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Philosophy No. 82

Hendrick ter Brugghen’s
‘“ ng David Harping Surrounded
by Four Angels” PR
Ao H O TR

(YOI'lkO KOBAYASHI)

* In Japan, where considerations of seventeenth- century Dutch art
have persistently - focused solely on the three great masters Hals
Rembrandt and Vermeer, Hendrick ter Brugghen (1588- ~1629) is not
a very familiar name. In the Unlted States and Europe however,
he is h1gh1y regarded and has received much attentlon as the most
creative and talented ‘of the Utrecht Caravagg1st1 This artlcle W111
examine one of ter Brugghen’s later works, King David Harpmg
Szm’ounded by Four Angels (Fig. 1, hereafter referred to as David).
My purpose will be to discuss its’ ‘subject, 1conography, and the
possible circumstances behind the commission, presenting Some
hypotheses that have not hltherto been advanced. First, however
a brief survey of the prev1ous research on ter Brugghen is’ glven
below. ' ' ‘

Survey of Previous Research on ter Brugghen

‘Numerous treatises have been written on ter Brugghen since the
beginning of the twentieth century®. However, the principal trea-
tises and exhibitions are concentrated basically around three periods,
i.e., around 1930, during the 1950s, and during the last ten-odd years.

The first scholarly work to discuss the ceuvre of ter Brugghen in
collective form (27 works) was that written by CH.C. Backer: in

* Lecturer at the Junshin Junior Colle"ge
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Hendrick ter Brugghen’s King David

1627, However, it is actually Caravaggio und die Niederlinder by
A. von Schneider, published in 1633%, that is in fact as in name,
the pioneer study on Utrecht Caravaggism. This book gives a
comprehensive overview of the influence of Caravaggio on the artists
of the Netherlands, mostly from ‘styli'stic aspects such as chiaroscuro,
Composi’tion (half-length figure compositions), color, and handling of
space. The list of works by different artists at the end of the volume
includes approximately half (39) of the works known today to be by
ter Brugghen.

The foundations for the current research on ter Brugghen were
almost completely laid in the 1950s. First, in 1952, the epoch-making
exhibition “Caravaggio en Nederlanden”, which brought together
over one hundred works by Caravaggio and the N_orthefn Caravag-
gisti, was held in Utrecht and Antwerp®. Although this exhibition
made somewhat ambi_guoﬁs the characteristics of ,the Caravaggisti

by including even Vermeer, we must take note of the keen insight
of J.G. van Gelder, who expounded upon the classical characteristics
of the Northern Caravaggisti in the introduction to the catalogue®.
Six years 1atér, in 1958, Hendrick Terbruggkeh by B. Nicolson was
first. published“’. }This thoro_tigh study, which takes into account the
ﬁumerous _treatises that had previously been published, includes
almost all the works presently recognized to be by ter Brugghen.
Even today, 26 years after its publication, it remains the most im-
portant basic work of reference on this artist. In its accounts of
ter Brugghen’s life it unfortunately lacks accuracy‘, as it follows
almost completely the results of the documentary studies conducted
at the beginning of this century. However, the profound, detailed
descriptions of the works and the chronology based on Nicolson’s
own treatise of 1956™ still serve as a starting point for many scholars.
For example, although L.J. Slatkes does make several new proposi-
tions in the. catalogue of “Terbrugghén in America” (Dayton “and
Baltimore), the 1965-1966 exhibition centered around ter Brugghen’s
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works in American collections®, his treatise is nevertheless much
indebted to Nicolson. o |
In 1970, the Rijksmuseum in Amsterdam purchased Adoration of
the Magi, an original work by ter Brugghen, which should rightly
be added to the monograph by Nicolson. In examinations conducted
thereafter, it was discovered that this work is dated 1619, which
would make it one of ter Brugghens earliest known work. Based
on the results of this examination, P.J.J. van Thiel presented his
chronology of the early works of ter Brugghen in Bulletin van het
Rijksmuseum®. - Although ever since its publication in 1958 Nicolson’s
chronology had by and large been considered valid, van Thiel dis-
agreed greatly in regard to some of the works. Moreover, he pro-
posed that seven works included in the Nicolson catalogue!®, as
well as. almost all those added by Nicolson after 1958, be excluded
from the list of originals. ‘ : :
The year 1979 saw publication of The Intematzonal Camvaggesque
Movement'?, which may be called the complete survey of Caravag-
gism research. This volume is a catalogue that presents the results
of Nicolson’s years of research in this field in the form of a list of
works. However, because it was completed by his pupils after his
untimely death, it is unclear to what extent it truly reflects Nicolson's
careful consideration in such aspects as attribution. In 1982, a very
scholarly review of this book was published by Slatkes in the pages
of the journal Simiolus'®. : ST ‘
..Many of the facts concerning the life ozf ter Brugghen as an artist
arestill unclear. In 1985, however, a documentary study conducted
by M.]. -Bok and the author was compiled in a treatise entitled “ New
Data on Hendrick ter Brugghen ”'®, This field of research had been
left almost wholly untouched since the beginning of this century.
Although - this study makes but a small contribution to the elucida-
tion of ter:Brugghen’s artistic career, it'does examine his birthplace,
religion, and reputation during his lifetime based on actual historical
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documentation. We therefore feel that it succeeds in possessmg the
characteristics of a basic work of reference!'®.

As mentioned above, ter Brugghen is regarded highly in the United
States and Europe. As evidence of this, an exhibition entitled “ Ter
Brugghen en zijn Tijdgenoten” will be held in Utrecht and Bruns-
wick from 1986 to 1987. This exhibition, which is planned to bring
together over 36 works by ter Brugghen should open new vistas
in the study of this artist.

Even with all these previous scholarly works on ter Brugghen,
however, none has yet presented a detailed discussion of David
(Fig. 1), the subject of the present article. Only the above-mentioned
monograph of 1958 by Nicolson'®, the description of works in the
- catalogue of the 1965-1966 exhibition in Dayton and Baltimore!®,
and that of the 1981 exhibition entitled “God en Goden” at the
Rijksmuseum, Amsterdam'” make relatively lengthy remarks on
this painting. These suggest works that may have provided inspira-
tion for ter Brugghen, but they are unfortunately somewhat lacking
in persuasiveness. Therefore, the present article intends to supple-
ment some inadequacies and to offer some new hypotheses.

King David Harping Suﬂounded by Four Ange'ls

David is a painting on panel measuring 150 by 190cm. It was
purchased 'in 1938 by the Muzeum Narodowe in Warsaw from the
B. Gutnajer Collection. Its history previous to that time is unknown.
Records made at the time of the purchase state that it was signed
and dated 1628 at the lower left. At present, however, the signature
is indistinguishable. A horizontal strip of canvas of approximately
10 centimeters in width has been added at the top, and two pieces
of canvas have been sewn together side-by-side at the center to
compose the main portion of the painting. Three other versions of
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Fig. 1. H. ter B_rugghen, King David Harping Surrounded by Four
' Angels, 1629, Muzeum Narodowe, Warsaw, panel, 150X 190 cm.

this David are known to exist, i.e., one at the Wadsworth Atheneum
in- Hartford, one at the Kunsthalle in Kiel, and one at the Stidelsches
Institut in Frankfurt. Of these, the Hartford version is generally
agreed to be a replica made by ter Brugghen after his own original.
When compared with the Hartford version, the David in Warsaw
appears to have been cut at the left. The Hartford version also
lacks the added 10 centimeters of canvas at the top, so that it is
believed to reflect the original composition.

“Wearing a:crown on: his head, David sits at the center and plays
a harp placed on his knees. He is gray-haired and bearded, and he
holds his face, showing, the ugliness of age, turned slightly upwards
toward the viewer. This type of head is also used by ter Brugghen
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in his depiction of St. Peter in The Liberation of Peter (Mauritshuis,
the Hague) in 1624. The red robe David wears is richly embroidered
in gold, while a part of a white undergarment can be seen around
his legs and below his sleeve. A carving of a lion adorns the throne,
the back of which is visible below his robe. In front of this carving
a thick, worn-looking manuscript lies closed, while a table covered
with a tapestry is placed in front of David, with its corner pointing
outward toward the viewer. Obviously, this is an interior scene.
The Psalter from which David plays lies open upon the desk. The
masterly depiction of the texture of the parchment is something
that ter Brugghen excelled in from his earliest days Behind the
throne and table, two singing angels each have been positioned at
either side of David. The two outer angels are shown as winged
halffigures who keep time with one hand, while only the heads of
the two inner angels have been depicted. These angels have the
innocent expressions of the children who often appear in. ter
Brugghen’s works.

All these motifs has been gathered into a shallow picture space.
The light illuminates the scene from the front ‘left, giving accent
to the composition. However, except for the eye-riveting brightness
of the colors of David’s robe and the whiteness of the pages of the
open Psalter, ter Brugghen has relied on a rather dark, muted color
scheme.

History of the Depictions of David in Previous Art

The history of David, who is a direct ancestor of Christ, had very
vital religious significance throughout the medieval Christian world
because it was interpreted as prefiguring the deeds of Christ. In
addition, the life of David, who is considered a Psalmist because he
often immersed himself in music and poetry, was filled with stormy
events and had a highly romantic quality. Consequently, the episodes
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Fig. 2. M d'araagglo, Davj with thejHea . oit,‘
c. 1605-6, Kunsthistorisches Museum, Vienna, panel, 90.5 °
% 116 cm.

involving David in the Book of Samuel have very often been used
as themes in visual art, and their iconography has shown much
variety'®. | '

Among these episodes, the battle between the young shepherd
David and the Philistine Goliath and the discord between David and
Saul have often been the subjects of sculpture and' painting from
the fourteenth century on in Italy and later in the Netherlands. In
particular, the story of the battIe with Goliath was, along with those
of Lot and his daughters and the sacrifice of Isaac, one of the
favorite Old Testament s'tib.jeéts of the Caravaggisti. ~ Caravaggio
himself painted two known versions of David with the Head of
Goliath (ca. 1609-1610, Galleria Borghese, Rome; ca. 1605-6, Kunsthi-
storisches Museum, Vienna, Fig. 2). As for ter Brugghen, his depic-
tion of this subject (1623, North Carolina Museum of Art, Raleigh,

(107)



Hendrick ter Brugghen’s King David

Fig. 3) shows David with the head of Goliath, returning to Israel
with Saul'®. They are being greeted by women “singing and
dancing,” “with tabrets, with joy, and with instruments of musick ”.
This scene, which comes to be depicted mainly from the fifteenth
century on, was also undertaken by Lucas van Leyden?”, who is
believed to have greatly influenced ter Brugghen. Therefore this
subject cannot necessarily be considered solely from__‘ the context of
Caravaggism. At the least, though, ter Brugghen's: cdmpdsition,
which places the subjects as half-length figures close to the surface
of the picture plane, reflects the characteristic features of the Cara-
vaggesque movement. .

Along with such subjects taken directly from David’s life, another
that is repeatedly employed in the visual arts is that of David as
Psalmist. The David (Fig. 1) that is the theme of this- present
article belongs to this category. In this case, David is shown as a

Fig. 3. H. ter Brugghen, David Saluted by Women, 162?;, Nozth
Carolina Museum of Art, Raleigh, canvas, 79.4X102 cm.

(108)



Philosophy No. 82

‘ - Fig. 4. - Fig. 5 . - Fig. 6
King David - Harping King David Hai‘-pi‘-ng"Ac-‘ C. Sluter, King David,
from Psalter of West- companied by Four Mu- from the Moses Foun-
minster Abbey, fol. 14., sicians from Bible of tain between 1393 and
12th cent,, Brit_ish ‘Mu- Charles the Bald, fol. 1402, Chartreuse of
seum, London. . 215v., 9th cent.,, Bibli- Champmol.
othéque National, Paris.

bearded king, wearing a crown and holding a harp or -some other .
stringed instrument as an attribute. This type of depiction ‘also
dates back to the Middle Ages, when it was often used in illustra-
tions of Psalters or illumineted initial. In the Psalms are found
quite often Phrases 'such as “Praise him with the sound of the
trumpet : ‘praise him with the psaltery and harp. Praise him with
timbel and dance : praise him with stringed instruments and organs.”
(150: 3ff.)*», and.David was considered the ideal subject. In these
illustrations, David is shown either seated alone on a' cushioned
throne. playing a ‘harp or surrounded by people playing music or
dancing. = An example of the former is fol. 14 in the Psalter of
Westminster Abbey (twelfth century, British Museum, London, Fig.
4), while an exdample of the latter is fol. 215v. in the Bible of Charles
the Bald (ninth century, Bibliotheque Nationale, .Paris, Fig. 5). . From
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Fig. 7. B. Passerotti, King David, Fig. 8. G.v. Honthorst, King David

Galleria Spada, Rome. Harping, 1622, Centraal Mu-
seum, Utrecht, canvas, 83X
67 cm.

the fourteenth century on, however, most of the representations of
David playing a harp show him as a solitary figure, -and other
figures are depicted only rarely. ' ' S
The theme of David as Psalmist 'begins to appear in sculpture as
well from the twelfth century, eventually leading to the creation of
such works as the Moses Fountain (C. Sluter, ca. 1393-1402, Chart-
reuse of Champmol, Fig. 6). Standing as one of the six holy men
who prefigure the New Testament is David, holding a harp in his
right hand (a consecutive motif of tiny harps is carved into the
edge of his robe as well) and a Psalter in his left.. This is an ex-
cellent example of a representation of David as Psalmist in sculpture.
Meanwhile, in painting, this theme begins to appear around the
seventeenth century. Examples include works by Passerotti (Galle-
ria-Spada,:Rome, Fig. 7), W. van Nieuland (after 1609, former collec-
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‘tion Sam. Hartvelt, Antwerp, Fig. 13), and. Honthorst (1622, Centraal
Museum, Utrecht, Fig. 8). The above are all single figures of David.
‘An example of David accompanied by a group of figures who are
dancing and playing music is a work by Candido (Frans Hals Museum,
Haarlem, Fig. 12). While the story of David and Goliath is found
often in the works of the Italian Caravaggisti®®, the depiction of
David as Psalmist does not appear in any of their extant works, to
the author’s knowledge. :

David, who was considered a Psalmist because he is said to have
often played musical instruments, naturally was very closely asso-
ciated with music. For this reason, he came to be thought of as
the patron of the Meistersinger, as well as the Collegium Musicum,
in the sixteenth and seventeenth centuries?®, and, along with St.
Cecilia?®, came to be considered a suitable holy figure to decorate
organ shutters and title pages of musical scores®. Actual examples
of this will be mentioned below. This expansion of the significance
of the theme of David as Psalmist provides us W1th a clue with
which to . explore the c1rcumstances behmd the creat1on of ter

Brugghen’s painting.

Sources of the Composition - -

Several hYpotheses have been advanced by lpi“evious scholars as
to the pbésible sources of _inspiration for ter Brug'gheri’s David
(Fig. 1). | | . Ve

Honthorst Who was likewise one of the Caravagg1st1 painted a
single half-length figure of David (Fig: 8) in 1622 Nlcolson has
written thatth1s work, which is ‘'said to have as its prototype King
David (Fig_."7)'*byv the Bolognese arti‘s_t ‘Passerottiz®, -and the painting
by ter Brugghen show mutual similarities in the way David plucks
the harp with h1s ﬁngers and in the rendering of the embroidered
robe®?, However the former is a single half figure, while the latter
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is a large-scale composition with a full-length figure accompanied
by singing angels. The way David plays the harp with both hands
is a common pose that finds many other similar examples, and the
richly embroidered robe is a motif that is consistently used by ter
Brugghen (1619, 1625, 1628, 1629)*®, Therefore, the similarities
indicated by Nicolson are not necessarily apropos. '

An interesting point is that ter Brugghen painted another work
depicting David playing the harp, although this is no longer extant.
On October 12, 1627, the estate of Maria Wttewael, a woman of
Utrecht -who had died three months before, was put up for auction.
Included among her possessions were many paintings. Of these,
the one that brought the highest price (90 guilders) was David
Playing the Harp by ter Brugghen®®. Because the David (Fig. 1)
that is the subject of the present article is dated 1628, one year
after the auction, there consequently must have been another Dawvid

Fig. 9. P. Lastman, David in the Temple, 1618, Herzog Anton
‘Ulrich Museum, Brunswick, panel, 79xX117 cm.
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Fig. 10. D. Bareﬁsz.,D‘a-vid Witﬁ ‘.‘H}afp as sa‘il.'ms,“dwmg', c.
1565, Rijksmuseum, Amsterdam, 20.4X27.8 cm.

by ter Brugghen. The simple description of the work in the records
of the auction only mentions that it is “a big David playing the
harp (een' groten David spelende op de harp)”*®, so that the compo-
sition cannot be determined, but there is a strong possibility that it
showed David as a solitary figure. There are other instances in
which ter Brugghen depicted the same subject twice, once as a -
relatively small-scale composition with half-length figures and the
other time as a fairly large-scale composition with full-length
figures®. It is possible that in Dawid as well, ter Brugghen followed
a similar sequence, painting a small canvas first and then a larger
one. The above-mentioned work by Honthorst (Fig. 8) shows typi-
cally Caravaggesque characteristics in its composition. This is under-
standable when we ‘consider that it was painted at a time (1622)
when Caravaggism was at its zenith in Utrecht®®. If ter Brugghen,
who was working in a similar environment, was inspired by Hon-
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Fig. 11. P.P. Rubens, King David Harping Surrounded by Five Angels
Singing, modello, c. 1626, Barnes Foundation, Merion, panel, 45
X 66 cm.

thorst, that influence would no doubt have rather been reflected in
the David that was painted when Caravaggism was at its peak,.
that is, the one painted before 1627 that remains to us only as a
documentary record.

Another scholar who feels that the work by Honthorst should not
be identified as the prototype of the Dawid (Fig. 1) is Slatkes, who
instead points to similarities with David in the Temple by Lastman
(1618, Herzog Anton Ulrich Museum, Brunswick, Fig. 9)*®. He
states in particular that there are certain details of the gestures of
the singers that are common to both paintings. Here agaln though
we fail to find more than broad, general similarities. .

The catalogue of the Hartford Museum of Art, which possesses
a version of David, mentions a drawing by D. Barensz (Rijksmuseum,

(114)



Philosophy No. 82

Amsterdam, Fig. 10) as having
motifs similar to those in the ter
Brugghen painting®®. David play-
ing a harp, a large, open Psalter
on a table, four youths who peer
into the Psalter from the left—
the compositions of the two works
are completely different, but the
individual ‘motifs are relatively
similar.

‘Meanwhile, as Poorter has in-
dicated®®, when we look at the
composition of David playing the
harp surrounded by singing an-
gels, we cannot fail to notice the

similarities with the representa-

tion of David harping among the Fig- 12. J. Sadeler aﬁ_‘:'e‘r‘- Candido,
Hymn of Praise of King

David and St. Cecilia, en-
Series: (Convent -of Descalzas graring

Reales, Madrid). : Thedesign of ,

this tapestry is- by Rubens, and it is estimated that he completed
the cartoon around 1626°©°. When the modello by Rubens (Barnes
Foundation, Merion, Fig. 11) and the Dawvid by ter Brugghen (Fig. 1)
are compared, we find that although the compositions are reversed
(in the completed tapestry, however, they would have the same
orientation), both works depict full-length figures, with David at the
center close to the picture plane; wearing an extravagant robe and
playing a harp held between his knees, and singing angels at either
side. Disregarding details, the main points of the compositions are
almost identical. Poorter surmises that these similarities are due to
the fact that ter Brugghen and Rubens were inspired by the same
work of art. However, he does not suggest any specific candidates.

tapestries known as the Eucharist
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An earlier example of a com-
position that positions angels
around a harping David can be
seen in the lower half of Hymn
of Praise of King David and St.
Cecilia by Candido. This compo-
sition, which is matched with the
text of Psalms 148:12-13°7, is
generally known f{rom the en-
graving by Jan Sadler (Fig. 12).
As Poorter- indicates, it is clear
from his drawing presently in the
collection of the Louvre®® that
Rubens had seen this engraving.
In Candido’s work, the angels
dance around David instead of
singing to the harp. However,

Fig. 13. W.v. Nieuland, King David it i Possible that the work sug-

Harping, after 1609, former gested by Poorter to have been
collection Sam. Hartvelt,
Antwerp, panel

mutually referred to by Rubens
and ter Brugghen had a similar
composition.

In contrast to this, we may also hypothesize that there was a
direct relationship between Rubens and ter Brugghen. On May 29,
1627, Rubens set out to visit the Hague as a. diplomatic emissary.
On the way, probably in the evening of June 27, he stopped in
Utrecht. His lodgings there were at the inn called “ Het Kasteel van
Antwerpen”, which was for ter Brugghen the establishment managed
by his brother as well as the home of his wife’s mother. Further-
more, it was also at this “Kasteel van Antwerpen”, which faced
onto the “Oude Gracht”, that the artists of Utrecht held a banquet
for their illustrious foreign visitor*®. Sandrart wrote that Rubens
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met with Honthorst, Poelenburg, Bloemaert, and other artists in
Utrecht. Although he did not mention ter Brugghen in particular*®,
ter Brugghen must naturally have had the opportunity 'of ~speaking
with Rubens since he was staying at the home of his brother, with
whom he was extremely close. At that time, the talk may have
turned - to the Ewucharist Series, for which Rubens had -ifécently
completed the cartoons. And, although he may not have aétually
shown ter Brugghen anything like a modello, Rubens may have
explained about the composition or the: drawing by Candido_ to which
he had referred*®. . AR |

Moreover, ter Brugghen, Bloemaert, Honthorst, and Baburen (who
had died in 1624) had previously participated with Rubens in the
production of a series of paintings of the twelve Roman emp'érors
(JagdschloB Griinewald, Berlin) believed to have been commissioned
by Frederick Hendrick. The series itself had been finished in 1625
with the completion of Vespacianus by Miereveld*®. It is conceivable
that these artists, who had previously cooperated on the same project,
may have taken the occasion to ask one another of their recent
artistic activities. .

Although the works by Rubens and ter Brugghen show such
similarities as to lead us to speculate about a direct association
between the two artists, they also exhibit obvious differences, The
David portrayed by Rubens does not sing songs of praise for God
from . the earthy - Jerusalem. Rather, he adores the FEucharist in
heaven as an embodiment of the intended purpose of the commission
itself. The person who commissioned the tapestry, the infanta
Isabella, belonged to. the Hapshurgs, a family who traditionally
worshiped the Eucharist. Poorter offers a convincing hypothesis
that the iconography of the tapestry aimed to identify the Hapsburgs
with David, who is shown singing praise of the Eucharist*®. -

- Ter Brugghen’s composition, on the other hand, is obviously set
indoors. This is also the case in the above-mentioned drawing by
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D. Barensz (Fig. 10) and painting by Nieuland
(Fig. 13), as well as in a work by R. van Zijl
(1608, Centraal Museum, Utrecht, Fig. 14). Nieu-
land’s composition (Fig. 13) is very similar to
Candido’s design (Fig. 12) in that a group of
music-playing heavenly figures inhabit the supe-
rior portion of the picture, but, in the sense of
actuality that the artist has created by placing
David in a study-like interior, it is very close
to ter Brugghen’s painting. The work by R.
van Zijl (Fig. 14) is one of a set of eight organ
shutter paintings commissioned in 1608 by St.
S ~ Jacobi Kerk in Utrecht. In this work, David
Fig. 14. is depicted as a still fairly young man in

R. van Zijl, David 56 ) ) .. . .
Harping, 1608, armor*®. Six of the eight paintings, including
Centraal Museum, David Harping, have as their motif figures play-
};t;;‘jz% Cnianvasﬁ ing and singing in tune to a musical instrument.
' Because ter Brugghen’s three children were all
baptized at St. Jacobi Kerk*®, he must without
doubt have noticed van Zijl’s paintings. Van
Zijl was one of the eleven men who founded the St. Lucas guild of
Utrecht in 1611*®. He is thought to have been highly esteemed in
his time.. Perhaps ter Brugghen used Ruben’s composition (Fig. 11)
as a starting point, yet set the scene indoors as in Nieuland’s or
van Zijl's work, and thus conceived an extremely realistic, Caravag-

gesque David (Fig. 1).

It is obvious that the subject of ter Brugghen’s work is David as
Psalmist, accompanied by angels, offering songs of praise to God.
This leads us to wonder if the lion carved into the back of the
throne has any connection to this theme. No previous authors have
offered any hypotheses concerning this motif, which is unusual in
a scene of David harping. ' |
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- The iconography of the lion appears in so many different forms
that it defies accurate interpretation. At times, the same iconography
can have completely opposite meanings. One'story that is brought
to mind in connection with David is “David Slaying the Lion and
the Bear” (I Samuel 17 : 34-35), which can also be found represented
in painting. This is an episode taken from David’s life when he
was still young and dauntless. -In this case, as in many of the
phrases involving lions in' the Psalms, the lion' is-depicted negatively
as an evil creature that should be destroyed.” On the other ‘hand,
in the passage in the Revelations that ‘describes David as “the Lion
of the tribe of Juda” (5:5), the lion symbolizes the majesty of David
the King. A E R T R
At the present stage, I am not prepared to judge which meaning
‘the lion in David (Fig. 1) embodies. If, as Timpel indicates, the
seventeenth-century Dutch artists were only able to justify the
production of religious paintings by attaching a moralizing content
to essentially religious subject matter*”; we cannot deny the possi-
bility that some medning other than that of a religious vein may
lie hidden beneath the surface*®. e | g

~ Possible Circumstances behind the Commission of David

 The Republic of the United Netherlands was founded in 1581.
Since-that time, the Netherlands has been an.officially Protestant
nation. - The Protestant doctrine, which rejects the worship of sacred
images; deprived artists of their most supportive patron; the Church.
Even as.late as 1678, Hoogstraten lamented, “ Ever since the icono-
clasm of the last century, art has almost completely died in Holland.
As a result, our best source of work, the Church, has been closed
off to us. Most artists are creating insignificant trifles”*?.. This
does not mean, however, that the production:of religious works of
art ceased completely in the Netherlands. In fact, many splendid
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religious paintings by Dutch. artists of the seventeenth century,
Rembrandt among them, have come down to us today®”. In seven-
teenth-century Holland, religious paintings not only hung on the
walls of Catholic schuyl kerken (refuge churches) but, laden with
moralistic and symbolic meaning, decorated the palaces of statesmen,
town halls, and homes of the townspeople®®. .

Meanwhile, with the passage of time, religious works of art gra-
dually infiltrated the Protestant churches as well. First, they ap-
peared as stained glass windows and then on the organ shutters
and around the pulpit®®. For example, on August 14, 1602, two
artists, S. Vredeman de Vries and A. Willaerts, were requested by
Dom Kerk to paint David playing a harp and St. Cecilia playing an
organ on the shutters of its organ®. Other organ shutter paintings
by the above-mentioned van Zijl (1608, St. Jacobi Kerk), J. van
Bronckhorst (1655, Nieuwe Kerk, Amsterdam), and Caesar Everd-
ingen (Grote Kerk, Alkmaar) are also extant. In addition, according
to G. Schwartz, Rembrandt’s David Harping before Saul may have
been an organ shutter for Petrus Kerk in Sloten®®. In all these
works, an episode involving St. Cecilia, who is considered the patron
saint of music, or David is portrayed.

Slatkes proposes that ter Brugghen’s David may also have origi-
nally been “ destined to be part of the decorative scheme of an organ”.
He explains that the horizontal strip of 10 cm or so in width added
at the top of the painting was an alteration that was made to fit it
to a specific location®®. Slatkes does not present any detailed deli-
berations into this hypothesis, such as possible churches the work
may have been made for, but, considering the above-mentioned
examples, we cannot immediately reject his proposition. However,
if indeed it was meant to be an organ-shutter, it would presumably
have been placed in an elevated position. Dawvid, though, lacks the
di sotto in su viewpoint often found in such works, in which the
spectator seems to “look up” at the painting.
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In this way, Slatkes
concluded that the parti-
cular building this paint-
irig was meant for was
a .church. - However,
there is another location
where this work would
have been appropriate.

The integration of Fig. 15. F. Floris, Famllyportralt 1651
music into the lives of Stedelijk Museum, Lier.

ordinary citizens from

the sixteenth to seventeenth centuries in Holland and their enjoy-
ment of its pleasures are vividly reflected in the contem'p‘o'rafy
paintings (Fig. 15) and prints. In Utrecht in particular, paintings
of people enjoying music came to be created extensively from ca.
'1621. These were hidden allegories of the five senses, vanitas and
harmony but, at the same time, they reflected the intensity of the
people’s interest in music. This is corroborated by documents as
well. Records state how a certain private citizen possessed a clave-
cimbel (1580) and how people enjoyed performances of a pOrtéble
organ during their ‘m'eals=-»(1594)“>. Moreover, even afte‘r' all the
churches fell into Protestant hands, the organ was played before
and after mass, giving delight to the people®”. It is well known
that Huygens, one of the foremost men of culture of the times,
was a music lover who was proficient at playing numerous instru-
ments. -

As if to substantiate this interest in music, associations know"n’a‘s
Collegium Musicum came to be organized in each city from the end
of the sixteenth century. These were centered chiefly around those
lovers of music in the upper classes’®. Siuich an organization, in
which people who possessed their own musical instruments convened
regularly to enjoy musical performances, was officially established
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in Utrecht in 1631. In fact, though, the founding members had
already been assembling in one room to conduct these musical ac-
tivities even before that time®”. The resolution of the Utrecht town
council of September 8, 1628 states how these members would be
allowed the room above the new secretary’s office and gathering
chairs and tables there in order to conduct musical recitals®®. In
other Woi'ds, the official establishment of a Collegium Musicum in
1631 was simply a rendering of official status to an organization
that was already in existence. Therefore, we may rightly say that
its actual activities were started»before 1628. As mentioned in the
above section on the subject matter of the present painting, David
as Psalmist was considered the patron of the Meistersinger and
Collegium Musicum. Therefore, David playing a harp is a very
appropriate subject for a room that the members of the Collegium
Musicum were allowed to use for their activity. This leads us to
propose that the Dawid by ter Brugghen (Fig. 1) was a work com-
missioned to decorate the room newly acquired by the Collegium
Musicum. In fact, David was painted in 1628, the very year that
the above. resolution was passed by the town council.

The members of the Collegium Musicum® all came from the
the distinguised families and upper classes of Utrecht. One of these
men, Gysbert van Hardenbroek, particularly draws our attention.
His brother, Pieter van Hardenbroek®® is the one who commissioned
Baburen to paint Granida and Daifilo (Koninklijk Museum voor Schone
Kunsten van Belgie, Brussels, Fig. 16). In 1656, Pieter presented
this painting, along with the Hermit by another Utrecht painter, A.
Willaerts, to Gysbert’s son®®. The van Hardenbroeks must have
been a family who loved not only music but painting as well. Inter-
estingly, a document that is thought to provide a link between the
van Hardenbroek family and the ter Brugghen family is preserved
in the Municipal Archives in Utrecht. In 1607, Ghysbert ter Brug-
ghen®, who was Hendrick’s uncle, presented himself at the house
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of Johanna van heer
Jansdom, the mother of
Gysbeft van Harden-
broek, to act as a wit-
ness to a certain notari-
al deed®®. It is, then,
quite  possible that
Hendrick ter Brugghen
made the acquaintance

of wvan Hardenbroek

: Fig. 16. D.van Baburen, Granida and Daifilo
through his uncle. ' ’ ,
. & u cle. It Koninklijk Museum voor Schone
is also possible that Kunsten van Belgié, Brussels, canvas,

when the . Collegium - 167x209.5 cm..

Muswum | actually

started convening in 1628, the members comm1881oned ter Brugghen
to create a painting of David, their patron, with van Hardenbroek
acting as intermediary. The documents of the Collegium Musicum,
however, which was officially established three years later in 1631,
make no mention of this painting.

TWenty'-'one of the religious paintings painted by ter Brugghen
(not including replicas) have come down to us today. ~Of these, only
six paintings téke their subjects from the Old Testament“?. - Thus,
Old Testament themes were rare for ter Brugghen. It is quite
plausible that David (Fig. 1) was painted upOn' conirhiSsion by an
organization that had some connection with this subject and also
had enough available space for such a large work—(150 by 190 centi-
meters)—for example, the Collegium Musicum. Moreover we can
reasonably hypothesize that ter Brugghen may have received inspi-
ration from the composition of the FEucharist Series by Rubens, who
had visited Utrecht the previous year.
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Resumé

Er bestaat een lange traditie in de iconografie van de harp spelende Kon-
ing David als Psalmist. Ook de Utrechtse schilder, ter Brugghen is daar
geen uitzondering op: b.v. het schilderij in Warschau (1628; er bestaan
drie versies van dit schilderij).

Onderzoekers als Nicolson, Slatkes enz. vermelden de werken van Hont-
horst, Lastman en D. Barensz. als ter Brugghens inspiratiebron, wat echter
niet overtuigend is. Opvallend is daarentegen de gelijkenis met de com-
positie- die Rubens voor één van de tapisserieén van de Eucharistie reeks
(ca. 1626) ontwierp. Poorter heeft dit eerder opgemerkt, maar meent dat
hier geen sprake is van direkte invloed van Rubens op ter Brugghen.
Mijns inziens ontleende ter Brugghen zijn compositie direkt aan Rubens
die Utrecht bezocht in 1627, één jaar na de voltooiing van het tapisserie-
ontwerp en één jaar voor het bedoelde werk van ter Brugghen.

Slatkes meent dat het schilderij bedoeld kan zijn geweest als onderdeel
van een orgelversiering. Het lijkt ook aannemelijk dat ter Brugghen
opdracht van het Utrechtse Collegium Musicum zou hebben gekregen om
de patroon van het Collegium Musicum, Koning David als Psalmist, te
schilderen. Men kan namelijk het bestaan van het Utrechtse Collegium
Musicum tot 1628 terugvolgen, het jaar waarin ter Brugghens Warschau
versie ontstond, hoewel dit Collegium pas in 1631 officieél is opgericht.
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