from his forehead identify this fellow as a satyr. In ancient Greek and Roman mythology satyrs were half-human creatures, usually represented with tails and sometimes with goat legs. Often companions of Bacchus, the god of wine, they were lustful and fond of merrymaking (one could say, the original party animals). This satyr wears a crown of stylized pine needles, a form of adornment associated with Bacchus. Since the Renaissance, artists have used satyrs as exam​ples either of depravity or of freedom from the shackles of convention.

Soldani was noted both for sculpture of his own design and for copies of ancient statues. Rather than exact copies, he produced lively reinterpretations of the works he copied. This head is probably such a copy, although the ancient model has not been identified.

Attributed to HENDRIK VAN STEENWYCK THE YOUNGER

Flemish, active by 1604; died 1649 

Church Interior with Figures

oil on copper

Gift of Charles Kistler, Andrew M. Kistler II and Mary K. Stahl

60.16.3
HENDRICK VAN STEENWYCK the Younger

Flemish, about 1580 - before 1649

Interior of a Gothic Building

oil on copper

Gift of Charles Kistler, Andrew M. Kistler II and Mary K. Stahl, 60.16.3

In the late sixteenth century, elaborate building interiors became a popular category of painting in the Netherlands.  The subject of this painting is uncertain, but it may depict incidents in the early history of the Christian church, as recorded in the Acts of the Apostles. The 'exotic' costume of the figures indicates that the story is remote from the time and place when the painting was made.  The men with pointed beards and covered heads resemble the images of Jews in other paintings of the time.  

The incidents shown may be:  on the right, a dispute about circumcision between St. Peter and a Christian Pharisee (Acts, chapter 15) and on the left, Paul and Silas liberated from prison (chapter 16).  Disputes in the early church between Jewish and Gentile Christians might well have been seen as an analogy to the split between Protestant and Catholic Christians in Steenwyck’s time, and the building itself may be a symbolic representation of the Christian Church.    

Follower of MATTHIAS STOM

Dutch (active in Italy), 1600 - after 1652

Christ before Caiaphas
oil on canvas

Ackland Fund, 79.58.1

Inspired by the Italian painter Caravaggio, a number of Dutch artists working in Italy made a specialty of night scenes with spectacular lighting effects.  In composition, lighting and color, this picture is typical of paintings by Matthias Stom, who worked in Rome and Naples.  Nevertheless, a number of scholars have questioned its authorship because the brushwork is more fluid and the paint surface thinner than usual in his work.  

In 1998 a second painting with the same composition and with more characteristic brushwork came to light.  That painting appears to be the original by Stom -- this one is evidently a copy, probably made in Rome in the seven​teenth century. Further research is needed to deter​mine whether or not the copyist was a member of Stom’s own workshop. 

Conservation of this painting was made possible by a grant from the National Endowment for the Arts, an agency of the Federal Government.

Circle of SIMON VOUET

French, 1590 - 1649

Portrait of a Man in Armor

oil on canvas

Ackland Fund

65.20.2

Above:

Workshop of SIMON VOUET (1590-1649)

French

A Man in Armor, perhaps Guillaume IX, Duke of Aquitaine and Count of Poitiers

oil on canvas

Ackland Fund, 65.20.2

From the late Middle Ages on, European rulers and scholars took an interest in collecting or commissioning groups of portraits of famous people from the past and present. This painting, dating from the seventeenth century but with an inscription identifying a man from five hundred years earlier, was probably painted for such a collection. The tradition continues to the present in institutions like the National Portrait Gallery in Washington. 

The portrait has been trimmed, and much of the inscription is lost: the most likely reading is [GUILLAUM]E DVC DE [L’AQUI​TAINE] ET CONTE [DE POIC]TIERS * 1136. Guillaume IX (1071 - 1127), Count of Poitiers and Duke of Aquitaine and Gascony, was famous both as a warrior and a poet. His son Guillaume X lived from 1099 to 1137, and confusion between the two might explain the date on the painting. Since accurate portraits from the eleventh century are virtually unknown, the artist who created this painting probably had no idea what Guillaume actually looked like. The result is an imaginary portrait, a rather romantic image of a medieval knight. 

In the early 1630s Cardinal Richelieu commissioned Philippe de Champaigne and Simon Vouet to produce portraits for a gallery of illustrious Frenchmen past and present. This portrait has some resemblance to others made for the cardinal’s project.  Richelieu’s project was under way by 1632. Philippe de Champaigne, Vouet and two other artists contributed. Most of the paintings are now lost, but a series of engravings made in 1650 preserves the compositions of all 25. Guillaume was not included in the list. The inscriptions on the other surviving portraits do NOT match this inscription – the lettering is similar, but the inscription is not the name and dates of the subject but a pair of lines of Latin verse describing him or her. It seems unlikely that this painting was ever intended for Richelieu’s gallery, but it may well have been part of a similar project.

Attributed to ESAIAS VAN DE VELDE

JAN WEENIX

Dutch

Attributed to THOMAS WIJK

Dutch 1616? - 1677

Landscape with Beggars Feasting

oil on panel

Ackland Fund

60.8.3

