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Introduction

Richly attired in a fur mantle and a lustrous aubergine-hued hood, an aged
woman, traditionally identified as Rembrandt’s mother, sits stoically posed looking
out towards the viewef with a dignified expression [Figure 1:1]. Against a dark
background, Rembrandt (1606—1669) eloquently illuminated this woman’s
countenance. The naturalistic appearance of her delicate creped skin isla.masterclass
in the refined painting technique that he achieved during his Leiden years. The
consummate skill with which he captured the emotional presence and expressive
qualities of this woman’s weathered face is a testament to.his fascination with the
elderly, even as a young artist.

Rembrandt found creative possibilities in the representation of the aged, both
male and female, in tronies, portraits, genre scenes and in stories from the Bible and
mythology that he executed duringall periods of his career. Rather than exploring the
full scope of these images,this dissertation focuses more narrowly on the master’s
many depictions of elderly women that he and members of his circle made in Leiden
during the 16208 and 1630s, and later in the 1650s and 1660s. Rembrandt’s interest in
rendering the elderly in Leiden was shared by his equally ambitious early comrade
Jan Lievens (1607—1674), and his first student Gerrit Dou (1613—-1675). After
Rembrandt left Leiden for Amsterdam in 1631, Dou continued to develop his
approach to elderly women in his fronies throughout the 1630s and later in his genre

scenes from the 1650s and 1660s. In this dissertation’s last chapter, the evolution of



Gerrit Dou’s approach to aged women is considered in the broader context of
Leiden’s influence.

The initial chapters of this dissertation examine the personal, social, and
cultural reasons that elderly women figured so prominently in Rembrandt’s and Jan
Lievens’ early works, a subject that has not been sufficiently studied in the past, This
discussion marshals evidence for the woman called Rembrandt’s mother’s. identity,
and considers what Rembrandt’s numerous paintings and etchings of her'convey
about his artistic personality and the significance of this woman,as a model for the
young artist.

Another facet of this dissertation is a discussion of'Leiden’s charitable
establishments that housed and cared for elderlyswomen in a sympathetic manner, and
whose founding principles reflected broader cultural attitudes. Within this framework,
it explores the role of these social.institutions in the development of Rembrandt and
Lievens’ fascination with elderly-female subjects. Finally, this dissertation discusses
these artists’ images of-aged women in the cultural context of Netherlandish literary
and visual traditions and argues that the way they emphasized their humanity and
individuality transformed the stereotypical treatment of elderly women in art.

My scholarly interest in the elderly women that Rembrandt and his Leiden
circle.portrayed was encouraged by my own formative experiences in the city. In the
summer of 2017, as a master’s student interested in the young Rembrandt, I had a
funding opportunity that allowed me to travel to Leiden to study Dutch, and to learn
more about the city’s history. One afternoon, on a walking tour, I was introduced to

Leiden’s hofjes. Inmediately drawn to the rich history and charm of these courtyard



communities—that most often housed and tended to women over fifty years of age-I
began to consider how elderly women, as prominent subjects for Rembrandt, Lievens,
and Dou, were a part of these artists’ lives in Leiden, and the ways in which their
presence informed their art. From this experience, I developed a fascination with the
elderly women these artists portrayed and this dissertation, which addresses the

significance of these subjects in Leiden.

Rembrandt and His Leiden Circle

During the 1620s and early 1630s, Rembrandt and Jan Lievens developed a
lively, and at times competitive, professional exchange that led them to explore
similar styles, techniques, and subjects.' Though both artists were born in Leiden just
over one year apart, the dates and locations of their training and development differed.
slightly. Lievens started his artistie'training around six years before Rembrandt. In the

dynamic of their relationship, Li€vens played a significant role as an initiator of

! In comparison to Rembrandt, less work has been done on Jan Lievens. Noteworthy sources
on the aftistinclude Arthur K. Wheelock Jr. and Stephanie Dickey, Jan Lievens: A Dutch
Master.Rediscovered (Washington D.C.: National Gallery of Art, 2008); Lloyd DeWitt,
“Evolution and Ambition in the Career of Jan Lievens (1607-1674),” PhD diss., (University
of'Maryland, 2006); Bernhard Schnackenburg, Jan Lievens: Friend and Rival of the Young
Rémbrandt: With a Catalogue Raisonné of His Early Work 1623—1632 (Petersburg: Michael
Imhof Verlag, 2016). Though their friendship and professional exchange are topics. covered
in a number of works that broadly consider one or the other artist, the following sources are
noteworthy in their focus on both artists: Christiaan Vogelaar et al: Rembrandt and Lievens in
Leiden (Leiden: Waanders, 1991); Arthur K. Wheelock Jr., “Making Faces: The
Development of the Tronie in Seventeenth-Century Leiden,” in Anonymous Portraits: Dutch
Seventeenth-Century Tronies (New York: Nicholas Hall, 2019). The latter source provides a
meaningful assessment of the character and evolution of the tronies both artists made in the
context of their creative back and forth.



certain stylistic and thematic developments that are present in both artists’ formative
works.?

At the precocious age of eight, Lievens began his artistic training with the
Leiden portraitist joris van Schooten (c. 1587—-1652/53), with whom he spent two
years. Then, at the age of ten, he traveled to Amsterdam where he studied for another
two years, from the winter of 1617/18 to the winter of 1619/20, with the Amsterdam
history painter, Pieter Lastman (1583-1633).% After training with Lastman, Lievens
possibly also traveled to Utrecht to learn from the Caravaggesque painters there
before returning to Leiden as an independent artist in 16214

Even though it is not documented, Lievens’ additional study in Utrecht is
supported by the young artist’s near immediate-rgjection of Lastman’s
characteristically expansive narrative compositions and small-scale figures in his
paintings.® Though he did retain Lastman’s expressive gestures, bold palette, and
affinity for elaborate costumes, Liievens’ early compositions incorporate large-scale
half-length figures that.areclosely cropped and expressively illuminated by strong
chiaroscuro lighting effects. These elements are characteristic of the notable painters

Gerrit van Honthorst (1592—1656) and Dirck van Baburen (1595-1624), both of

2 Arthur K. Wheelock, Jr., “Jan Lievens: Bringing New Light to an Old Master,” in Jan
Lievens: A Dutch Master Rediscovered (Washington D.C.: National Gallery of Art, 2008), p.
2.

3 Wheelock, “Jan Lievens,” p. 5.
* Wheelock, “Jan Lievens,” p. 6.
5 Arthur K. Wheelock, Jr. noted that the compositions and figures in only a small number of

Lievens’ earliest drawings demonstrate the influence of Lastman’s style; Wheelock, “Jan
Lievens,” p. 6.



whom had only recently returned to the Utrecht in 1620 after a sojourn in Rome to
learn Caravaggio’s distinctive style.® These distinguishable stylistic features in
Lievens’ early work suggest that he spent a period of time working in Utrecht before
returning to Leiden.

After receiving a humanist education at the city’s Latin School and foregoing
his enrollment at Leiden University, Rembrandt started his training in 1621, when'he
was around fifteen years old.” His first teacher was the Leiden history painter Jacob
van Swanenburgh (1571-1638), who was best known for his fiery portrayals of Hell.
The young artist studied with him for around three years, and then subsequently, he
too traveled to Amsterdam to learn from Pieter Lastman for a six-month period.?
Rembrandt and Lievens’ creative exchange began around the time Rembrandt
returned to Leiden from Amsterdam in 1624/25. The formation of their relationship is
signaled by Rembrandt’s history paintings and genre scenes from that period that
integrate Lastman’s drama and palette with the compositional style and lighting

effects of the Utrecht Caravaggisti that occupied Lievens.

6 For more information on the styles and themes of the Utrecht Caravaggisti see the
exhibition.catalogue: Joaneath A. Spicer et al., Masters of Light: Dutch Painters in Utrecht
During the Golden Age (Baltimore: Walters Art Gallery, 1997).

7 In the following source, Amy Golahny provides important scholarship on Rembrandt’s
education and training: Amy Golahny, Rembrandt’s Reading. The Artist's Bookshelf of
Ancient Poetry and History (Amsterdam: Amsterdam University Press, 2003), pp. 49-74.

8 The following sources are significant studies that consider Rembrandt’s early life, art, and
ambitions in the context of his influences, stylistic developments, and the market in Leiden:
Christopher Brown et al., Young Rembrandt (Oxford: Ashmolean Museum, 2019); Jacquelyn
N. Coutré et al., Leiden Circa 1630: Rembrandt Emerges (Ontario: Agnes Etherington
Centre, 2019); Roelof van Straten, Young Rembrandt: The Leiden Years, 1606—1632 (Leiden:
Foleor Publishers, 2005); Alan Chong, ed., Rembrandt Creates Rembrandt: Art and Ambition
in Leiden, 1629—1631 (Zwolle: Waanders, 2000).
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From the mid-1620s, the pair also explored similar subject matters, notably
usling many of the same props, costumes, and models. Their tronies of elderly men
and women— which Lievens made from the early 1620s and Rembrandt created
beginning in the latter half of the decade—closely follow stylistic and thematic
precedents by Honthorst and Baburen. These figures also recall subjects that the
Flemish court artist and diplomat Peter Paul Rubens (1577-1640) depicted-in his
history paintings. While Rembrandt and Lievens would have been acquainted with
Rubens’ compositions through widely disseminated prints, they'might also have
known his painting of Judith with the Head of Holofernes, c.,1616, that was owned by
the head of Leiden’s Latin School, Theodorus Schrevelius(1572—1629).° Notably,
this painting depicts an elderly woman acting asJudith’s attendant. Additionally,
Rubens painted several tronies, though unlike:\Rembrandt and Lievens, he did not
view these images as finished products for the open market.'® While it is uncertain
whether Rembrandt and Lievens®knew Rubens’ tronies, the prevalence of elderly
subjects in these artists*works suggests that Rubens’ interest in studying old age was
influential on Rembrandt and Lievens.

Two notable sources provide detailed biographical information on Rembrandt

and Lievens'and important insights into their early artistic strengths: Jan Jansz Orlers,

9Peter Paul Rubens, Judith with the Head of Holofernes, c. 1616, oil on canvas, 120 x 111
cm, Braunschweig, Herzog Ulrich Anton-Museum. Arthur K. Wheelock Jr., “Jan Lievens:
Bringing New Light to an Old Master,” In Jan Lievens: A Dutch Master Rediscovered
(Washington D.C.: The National Gallery of Art, 2008), pp. 8-9.

19 For more on Rubens’ tronies see: Nico van Hout, Part XX (2) Study Heads and Anatomical
Studies, 2 vols. Corpus Rubenianum Ludwig Burchard (London: Harvey Miller Publishers,
2020); Julius S. Held, Rubens (New York: Harry N. Abrams, 1954).
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Bescrijvinge der Stadt Leyden (1641), and Constantijn Huygens’ autobiography,
which he wrote in the early 1630s.!! Orlers’ brief account is almost strictly
biographical. It describes both artists’ family situations, artistic training, and
professional achievements until 1641. After meeting Rembrandt and Lievens in
Leiden in 1628, Huygens wrote about his impressions of the artists in a private
autobiography that was published posthumously. In it he described the artists,as a
“pair of young and noble painters.”'? He portrayed them as geniuses and-proteges,
and he expressed his admiration for their great skills given theig humble
backgrounds.'® In Huygens’ eyes, Rembrandt and Lievens possessed very different
artistic strengths. He praised Rembrandt's “sure touchiand-iveliness of emotion,” and

his achievements specifically working on a smaill-seale.'* For Lievens, he extolled his

I Jan Jansz Orlers, Bescrijvinge der Stadt Leyden (Leiden, 1641). For Huygens’ relevant text,
see: Christiaan Vogelaar et al, Rembrandt and Lievens in Leiden (Zwolle: Waanders, 1991),
pp. 128-134. Jan Jansz Orlefs (1570—1646), was Burgomaster of Leiden and a Lievens family
acquaintance, and Constantijn, Huygens (1596—1687), was Secretary to the Stadholder and an
art connoisseur. See also: P.J.M. de Baar’s, De Leidse verwanten van Rembrandt van Rijn en
hun Leidse afstammielingen tot heden (Leiden: Gemeente-Archief, 1992). This work is a
valuable genealogicabstudy of Rembrandt, Lievens, and their family’s that clarifies a number
of the biographical matters that this dissertation takes into account; P.J.M de Baar,
“Rembrandt’s Mother Cornelia (‘Neeltgen’) Willemsdr van Zuytbrouck,” in Rembrandt's
Mother{ Myth and Reality, ed. Christiaan Vogelaar and Gerbrand Korevaar (Leiden: Stedelijk
Museum'deLakenhal, 2005), p. 81; and Walter R. Strauss and Marjon van der Meulen, The
Rembrandt Documents (New York: Abaris Books, 1979). This source provides a compilation
of doctiments associated with Rembrandt that were created during his life.

12’ Christiaan Vogelaar et al., Rembrandt and Lievens in Leiden (Zwolle: Waanders, 1991), p.
132.

'3 Vogelaar et al, Rembrandt and Lievens, p. 132.
4 Huygens specifically wrote about the efficacy of Rembrandt’s, Judas Repentant, Returning

the Thirty Pieces of Silver, 1629, oil on panel, Private Collection. Vogelaar et al, Rembrandt
and Lievens, pp. 132-33.



“inventiveness and audacious themes and forms,” that he so ambitiously and astutely
captured on a large-scale."

The distinct styles that Rembrandt and Lievens developed in Leiden are
indicative of the different ways they depicted older women in their paintings,
etchings, and drawings.'® Rembrandt created twenty-six images of elderly women in
his genre subjects, tronies, and biblical scenes from the late 1620s to the early, [630s,
while elderly women appear similarly in nineteen of Lievens’s pictlites-ffom that
same period.

The elderly women that Rembrandt and Lievens depicted fall into two
categories: a woman commonly identified as Rembrandt®ssmother, and other women
whose identities are not known. Rembrandt portrayed his mother fourteen times, in
studies that are impressive in their refined pictorial and emotional character. Lievens
only represented Rembrandt’s mother four times, but he depicted more unidentified
women than did Rembrandt. In particular, Lievens included elderly women in eleven
large-scale, thematically-inventive paintings during his Leiden period, some of which

[ discuss in chaptefs two and three.'”

15 Vogelaar et al, Rembrandt and Lievens, pp. 132-33.

16 For'Rémbrandt’s images of older women in the appendices, I used: Volker Manuth et al.,
Rembrandt: The Complete Collection of Paintings (Cologne: Taschen, 2019), and Volker
Manuth et al., The Complete Collection of Drawings and Etchings (Cologne: Taschen, 2019).
For Lievens’ images of older women in the appendices: Bernhard Schnakenberg, Jan
Lievens: Friend and Rival of the Young Rembrandt: With a Catalogue Raisonné of His Early
Work 1623—1632 (Petersburg: Michael Imhof Verlag, 2016).

'7 The following sources complement this dissertation’s theoretical framework that draws
connections between Rembrandt and Lievens’ personal relationships with, and knowledge of,
the elderly women around them and their art. Julius Held, Rembrandt Studies (Princeton:
Princeton University Press, 1991); Stephanie Dickey, “Rembrandt and Saskia: Art
Commerce, and the Poetics of Portraiture,” in Rethinking Rembrandt (Zwolle: Waanders
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Gerrit Dou was another member of Rembrandt’s Leiden circle who depicted
older women.'® On February 14, 1628, at the age of fifteen, Gerrit Dou embarked on
his apprenticeship with Rembrandt in Leiden as the master’s first student. In the
artist’s studio, Dou fostered his meticulous and descriptive fijuschilderij (fine-
painting) technique, and he was also introduced to the subject called Rembrandt’s
mother. Dou created several tronies of her throughout the 1630s, notably'continuing
to portray her in this manner even after Rembrandt moved to Amstérdamaround
1631. His early images of this woman are significant not only because they followed
Rembrandt’s example in terms of subject matter, but also because they reflect Dou’s
early interest in creating highly descriptive paintings thatalso recall well-known ideas
and symbolism—elements that he mastered in his\paintings from around 1650
onwards. His later genre scenes that feature older women are exceptional in their
focus on showcasing elderly feminine virtue and interactions with younger members
of society.

The innovative.and compassionate character of Dou’s later genre scenes was
particularly influentialion the Leiden-based artists: Frans van Mieris [ (1635—1681), a
student of Dow’s fijnschilder school, and Quiringh van Brekelenkam (1622-1668), a

prolific follower of Dou. Together, Dou’s, Van Mieris’, and Van Brekelenkam’s

Publishers, 2002); Richard Verdi, Rembrandt’s Themes: Life Into Art (New Haven: Yale
University Press, 2014).

'8 For more information on Gerrit Dou see: Ronni Baer, “The Paintings of Gerrit Dou (1613~
1675),” 3 vols. Ph.D. diss. New York University, 1990; Ronni Baer, Gerrit Dou, 1613—1675:
Master Painter in the Age of Rembrandt, edited by Arthur K. Wheelock, Jr. (New Haven:
Yale University Press, 2000); The Leiden Collection Online Catalogue is also an exceptional
source for rich biographical and object-based research on Rembrandt, Jan Lievens, and Gerrit
Dou.



portrayals of elderly women in their scenes of everyday life are significant in this
dissertation’s last chapter as they demonstrate the continued social influence of

Leiden.

Chapters

Chapters one and two explore connections between the elderly women.in
Rembrandt’s and Jan Lievens’ lives and their art. Chapter one focuses on
Rembrandt’s images the woman commonly referred to as Rembrandt’s mother. It
begins by marshaling all the evidence, pro and con, for her identity. This chapter
explores the significance of this woman as a mode! for the young artist, and it
concludes that the evidence for her identity.as\Neeltgen van Zuytbrouck is strong
enough that in this dissertation I will refer to her as Rembrandt’s mother. It also
presents evidence that Rembrandt’s sensitive depictions of his mother reflect his
admiration for her.

Chapter two.examines the role of Leiden’s charitable institutions in the
development ofboth"'Rembrandt’s and Jan Lievens’s fascination with elderly female
subjects. It explores how characteristics of Leiden’s distinct social environment
inspired these artists to portray many elderly women, and it describes the city’s
hafjes. Widespread across Leiden, these secluded courtyard homes were largely
inhabited by elderly women. This chapter identifies a relationship between Leiden’s
hofjes and Rembrandt and Lievens’ images of older women that appear to be inspired

by their knowledge of, and contacts with these people. It concludes by discussing
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connections between these artists and Leiden’s charitable establishments, as well as
the people associated with them.

Chapter three considers Rembrandt and Lievens’ images of older women
within the framework and influence of attitudes towards the elderly in prevailing
literary and visual traditions. It begins by tracing the evolution of cultural beliefs/in
Europe about the moral, physical, and spiritual character of women as they.aged. It
examines how these ideas tended to coalesce in popular literary sources-and artworks
as both negative and positive stereotypes. For example, these sources often
represented elderly women as being piously virtuous, but they also could view them
as personifications of vices such as lust. This chapter discusses a few examples that
would have been familiar to Rembrandt and Lievenssand it demonstrates that these
traditions suppressed humanity in favor of aceepted stereotypes. It concludes with an
assessment of how Rembrandt and-Lievens emphasized the humanity and
individuality of older women(in-ways that transformed the traditional stereotypical
approach to elderly women inart.

Chapter four primarily examines paintings of elderly women by Gerrit Dou
that he made following Rembrandt’s in;troduction to the subject in the late 1620s and
early 1630s.t considers Rembrandt’s influence and the various ways Dou developed
his own distinct approach to aged women in his tronies in the 1630s and in his later
genre scenes from the 1650s and 1660s. It also examines how Dou’s later genre
scenes were influential on the Leiden-based genre painters Frans van Mieris [ and
Quiringh van Brekelenkam. This chapter concludes by asserting that in the context of

Leiden’s distinct environment of charitable institutions, Dou, Van Mieris, and Van

11



Brekelenkam’s genre paintings of elderly women appear to respond to the city’s
attitude of respect and care for the aged. Thus, they demonstrate similar artistic

tendencies as Rembrandt and Lievens did in the 1620s and early 1630s.

Elderly Women in Rembrandt Scholarship

Surprisingly few art historical sources focus on older women. There has never
been a comprehensive scholarly study on elderly women that Rembrandt and his
circle portrayed. The exhibition catalogue Rembrandt’s Woman (2001) by Julia Lloyd
Williams provides important information about Rembrandt’s depictions of his mother
and the other elderly women that he studied in hi§ works on paper later in his career."
The majority of discussions of older women by Rembrandt and his circle appear in
scattered references in essays, books, and exhibition catalogues.?® These references
typically mention these artists’ affinity for aged subjects, and often point out that they
portrayed them sympathetically=They also frequently focus on the formal description

of works, noting these artists’ ability to render elderly women’s features or

expressions. When appropriate, these texts discuss religious symbolism as it relates to

% Julia Lloyd Williams, Rembrandt's Women (Edinburgh: The National Gallery of Scotland,
2001), cat nos. 1-5, 47, 52, 55, 56, 60, 62, 101.

20 Arthur K. Wheelock Jr., “Jan Lievens: Bringing New Light to an Old Master,” In Jan
Lievens: A Dutch Master Rediscovered (Washington D.C.: The National Gallery of Art,
2008), cat nos., 1, 4, 20-27, 61, 71, 77, 96; The introductory essay and catalogue raisonné
from: Bernhard Schnakenberg, Jan Lievens: Friend and Rival of the Young Rembrandt: With
a Catalogue Raisonné of His Early Work 1623—1632 (Petersburg: Michael Imhof Verlag,
2016); Ronni Baer, Gerrit Dou, 1613—1675: Master Painter in the Age of Rembrandt, edited
by Arthur K. Wheelock, Jr. (New Haven: Yale University Press, 2000), from this source see
also cat nos., 2, 4, 5, 11, 25, 34.
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an older woman’s pious appearance.?! While these sources make significant
contributions in identifying nuances of specific images of older women, they rarely
concentrate comprehensively on the importance of personal relationships and the
social and cultural influences that impacted these artists’ approach to rendering
elderly women.

Rembrandt’s mother has often been a focal point in scholarly research on
Rembrandt’s depictions of elderly women. Gary Schwartz addresses Rembrandt’s
mother in his Rembrandt, his life, his paintings (1985) and in The Rembrandt Book
(2005). In both books he discusses her in the context of identifiable models in
Rembrandt’s work.?? The most extensive study on this,topic is Rembrandt’s Mother:
Myth and Reality (2005) edited by Christiaan Vegelaar and Gerbrand Korevaar. This
catalogue provides important information'on the history of Rembrandt’s mothet’s
identity.?* Additionally, Anouk Janssen’s essay in that catalogue, “The Iconography
of Old Age and Rembrandt’s Early Work,” provides a significant analysis of
Rembrandt’s, Lievens’syand Gerrit Dou’s early images of elderly people. She argues,

contrary to the conclusions I have reached in this dissertation, that the images of the

2! Thessymbolism of piety in images of older women is a focal point of Wayne Frantis’ book.
He discusses a small number of paintings by the circle of Rembrandt: Wayne E. Franits,
“Wedtwe,” in Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch
Art (Cambridge: Cambridge University Press, 1993), pp. 161-194, 240-246.

22 Gary Schwartz, Rembrandt: his life, his paintings (New York: Viking Press, 1985), pp. 18—
19, 57-66; Gary Schwartz, The Rembrandt Book (New York: Harry N. Abrams, Inc., 2005),
pp. 47-65. ’

23 Gerbrand Korevaar, “Rembrandt’s Mother Rise and Fall of a Myth,” in Rembrandt’s
Mother: Myth and Reality, eds. Christiaan Vogelaar and Gerbrand Korevaar (Leiden:
Stedelijk Museum de Lakenhal, 2005), pp. 33-52.
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elderly that these artists made were consistent with earlier pictorial traditions.** While
[ agree that these artists were influenced by cultural attitudes, 1 argue their emphasis
on humanity and individuality is entirely different from the stereotypical approach
characteristic of that earlier pictorial tradition.

Anouk Janssen has done considerable research on the iconography of old age
and its relationship to social beliefs about the spiritual, physical, and moral.Character
of elderly people in popular literary sources and artworks. Her book Grijsaards in
Zwart-Wit: de verbeelding van de ouderdom in de Nederlandse prentkunst (1550—
1650) (2007) explores how these pervasive ideas influenced images of older women
and men in Netherlandish print culture from the mid-sixteenth-century to the mid-
seventeenth-century.?® In Paragons of Virtue.Women and Domesticity in
Seventeenth-Century Dutch Art (1993) Wayne E. Franits is similarly informative on
the iconography of old age, although, as opposed to Anouk Janssen, his text focuses
on women.? In his chapter, “WeduWe,” Franits considers several phases in women’s
lives following the textual format of Jacob Cats’ Houwelyck (165) , which was a
popular moral emblemybook found in many Dutch households that addressed girls,

brides and wives, mothers, and widows. Finally, the essays in Women, Aging, and

2% Anouk Janssen, “The Iconography of Old Age and Rembrandt’s Early Work,” in
Rembrandt's Mother: Myth and Reality, eds. Christiaan Vogelaar and Gerbrand Korevaar
(Leiden: Stedelijk Museum de Lakenhal, 2005), pp. 53-66.

25 Anouk Janssen, Grijsaards in Zwart-Wit: de verbeelding van de ouderdom in de
Nederlandse prentkunst (1550—-1650) (Zutphen: Walburg Pers, 2007).

26 Wayne E. Franits, “Weduwe,” in Paragons of Virtue: Women and Domesticity in
Seventeenth-Century Dutch Art (Cambridge: Cambridge University Press, 1993), pp. 161-
194, 240-246.
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Art: 4 Crosscultural Anthology (2021) edited by Frima Fox Hofrichter and Midori
Yoshimoto, broadly consider the relationship between elderly women in art—with

particular emphasis on early modern examples—and cultural perceptions.?’

Elderly Women in Social Historical Scholarship

Elderly women have been treated in a social historical context by.several
scholars, most prominently Ariadne Schmidt, Leiden UniversityProfessor of History
and Urban Culture, whose doctoral thesis, “Overleden na de.dood.\Weduwen in
Leiden in de Gouden Eeuw,” (2001) illustrated howgolder women and widows in the
city were perceived in seventeenth-century society and culture.?® Her recent work is
more broad-reaching in its focus, though it continues to be useful in understanding the
living conditions and agency of Leiden’s elderly women during the early modern
period.?’ Other sources like Lynn A~ Botelho’s, “The 17th Century,” in 4 History of

Old Age (2005) discusses when<one was considered to be old and what that

27 FrimaFox Hofrichter and Midori Yoshimoto, eds., Women Aging, and Art: A Crosscultural
Anthology.(New York: Bloomsbury Visual Arts, 2021).

284 riadne Schmidt, Overleven na de dood: weduwen in Leiden in de Gouden Eeuw
(Amsterdam: Prometheus/ Bert Bakker, 2001).

29 Ariadne Schmidt, Mensen maken de stad. Gender en diversiteit in de geschiedenis van de
Leidse stadscultuur (Leiden University: 2020); Ariadne Schmidt et al, “Unmarried and
Unknown: Urban Men and Women in the Low Countries Since the Early Modern Period,”
Journal of Urban History 42, no. 1 (2016): pp. 3-20; Ariadne Schmidt et al, “Introduction:
Single and the City: Men and Women Alone in North-Western European Towns since the
Late Middle Ages,” in Single Life in the City 1200—-1900 (London: Palgrave Macmillan,
2015): pp. 1-24.
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experience was like in Europe.*® Another significant source is The Prime of Their
Lives: Wise Old Women in Pre-Industrial Europe by Anneke B. Mulder-Bakker and
Renée Nip, which examines the various roles of mature women in European society.
This work focuses on women around the age of fifty, which was also typically the age
when women became eligible for entry into hofjes— charitable institutions which, I
discuss in chapter two.

A considerable amount of literature exists on the history of Leiden’s
charitable institutions. The localized interest in this topic reflects how significant
establishments like hofjes and gasthuizen are for the city’s social and cultural history.
Frits Boersma and Greet Dusseldorp-Kingma’s Regentenen kuise maagden: 350 jaar
Eva van Hoogeveenshofje (2007) focuses on theshistory of a single hofje in Leiden. It
traces the history of regents in the Eva van Hoogeveenhof, and details what it was
like for women to live there. This book also includes accounts of individuals who
lived there after 1737, the year inswhich they began recording residents' names.>!
Other books like Herman Kleibrink and Ruud Spruit’s Hofjes in Leiden (1979) and

Ine Leermakers and Frouke 1. Welling’s Door gangen en poorten naar de Leidse

Hofjes (1997) eonsider all of the city’s hofjes and gasthuizen.’* These works are

30 Lynn A. Botetho, “The 17th Century,” in 4 History of Old Age, ed. Pat Thane (Los
Angeles: The J. Paul Getty Museum, 2005), pp. 113—173. Another very similar source is:
George Minois, History of Old Age: From Antiquity to the Renaissance (Chicago: University
of Chicago Press, 1989).

31 Frits Boersma and Greet Dusseldorp-Kingma, Regenten en kuise maagden: 350 jaar Eva
van Hoogeveenshofje (Leiden: Stichting Eva van Hoogeveen, 2007).

32 Herman Kleibrink and Ruud Spruit, Hofjes in Leiden (Leiden: De Kler, 1979); Ine
Leermakers and Frouke 1. Welling, Door gangen en poorten naar de Leidse Hofjes (Leiden:
Barabinsk, 1997).
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especially helpful in understanding the diverse character of hofjes that were founded
by private patrons with different religious and social priorities.”* Henk Looijesteijn’s
essay “Funding and founding private charities: Leiden almshouses and their founders,
1450—1800,” (2012) also focuses specifically on individuals who founded hofjes, and
the factors that motivated them to do so.>* Additionally, Looijesteijn’s Hofjes ais
paleizen: Stichters, bouwers en bewonder in de 17de en 18de eeuw (2014) and
Bevorderaars van het goede: Een kleine bestuursgeschiedenis van het Nederlandse
hofje (2016) are excellent studies that broadly address the history of Aofjes throughout
the Netherlands.®> Significantly, although many of these authors include images of
the elderly by Rembrandt and his Leiden circle, they do net discuss how these

artworks reflect the social framework of hofjes:

This dissertation contributes'to Rembrandt scholarship by providing an
analysis of the full scope of personal, social, and cultural reasons why aged women
figures so prominéntly.in the art of Rembrandt and his Leiden circle. It also

demonstrates how these influences not only led Rembrandt and Lievens to develop an

33 Another book by Leermakers and Wietske Donkersloot reflects on the character of ofjes in
Leiden before and after the Reformation. See: Ine Leermakers and Wietske Donkersloot,
Wonen om Gods wille in Leidse hofjes (Leiden: Barabinsk, 2007).

3 Henk Looijesteijn, “Funding and founding private charities: Leiden almshouses and their
founders, 1450-1800,” in Continuity and Change 27, no. 2 (2012): pp. 199-239.

35 Henk Looijesteijn, Hofjes als paleizen. Stichters, bouwers en bewonder in de 17de en 18de
eeuw (Den Haag: Uitgeverij van Stockum, 2014); Henk Looijesteijn, Bevorderaars van het
goede. Een kleine bestuursgeschiedenis van het Nederlandse hofje (Den Haag: Uitgeverij van
Stockum, 2016).
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approach to elderly women that was distinctly different from Netherlandish visual
and literary tradition, but also how the character of Leiden informed artists’ approach

to elderly women throughout the seventeenth-century.
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Chapter 1: Rembrandt’s Mother: A Revered Subject

Introduction

Around 1629, Rembrandt painted this tronie of a strikingly stoic older woman
[Figure 1:1]. Under a thick fur mantle, she wears a delicately embroidered, high-
necked chemise, whose fine craftsmanship is second only to the lustrous cloak of
deep purple that cascades over her head and shoulders. Rembrandt eoncentrated his
light around the woman’s face. Its warm glow articulates her features and the
weathered texture of her creped skin. Light also glimmers off the delicate metallic
thread and beadwork on the inside of her hood. The luxury.quality of this garment
and the refined visual and emotional character.of this image imply that this painting is
no mere character study of an everyday elderly woman, but rather a portrayal of
someone important to the artist depicted in the guise of an aged Biblical or historical
figure.

This painting is_one’of fourteen images that Rembrandt made of a woman
historically identified as*His “mother.”?® During his Leiden years, Rembrandt depicted
her in six paintings and eight works on paper. In this work, and in the other ronies
and history'paintings that are discussed in this chapter, Rembrandt took great care to
portray this woman’s dignified demeanor in such a way that suggests she was

significant to him and someone he admired.

3¢ This chapter focuses primarily on a number of Rembrandt’s paintings and etchings of her,
For a complete list of these images, including those that are not discussed in this chapter,
please refer to Appendix I: Rembrandt’s Mother.
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“Rembrandt’s Mother "’ or Rembrandt’s Mother?

Was the subject traditionally identified as, “Rembrandt’s mother,” the artist’s
actual mother?*” What little we do know about this woman comes from impersonal
documents concerning birth, marriage, burial, and financial matters. While these
extant records offer a view of the major milestones in her life, lost to history are
details of her character, accomplishments, and the nuances of her mother and son
relationship with Rembrandt. Matters are further complicated by the fact that she was
identified as “Rembrandt’s mother” in only one seventeenth-century document, dated
1679, more than ten years after Rembrandt’s death.’® Before turning to the images
that convey how significant this woman was as a model for the young artist, it is first
necessary to marshal all the evidence for her identity'to prove the strong likelihood

that she was indeed Rembrandt’s mother.

3 Gerbrand Korevaar,“Rembrandt’s Mother Rise and Fall of a Myth,” in Rembrandt’s
Mother: Myth and Reality, eds. Christiaan Vogelaar and Gerbrand Korevaar (Leiden:
Stedelijk'Museum de Lakenhal, 2005), p. 50. In this chapter, Korevaar considers a number of
the issues that arise around this woman’s identity.

3 Onrthé contrary, Rembrandt’s father was cited as a subject in two seventeenth-century
inventories. Christiaan Vogelaar, “Rembrandt in Leiden: His Town, Workshop and Models,”
in'Rembrandt’s Mother: Myth and Reality, ed. Christiaan Vogelaar and Gerbrand Korevaar
(Leiden: Stedelijk Museum de Lakenhal, 2005), pp. 20-21. See also: Walter L. Strauss and
Marjon van der Meulen, The Rembrandt Documents (New York: Abaris Books, Inc., 1979),
pp. 240, doc. 1644/1 (Leiden, GA. Records of the notary Willem van Leeuwen, NA 785, doc.
13, unpaginated, 23 February 1644). Wherein the following is cited, “An Old Man’s tronie, a
portrait of the father of Mr Rembrandt,” was documented in the 1644 inventory of Sybout
van Caerdecamp. Vogelaar noted that Van Caerdecamp was the brother of the Van Rijn
family notary, and must have been personally acquainted with the family including
Rembrandt’s father. Vogelaar also cited a, “portrait by Rembrandt of his father,” in the
painter Jan van de Capelle’s (1626—1679) collection.
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Cornelia “Neeltgen” Willemsdr van Zuytbrouck

Rembrandt’s mother was named Cornelia Willemsdr van Zuytbrouck (1568—
1640). She was born in Leiden sometime during the year 1568. Neeltgen, as she was
called, was the third of six children born to Lijsbeth Cornelisdr Vinck and Willem
Adriaensz van Zuy‘[brouck.39 Her two older siblings were Adriana and Cornelis,'and
her younger siblings, all girls, were Geertgen, Maritgen, and Elisabeth.**‘In her youth,
she and her siblings learned to read and write, although later in life she often signed
official documents with an “X” or a squiggle.*!

On October 8, 1589, when she was in her early twenties, Neeltgen married
Harmen Gerritsz van Rijn (1567/68-1630) in Leiden’si\Reformed St. Pieterskerk.*?
The couple had ten children. Their five sons were Gerrit (1589/97-1631), Adriaen
(1597-1652), Cornelis (d. 1622-1640), Willem (d. 1655), and, of course, Rembrandt
(1606—1669). Their daughters weresMachtelt (d. 1625), Elisabeth (d. 1655), and one

other whose name is not knownyand who passed away in 1609. Neeltgen lost two

3 p_J.M De Baar, De.Leidse Verwanten van Rembrandt van Rijn en hun Leidse
Afstammelingen tot heden, 2nd ed. rev. (Leiden: Gemeentearchief, 1992), 2. See also: Walter
L. Strauss and Marjon'van der Meulen, The Rembrandt Documents (New York: Abaris
Books, Inc., 1979), p. 31, doc. 1581/2 (Leiden, GA. Bevolkingsregister, fol. 6 1581).

40 p J M de Baar, “Rembrandt’s Mother Cornelia (‘Neeltgen’) Willemsdr van Zuytbrouck,” in
Rembrandt’s Mother: Myth and Reality, ed. Christiaan Vogelaar and Gerbrand Korevaar
(Leiden; Stedelijk Museum de Lakenhal, 2005), p. 81. De Baar clarifies that Geertgen and
Elisabeth died while they were still very young.

47'p J M de Baar, “Rembrandt’s Mother,” p. 81.

42 p J M De Baar, De Leidse Verwanten van Rembrandt van Rijn en hun Leidse
Afstammelingen tot heden, 2nd ed. rev. (Leiden: Gemeentearchief, 1992), 2. See also: Walter
L. Strauss and Marjon van der Meulen, The Rembrandt Documents (New York: Abaris
Books, Inc., 1979), p. 35, docs. 1589/3 (Leiden, GA. Pieterskerk, Marriage Register DTB 12,
fol. 6, 8 October 1589) and 1589/4 (Leiden, GA. Pieterskerk, Marriage Register, DTB 12, fol.
61, 23 September 1589).
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more children, whose genders are not known, in 1604 and 1609. They died in infancy
or early childhood.*?

Rembrandt was born when Neeltgen was thirty-eight years old. From the mid-
1620s to early 1630s, the years in which Rembrandt depicted the woman called his
“mother,” Neeltgen was in her late fifties to early sixties. After her husband Harmen
died in 1630, and Rembrandt moved from Leiden to Amsterdam around 1631,
Neeltgen lived for another nine years, passing away at the age of seventy-two. She

left behind a large sum of 10,000 guilders to be divided amongther children.**

The Case for Her Identity

Compelling evidence that the model called “Rembrandt’s mother” was an
individual as opposed to a generic type is the way Rembrandt repeatedly rendered her
large round eyes, aquiline nose, and"distinctive jawline and jowls in his paintings and
etchings [See Figure 1:1],Rembrandt’s close observation of her facial features further
suggests that she was'someone with whom he had frequent access. Moreover, since
so many of Reémbrandt’s renderings of this woman are highly-detailed, demonstrating

close study, it is evident that she acquiesced to posing for extended periods of time.

43 P.J.M De Baar, De Leidse Verwanten van Rembrandt van Rijn en hun Leidse
Afstammelingen tot heden, 2nd ed. rev. (Leiden: Gemeentearchief, 1992), p. 2.

4 De Baar, “Rembrandt’s Mother,” 2005; See also: Walter L. Strauss and Marjon van der
Meulen, The Rembrandt Documents (New York: Abaris Books, Inc., 1979), pp. 191-196,
doc. 1640/9 (Leiden, GA. Records of the notary Adriaen Paedts, NA 200, doc. 155, 16
October 1640).
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The idea that this woman was Rembrandt’s mother is further supported by the
artist’s practice of depicting family members throughout his career, among them his
wife Saskia, his son Titus, and his later partner Hendrickje Stoffels. Rembrandt
rendered his mother’s likeness in prints, drawings, and paintings, much as he did with
Saskia.*> Rembrandt specifically identified Saskia in a silverpoint sketch with the
handwritten message, “This is drawn after my wife when she was 21 years old, onthe
third day we were married. June 8, 1633,” [Figure 1:2]. Unfortunately, Rembrandt did
not create a comparable identifying image of his mother.

It was a common practice for early modern Netherlandish artists to use family
members as models. Painters often portrayed themselvesand their family members so

1.4 The Jargesnumber of times Rembrandt

patrons could get a sense for their skil
depicted himself and his mother indicates'he was aware of this practice. The

persuasive naturalism of his work would have been particularly impressive to local

collectors who knew the artist and his family.

45 Stephanie St Dickeys<Rembrandt and Saskia: Art, Commerce, and the Poetics of
Portraiture,” in Rethinking Rembrandt, eds. Alan Chong and Michael Zell (Zwolle: Waanders
Publishets, 2002): pp. 17438.

4 Stephanie S. Dickey, “Rembrandt and Saskia: Art, Commerce, and the Poetics of
Portraitute,” in Rethinking Rembrandt, eds. Alan Chong and Michael Zell (Zwolle: Waanders
Publishers, 2002): p. 17. See also: Christiaan Vogelaar, “Rembrandt in Leiden: His Town,
Workshop and Models,” in Rembrand!’s Mother: Myth and Reality, eds. Christiaan Vogelaar
and Gerbrand Korevaar (Leiden: Stedelijk Museum de Lakenhal, 2005), pp. 20-28. Many
Netherlandish artists used family members as models before and after Rembrandt’s Leiden
years. Vogelaar’s essay focuses primarily on Leiden artists who were connected to Southern
Netherlandish artists. He discusses Isaac van Swanenburgh (1538—1614), the father of
Rembrandt’s first teacher; Otto van Veen (1556—1629), a pupil of Isaac van Swanenburgh
and later teacher of Rubens; Peter Paul Rubens (1577—1640); and Jacob Jordaens (1593—
1678). This practice is also seen in other Dutch artists, including Gerard ter Borch (1617-
1681), Jan Steen (1626-1679) and Frans van Mieris I (1635-1681).

23



Rembrandt’s many portrayals of this woman may also reflect the competitive
and aspirational character of his artistic personality.®” He would have been aware of
the accolades that Jan Lievens received for the portrait he painted of his mother in
1621 [See Figure 3:9]. Lievens’ success was described by Jan Orlers in his
Bescrijvinge der Stadt Leyden (1641): “In 1621, at the age of fourteen, [Jan Lievens]
portrayed his mother so well and with such great skill that everyone was astonished
by it.”*® Rembrandt would also have been familiar with Karel van Mandet’s reference
to Albrecht Diirer’s (1471-1528) portrait of his mother Barbara\Diirer (1452—-1514)
[Figure 1:3]. In his Schilder-boeck (1604), Van Mander stated, “Many beautiful
pictures by Diirer are in the city hall of Nurnberg, the ¢ity-where he was born...The
portrait of Diirer’s mother can be seen, too; andthere is a small self-portrait, also, in
which he painted his face with long hair ¢n ityhanging down...”** This reference
indicates the significance Van Mander placed on Diirer’s family portraits since he
only specifically identified thémsinthe context of the many paintings by the artist in

the Nuremberg town hall.?®

47 Rembrandt, for'example, aspired to the artistic legacy established in Leiden by Lucas van
Leyden (1494—1533). For more on Rembrandt’s admiration of this artist see: Arthur K.
Wheelo¢k Jt., “The Influence of Lucas van Leyden on Rembrandt’s Narrative Etchings,” in
Essaps.inNorthern European Art Presented to Egbert Haverkamp-Begemann on his Sixtieth
Birthday, ed. Anne-Marie Logan, 291-296 (The Netherlands: Davaco, 1983).

“8«Inder Jare 1621. Out zijnde 14. Jaren, heeft by zijn Moeder so wel ende konstich
geconterfeyt, dat yder hem daer over verwondert heeft.” Christiaan Vogelaar et al, Rembrandit
and Lievens in Leiden (Leiden: Waanders, 1991), p. 136.

4 Karel van Mander, Het leven der doorluchtige Nederlandsche en eenige Hoogduitsche
schilders (Haarlem/Alkmaar, 1604); Karel van Mander, Dutch and Flemish Painters, trans.
C. van der Wall (New York: Ward McFarlane, 1936), p. 40.

50 For discussions of these paintings see: Christiaan Vogelaar, “Rembrandt in Leiden: His
Town, Workshop and Models,” in Rembrandt’s Mother: Myth and Reality, eds. Christiaan
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As far as is currently known, the name “Rembrandt’s mother,” appeared on
record only once in the seventeenth-century, ten years after the artist's death. The
1679 inventory of Amsterdam print dealer Clement de Jonghe (1624/25-1677) listed
a copper plate titled, “Rembrandt’s moeder,” among seventy-three others by the
artist.’! From 1658, De Jonghe owned a shop called the Gekroonde Konst en
Kaartwinckel on Kalverstraat in Amsterdam.>? There he printed and sold impressions
from his collection of Rembrandt etching plates until his death in 1677.2%0ld Woman
with a Hand on her Chest, 1631 is thought to originate from the,plate that De Jonghe
identified as depicting the artist’s mother [Figure 1:4].> THis early impression depicts
a bust-length elderly woman wearing a dark hood. Her hand grips the lapel of her
robe as if pulling it more snug around her. Visuallyyshe shares much in common with
the figure known as “Rembrandt’s mothet,” such as the similar shape of her face,

aquiline nose, and round eyes.

Vogelaar and Gerbrand Korévaar (Leiden: Stedelijk Museum de Lakenhal, 2005), pp. 21-22;
Lotta Brand Philip and Fedja Anzelewsky, “The Portrait Diptych of Diirer’s Parents,”
Simiolus 10, no.1.(1978-1979): p. 5.

51 Gerbrand Korevaar, “Rembrandt’s Mother Rise and Fall of a Myth,” in Rembrandt s
Mother{Myth and Reality, eds. Christiaan Vogelaar and Gerbrand Korevaar (Leiden:
Stedelijk Museum de Lakenhal, 2005), p. 36.

2 Erik'Hinterding, “The History of Rembrandt’s Copperplates, with a Catalogue of Those
That Survive,” Simiolus 22 (1993-1994): p. 260.

53 Gerbrand Korevaar, “Rembrandt’s Mother Rise and Fall of a Myth,” in Rembrandt's
Mother: Myth and Reality, ed. Christiaan Vogelaar and Gerbrand Korevaar (Leiden: Stedelijk
Museum de Lakenhal, 2005), p. 36.

54 D. de Hoop Scheffer and K.G. Boon, Nogmaals de inventarislijst van Clement de Jonghe,”
in: De Kroniek van Het Rembrandthuis 4 (1972), p. 126. The plate is tenth in De Jonghe’s
original inventory.
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The exact date that De Jonghe acquired the copper plate is not known,
although Erik Hinterding suspects that he purchased the majority of his plates from
Rembrandt while the artist was still alive.>> When De Jonghe opened his shop in
1658, he had already worked in Amsterdam’s art world for more than a decade.>® The
notion that the artist and dealer at least had an established business relationship'is
widely accepted.’” De Jonghe’s identity of the model as “Rembrandt’s moeder” in-his
inventory, thus, presents compelling circumstantial evidence that the identity is
correct since Rembrandt likely mentioned it to him.>® Consequently, in this

dissertation I refer to this woman as Rembrandt’s mother.

A Revered Subject

Rembrandt’s mother’s significance to the young artist is evident from the

number of times that he chose to depict her. In total, he portrayed her in six known

55 Erik Hinterding, “The History of Rembrandt’s Copperplates, with a Catalogue of Those
That Survive,” Simiolus 22 (1993—1994): p. 260-261. His strongest point that the two at least
had a business relationship with one another relates to De Jonghe’s ownership of the plate for
St. Jerome Reading in an Italian Landscape (B. 104), which Rembrandt etched in 1653.
Hinterding suggested that few impressions of the plate were made by the time it reached De
Jonghe,(making it highly unlikely that he acquired it 16 years after it was created by the time
Rembrandt.died.

S6'Hinterding, “Rembrandt’s Copperplates,” pp. 260-261. He worked first as a map colorer in
1647, then as an art dealer in the Nieuwe Waag in 1656.

57 Additionally, there is little evidence to support the notion that Rembrandt etched a portrait
of Clement de Jonghe. The image typically identified as such depicts a man who appears
much older than 26, which was De Jonghe’s age in 1651. Also, the etching’s plate is not
mentioned in his 1679 inventory. Hinterding, “Rembrandt’s Copperplates,” pp. 260-261.

58 Christiaan Vogelaar, “Rembrandt in Leiden: His Town, Workshop and Models,” in
Rembrandt’s Mother: Myth and Reality, ed. Christiaan Vogelaar and Gerbrand Korevaar
(Leiden: Stedelijk Museum de Lakenhal, 2005), p. 21.
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paintings, seven etchings, and one drawing. The remainder of this chapter considers
the various ways he presented her in these works. Aside from being an important
model and subject for the young artist, she was also a person that he valued and
revered. The following section explores how Rembrandt’s images of his mother

suggest aspects of their personal connection.

The Gilded Series

With precise detail, Rembrandt depicted his mother’s countenance and attire
as she prays in a painting on gilded copper dated ca’ 1629-1630 [Figure 1:5]. She
wears a golden-yellow shawl that is tucked into her dress, a brown fur cloak over her
shoulders, as well as a vibrant red hood. Her eyes are closed and her palms are
pressed together. Her mouth is relaxed and open, giving the impression that she is
reciting her prayers.

The use of copper plates for paintings was exceptional in Rembrandt’s early
oeuvre. His interestin the method likely grew out of his recent involvement with
etching toward thesend of 1628, when he would have had several copper plates at his
disposal. He also would have been aware of other oil paintings on copper. One
example that he could have known is Frans Hals’ (1582—1666) oval-shaped portrait of
Theodorus Schrevelius (1572—1629) holding a book.>® When Hals painted this work

in 1617, Schrevelius was working at Haarlem’s Latin School. However, he was

59 Frans Hals, Portrait of Theodorus Schrevelius, 1617, oil on copper, 15.5 x 12 cm, Haarlem,
Frans Hals Museum. See also: Gary Schwartz, Rembrandt: His Life, His Paintings (New
York: Viking Press, 1985), 52.
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expelled from this position a few years later in 1620 because of his Remonstrant
beliefs. In the same year, he began working as the Director of Leiden’s Latin School,
around the same time that Rembrandt was finishing up his studies there.®° It is
possible that as a result of becoming acquainted with Schrevelius, Rembrandt learned
about this portrait on copper by Hals.®!

Rembrandt took his paintings on copper one step further than Hals by gilding
them. Roelof van Straten asserted that the source of Rembrandt’s inspiration to work
with this combination of materials is not known, but that he was likely emboldened
by his urge to explore creative possibilities.®* However, in the full context of
Rembrandt’s early work, he used the gilded copper very little because it was

t.63

expensive to do so, particularly for a young artist.”»Aside from this painting of his

mother, he used it three other times.®* He/created a stand-alone self-portrait in 1628

% Gary Schwartz, The Rembrandt-Book (New York: Harry N. Abrams, Inc., 2006), p. 40; See
also: Amy Golahny, Rembrandt’s Reading: The Artist's Bookshelf of Ancient Poetry and
History (Amsterdam: University of Amsterdam Press, 2003), pp. 51-58.

¢! For more on a simiilar portrait by Hals on copper see: Liedtke, Walter A. “Portrait of
Samuel Ampzing? (2017). In The Leiden Collection Catalogue, 4th ed. Edited by Arthur K.
Wheelock Jr. and‘Elizabeth Nogrady with Caroline Van Cauwenberge. New York, 2023—.
https://theleidencollection.com/artwork/portrait-of-samuel-ampzing/ (accessed February 17,
2024).

62 Roelof van Straten, Young Rembrandt: The Leiden Years, 1606—1632 (Leiden: Foleor
Publishers, 2005), p. 145. He also suggested that Rembrandt would not have applied the gold-
leaf to the copper plates himself, but rather he likely had the coppersmith from whom he
purchased his etching plates do it for him.

63 Rembrandt’s economical attitude towards copper plates is further evidenced by his routine
use of a single plate for multiple images.

64 Beyond the series, he used a gilded copper plate only one other time for a painted self-
portrait of around 1628 that is now in the J. Paul Getty Museum. Pieter van Thiel, “An old
Woman at Prayer (commonly called ‘Rembrandt’s Mother,”” in Rembrandt. The Master and
His Workshop (New Haven: Yale University Press, 1991), p. 140. See also: Roelof van
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and two other paintings that share dimensions with the image of his mother. These
latter three works are believed to constitute a series.®> Considering the precious nature
of these paintings, Rembrandt was likely selective about who he chose to depict.

It is probable that Rembrandt used his family members as models for this
series [Figures 1:5-7]. Other than his image of his mother, this series includes aself-
portrait and a portrayal of a laughing man, whose identity is not certain [Figures 1:6—
7]. In the 1916 edition of 4 catalogue raisonné of the works of the mosteminent
Dutch painters of the seventeenth century, Hofstede de Groot identified the laughing
man as being Rembrandt himself [Figure 1:7].° Indeed, the figure has a similarly
large bulbous nose and a head full of unruly brown curls."Rembrandt depicted himself
in a number of guises throughout his career.®’He even painted himself wearing a
gorget several times during his Leiden years.% In 1936, Abraham Bredius, concluded

that Hofstede de Groot’s identification was incorrect, but he offered no alternative

Straten, Young Rembrandt: The Leiden Years, 1606-1632 (Leiden: Foleor Publishers, 2005),
p. 143.

85 Roelofivan Straten, Young Rembrandt, p. 143.

% Hofstede.de Groot, 4 catalogue raisonné of the works of the most eminent Dutch painters
of the'seventeenth century, vol. 6 (London: Macmillan, 1916), p. 269, no. 543.

7The following sources discuss Rembrandt’s self-portraits, the genre where he explored
depicting himself as different characters. Pascal Bonafoux, Rembrandt.: Self-Portrait
(Geneva: Skira, 1985). Others include: Fritz Erpel, Die Selbstbildnisse Rembrandts (Berlin:
Henschel Verlag, 1967); Christopher Wright, Rembrandt. Self-Portraits (New York: Viking
Press, 1982).

% Los Angeles, J. Paul Getty Museum, 2013.60; Indianapolis Museum of Art (C10063);
Niirnberg, Germanisches Nationalmuseum, GM391; Florence, Gallerie degli Uffizi

(00186869).
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suggestion.®® Not only because of similarities with the artist’s appearance, but also
because of the man’s pronounced mustache and goatee, [ propose that the model for
the laughing man was one of Rembrandt’s older brothers. While Rembrandt often
portrayed himself in his Leiden self-portraits with a mustache in various stages of
growth, he never depicted himself with a goatee and his mustaches are not nearlyas
thick or styled as that of the laughing man.

This series is striking in the range of techniques and emotions, it-expresses.
Whereas Rembrandt used a refined manner for depicting himself with a serious
expression, he heightened the effervescent qualities of the laughing man with
animated brushwork, and deepened the resonance of his mother’s meditative mood
with a heavily-worked style. Rembrandt’s rangeof emotional and stylistic expression
in this series is exceptional and was likely related to his personal connections with his
models. In his self-portrait Rembrandt depicted himself looking directly at the viewer
with a slightly furrowed brow, while modeling his face with delicate brushstrokes
[Figure 1:6]. Light illuminates the left side of his face, while the right side is in deep
shadow. Rembrandt often used this strong contrast of light and dark on the face to
lend a sense of mystery to his subjects. He used this technique as a means to invite the
viewer to reflect upon their inner lives and thoughts. In his rendering of the laughing
man, Rembrandt used much livelier brushwork [Figure 1:7]. Individual pink and
flesh-toned strokes are visible on the man’s face, while swift curling strokes capture

the sense of his unruly hair. The hairs of the man’s prominent mustache and beard are

% Abraham Bredius, The Paintings of Rembrandt (Vienna: Phaidon-Verlag, 1936), p. 6, no.
134.
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especially expressively rendered, as Rembrandt used the blunt end of his brush to
scratch through the wet paint to reveal the gilded copper plate below. Here, using a
model who was likeiy his brother, Rembrandt explored the relationship between a
light-hearted emotional state and a Halsian manner of paint application, which might
have been intended as an ode to Hals, as Rembrandt possibly knew his painting.of
Schrevelius on copper. Rembrandt’s mother is by far the most precisely renderéd
subject in the series [Figure 1:5]. In stark contrast against the painting’s.dark
background and her rich jewel-toned garments, the woman’s face is fully lit. The
glowing countenance of her wrinkled face, modeled with a elose network of
brushstrokes, is the visual focus of the painting. With preeise detailing, rendered
using a fine painting technique, and careful manipulation of light using the luminous
effects of the gilded copper, Rembrandt presented a highly compelling image of his
mother in a personal state of prayet., He captured a sincere moment that does not seem

posed, but rather one that he likely knew from personal experience.

The Etchings

Rembrandt made seven small etchings of his mother in the late 1620s and
early. 1630s that reflect how he viewed her aged appearance, dignified demeanor, and
quiet stoicism as a source of inspiration.” In these images, he meticulously captured

her weathered skin and her restrained expression with a signature combination of

7 He depicted her frontally in the smaller, postage stamp sized etchings, and somewhat larger
in the etchings that portray her in profile view.
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free, sketch-like strokes, and more heavily wrought ones.”' He portrayed her
primarily in contemporary clothing, although in one etching she wears an elaborate
Oriental-styled headdress similar to those seen in his later biblical and mythological
paintings, drawings, and etchings.

Rembrandt’s mother provided the young artist with the opportunity to,explore
the challenges associated with depicting old age, a matter that fascinated him during
his Leiden years. In The Artist’s Mother Seated at a Table Looking Right: Three-
Quarter Length, ca. 1631, his focus on rendering the nuanced textures and patterns of
her aged skin is evident [Figure 1:8]. Along her forehead,.heimoved his burin
fluently, making broken sketch-like lines to suggest rows of wrinkles. He used similar
strokes between her eyes and around her lips,chin, and jowls, although the lines are
darker in these areas because of her deep=set wrinkles. Rembrandt also used diagonal
hatching to convey the angularity of his.mother’s nose and the planes of her cheeks.
Additionally, he placed cross<hatchings in the shadowed areas of her cheekbones and
the right side of her facer Rembrandt similarly animated his mother’s garments with
numerous hatch marksj capturing the lay of her headscarf, the fabric of her dress, and
the rich texture/of her fur cloak. Nevertheless, his overarching concern was with his
mother’s countenance. This etching reflects how Rembrandt’s meticulous etched
studies‘of his mother’s face aimed to faithfully capture her features and aspects of her

distinct inner character.

7! Roelof van Straten, Young Rembrandt: The Leiden Years, 1606—1632 (Leiden: Foleor
Publishers, 2005), p. 80. Rembrandt began etching in the second half of 1628. Lievens was
experienced in the medium, having made etchings during 1625-1626. He might have
influenced Rembrandt’s decision to start experimenting with prints.
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In a small etching that Rembrandt later retouched and worked up with black
chalk, the artist once again captured his mother’s distinct features and humanity
[Figure 1:9]. Rembrandt fully etched his mother’s face and shadowed the area around
her eyes cast by the hood, which he later added with the black chalk lines. Rembrandt
often portrayed figures with their eyes in shadow to invite the viewer to consider the
sitter’s inner emotional life. The fact that Rembrandt returned to the etching to add
the hood in chalk demonstrates that he wanted to capture the fullest'sense of her
distinctive personality.

Rembrandt used similar etching techniques in The artist’s mother seated, in
an oriental headdress, 1631 to evoke the essence of her advanced age and emotional
presence [Figure 1:10]. Posed in full-profile, hesshowed her wearing the same highly
textured fur coat and dress as in the previous etching, although, in this instance, she
also wears a foreign-looking headdress. The garment appears to be a large swath of
fabric that is tightly wrapped around a bun fashioned at the crown of her head,
allowing the remaining-material to cascade down her back. In the late 1620s and early
1630s Rembrandt became increasingly interested in depicting Orientalized characters
in his etchings.’? Peter Paul Rubens (1577-1640) and Pieter Lastman (1583-1633),
Rembrandt’s former teacher, set important precedents for portraying Biblical figures
in Turkish-looking clothing.”® Following in their influence, Rembrandt, in addition to

in his history paintings, which are the focus of the following section, etched several

72 His early comrade Jan Lievens, who becomes a part of the conversation in chapters two
and three, also depicted numerous Orientalized characters during their Leiden years.

73 Christian Vogelaar, “Orientals in Etchings and Drawing,” in Young Rembrandt (Oxford:
Ashmolean Museum, University of Oxford, 2019), pp. 270-273.
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subjects in Orientalized guises.”™ This is the only known etching by Rembrandt of his
mother that depicts her in this manner. Her quiet stoicism and headdress, which
recalls the Turkish-style garments he depicted on other Orientalized subjects,
suggests that he intended to portray his mother in this etching as the Prophetess
Hannah from the Bible—a steadfast figure that Rembrandt aligned his mother with on
more than one occasion.

Determining creative solutions for capturing old age fascinated Rembrandt
during his Leiden years, and he often turned to his mother to work out many of the
challenges associated with this task. Rembrandt always presented her in a stoic,
restrained state, which suggests that this was a part of herpersonality, and one that
inspired him. Aspects of Rembrandt’s mother’s-emotional character apparently were
well-suited to a variety of historical characters that the artist sought to portray,

including in two early Biblical scenes that are discussed in the following section.

Rembrandt’s Mother in the Master’s Early History Paintings

From(the.very-beginning of his career, Rembrandt wanted to become a well-
known history painter like Peter Paul Rubens or the celebrated Italian Renaissance
masters. After spending four years training with established Dutch artists in this

field=Jacob van Swanenburgh (1571-1638) in Leiden and Pieter Lastman in

™ Rembrandt and Lievens’ etchings of Orientalized figures found success on the market. This
is why they likely created such a large number of these images. Vogelaar, “Orientals in
Etchings,” pp. 270-273. See also: Arthur K. Wheelock Jr., “Making Faces: The Development
of the Tronie in Seventeenth-Century Leiden,” in Anonymous Portraits: Dutch Seventeenth-
Century Tronies (New York: Nicolaes Hall, 2019), pp. 22-23.
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Amsterdam—he returned to Leiden to create several paintings that explored historical
and Biblical subjects. In this formative period, he portrayed his mother twice as
different Biblical matriarchs in Tobit Accusing Anna of Stealing the Kid, 1626 [Figure
1:11] and Simeon and Hannah in the Temple, 1628 [Figure 1:12]. That he depicted
her this early in his career reinforces the notion that she was an important model for
him. These paintings also demonstrate how highly he regarded her, sinceiin €ach
instance he portrayed her as an arbiter of truth.

Rembrandt based Tobit Accusing Anna of Stealing the Kid, 1626 on a story
from the apocryphal Book of Tobit [Figure 1:11].7 Set in a simple domestic space,
Rembrandt’s painting features the seated Tobit and Annayhis devout wife, who stands
holding a young goat. Rembrandt’s mother wasithesmodel for Anna. She is
recognizable by her distinctly aquiline nese and round eyes.

The Book of Tobit begins by explaining that Tobit, an Israelite and member of
the Naphtali Tribe, along with his,wife Anna and their son Tobias were taken captive
by Assyrians and made-to live in the walled city of Nineveh.”® Early in the story Tobit

is portrayed as a just and pious Jewish man:

75 The Dutch Bible, or the Statenvertaling, that was ordered at the Synod of Dordrecht 1618
was.not published until 1637, and it was based on the King James Version. This means that in
1626-4nd 1628 respectively, Rembrandt read the following stories either in the Vulgate or in
Luthet’s Bible translated into Dutch. Luther’s Bible was first translated into Dutch in its
entirety in 1526. The Luther Bible and the King James Version are similar in that both texts
were translated, mainly by committees, into the vernacular of their region. Sabine Hiebsch,
“Luther in Dutch,” Lutheran Quarterly 36, no. 1 (Spring 2022), p. 39. For the purposes of
this dissertation, I use the King James Version of the Bible to reference specific Biblical
passages. Additionally, it should be noted that the King James Version included the
apocryphal books in the early seventeenth-century, but they were eventually phased out of the
text. David Ewer, A General Introduction to the Bible: From Ancient Tablets to Modern
Translations (Grand Rapids: Zonderva, 2010), p. 104.

76 Tobit 1:1-2 KJV.
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I Tobit have walked all the days of my life in the ways of truth and justice,
and 1 did many almsdeeds to my brethren, and my nation, who came with me
to Nineveh, into the land of the Assyrians (Tobit 1:3 KJV).

Tobit was a charitable figure who supported his family and neighbors with
food and money after the Assyrians took them from their homes. Tobit traveled by
himself to Jerusalem on religious holidays to offer, “the firstfruits and tenths of
increase, with that which was shorn,” as the laws of Moses commandeds”’ Tebit also
was known to provide fellow Jews with proper burials when they werenot permitted
one in Nineveh. One night after a burial, he chose to sleep outside, at which time
several sparrows defecated into his eyes rendering him blind.” After his misfortune,
his family fell on hard times and Tobit became embittered. With her husband in a
miserable state, the steadfast Anna took up.the responsibility of providing for him and
their son, Tobias.

One day when Anna returned home from work with a young goat, Tobit
falsely accused her of theft. The'Biblical account states:

And when it.was in my house, and began to cry, I said unto her, From whence

is this kid? Is itinot stolen? Render it to the owners for it is not lawful to eat

anything-that'is stolen. But she replied upon me, It was given for a gift more
than the'wages. Howbeit I did not believe her, but bade her render it to the
owners: and I abashed at her. But she replied upon me, Where are thine alms

and thy righteous deeds? Behold, thou and all they works are known. (Tobit
2:13-14 KJV).

T Tobit 1:6 KJV.
78 Tobit 2:10 KJV.
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Rembrandt’s composition depicts the moment after the accusation and Anna’s
pointed retort when she, who, with eyes bulging, reacts in shocked silence to her
husband’s betrayal of trust. Tobit, responding to her lament, lifts his unseeing eyes
toward heaven and raises his clasped hands in prayer. He begs God for forgiveness
and pleads that He grant him his death.”

Anna, whom Rembrandt modeled after his mother, plays a powerful rele in
this painting. Standing over her husband, she is responsible for bringingshim to
prayer. She challenged Tobit by asking where are your charitable deeds now? In
asking this question she forced him to see the truth, that he had forsaken his former
righteous self in response to his current hardships. His,prayers for forgiveness were
not only spurred by his guilt in not believing Atma, but also for allowing himself to
become embittered by being blind, which caused him to lose sight of himself. Given
the powerful role Anna plays in this painting’s visual narrative, it is clear that
Rembrandt felt that his mothér’s'dignified demeanor was fitting for this protagonist.
This painting also brings about compelling parallels between Rembrandt’s own life

and the theme of blindness. This work is the earliest known expression of his interest

72 Tobit 3:1-6 KJV. The moment that Rembrandt’s painting depicts is unique. It was more
typical to portray the couple in the midst of their argument, as Jan van de Velde did in an
etching after Willem Buytewech. (4nna berating Tobit for accusing her falsely of stealing the
kid, c. 1620—1641. Etching on paper, 193 x 110 mm. London, The British Museum) Pieter
van Thiel, “Tobit and Anna with the Kid,” in Rembrandt: The Master and His Workshop
(New Haven: Yale University Press, 1991), pp. 125-126. Gary Schwartz also suggested that
Rembrandt based Tobit’s pose on a print by Willem van Swanenburgh after Abraham
Bloemaert (The Repentant St. Peter, c. 1611. Etching on paper, 276 x 175 mm. New York,
The Morgan Library and Museum) Gary Schwartz, Rembrandt. his life, his paintings (New
York: Viking Press, 1985), pp. 44—45. It is clear that Rembrandt was highly selective in the
material that informed the composition of this painting.
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in this subject, which he would explore numerous times during his career.®® Julius
Held has suggested that Rembrandt was interested in this theme because his father,
Harmen Gerritsz van Rijn (1567/68—1630), became blind in old age.®' If Rembrandt’s
father’s blindness was one reason he was drawn to Tobit’s story, Rembrandt likely
recognized in his mother a dedication to caring for her family that made her well+
suited as the model for Anna in this painting.

Rembrandt depicted his mother again in Simeon and Hannah inthe Temple,
1628 [Figure 1:12]. He based this scene on events described in the Gospel of Luke.®
Simeon, a just and devout man, had been told by the Holy Ghost that he would not
die until he had seen the Lord’s Christ.® Inspired by the Holy Ghost, Simeon went to
the temple where he took the baby Jesus in his-arms.and blessed God, saying, “Lord,
now lettest thou servant depart in peace,according to thy word, for mine eyes have
seen thy salvation...”.® He then blessed the Virgin Mary and Joseph, and said:

“Behold, this child is set for the fall'and rising again of many in Israel; and for a sign

8 Notable examples of blindness in Rembrandt’s art include his images of blind beggars; The
Blinding of Samsoén, 1636, oil on canvas, 219.3 x 305 cm, Frankfurt, Stddel Museum; The
Hundred Guilder Print; The Conspiracy of Claudius Civilis, ¢. 1661/62, oil on canvas, 196 x
309 cm,Stoekholm, Swedish National Museum; Rembrandt and his pupils also depicted this
subject.numerous times in their drawings.

8" For more discussion on Rembrandt’s interest in the theme of blindness and its possible
correlations to his own life see: Julius S. Held, Rembrandt Studies (Princeton: Princeton
University Press, 1991). See also: Richard Verdi, Rembrandt’s Themes. Life into Art (New
Haven: Yale University Press, 2014).

82 Luke 2:25-38 KJV.

8 Luke 2:25-26 KJV.

8 Luke 2: 27-32 KJV.
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which shall be spoken against; (Yea, a sword shall pierce through thy own soul also,)
that the thoughts of many hearts may be revealed.”%3

In his painting Rembrandt portrayed Simeon holding the Christ Child and
speaking with Mary and Joseph. Behind this group one sees the Prophetess Hannah,
with hands raised in jubilant worship at this moment of divine revelation.® Modeled
after Rembrandt’s mother, Hannah was a devout woman who had been widowed for
eighty years. Since her husband’s death she had served each day in the:temple.
Rembrandt emphasized Hannah’s importance to this Biblical nagrative by situating
her at the apex of the painting’s triangular composition. The.exuberance of her
gesture and expression are particularly poignant as she fully recognizes the
implications of this historic moment.

Hannah, like Anna, was a devout.and'steadfast figure. Rembrandt associated
his mother’s character with these Biblical matriarchs not only in his early religious
scenes, which were important to-him because of his aspirations to become a history
~ painter, but also in his later etchings. In both Tobit Accusing Anna of Stealing the Kid,
1626 [Figure 1:11] and Sjmeon and Hannah in the Temple, 1628 [Figure 1:12]
Rembrandt potttayed his mother as a central figure that drives the narrative and
revealspowerful truths. His depictions of her in the guise of two exceptionally strong,

faithful, and devout women from the Bible reinforce the idea that she was someone

about whom he cared deeply.

8 Luke 2:34-35 KJV.

8 Luke 2: 36-38 KJV
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The Royal Collection Tronie

Around 1629, Rembrandt painted 4n old Woman called ‘The Artist’s Mother’
[Figure 1:1].%7 This painting was likely commissioned by the Stadholder Frederick
Hendrick (1584—1647) to be given to Sir Robert Kerr (1578-1654), who presented it
to King Charles I of England (1600—1649) along with two other paintings—a self-
portrait by Rembrandt and Jan Lievens’ image of a scholar by a fire.®® As.described
earlier in this chapter, this painting of Rembrandt’s mother is deeply moving in its
heightened visual and emotional character. It is the pinnacle of Rembrandt’s
achievement in depicting his mother, not only in his mastery,in rendering the texture
of her skin, but also in capturing her dignified demeanor. Fhe imaginative character
of her clothing, moreover, elevates her to the statusiof an historical figure like the
Prophetess Hannah.

When Frederick Henry, Prince of the Palatinate (1614—1629), and eldest son
of the exiled King and Queen/of Bohemia, died on January 7, 1629, Sir Robert Kerr

went to The Hague to offet.condolences to the boy’s parents on behalf of King

87 The'following sources address the history and character of tronies and those created by
Rembrandt. Dagmar Hirschfelder, Tronie und Portrdt in der niederlindischen Malerei des
17. Jahrhunderts (Berlin: Gebr. Mann, 2008); Franziska Gottwald, Das Tronie: Muster-
Studie-Meisterwerk: Die Genese einer Gattung der Malerei vom 15. Jahrhundert bis zu
Rembrandt (Munich: Deutscher Kunstverlag, 2011).

88 Rembrandt’s, Self-Portrait with a Cap and Chain, c. 1629 is located in Liverpool in the
Walker Art Gallery. Unfortunately, Jan Lievens’ painting of a scholar is now lost. See also:
Orlers, Bescrijvinge der Stadt Leyden (Leiden, 1641), p. 377 for a description of the lost
Lievens painting as, “a young Scholler [scholar]...reading a booke by a Seacole [turf] fire.”
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Charles I. ® Upon his arrival, the Stadholder gifted Kerr with the Rembrandt self-
portrait, and tronie of his mother, as well as Lievens’ painting of a scholar.

Some of this history is found in Jan Orlers’ 1641 edition of his Bescrijvinge
der Stadt Leyden. Orlers noted that the Stadholder purchased Lievens’ image of a
scholar as a gift for the British ambassador.”® Later, Hans Schneider discoveredia
document from April 10, 1629 that contained Lievens’ request for furlough from the
city’s civic guard so that he could complete a painting commissioned, by'the
Stadholder.’’ Though no such primary documentation is knownito exist in reference
to Rembrandt’s tronie of his mother and self-portrait, it is [ikely that he, like Lievens,
received a commission from the Stadholder for them.

As a portrayal of quiet humanity and elder!y.feminine virtue, Rembrandt’s
tronie of his mother was as an appropriate gift for the collector King. The painting is
deeply moving and invites the viewer to consider her inner emotional life. She
appears as Rembrandt saw het, asia dignified woman and the embodiment of virtue.
Such an image, Rembrandt recognized, would be valued by the Liefhebber
community. That Rembrandt’s tronie of his mother was part of a gift that the
Stadholder gave to Sir Robert Kerr who presented it to King Charles I, two of the
greatest collectors of their day, demonstrates not only that Rembrandt valued the

power.of his mother’s image, but also that others admired it as well.

8 Walter L. Strauss and Marjon van der Meulen, The Rembrandt Documents (New York:
Abaris Books, Inc., 1979), pp. 179-180, doc. 1639/11 (Oxford, Bodleian Library, ms. Ash.
1514, fols. 78 and 82). The prince perished at the age of fifteen in Amsterdam following a
tragic boating accident.

% Orlers, Bescrijvinge der Stadt Leyden (Leiden, 1641), p. 377.

! Hans Schneider, Jan Lievens: Sein Leben und Seine Werke (Amsterdam: Israel, 1932), p. 3.
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Conclusion

In addition to the strong circumstantial evidence of Clement De Jonghe’s
identification of the sitter in one of Rembrandt’s etchings as “Rembrandt’s mother,”
visual evidence from Rembrandt’s early prints and paintings supports the
identification of this woman as, Rembrandt’s mother. Though the particulars of their
relationship have been lost to history, the sensitive and reverent nature of
Rembrandt’s images of this woman suggest that they resulted from the'bond of a
mother and her child. Rembrandt brought his mother to life in his art'in ways that
indicate that that the pair had a strong personal connection. His tronies and history
paintings of her demonstrate that she was someone heivalued, and someone who
inspired him. She was an important model forRembrandt not only because she
offered formal and emotional qualities that he,admired, but also because her strength
of character made her capable of commanding equally powerful and moving
historical figures central to his.artistic goals.

Rembrandt’s paintéd and etched images of his mother provide an important
foundation for the next two chapters of this dissertation, which consider, more
broadly, the depictions that he and his colleague Jan Lievens made of elderly women
during theirLeiden periods. While Rembrandt’s access to his mother provided many
opportunities to study and master her likeness, I argue that he was also inspired to
look beyond the boundaries of his home to render, in comparably sensitive ways,
other elderly women in his surroundings. Chapters two and three demonstrate that he
and Jan Lievens were equally captivated by the older women they observed in

Leiden.
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Chapter 2: Leiden’s Charitable Establishments and Their
Influence

Introduction

Sometime during his Leiden years, Jan Lievens painted this tronie of an
elderly woman holding a key [Figure 2:1]. Shown in full-profile, the woman wears'a
hooded green cloak that is pulled back to emphasize her slightly bowed head and
contemplative, forward-facing expression. This is one of eight painted fronies by
Lievens that depict older women whose identities are not known. Rembrandt also
created a number of similar etchings and drawings of unknown elderly women during
this period.”? This chapter considers what inspired these young artists to depict these
women. In particular, it considers the question.of how Leiden’s distinct social
environment would have led Rembrandt and'Lievens to pursue these interests. This
chapter explores Leiden’s hofjes, a facet of Northern Netherlandish society that has
not been sufficiently considered by-art historians, and one that potentially played a
defining role in Rembrandt’s and Lievens’ images of these older women.

Hofjes, which were widespread across Leiden, were largely inhabited by
single or widowed elderly women. Hofjes provided their residents with shelter,
humble/resources, and authority over their own lives. In return the residents were
expected to behave in a quiet, pious, and contemplative manner both inside and
outside of hofje walls. The artists’ images of older women, such as the painting by

Lievens mentioned above, indicate that they knew about these dwellings and had

%2 For a full list of images, please see: Appendices I-II1.
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contacts with their residents. This chapter aims to provide a framework for
understanding hofjes as one reason why they created a large number of images of

elderly women.

A Dutch Institution

The direct translation of the term “hofje” into English is “little courtyard.”
While this designation accurately describes the central spaces of a majority of these
structures, the significance of “hofjes” as charitable establishmentssis lost in
translation. Localized in the Northern Netherlands, they were a distinctly Dutch
institution that aimed to provide shelter and resoutces to “deserving” elderly people in
need.”? The first hofje was founded in Haarlem in'1395.° Leiden’s first, the
Jeruzalemshofje, followed less than one hundred years later.”” Today, Leiden has
more hofjes than any other city in'Holland, and the majority of them were built in the
seventeenth-century during a'period of rapid growth that was spurred by the city’s

evolving textile industry.’® As Herman Kleibrink and Ruud Spruit explained in their

% Ine Léermakers and Frouke 1. Welling, Door gangen en poorten naar de Leidse Hofjes
(Leidend Barabinsk, 1997), p. 14. Also, the term, “deserving poor,” came from the Medieval
periods Itweferred to individuals who were poor but not destitute. In other words, it
highlighted people who were poor not by their own doing, but as a result of events like injury
oraging.

%Tne Leermakers and Wietske Donkersloot, Wonen om Gods wille in Leidse hofjes (Leiden:
Barabinsk, 2007), p. 39. The first hofje in Haarlem was the Bakenesser Chamber.

95 Henk Looijesteijn, “Funding and founding private charities: Leiden almshouses and their
founders, 1450—1800,” in Continuity and Change 27, no. 2 (2012): p. 225; Founded in 1463
by Wouter lsbrantsz (d. 1467), the Jerusalemshofje was built in 1467.

% Herman Kleibrink and Ruud Spruit, Hofjes in Leiden (Leiden: De Kler, 1979), p. 4. There
are thirty-five hofjes in existence in Leiden today. See also: Looijesteijn, “Funding and
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book, Hofjes in Leiden (1979), economic prosperity meant that the city housed
several wealthy merchants and manufacturers who could afford to establish hofjes.”?
Because of their abundance, hofjes were a significant comp(;nent of Leiden’s social
fabric—a consistent feature of Rembrandt’s and Lievens’ everyday lives. Before
exploring their connections to this world and its potential influences on their art it is

necessary to first understand the main characteristics of this institution.

Private Foundations

Hofjes, though all founded to shelter and support elderly people, varied in
character because they were established privatelys Because of this fact, there were
often several hofjes in a single municipality, as was the case in Leiden. It also meant
that founders enjoyed independence in detexmining their #ofje s mission. The
foundation process typically began@asia decree in a last will and testament.”® Here, the
founders described what their structure’s religious denomination should be, the types
of people to be housed, and the resources that residents should incrementally receive.
After a founder’s.death, family members assumed organizational roles in service of

the hofje;building structures, enforcing wishes, and managing the property as

founding,” p. 201, “Leiden contained a sizable 19% of all almshouse foundations in Holland
before 1800, and the foundations there also peaked in the seventeenth century.”

7 Herman Kleibrink and Ruud Spruit, Hofjes in Leiden (Leiden: De Kler, 1979), p. 4.

% As a result, hofjes were not typically constructed until after the founder’s death, though this
was not always the case.
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regents.”® Although they shared similar charitable values, all hofjes were individual,
their own microcosms, shaped by the precepts that their founder determined.

Several reasons could lead an individual to found a Aofje. In those situations
where a founder was a family’s last living descendent, the hofje became a monument

190 As living monuments, hofjes carried

to that charitable individual and their family.
forth a family’s legacy. It was also common for a founder to establish a hgfje out of
concern for the welfare of their family members as they reached old agesFounders
might also have been inclined to protect members of their religious communities. For
example, the social historian, Henk Looijesteijn, discussed how Gerrit Frankensz. van
Hoogmade (d. 1630), founder of Hofje Bethlehem, was particularly interested in
protecting Leiden’s elderly Waterland Mennonites.!”! He created a place for them to
live so that they did not end up in city-run institutions, where they might be forced to
convert to the Reformed faith.

Founding a hofje also positively impacted a family’s social status. The benefit

of elevated social standingwas experienced mostly by regents, who were, as earlier

noted, typically related to the founder.'®> Regents were usually well-educated,

% Ine Leermakers and Frouke 1. Welling, Door gangen en poorten naar de Leidse Hofjes
(Leiden; Barabinsk, 1997), pp. 11-12; 16. The founder’s family members were typically
appoirited as regents. As such, they took on the administrative tasks of running the Aofje.

190 Henk Looijesteijn, “Funding and founding private charities: Leiden almshouses and their
founders, 1450-1800,” in Continuity and Change 27, no. 2 (2012): pp. 214-217.

191 1 ooijesteijn, “Funding and founding,” p. 218.
102 Regents did not engage in daily interactions with hofje residents. Their meeting quarters,
often called the Regentskamer, were often separate from the sofje structure. Their role was

focused mostly on managing the finances of the establishment. They also sought to enforce
the original wishes of the founder.

46



meaning that they attended Latin school and University, and in some cases were even
privileged enough to study abroad.'® Aside from the personal reward of participating
in the charitable work of a hofje, being a regent elevated one’s social standing.
Furthermore, this role was viewed as a stepping stone for higher positions in local

government, even to that of the burgomaster.'%

Charitable Character

At the heart of a hofje’s mission was the preservation of its,residents’ dignity.
Henk Looijesteijn defined this facet of their makeupras establishments “founded to
allow elderly, honest people of modest means toylive out their lives with dignity,
preventing them from descent into disgraceful poverty through failing strength and
diminished resources.”'% For many, financially preparing for old age was an
insurmountable obstacle. Duringthe'garly modern period it was difficult for members

of the lower-middle class t6"save/enough money to sustain themselves in their

103 F Boersma and Greet Dusseldorp-Kingma, Regenten en kuise maagden: 350 jaar Eva van
Hoogeveenshaofje (Leiden: Stichting Eva van Hoogeveen, 2007), p. 12.

194 Boersma and Dusseldorp-Kingma, Regenten en kuise maagden, p. 13.

105 Henk Looijesteijn, “Funding and founding private charities: Leiden almshouses and their
founders, 1450—1800,” in Continuity and Change 27, no. 2 (2012): pp. 199-200.
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twilight years.!% Hofjes, though not plentiful enough to shield all from falling into
extreme poverty, were a favorable option for many in this situation.'?’

Even though they were charitable establishments, sofjes were no place for the
destitute. In other words, residents were not members of the poorest social strata.'®®
Those living in hofjes needed to have some sort of income, savings, or financial
support to suppleﬁent the resources or preuven provided in the founder’swwill.'”
Preuven included essentials such as bread, cheese, beer, and peat during.the winter
months. Residents received these resources from regents at regular intervals
throughout the year.''® While these everyday items were nécessary for a comfortable

existence, it would have been difficult to survive on themealone. In addition to

supplementing their preuvens, residents needed-money for other reasons. For

196 Henk Looijesteijn, Hofjes als paleizen. stichters, bouwers en bewoners in de 17de en 18de
eeuw (Den Haag: Uitgeverij Van.Stockum, 2014), pp. 94-96. In the seventeenth and
eighteenth centuries the lower middle-class and the wage dependent class made up
approximately 60% of the population in the Netherlands. According to Looijesteijn, the lower
middle-class was composed of farmers, low-ranking officials, schoolmasters, boatmen,
shopkeepers, and craftsmen, and others. These individuals earned an average annual income
of 350 to 600 guildets, maKing it difficult for them, in many cases, to save for old age. The
wage-labor classwconsisted of soldiers, sailors, unskilled craftspeople, textile workers, and
others. They earnéd less than their lower-middle class counterparts, coming in at only around
300 to 350 guilders per year.

17 | ooijesteijn, Hofjes als paleizen, pp. 95-96.
198, Those individuals typically sought poor relief from public, or city-run institutions.

199 Ine Leermakers and Frouke 1. Welling, Door gangen en poorten naar de Leidse Hofjes
(Leiden: Barabinsk, 1997), p. 15.

110 Herman Kleibrink and Ruud Spruit, Hofjes in Leiden (Leiden: De Kler, 1979), pp. 15-16.
Additional preuven were often provided during Christmas and other significant holidays. For
example, residents of the Jeruzalemshof in Leiden received a new shirt for Christmas each
year. New shirts were common extras, but there were also instances in which residents would
receive specialty loaves of bread during such holidays.
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example, it was common in the seventeenth century for sofjes to charge an entrance
fee.!!! Prices for entry varied, and the money collected was typically cycled back into
funding hofje maintenance and preuven. Because of these demands it was essential

for hofje residents to be financially independent.

Female Residents

Women have always factored into the hofje equation because they were
trusted authorities on domestic affairs. In order to live successfully in a Aofje, one
needed to be able to run one’s own household.''? Hoffeswere originally constructed
to house elderly couples, but by the early modern period they were mainly founded
for and inhabited by older women [Table 2:1]."¥ These women were typically
unmarried—either widows or spinsters—and they hailed most often from the middle-
class. In their younger years they might have been domestic servants, midwives, or
other small trades people like bakers or textile workers.' ' Unfortunately, more

descriptive accounts of these women-their names, etc.— have rarely survived.

111 Leermakers and Welling, Leidse, pg. 15. In certain fortunate cases, resident’s employers
paid their entry fee. Kleibrink and Spruit, Hofjes in Leiden, p. 14.

112 K leibrink and Spruit, Hofjes in Leiden, p. 14.

"3 Henk Looijesteijn, “Funding and founding private charities: Leiden almshouses and their
founders, 1450—1800,” in Continuity and Change 27, no. 2 (2012): p. 202.

14 Herman Kleibrink and Ruud Spruit, Hofjes in Leiden (Leiden: De Kler, 1979), p. 14. Ina

number of fortunate cases, employers would either reserve a home in a hofje or pay the
entrance fee for women in their charge, both acts may be likened to a modern-day pension
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Registering this type of information did not become common practice until the

eighteenth-century.!'®

Behavioral Standards

Residents living in hofjes had to conduct themselves in a particular way. In
their book, Wonen om Gods wille in Leidse hofjes (2007), Ine Leermakers and
Wietske Donkersloot summarized that residents had, “To have impeccable conduct
and adhere to strict rules drawn up for the founder or regents. If violated, the resident
could be removed without mercy.”''® It was common for founders to specify how
residents should act using terms like honorable, ‘virtuous; and honest. These
instructions were closely aligned with cultural attitudes about the proper behavior of
older women.

Women’s behavior was a'pepular subject among some of the most renowned
writers of the early modernperiod. For example, Desiderius Erasmus (d. 1536)
discussed the path of the “true” or righteous widow in his, Vidua christiana, which
was originally*published in Latin in 1529, and, in 1607, was reprinted in Dutch as De

Kersten Weduwe. Other prominent writers followed in Erasmus’ footsteps, the most

115 F. Boersma and Greet Dusseldorp-Kingma. Regenten en kuise maagden: 350 jaar Eva van
Hoogeveenshofje (Leiden: Stichting Eva van Hoogeveen, 2007), p. 30. Henk Looijesteijn
gave a compelling account of Maria Kouwenhoven’s life. She was a Haarlem hofje resident
that lived to be over one-hundred years old. Henk Looijesteijn, Hofjes als paleizen: stichters,
bouwers en bewoners in de 17de en 18de eeuw (Den Haag: Uitgeverij Van Stockum, 2014),
pp. 90-95.

"6 Ine Leermakers and Wietske Donkersloot, Wonen om Gods wille in Leidse hofjes (Leiden:
Barabinsk, 2007), p. 9.
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notable of which was Jacob Cats (1577-1660). Cats’ Houwelyck (1625) presented
proper moral behaviors for women in all stages of life, and was a staple in the
numerous literate households of the Dutch Republic.''” Like Erasmus, Cats aligned
widowhood with old age, though not all elderly women were widows.!'® Indeed, they
largely aimed their advice for widows to all older women, whom they instructedito
live pious, withdrawn, and contemplative lives.'" As mentioned above, these
behavioral standards were reflected in the codes of conduct drawn up,by hofje
founders.

Three of Leiden’s early modern hofjes provide excellent case studies. For
example, in 1563, Agatha van Alckemade (d. 1573), awidowed noblewoman and
land proprietor, founded and constructed the Bethani€nhofje (also called the
Emmaushofje) on Leiden’s Kaiserstraat [Eigute 2:2].'%° She determined that the
hofje s thirteen homes should shelter virtuous people that should live in the manner of

a saint or a hermit.'?!

"7 Wayne Franits, “Weduwe,” in Paragons of Virtue: Women and Domesticity in
Seventeenth-Century Dutch Art (Cambridge: Cambridge University Press, 1993), pp. 161—
194.

118 Ariadne Schmidt, Overleven na de dood : weduwen in Leiden in de Gouden Eeuw
(Amsterdam: Prometheus/Bakker, 2001), p. 12. Schmidt points out that widows made up a
significant minority group in early modern Leiden. “...according to the 1622 census of
Leiden, 13% of households in the city were headed by a widow.”

19 Schmidt, Overleven na de dood, p. 28.

120 Henk Looijesteijn, “Funding and founding private charities: Leiden almshouses and their
founders; 1450-1800,” in Continuity and Change 27, no. 2 (2012): pp. 225-230.

121 Herman Kleibrink and Ruud Spruit, Hofjes in Leiden (Leiden: De Kler, 1979), p. 63.
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Later, in 1598, Cathrijn Jacobsdochter (d. 1601), the widowed wife of a tailor,
founded and constructed the Cathrijn Jacobsdochterhofje on the Kaarsenmakerstraat
[Figure 2:3].'%2 She specified that her hofje should primarily house honorable
widows, but, if none were in need, it may also accept married couples and virgins
over fifty.'?

In the early seventeenth-century, Jan de Latere (d. 1612), a childless
merchant, founded the Jan de Laterehofje, which was later constructed'in'1616 on the
Tweede Binnenvestgracht.'** He expressed his desire that his #gfje would house
honorable married or unmarried people. He also wrote that those people should
behave as quiet, honorable, pious, and devout individualsyand that they should not
visit indecent places like inns or taverns.'® In-each'case, founders valued humble,
spiritual, and morally-just people—the kinds of people who mirrored the behavioral
ideals popularized in moral and didactic literary sources. For residents to maintain
their home they had to uphold these paragons, not only within Aofje walls but also out
in society.!?

Despite thé demands placed on residents, one could gain a lot from living in a

hofje. By their ¥ery nature, hofjes established small peer-based communities where

122 Looijesteijn, “Funding and Founding,” pp. 225-230.
123 Kleibrink and Spruit, Hofjes in Leiden, pp. 65—66.
124 Looijesteijn, “Funding and founding,”, pp. 225-230.

125 K [eibrink and Spruit, Hofjes in Leiden, p. 76. “De bewoners werden geacht zich “stil,
errlic, vroom ende Godvruchtich” te gedragen en zich niet op te houden in “eenige herbergen,
tavernen of andere onbehoorlyke plaetsen.”

126 These behavioral standards were enforced in all cases including minority Aofjes that also

took in married men.
52



residents could bond over shared experiences. Neighborly relationships developed,
and there are accounts of residents stepping in to assist fellow community members if
they became too ill to properly provide for themselves.'?’” Additionally, and perhaps
most importantly, hofje communities honored the independence and individuality of
their residents. They facilitated environments in which elderly people could continue
to exercise authority over their own lives at home and in society. This type.of

charitable establishment was unfamiliar outside of the Northern Netherlands.

Hidden Homes and Gardens

Just as fascinating as their distinct approach'to charity is the masterful way
hofjes were incorporated into Leiden’s urban landscape. Though unobtrusive, they are
easy enough to spot, if one knows.where to look. Existing hofjes appear just as they
did in the seventeenth-century: large doorways, decorative portals, or gates conceal
quaint collections of modestly-sized homes grouped around gardens and tucked
behind street-level businesses and dwellings. Today in Leiden, visitors are welcome
to explore many of thesé small urban sanctuaries, but in the seventeenth-century this
would not have been possible. As a result, the interiors in hofjes remained off limits
to.most in Rembrandt and Lievens’ era. The following section describes how two of
Leiden’s hofjes currently appear to the outside world and explores some characteristic

features of their hidden interior spaces.

127 Ine Leermakers and Frouke 1. Welling, Door gangen en poorten naar de Leidse Hofjes
(Leiden: Barabinsk, 1997), p. 14.
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From the Outside

Hofje entrances are typically accompanied by descriptive markers. They
appear above or in the vicinity of the portal, and often bear distinguishing information
like the name of the hofje, its founder, or the year of its foundation. Most markers
follow this minimal script though there are more detailed examples, as in the case of
Leiden’s Eva van Hoogeveenhof (founded in 1650 and constructed in 1659) [Figure
2:4].12% The Latin text on the lintel over the hofje s portal reads:

D. Eva AB Hoogeveen

Filia Alberti Domini de Hoogeveen

Virgo Castissima Et Lavdatissima

Has Ades Deo Virginibvs Castis Vidviqve

Honestis D. D. C. Testamento Volvit

Defvnctam Lavda Spectator

Anno Et Imitare 1659
In English the text reads:

Lady Eva van Hoogeveen, daughter of Albertus van Hoogeveen, a very chaste

and praiseworthy virgin, founded'this structure in 1650 in honor of chaste

virgins and honorable(widows. Praise the deceased, learn from her, imitate

her. 1659.
Not only does this'textiname the founder, but it also describes her as an honorable

virgin and notes that she established this structure to house women like her. This

portal is ongwof the most ornate of all Leiden hofjes.

128 Henk Looijesteijn, “Funding and founding private charities: Leiden almshouses and their
founders, 1450—1800,” in Continuity and Change 27, no. 2 (2012): pp. 225-230.
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From the Inside

In the seventeenth-century, sofje entrances were manned by porters. As lesser
extensions of the regents, they maintained order and security by monitoring residents
and other authorized personnel as they came and went during the day.'?” Today,
Leiden’s hofjes no longer employ porters, and visitors are generally welcome to,enter
during the day so long as they behave respectfully towards residents. Entering
Leiden’s hofjes as a non-resident today is an immensely gratifying €xperience.
Shielded from the bustle of city life, these spaces are peaceful, and the notion that
they provided early modern residents with a sense of safety'and calm is visceral.

Most hofjes in Leiden followed a similar ground plan where homes were
organized around a central garden.'** Sometimes, however, because space was sparse
in the city, homes were organized in a row, such as at Leiden’s Sint Stevenshofje
(founded in 1484 and constructed in 1487) [Figure 2:5-6]. Nevertheless, even though
homes in this hofje were construetedin a row, it still contained a garden, which was a
necessary feature of hofjes.

Hofje gardéns could be functional, decorative, or a combination of the two.
Ine Leermakers’and Frouke I. Welling suggested in their book, Door gangen en
poortennaar de Leidse Hofjes, that gardens were most commonly used as bleaching

ficlds.where residents dried their laundry."*! One must also understand them as places

129 Ine Leermakers and Frouke 1. Welling, Door gangen en poorten naar de Leidse Hofjes
(Leiden: Barabinsk, 1997), p. 14.

130 Each hofje interior shown to this point has demonstrated the use of a central garden plan.
13! Leermakers and Welling, Leidse Hofjes, p. 14.
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where useful and beautiful plants, flowers, and herbs were grown. They also served as
communal spaces where residents went to collect water from a shared pump. An
eighteenth-century ground plan drawing of the Eva van Hoogeveenhof provides a
detailed view of a space like this [Figure 2:7]. The hofje s original French garden is
characterized by three distinct areas including: the central field (number 6), the
walking path (number 5), and the soil beds which follow the garden’s perimeter
(number 4)."32 About three quarters of the way into the Zofje (number 7)-s'a water
pump topped by a sculpture of sheep in memory of the Van Hooegeveen family and its
coat of arms [Figure 2:8-9]. Though not always physically'so, gardens were very
much central to hofje-living.

This eighteenth-century ground plan depicts.twelve small homes running
parallel to the garden, with six on the east side and six on the west [Figure 2:7].
Hofjes always contain at least twelve homes. This number is based on Jesus’s twelve
apostles.'>? There are also casés whete hofjes were constructed with either thirteen or
fourteen homes, a number that not only refers to the apostles, but also to Jesus and/or
the Virgin Mary.'3* Thisteligious framework of twelve to fourteen homes is

consistent across Leiden’s hofjes, whether they were Catholic or Protestant. In several

132, F Boersma and Greet Dusseldorp-Kingma. Regenten en kuise maagden: 350 jaar Eva
van Hoogeveenshofje (Leiden: Stichting Eva van Hoogeveen, 2007), p. 5.

133 Ine Leermakers and Wietske Donkersloot, Wonen om Gods wille in Leidse hofjes (Leiden:
Barabinsk, 2007), p. 9.

134 [ eermakers and Donkersloot, Wonen om Gods, p. 9. Similar or the same number of homes
were also used in medieval monastic foundations. In these cases, an abbot or abbess and
twelve monks or nuns represented Jesus and his twelve apostles. Convents and Beguine
houses were founded around this principle beginning only in the fifteenth century.
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cases, the number of homes in kofjes today have been altered to accommodate the
demands of the modern age.'®

The ground plan of the Eva van Hoogeveenhof reveals that each of the small
houses has a nearly identical layout [Figure 2:7]. The front door opens onto a small
living area. On the back wall of each home is a bed box, a cellar door entranceyand-a
small staircase leading to an upstairs area. Each home also has a chimney locatedion
the wall adjoining the adjacent home. According to Ine Leermakersrand Frouke I.
Welling, this relatively small layout was typical with the cellarfor food storage, and
an attic for storing peat, which was used to heat the home i colder months."*® In
some cases, hofje homes also had a small kitchen area, but.not always. They also
typically relied on residents to supply most of their.own furnishings. As extremely
modest spaces, they did not offer a life of luxury. However, they did offer something
else that might have outweighed the lure of luxury: domain over one’s own space.

As unassuming as they appear to passersby strolling the streets of Leiden,
hofjes are a distinctive feature of the city’s urban landscape. While there are more
opportunities today to.develop an intimate knowledge of their interiors, this does not

mean that they.weré any less intriguing when Rembrandt and Lievens lived in Leiden.

135 Many hofjes now act as Leiden University housing. In many cases, the overall number of
homes have been reduced by knocking down original walls to increase space.

136 Ine Leermakers and Frouke 1. Welling, Door gangen en poorten naar de Leidse Hofjes

(Leiden: Barabinsk, 1997), p. 14. They also note that the houses were similar to typical
working-class homes from the periods in which they were constructed.
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Charitable Institutions and Their World

In 1632, around the time that Rembrandt and Lievens left the city, Leiden had
twelve hofjes [Table 2:1].'37 Of the eight founded between 1464-1598, seven were
Catholic and one, the last one to be founded during that time span, was Calvinist. The
following four hofjes were founded and constructed during the years that Rembrandt
and Lievens lived in Leiden. The Cathrijn Maertensdochterhofje, a Calvinist
establishment, was founded in 1608 and later constructed in 1621 on.the'Pasteurstraat
along the Nieuwe Rijn [Figure 2:10]. The Jan de Laterehofje, a Erench Walloon
establishment, was founded in 1612 and later built in 1616 on the Tweede
Binnenvestgracht in the northwestern area of the city [Figute 2:10]. The
Barbarahofje, a Catholic establishment, was foundedrand constructed in the year 1615
on the Wielmakersteeg between the Levendaal and Hogewoerd streets [Figure 2:10].
Finally, Hofje Bethlehem, a Mennenite establishment, was founded and built in the
year 1630 on Levendaal street in‘the southeastern area of Leiden [Figure 2:10]. Three
more—the Van Assendelfhofje, the St. Salvatorhofje, and the Van Brouchovenhofje—
were founded before Rembrandt’s and Lievens’ departure from Leiden, though they
were not constructed until later in the century.

All the hofjes that existed in Leiden between 1606—1632 were well within the
young-drtists’ reach. Seventeenth-century maps of Leiden created by Pieter Bast

(1600) and Frederick de Wit (1690-1699) allow one to understand the locations of

137 Data for this Table collected from: Henk Looijesteijn, “Funding and founding private
charities: Leiden almshouses and their founders, 1450—1800,” in Continuity and Change 27,
no. 2 (2012): pp. 199-239; Herman Kleibrink and Ruud Spruit, Hofjes in Leiden (Leiden: De
Kler, 1979).

58



contemporary streets and canals. Through Google Maps, it is also possible to
determine approximate walking times from the artists’ homes to each of these
structures [Figures 2:11-12]. From Rembrandt’s home on the Weddesteeg on the
western edge of the city, the Cathrijn Jacobsdochterhofje was the furthest away. It
would have taken Rembrandt approximately twenty minutes to walk from his homes
to this hofje. Several hofjes including: the Jeruzalemshofje, the (Groot) Sionshofje,
the St. Stevenshofje, the St. Annahofje of Joostenpoort, the Bethanienhofje, and the
Jan de Laterehofje, were much closer and would have taken him,ten minutes or less to
reach by foot.

Jan Lievens lived with his family in two locatiens'during his Leiden years, on
the Pieterskerkchoorsteeg and later in a largerhome.on the Breestraat.'*® Both
locations were more centrally located than Rembrandt’s home. For Lievens, the
northernmost hofje, the Cathrijn Maertensdochterhofje, and the easternmost hofje, the
Cathrijn Jacobsdochterhofje, were the farthest away from his home, though he could
have reached each of themwith a walk of only about a thirteen minutes. The
remaining hofjes were ten minute or less walk away from his homes. Because of
their proximityo these structures, Rembrandt and Lievens were probably aware of
them. During their approximately twenty-six-year period in the city, they would have
not only encountered the hofjes, but also their residents and other individuals who

associated with the residents on a daily basis.

138 _loyd de Witt, “Evolution and Ambition in the Career of Jan Lievens (1607-1674),” PhD
diss., (University of Maryland, College Park, 2006), pp. 25-26.
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Visual Connections

It is not known whether any of Rembrandt or Lievens’ images of older women
depict actual hofje residents. Compounding factors make identifying subjects who are
not Rembrandt’s mother difficult. On the one hand, the figures they depicted in their
tronies are largely anonymous. This is because these types of images, like the one
painted by Lievens described at the beginning of this chapter, were character studies
and not portraits. Moreover, as mentioned earlier, the names of hofje.residents were
not recorded until the eighteenth-century. Though the identities'of these individuals
may never be uncovered, similarities in the character of the older women that
Rembrandt and Lievens portrayed and the residents of\zofjes are compelling.
Importantly, moreover, both Rembrandt and Lievensshad connections with charitable
institutions during their Leiden years.

Jan Lievens’, Old Man Holding a Skull, c. 1630, reveals that the artist was
acquainted with a man who was-associated with an institution that shared similarities
with hofjes, a gasthuys~[Figure 2:13]. The closely cropped composition depicts an
elderly man in thrée-quarters pose peering out at the viewer while holding a human
skull. Set against a dark background, light enters sparingly from the left, bathing the
right side ofithe man’s face and the smooth surface of the skull. In 1640, Jan Orlers
listed.this painting in his inventory, describing the subject as, “de coster van’t
Gasthuys meet een Dootshooft in den arm,” or, “the keeper of the gasthuys with a

skull in his hand.”'*®

139 E, Pelinck, in Jaarboekje voor Geschiedenis en Oudheidkunde van Leiden