
[image: Cover: The Neapolitan Lives and Careers of Netherlandish Immigrant Painters (1575-1655), written by Marije Osnabrugge, published by Routledge, Taylor and Francis Group.]


The Neapolitan Lives and Careers of Netherlandish Immigrant Painters (1575-1655)




The Neapolitan Lives and Careers of Netherlandish Immigrant Painters (1575-1655)

Marije Osnabrugge


[image: Logo: Routledge, Taylor and Francis Group, London and New York.]




The publication of this book is made possible by a grant from the Fonds général de l'Université de Genève.

[image: symbol:image]
First published in 2019 by Amsterdam University Press Ltd.

Published 2025 by Routledge

4 Park Square, Milton Park, Abingdon, Oxon OX14 4RN

605 Third Avenue, New York, NY 10158

Routledge is an imprint of the Taylor & Francis Group, an informa business

© M. Osnabrugge / Taylor & Francis Group 2019

All rights reserved. No part of this book may be reprinted or reproduced or utilised in any form or by any electronic, mechanical, or other means, now known or hereafter invented, including photocopying and recording, or in any information storage or retrieval system, without permission in writing from the publishers.

Trademark notice: Product or corporate names may be trademarks or registered trademarks, and are used only for identification and explanation without intent to infringe.

ISBN: 9789462988200 (hbk)

ISBN: 9781041188551 (pbk)

ISBN: 9781003707035 (ebk)

NUR   646

Cover illustration: Louis Finson, The Four Elements, 1611, signed and dated ‘...VICVS FINSONIUS FECIT NAPOLI A 1611’, oil on canvas (179 × 170 cm), Houston, Sarah Campbell Blaffer Foundation.

Cover design: Kok Korpershoek, Amsterdam

DOI: 10.5117/9789462988200
 
Every effort has been made to obtain permission to use all copyrighted illustrations reproduced in this book. Nonetheless, whosoever believes to have rights to this material is advised to contact the publisher.

For Product Safety Concerns and Information please contact our EU representative: GPSR@taylorandfrancis.com

Taylor & Francis Verlag GmbH, Kaufingerstraße 24, 80331 München, Germany




Table of Contents


	List of Illustrations

	Acknowledgements

	Introduction

	1.  From Itinerant to Immigrant Artist

	Aert Mytens in Naples (c. 1575-1598)

	2.  Talent, Business and Friendship

	Louis Finson and Abraham Vinck (1598-1612)

	3.  Fiammingo by Birth, Neapolitan by Adoption

	Hendrick De Somer in Naples (1622-1655)

	4.  The Neapolitan Career of a Peripatetic Painter

	Matthias Stom (c. 1632-c. 1639)

	5.  The Experiences of Five Netherlandish Immigrant Painters in

	Naples

	Appendix

	Bibliography

	Photo Credits

	Index






List of Illustrations

	Figures

	1. Gerard Ter Borch I, View of Solfatara near Pozzuoli, c. 1610, drawing in brown ink on paper (15.7 × 19.8 cm), Amsterdam, Rijksmuseum (inv. RP-T-1887-A-751).

	2. Gerard Ter Borch I, View of Naples, 1610, signed and dated ‘G.T.B. fecit tot Napeles Anno 1610’, drawing in brown ink on paper (13.7 × 20.2 cm), Amsterdam, Rijksmuseum (inv. RP-T-1887-A-881).

	3. Michelangelo Merisi da Caravaggio, Seven Acts of Mercy, 1606-1607, oil on canvas (387 × 256 cm), Naples, Chapel of the Pio Monte della Misericordia.

	4. Hendrick Hondius, Aert Mytens, 1610, engraving (20.1 × 11.8 cm), in ‘Pictorum aliquot celebrium, præcipué Germaniæ Inferioris, effiges’, Amsterdam, Rijksmuseum (inv. RP-P-1907-379).

	5. Aert Mytens, Circumcision, c. 1594, oil on canvas (285 × 140), L’Aquila, MuNDA – Museo Nazionale d’Abruzzo.

	6. Aert Mytens, Adoration of the Magi, c. 1594, oil on canvas (289 × 152), L’Aquila, MuNDA - Museo Nazionale d’Abruzzo.

	7. Aert Mytens, Virgin of the Rosary, 1582-1584, oil on panel (298 × 207 cm), Naples, Museo Nazionale di Capodimonte (inv. Q1092).

	8. Aert Mytens, Virgin of the Rosary, 1589, oil on panel (400 × 250 cm), Benevento, church of San Domenico.

	9. Aert Mytens, Mocking of Christ, c. 1598-1601, oil on canvas (310 × 228 cm), Stockholm, Nationalmuseum (inv. NM755).

	10. Aert Mytens, Calvary, c. 1599-1600, oil on canvas, L’Aquila, Basilica of San Bernardino da Siena.

	11. Louis Finson, Self-portrait, 1613, signed and dated ‘LUDOVICUS FINSONIUS BELGA BRUGENSIS SUD SE PENICILLO PINXIT AQUIS SEXTIJS ANO M.D.XIII.', oil on canvas (81 × 62 cm), Marseille, Musée des Beaux Arts (inv. 464).

	12. Martin Faber, Landscape with Travellers, signed and dated (on verso): ‘Dit habbe ich gemacht tot godde gedechtenis van mijn godde vriendt Dr Joan Pothoff in Neapoli den 22. May 1611 Martin Hermans Faber, Embd.', drawing, Berlin, Kupferstichkabinett (inv. 17624).

	13. Martin Faber, Landscape with Travellers, signed and dated (on verso): ‘Martin Hermans Faber fecit in Neapel Anno 1612. 28 Januar', drawing, Berlin, Kupferstichkabinett (inv. 17618).

	14. Louis Finson, Venus and Cupid, c. 1595-1603, signed ‘AL VISO- FINSON F.', oil on canvas (106 × 117 cm), private collection.

	15. Louis Finson, Resurrection of Christ, 1610, signed and dated ‘LVDOVICVS FINSONSIVS BELGA BRUGENSIS FECIT ANNO 1610', oil on canvas (218 × 168 cm), Aix-en-Provence, church of Saint-Jean-de-Malte.

	16. Louis Finson, Annunciation, 1612, signed and dated ‘ALOYSIUS FINSONIUS BELGA BRUGENSIS FECIT 1612', oil on canvas (310 × 205 cm), Naples, Museo Nazionale di Capodimonte, formerly: Naples, church of San Tommaso d'Aquino, Chapel Beghini.

	17. Michelangelo Merisi da Caravaggio, Virgin of the Rosary, 1606-1607, oil on canvas (364.5 × 249.5 cm), Vienna, Kunsthistorisches Museum (inv. GG 147)

	18. Michelangelo Merisi da Caravaggio, Crucifixion of St Andrew, c. 1607, oil on canvas (202.5 × 152.7 cm), Cleveland, Cleveland Museum of Art (inv. 1976-2)

	19. Louis Finson, Copy after Caravaggio, Mary Magdalene in Ecstasy, 1613, signed: ‘LVDOVICVS FINSONIVS FECI...', oil on canvas (125 × 100 cm), Marseille, Musée des Beaux-Arts (inv. 90).

	20. Attributed to Louis Finson, Copy after Caravaggio, Judith Beheading Holofernes, c. 1607-1610, oil on canvas (137 × 157 cm), Naples, Gallerie d'Italia, Palazzo Zevallos Stigliano – collection Intesa San Paolo.

	21. Louis Finson, Adam and Eve, 1610, signed and dated ‘Ludovicus Finsonius Belga Brugensis fecit anno 1610 in Neapoli', oil on canvas (164.5 × 213.5 cm), Marburg, Museum für Kunst und Kulturgeschichte (inv. 16.220)

	22. Louis Finson, Bathsheba, 1610, signed and dated ‘Lodovco finsoni finapoli 1610', oil on canvas (161 × 223 cm), private collection.

	23. Louis Finson, The Four Elements, 1611, signed and dated ‘...VICVS FINSONIUS FECIT NAPOLI A 1611', oil on canvas (179 × 170 cm), Houston, Sarah Campbell Blaffer Foundation (inv. BF.2018.1).

	24. Louis Finson, Annunciation (L’Annonciation des Pinchinats), 1612, signed and dated ‘LUDOVICUS FINSONIVS FECIT IN NEAPOLI Ano 1612’, oil on canvas (117 × 147 cm), private collection. 98

	25. Cornelis Cornelisz van Haarlem, Bathsheba, 1594, signed and dated, oil on canvas (77.5 × 64 cm), Amsterdam, Rijksmuseum (inv. SK-A-3892). 100

	26. Louis Finson, Capture of Samson, c. 1604, oil on canvas (158 × 149 cm), Marseille, Musée des Beaux-Arts. 102

	27. Louis Finson, David with the Head of Goliath, c. 1604, signed ‘LUDOWIKVS FINSONIVS’, oil on panel (113 × 82.5 cm), private collection. 104

	28. Martin Faber, Self-portrait, 1614, signed and dated ‘Martinus Hermani Faber Emdensis Frisius suo se marte effigiavit anno 1614’, oil on canvas (81 × 62 cm), Marseille, Musée des Beaux Arts (inv. 465). 113

	29. Abraham Vinck, Portrait of Hans Martens and His Son David, 1612, oil on canvas (122.7 × 100.5 cm), Utrecht, Centraal Museum (inv. 18056). 119

	30. Hendrick De Somer, David with the Head of Goliath, c. 1645, signed ‘HS’, oil on canvas (100 × 74 cm), Nice, Musée des Beaux Arts (inv. 5572). 124

	31. Hendrick De Somer, St Jerome, 1652, signed and dated ‘Enrico Somer f. 1652’, oil on canvas (102 × 154 cm), Rome, Galleria d’Arte Antica in Palazzo Barberini (inv. 2330). 127

	32. Hendrick De Somer, Baptism of Christ, 1641, oil on canvas (310 × 167 cm), Naples, church of Santa Maria della Sapienza (in deposit). 129

	33. Processetto prematrimoniale for Hendrick De Somer and Diacinta Gamboia (detail), 18 November 1632, Naples, Archivio Storico Diocesano di Napoli. 131

	34. Hendrick De Somer, St Jerome, 1651, signed and dated ‘HF 1651’, oil on canvas (101 × 125.7 cm), Louisville, Speed Art Museum (inv. 1991.21). 139

	35. Hendrick De Somer, St Jerome, 1654, signed and dated ‘HSe F 1654’, oil on canvas (129 × 101 cm), Lyon, private collection. 140

	36. Jusepe de Ribera, St Jerome, 1646, signed and dated: ‘Jusepe de Ribera espanol F. 1646’, oil on canvas (146 × 198 cm), Prague, Národní Galerie (inv. DO4374). 145

	37. Jusepe de Ribera, St Jerome, 1651, signed and dated: ‘Jusepe de Ribera español f. 1651’, oil on canvas (125 × 100 cm), Naples, Museo di San Martino (on loan from Museo Nazionale di Capodimonte (inv. Q315). 146

	38. Jusepe de Ribera, Ixion, 1632, oil on canvas (220 × 301 cm), Madrid, Museo del Prado (inv. P01114).

	39. Jusepe de Ribera, Tityus, 1632, oil on canvas (227 × 301 cm), Madrid, Museo del Prado (inv. P01113).

	40. Hendrick De Somer, The Healing of Tobit, c. 1632, oil on canvas (200 × 145 cm), Naples, Gallerie d’Italia, Palazzo Zevallos Stigliano – collection Intesa SanPaolo.

	41. Hendrick De Somer, Pero Breastfeeding Cimon (Caritas Romana), 1635, signed and dated ‘HS Fco 1625, oil on canvas (146 × 201 cm), Rome, collection Bosco.

	42. Peter Paul Rubens, Caritas Romana, 1610-1612, oil on canvas (140.5 × 180.3 cm), St Petersburg, State Hermitage Museum (inv. ГЭ-470).

	43. Dirck van Baburen, Caritas Romana, c. 1623, oil on canvas (127 × 151.1 cm), York, York City Art Gallery (inv. 788).

	44. Francesco Guarino, St Agatha, c. 1637-1640, oil on canvas (82 × 72 cm), Naples, Museo Nazionale di Capodimonte.

	45. Carlo Rosa, Christ Healing an Epileptic, 1641, oil on canvas, Naples, church of Santa Maria della Sapienza (in deposit).

	46. Carlo Rosa, Crucifixion, 1641, oil on canvas, Naples, church of Santa Maria della Sapienza (in deposit).

	47. Domenico Gargiulo, Last Supper, 1641, oil on canvas (200 × 330 cm), Naples, church of Santa Maria della Sapienza (in deposit).

	48. Giovanni Ricca, Transfiguration of Christ, 1641, oil on canvas, Naples, church of Santa Maria della Sapienza (in deposit).

	49. Andrea Vaccaro, Temptation of Christ, 1641, oil on canvas, Naples, church of Santa Maria della Sapienza (in deposit).

	50. Matthias Stom, Sarah Leading Hagar to Abraham, c. 1632-1639, oil on canvas (150 × 204 cm), Chantilly, Musée Condé (inv. PE822).

	51. Detail of accusation filed by Mattheus de Roggiero on 20 August 1637, Naples, Archivio Storico Diocesano di Napoli.

	52. Matthias Stom, Supper at Emmaus, c. 1632-1639, oil on canvas (157 × 202 cm), Naples, Museo Nazionale di Capodimonte (inv. Q197), formerly: Naples, church of Gesù Nuovo.

	53. Matthias Stom, Capture of Christ, c. 1632-1635, oil on canvas (155 × 210 cm), Naples, Museo Nazionale di Capodimonte (inv. Q668), formerly: Naples, church of Sant’Eframo Nuovo. 54- Matthias Stom, Supper at Emmaus, c. 1632-1635, oil on canvas (153 × 205 cm), Naples, Museo Nazionale di Capodimonte (inv. Q667), formerly: Naples, church of Sant’Eframo Nuovo.

	54. Matthias Stom, Supper at Emmaus, c. 1632-1635, oil on canvas (153 × 205 cm), Naples, Museo Nazionale di Capodimonte

	55. Matthias Stom, Holy Family, c. 1632-1635, oil on canvas (155 × 208 cm), Naples, Museo Nazionale di Capodimonte (inv. Q194), formerly: Naples, church of Sant’Eframo Nuovo.

	56. Matthias Stom, Adoration of the Shepherds, c. 1632-1635, oil on canvas (129 × 181 cm), Naples, Museo Nazionale di Capodimonte (inv. Q642), formerly: Naples, church of Sant’Eframo Nuovo.

	57. Matthias Stom, Liberation of St Peter, c. 1632-1635, oil on canvas (127 × 181 cm), Bari, Pinacoteca Provinciale (inv. S.83823), formerly: Naples, church of Sant’Eframo Nuovo.

	58. Matthias Stom, Prophet Jeremia, c. 1632-1635, oil on canvas (77 × 64 cm), Naples, Museo Nazionale di Capodimonte (inv. Q1682), formerly: Naples, church of Sant’Eframo Nuovo.

	59. Matthias Stom, Samson and Delilah, c. 1632-1639, oil on canvas (99 × 125 cm), Rome, Galleria Nazionale d’Arte Antica in Palazzo Barberini (inv. 2464).

	60. Matthias Stom, Mocking of Christ, c. 1632-1639, oil on canvas (110.8 × 161 cm), Pasadena, Norton Simon Museum (inv. M.1977.25.P).

	61. Matthias Stom, Mocking of Christ, c. 1632-1639, oil on canvas (130 × 183 cm), Bloomington, Sidney and Lois Eskenazi Museum of Art (inv. 82.47).

	62. Matthias Stom, Ecce Homo, c. 1632-1639, oil on canvas (134.5 × 113 cm), Amsterdam, Rijksmuseum (inv. SK-A-4692).

	63. Matthias Stom, Incredulity of St Thomas, c. 1632-1639, oil on canvas (125 × 99 cm), Madrid, Museo del Prado (inv. P02094).

	64. Matthias Stom, Old Woman Praying, oil on canvas (77.8 × 63.8 cm), New York, Metropolitan Museum of Art (inv. 1981.25).

	65. Matthias Stom, Christ and the Adulterous Woman, c. 1632-1639, oil on canvas (124 × 174 cm), Milan, collection Gilberto Algranti (1971).

	66. Matthias Stom, Death of Seneca, c. 1632-1639, oil on canvas (161 × 323 cm), Naples, Museo Nazionale di Capodimonte.

	67. Matthias Stom, Sarah Leading Hagar to Abraham, c. 1632-1639, oil on canvas (149.5 × 178 cm), private collection.

	68. Matthias Stom, Sarah Leading Hagar to Abraham, c. 1632-1639, oil on canvas (112.5 × 168 cm), Berlin, Staatliche Museen zu Berlin – Gemäldegalerie (inv. 2146).

	69. Copy after Gerrit van Honthorst, Death of Seneca, n.d., oil on canvas (205 × 265.5 cm), Utrecht, Centraal Museum (inv. 4498).

	70. Gerrit van Honthorst, Mocking of Christ, c. 1622, oil on canvas (192.4 × 221.5 cm), Amsterdam, Rijksmuseum (inv. A4837).

	71. Gerrit van Honthorst, Liberation of St Peter, c. 1618, oil on canvas (129 × 179 cm), Berlin, Gemäldegalerie der Staatlichen Museen (inv. 431).

	72. Gerrit van Honthorst, Samson and Delilah, c. 1616, oil on canvas (129 × 93.9 cm), Cleveland, Cleveland Museum of Art (inv. 1968.23).

	73. Joachim von Sandrart, Death of Seneca, 1635?, oil on canvas (171 × 215 cm), formerly Berlin, Kaiser Friedrich Museum (destroyed).

	74. Gerrit van Honthorst, Mocking of Christ, c. 1617, oil on canvas (146 × 207 cm), Los Angeles, Los Angeles County Museum (inv. AC1999.92.1).

	75. Matthias Stom, Liberation of St Peter, oil on canvas (125.7 × 179.1 cm), Zürich, Kunsthaus.

	76. Peter Paul Rubens, Incredulity of St Thomas, c. 1613-1615, oil on canvas (143 × 123 cm), Antwerp, Koninklijk Museum voor Schone Kunsten (inv. 307-311).

	77. Matthias Stom, Adoration of the Magi, n.d., oil on canvas (174 × 172 cm), Stockholm, Nationalmuseum (inv. NM1792).

	78. Peter Paul Rubens, Adoration of the Magi, 1616-1617, oil on panel (318 × 276 cm), Mechelen, church of Sint-Jan.

	79. Matthias Stom, The Tribute Money, c. 1640-1643 (?), oil on canvas (222 × 302 cm), Palermo, Palazzo Alliata di Villafranca.

	80. Peter Paul Rubens, Peter Finding the Tribute Money in the Fish, c. 1618, oil on canvas (201.8 × 221 cm – relined), Dublin, National Gallery of Ireland (inv. 38).

	81. Peter Paul Rubens, St Peter Trying to Reach Christ on the Water, 1618-1619, oil on panel (77 × 77 cm), Nancy, Musée des Beaux-Arts (inv. 107), formerly: Mechelen, church of Onze- Lieve-Vrouw over de Dijle.

	82. Peter Paul Rubens, Old Woman and Boy by Candlelight, c. 1616-1618, oil on canvas (79 × 61 cm), The Hague, Het Mauritshuis (inv. 1150).

	83. Doménikos Theotokópoulos (El Greco), Boy Blowing on an Ember to Light a Candle, c. 1570, oil on canvas (60.5 × 50.5 cm), Naples, Museo Nazionale di Capodimonte (inv. Q192).

	84. Anthony van Dyck, Mocking of Christ, 1630, etching and engraving (25.8 × 21.3 cm), Amsterdam, Rijksmuseum (inv. RP-P-BI-7441).

	85. Hieronymus Wierix, Ecce Homo, before 1619, engraving (9 × 6.2 cm), Amsterdam, Rijksmuseum (inv. RP-P-OB-66.839)

	86. Jacopo Palma il Giovane, Samson and Delilah, etching (14.8 × 20.8 cm), Amsterdam, Rijksmuseum (inv. RP-P-OB-12.217)

	87. Jacopo Palma il Giovane, Christ and the Adulterous Woman, 1608, etching (11.2 × 17.3 cm), in Odoardo Fialetti, Il vero modo et ordine per dissegnar tutte le parti et membra del corpo humano, Amsterdam, Rijksmuseum (inv. RP-P-OB-12.213A).

	88. Nicola Malinconico, Samson and Delilah, n.d., oil on canvas, Naples, private collection (Fototeca Zeri: 50622).

	89. Unidentified Neapolitan painter, Samson and Delilah, seventeenth century, oil on canvas (80 × 100 cm), Rome, private collection (Fototeca Zeri: 52366).



Colour Plates


	1. Aert Mytens, Virgin of the Rosary, 1582-1584, oil on panel (298 × 207 cm), Naples, Museo Nazionale di Capodimonte (inv. Q1092).

	2. Aert Mytens, Circumcision, c. 1594, oil on canvas (285 × 140), L’Aquila, MuNDA – Museo Nazionale d’Abruzzo.

	3. Aert Mytens, Mocking of Christ, c. 1598-1601, oil on canvas (310 × 228 cm), Stockholm, Nationalmuseum (inv. NM755).

	4. Louis Finson, Self-portrait, 1613, signed and dated ‘LUDOVICUS FINSONIUS BELGA BRUGENSIS SUD SE PENICILLO PINXIT AQUIS SEXTIJS ANO M.D.XIII.’, oil on canvas (81 × 62 cm), Marseille, Musée des Beaux Arts (inv. 464).

	5. Louis Finson, Adam and Eve, 1610, signed and dated ‘Ludovicus Finsonius Belga Brugensis fecit anno 1610 in Neapoli’, oil on canvas (164.5 × 213.5 cm), Marburg, Museum für Kunst und Kulturgeschichte (inv. 16.220).

	6. Louis Finson, Annunciation (L’Annonciation des Pinchinats), 1612, signed and dated ‘LUDOVICUS FINSONIVS FECIT IN NEAPOLI Ano 1612’, oil on canvas (117 × 147 cm), private collection.

	7. Louis Finson, The Four Elements, 1611, signed and dated ‘...VICVS FINSONIUS FECIT NAPOLI A 1611’, oil on canvas (179 × 170 cm), Houston, Sarah Campbell Blaffer Foundation (inv. BF.2018.1).

	8. Louis Finson, David with the Head of Goliath, c. 1604, signed ‘LUDOWIKVS FINSONIVS’, oil on panel (113 × 82.5 cm), private collection.

	9. Abraham Vinck, Portrait of Hans Martens and His Son David, 1612, oil on canvas (122.7 × 100.5 cm), Utrecht, Centraal Museum (inv. 18056).

	10. Hendrick De Somer, David with the Head of Goliath, c. 1645, signed ‘HS’, oil on canvas (100 × 74 cm), Nice, Musée des Beaux Arts (inv. 5572).

	11. Hendrick De Somer, Baptism of Christ, 1641, oil on canvas (310 × 167 cm), Naples, church of Santa Maria della Sapienza (in deposit).

	12. Hendrick De Somer, St Jerome, 1652, signed and dated ‘‘Enrico Somer f. 1652’, oil on canvas (102 × 154 cm), Rome, Galleria d’Arte Antica in Palazzo Barberini (inv. 2330).

	13. Hendrick De Somer, St Jerome, 1651, signed and dated ‘HF 1651’, oil on canvas (101 × 125.7 cm), Louisville, Speed Art Museum (inv. 1991.21).

	14. Matthias Stom, Sarah Leading Hagar to Abraham, c. 1632-1639, oil on canvas (150 × 204 cm), Chantilly, Musée Condé (inv. PE822).

	15. Matthias Stom, Sarah Leading Hagar to Abraham, c. 1632-1639, oil on canvas (149.5 × 178 cm), private collection.

	16. Matthias Stom, Liberation of St Peter, c. 1632-1635, oil on canvas (127 × 181 cm), Bari, Pinacoteca Provinciale (inv. S.83823), formerly: Naples, church of Sant’Eframo Nuovo.

	17. Matthias Stom, Prophet Jeremia, c. 1632-1635, oil on canvas (77 × 64 cm), Naples, Museo Nazionale di Capodimonte (inv. Q1682), formerly: Naples, church of Sant’Eframo Nuovo.

	18. Matthias Stom, Old Woman Praying, oil on canvas (77.8 × 63.8 cm), New York, Metropolitan Museum of Art (inv. 1981.25).

	19. Peter Paul Rubens, Old Woman and Boy by Candlelight, c. 1616-1618, oil on canvas (79 × 61 cm), The Hague, Het Mauritshuis (inv. 1150).

	20. Matthias Stom, The Tribute Money, c. 1640-1643 (?), oil on canvas (222 × 302 cm), Palermo, Palazzo Alliata di Villafranca.






Acknowledgements

This book is based on my doctoral thesis, which was written between November 2010 and December 2014 under supervision of Eric Jan Sluijter and Arjan de Koomen at the University of Amsterdam. My heartfelt gratitude goes out to my two supervisors, as well as to the University for funding my research for four years. Eric Jan, your collegiality and profound passion for our métier make you a scholarly role model. I am grateful to the Fond Général of the University of Geneva for financially supporting this publication.

The University of Amsterdam offered me the opportunity to develop my thoughts within the context of the Kunsthistorisch Instituut, the Instituut voor Geschiedenis en Cultuur and the Amsterdam Center for the Study of the Golden Age. The Nederlands Interuniversitair Kunsthistorisch Instituut in Florence and the Koninklijk Nederlands Instituut in Rome functioned as a home away from home. I acknowledge the assistance, interest and encouragement of the staff, as well as of the ‘regular customers’, of these institutes, and of the different research institutes, libraries, archives and museums that accommodated me over the years: Archivio di Stato dell’Aquila, Rijksmuseumbibliotheek Amsterdam, Stadsarchief Amsterdam, Bibliothèque Inguimbertine in Carpentras, Rijksdienst voor Kunsthistorische Documentatie, Kunsthistorisches Institut in Florence, Medici Archive Project, Archivio Storico del Banco di Napoli, Archivio Storico Diocesano di Napoli, Archivio di Stato di Napoli, Biblioteca Bruno Molajoli, Museo Nazionale di Capodimonte, Palazzo Zevallos Stigliano, Soprintendenza dei Beni Artistici di Napoli, Institut National de l’Histoire de l’Art, the Biblioteca Hertziana, Université de Genève, Université de Montpellier III – Paul Valéry, Universiteit Utrecht, and the Archivio Storico del Patriarcato di Venezia.

No scholar is an island, and I have thoroughly enjoyed exchanging ideas with colleagues over the years. For their insights, advice and encouragement, I would like to thank Carlo Avilio, Erin Benay, Jan Blanc, Marten Jan Bok, Lex Bosman, Koen Bulckens, Melissa Calaresu, Giovanna Capitelli, Patrizia Cavazzini, Jim Clifton, Karolien de Clippel, Stefano De Mieri, Tom Denman, Antonio Denunzio, Ugo DiFuria, Rudi Ekkart, Gianluca Forgione, Wayne Franits, Joris van Gastel, Lia van Gemert, Gabriella Giuliani, Christine Goettler, Francesco Grisolia, Lisa Goldenberg-Stoppato, Frans Grijzenhout, Panos Ioannou, Joachim Jacoby, Geert Janssen, Bram Kempers, Ghislian Kieft, Isabella di Lenardo, Chantelle Lepine-Cercone, Aleksandra Lipinska, Francesco Lofano, Michele Maccherini, Christopher Marshall, Giusy Medugno, Bert Meijer, Eduardo Nappi, Abigail Newman, Michele Nicolaci, Gianni Papi, Luca Pezzuto, Giuseppe Porzio, Catherine Puglisi, Renato Ruotolo, Adam Sammut, Kees Schuddeboom, Anna Semperlotti, Cristina Terzaghi, Bert Treffers, Gert Jan van der Sman, Carmela Vargas, Filip Vermeylen, Arno Witte, and Joanna Woodall. Special thanks to Alessio Assonitis, Erin Downey, and Maureen Warren for their patient reading and meticulous comments; and to Laura Bartoni, Marten Jan Bok, Flore César, Brecht De Wilde, Marianne Freyssinet, Angela Jager, and Francesca Parrilla for their help with some of the transcriptions.

Like the artists whose lives and careers are discussed in this book, mobility and migration is a big part of my life. It has been an incredible journey so far, full of quests and adventures, but more importantly marked by meeting so many wonderful people along the way, who have been very generous with their hospitality, advice and most importantly with their friendship. Thank you for everything Alessandra Alessio, Nuno Amado, Limor Arieli, Laura Bartoni, Klazina Botke, Flavia Bruni, Stijn Bussels, Flore César, Dafne Chanaz, Bogdan Cornea, Sofia De Capoa, Alexander Dencher, Eveline Deneer, Erin Downey, Marianne Freyssinet, Elisa Goudriaan, Sandra Hannig, Merlijn Hurx, Joost Keizer, Angela Jager, Geert-Jan Janse, Jitske Jasperse, Joost Joustra, Teus Kappen, Alejandro Mendoza, Lieneke Nijkamp, Tania De Nile, Judith Noorman, Chris Nygren, Francesca Parrilla, Andrea Pedicini, Aude Prigot, Claartje Rasterhoff, Lorenzo Riccardi, Marrigje Rikken, Annika Rulkens, Jenny Sliwka, Alice Taatgen, Stephanie Trouvé, Elsje van Kessel, Kees Verbogt, Jan de Vries, Maureen Warren, Arvi Wattel, Thijs Weststeijn, and Suze Zijlstra.

My passion for art, stories and travelling started with my parents, who are always there for me. I could not have done this without their love and support, and that of my grandparents and brother.





Introduction

DOI: 10.5117/9789462988200-1
 

The Four Elements, painted by the Fleming Louis Finson in 1611 in Naples (cover illustration and fig. 23, plate 7), shows the virulent battle between fire, earth, water, and air, personified by two men and two women of different ages. Pushing and pulling at each other in order to find a balance, their struggle refers to the equilibrium in the cosmos. Yet, within the context of this book, the dynamic image could also function as an analogy for the endeavours of immigrant painters to find a balance between different factors or indeed elements (e.g. their background, artistic skills and the circumstances and expectations they encountered) in order to negotiate their place in the host society.

Finson was not the only pittore fiammingo in Naples. The capital of the Spanish viceroyalty was an alluring destination for Netherlandish artists in the sixteenth and seventeenth century.1 On his trip in 1591, the Haarlem engraver and painter Hendrick Goltzius studied the local art, natural marvels of the volcanic area of the Campi Flegrei and an antique sculpture of a youthful seated Hercules in the palace of the viceroy.2 About 20 years later, in 1610, Gerard ter Borch visited the same area and made a set of drawings that illustrate the fascination of visitors with the spectacular volcanic landscape (fig. 1) along with the city of Naples itself. Approaching the city gates from the Via Appia, visitors would see the cupolas of the numerous churches, the towers, the Castel Sant’Elmo and the Certosa di San Martino overseeing the city centre from the Vomero hill (fig. 2). Naples was the second-largest city of Europe, with over a quarter-million inhabitants recorded during the last quarter of the sixteenth century and nearly half-million before the plague struck in 1656. The narrow streets of its old city centre teemed with people from all over the world. This bustling metropolis enchanted visitors with the beauty of its natural and cultural marvels, while at the same time overwhelmed them with its sheer size. Due to its complex social fabric – clashes between the government of the Spanish viceroys, the Neapolitan elite, Church officials and the population were frequent – Naples was characterized as ‘a paradise inhabited by devils’.3 Aert Mytens, Abraham Vinck, Louis Finson, Hendrick De Somer and Matthias Stom (the five painters who are at the heart of this book) were amongst those infernal inhabitants. These artists made Naples their home, temporarily or for the rest of their lives, instead of just visiting the city, like Goltzius and Ter Borch and many others had done.



[image: Drawing in brown ink on paper depicting a volcanic landscape with large clouds of smoke and steam rising from the ground. Several people are observing the scene from a distance, with some standing on the shore and one person in a small boat on the water. The drawing is labeled with the number 580 in the upper right corner.]

Fig. 1: Gerard Ter Borch I, View of Solfatara near Pozzuoli, c. 1610, drawing in brown ink on paper (15.7 × 19.8 cm), Amsterdam, Rijksmuseum.





[image: Drawing in brown ink on paper depicting a cityscape of Naples. The scene includes the cupolas of numerous churches, various towers, and the prominent Castel Sant’Elmo and Certosa di San Martino overlooking the city center from the Vomero hill. The drawing is signed and dated G.T.B. fecit tot Napeles Anno 1610.]

Fig. 2: Gerard Ter Borch I, View of Naples, 1610, signed and dated ‘G.T.B. fecit tot Napeles Anno 1610’, drawing in brown ink on paper (13.7 × 20.2 cm), Amsterdam, Rijksmuseum.



Early modern artists were remarkably mobile. Travel was an important element in the lives and artistic development of many early modern artists. Apart from travelling within their region of origin, many left their home country for months or years on end to visit faraway places. Italy was by far the most popular destination for artists from the Netherlands, although they also travelled to England, France, Spain, Scandinavia, Central and Eastern Europe and distant lands such as India.4 The objective of the Italian journey was to study antique sculpture and architecture, the works of the great Italian masters of the past and present and for some, the unfamiliar landscape on the way. Such treasures were not available in the North and studying them was considered an important – even necessary – enrichment of the painter’s visual repertoire. In the Grondt der Edel-vry Schilderconst, the artist and biographer Carel van Mander urged young artists to undertake this journey, while warning them of the many perils they would encounter on the road.5 In the biographies of Netherlandish artists throughout the Schilder-boeck, Van Mander refers to the travel experiences of various artists. He mentions the people they met along the way, the artworks they studied and sometimes tells entertaining anecdotes to give the reader a taste of the life of the travelling artist. Over the course of the sixteenth and seventeenth centuries, more than 600 Netherlandish artists are known to have undertaken the journey to Italy, and their experiences played an important role in the development of painting in the Northern Netherlands.6

Most journeys to Italy consisted of a round trip: after a certain period of time the artists returned to their home country. Only a few of them stayed to settle in a new city; these are the artists to which this study is dedicated. The difference between an itinerant and immigrant artist is in part related to the duration of the artist’s stay. The five artists whose Neapolitan stay constitutes the case studies in this book lived in Naples for seven years or longer. Their social, professional and artistic perspectives changed once they decided to settle, although their initial encounter with Italy was likely quite similar to that of their colleagues who returned home. In fact, it is often impossible to determine whether they went to Italy with the intention to settle or if they made the decision later on. The choice to quit travelling and settle down is often a temporary decision. An immigrant would have to more mindfully negotiate between his native background and the culture and conditions of the new environment, whereas itinerant artists are moving on without truly considering the local circumstances. An adjustment in behaviour is implied, even though some artists lingered in their itinerant status without ever fully turning into an immigrant. In the essay ‘Exkurs über den Fremden’ (1908), the Jewish-Austrian sociologist Georg Simmel pointedly described the ambiguous condition of the immigrant and the status of the stranger in society. He defined the stranger, in this case in the guise of a travelling merchant, as someone ‘who comes today and stays tomorrow – so to speak the potential wanderer, who, although he did not move on, did not quite outgrow the freedom of coming and going’.7 As such, he makes an important point about the inherent flexibility and freedom of strangers. Yet, despite this continual state of movement, immigrant artists had to position themselves as inhabitants and artists within their new environment. In fact, a complex process of integration – or inclusion, when viewed from the perspective of the host society – began the moment painters instigated the transition from itinerant to immigrant artists.8 This process will form the focal point of this book.

Through an analysis of the Neapolitan lives and careers of five pittori fiamminghi, in this book I will investigate how such individuals integrated artistically as well socially in Naples. I will do so by examining their artistic production and the way in which they positioned themselves in the Neapolitan art scene, as well as by defining their social and professional interaction with both compatriots and Neapolitans, whilst taking the role of local institutions in their integration into account. As we will see, the process of integration includes explicit decisions made by the artists, for example, to seek contact with certain people or to work in a specific manner. I am, however, reluctant to use the term ‘strategy’ as it implies rigorous planning and the subsequent execution of these plans. Although we should not completely dismiss the possibility that the five artists designed and implemented strategies to speed their integration, such assumptions cannot be proven on the basis of the available sources.9

The selection of Aert Mytens, Abraham Vinck, Louis Finson, Hendrick De Somer and Matthias Stom was based on two criteria. First, a certain amount of visual and documentary source material was available with which to answer the questions that are central to this research. For a thorough analysis, sporadic occurrences in archival sources do not suffice – and, indeed, this is all that is available for most Fiamminghi in Naples. Second, these five painters represent a variety of immigrant artist typologies, ranging from young first-generation immigrants (Mytens) to highly skilled cosmopolitans (Finson and Stom).10 The period that will be explored extends from around 1574, when Aert Mytens settled in Naples, until the last documented presence of Hendrick De Somer in 1655. In other words, it begins with the first generation of Netherlandish painters in Naples and ends at right around the time when fewer Fiamminghi settled and the Neapolitan school of painting reached its greatest height. The temporal framework is important, because it was during this period that the position of foreign artists in Naples underwent a dramatic change.


Naples and Napoletanità

The geographical focus of this study is on the capital of the viceroyalty of the Spanish Habsburg, a reign which comprised all of Southern Italy. Early modern Neapolitan culture and society were exceptionally protean, constantly adapting to the presence of foreigners. Naples was ruled by many foreign sovereigns: the French Anjou (1266-1442), the Spanish Aragon (1442-1501) and the Spanish Habsburg (1504-1713) – and before that, Greeks, Romans, Normans and Hohenstaufen. All these different rulers and the influx of people from those regions left their mark on the city’s culture and appearance. Moreover, Naples was an important hub for merchants from across the Mediterranean due its busy harbour; many of these resided in the city’s national communities (nazioni).11 This foreign presence not only affected the economic, political and social sphere: it deeply and constantly transformed the cultural fabric of the city. The history of early modern Naples is marked by a constant search for balance between the political, religious, economic and social elements both within and outside the city and the viceroyalty, leading to a multifaceted identity, or ‘Napoletanità’.12 Because of its dynamic history, Neapolitan society provides a particularly fruitful context for an in-depth analysis of the integration process of foreign artists and in turn contributes to our understanding of early modern Neapolitan art, culture, and society.



Painting in Naples

The presence of foreigners greatly impacted art in Naples.13 In terms of painting, many artists from other regions of Italy and, indeed, from all of Europe came to work in Naples through the centuries, including Giotto, Polidoro da Caravaggio, Giorgio Vasari and Cavaliere d’Arpino, followed by Caravaggio, Domenichino, Ribera, Artemisia Gentileschi and Lanfranco in the seventeenth century. Brief Neapolitan sojourns by Michelangelo Merisi da Caravaggio (1571-1610) in 1606-1607 and 1609-1610 had an enormous artistic impact (fig. 3). It is telling that the arrival of the Lombard painter in 1606 is the end or starting point for many art historical surveys.14 The narrative that Caravaggio took Naples by surprise and profoundly and irreversibly changed it, can be found throughout the historiography. In a way, the Spaniard Jusepe de Ribera (1591-1652), who settled in Naples in 1616, continued along the lines of Caravaggio. He arrived from Rome, where he had closely observed Caravaggesque and naturalist developments. Whereas the actual presence of Caravaggio and his works in Naples was quite limited, Ribera enjoyed a very successful career in the city for more than 30 years. The difference between the two masters is significant: Caravaggio instantly ignited a revolution, whereas Ribera immersed himself in the city and its art and changed the tissue of Neapolitan painting ‘from the inside’. This shift in the character of the foreign presence in Neapolitan painting is connected to the steady development of a strong local interest in painting. A larger number of local men became painters and in turn this led to a more competitive and vital art scene.15 The increased incentive to become a painter was related to a growing demand for painting from the 1570s onward.16 Until the middle of the sixteenth century, there were few opportunities for painters in Naples.



[image: A black and white painting features a crowd of figures, both human and celestial. The top of the painting shows wings flying down from the darkness. Below, a group of people is huddled together. One figure in the foreground, seen from the back, is partially nude. On the right, a woman in a classical gown stands with her arms crossed over her chest.]

Fig. 3: Michelangelo Merisi da Caravaggio, Seven Acts of Mercy, 1606-1607, oil on canvas (387 × 256 cm), Naples, Chapel of the Pio Monte della Misericordia.



In 1568, Vasari complained that the city lacked sophisticated patrons who appreciated good art. Vasari, who had worked in Naples in 1544, mockingly stated that the Neapolitan elite were more interested in the dressage of horses than in the high art of painting.17 However, the Neapolitan art market evolved rapidly in the years that followed. At first, it suffered from a lack of local painters. Moreover, generations of Neapolitan patrons focused on non-Neapolitan art, dismissing local production. The most striking examples of this ‘artistic xenophilia’ are the two most important commissions in the early seventeenth century: the decoration of the Cappella del Tesoro in the Cathedral of Naples and the project of the Certosa di San Martino.18 In both cases, the patrons explicitly sought out foreign artists, especially from Bologna and Rome, causing intense anger and jealousy amongst local painters.19 Neapolitan artists even went so far as threatening the Bolognese painters Guido Reni and Domenichino when they began work on the frescoes of the Cappella del Tesoro.20 By the 1630s, Neapolitan painters had caught up with their foreign colleagues in terms of the quality of their output and their work was finally in high demand with patrons and collectors in Naples as well as abroad.21

Art historians have finally begun to give Neapolitan painting the attention it deserves, exploring it from new and compelling angles.22 Groundwork in the form of solid surveys, monographs and comprehensive archival research has been carried out.23 As of 45 years ago, the only comprehensive study on Neapolitan painting remained Wilhelm Rolf’s Geschichte der Malerei Neapels of 1910.24 Two important exhibitions in 1982 and 1984 again addressed the subject and paved the way for new research.25 Although large gaps in our knowledge of Naples and Neapolitan painting still exist, this and other similar studies, which unavoidably has to build on the work of others, would not have been possible a decade ago.



Netherlandish Painters in Naples

From the 1570s onwards, Netherlandish art had a strong presence in the Neapolitan scene, with roughly 40 Netherlandish painters active for at least a year in the period of 1570 to 1656.26 As will be discussed in the first two chapters, the number of Netherlandish painters in Naples reached its peak between 1570 and 1610. A community or ‘colony’ of Netherlandish artisans existed in that first period, but seems to have dissolved in the 1610s, by which point many artists had died or left the city.27 Netherlandish painters were a conspicuous presence in the city and consequently almost every handbook on Neapolitan painting devotes at least a large paragraph and in most cases an entire chapter to the subject.28 When the handbooks reach the 1620s, the Fiamminghi generally begin to play a less significant role in the narrative. This is partially due to the decreased number of artists from the North, but also to the aforementioned increased importance of local and Roman-Bolognese art.

We have very little knowledge about most of these Netherlandish painters, since their presence is often only testified by a sporadic mentioning of their name – or an Italian interpretation of their name – in documents. In most cases, few or no artworks survive, which makes it hard to reach solid conclusions about their artistic integration. Whereas the scarce information about those unidentified painters provides an indication of the popularity of Naples as an artistic centre, it does not offer much details concerning the circumstances under which they settled or their ties to the local community. Therefore, these artists will only be mentioned here in passing. In the case of the five selected artists, sufficient written source material is available to characterize their integration process, although the type of material varies from case to case. Such diversity of visual and written source material offers the opportunity to explore how we can reconstruct the life and career of an artist via different routes. Depending on the source material available, the focus of each chapter will shift to different aspects of the process of integration. The widest selection of extant source material was available for the first chapter, which focuses on the Neapolitan career of Aert Mytens. These include a biography written by Carel van Mander only three years after Mytens’ death, as well as ample archival material and a small (but securely identified) oeuvre of extant works. By contrast, no paintings by Abraham Vinck survive, but we do have a long list of bank payments, his processetto prematrimoniale and other documents concerning his social life. Louis Finson signed and dated a small number of paintings, which can be juxtaposed with bank payments and correspondence about him by Nicolas Fabri de Peiresc, as well as other written sources. For a long time, no archival sources were available regarding the Neapolitan careers of Matthias Stom and Hendrick De Somer, but recent discoveries of archival documents by myself and others now offer the possibility of reconstructing their social integration in the city. The two artists are exceptional in that they are mentioned in early modern Neapolitan publications such as De Dominici’s artist biographies and various city guides. With regard to the artistic production of these two artists, we have comparatively comprehensive oeuvres at our disposal as well as information in published inventories of Neapolitan collections.29



Mobility of Artists

Confrontation between different cultures – and the subsequent interaction between cultures – is a central concept in the research tradition of cultural exchange, which pervades many disciplines of the humanities.30 The exchange of culture takes place in the form of the exchange of objects, ideas and practices. In the past, the active role of artists in the process that is implied by the term ‘artistic exchange’ was often ignored by art historians. They spoke of seemingly untethered ‘influence’ to convey the way in which one artwork shaped another in terms of specific motifs, style or technique. Although Michael Baxandall firmly dismissed the concept of ‘influence’ as early as 1985, emphasizing that similarities between artworks always indicate intention and an active choice by the artist, this terminology is still pervasive in much of the research on artistic exchange (and in art historical research in general).31 Scholars often recount how an (itinerant) artist encountered an artwork and was subsequently ‘influenced’ by it, without acknowledging the process by which an artist actively chose to use certain elements of the artwork while disregarding others.

As a concept, influence is closely related to the concept of transfer. The distinction between two central concepts, cultural transfer and cultural exchange, is of notable importance in the context of this study.32 Transfer suggests that an idea or a thing is moved and placed into an alien environment without further consequences. In other words, ‘transfer’ does not concern an active process, with choices by individuals and specific circumstances, but the objective movement of objects (of culture) and ideas. As such, transfer is a problematic concept, since a person – the newcomer as well as the host – is always actively dealing with the unknown object or idea and interpreting it from his or her own perspective. The concept of exchange, which implies a certain dynamic between different sides or an active negotiation or translation, is more viable.33 The current study works from the assertion that the ways these Netherlandish painters reacted to the society and art of Naples was based on specific and individual choices or opportunities.

For the early modern period, art historians have examined artistic exchange between many regions and cities within Europe and with faraway regions in South America and the East.34 The study of the exchange between the Netherlands and Italy is especially accentuated in the historiography due to the fact that Italian and Netherlandish regions and cities were exceptionally vital centres for the economy as well as the arts.35 In the early twentieth century, G.J. Hoogewerff published several seminal studies on early modern Netherlandish painters in Rome.36 Other important contributions have been made by Bert Meijer, Nicole Dacos and Bernard Aikema on Rome, Florence and Venice.37 These and other studies illustrate the myriad ways in which Netherlandish and Italian art interacted, for example, through prints, collecting and through artists themselves. This book constitutes the first extensive study on Netherlandish painters in Naples, one of the most important yet understudied centres of migration, and as such broadens our understanding of Netherlandish painters in Italy.

Historians and art historians have only recently started to distinguish explicitly between different vehicles of exchange for artistic ideas and practices (i.e. written texts, objects and people), thereby underlining the significance of each of them within the broader processes of artistic exchange.38 A new avenue of inquiry concerning artistic exchange has emerged (albeit gradually), in the field of art history, namely the mobility of artists. Some of this scholarship has taken the form of quantitative research.39 This can lead to interesting insights, such as the push-and-pull factors of certain regions over time and notions about the development of style, regional identity and artistic practice through artistic exchange. However, quantitative studies do not generally account for the importance of mobility on the careers and production of individual artists, something that until very recently received little attention.40 In considering artist mobility, questions about the nature and purpose of their travels and, in the case of immigrant artists, the integration process, are foregrounded.41 This study contributes to this relatively new approach by concentrating on the process of integration of five immigrant artists at different moments in time. The issue of artistic innovation will be given special attention, as it was of importance for the artistic integration of some of the artists discussed here. It has recently been argued that in the period around 1600 ‘innovation’ became a recognized criterion for evaluating artworks.42 Artists, including some of the painters discussed here, started actively pursuing and marketing their innovations. For this reason, it is necessary to assess to what degree they adhered to established artistic traditions and new developments in Naples.

Closely connected to cultural exchange is the notion of the (cultural or artistic) ‘identity’, the idea of belonging to a certain group, of the parties involved in the exchange, since the presence of the other necessarily stimulates the defining of the self. As mentioned above, society and culture in Naples were protean and complex. Consequently, one must keep its dynamic and heterogeneous character in mind when considering the interaction of Netherlandish painters with the city and its inhabitants. The recognition of Netherlandish painters as different, and more specifically as Netherlandish, is relevant here.43 In the last chapter, we will return to the question whether Neapolitans attributed a specific artistic identity to Netherlandish artists and, furthermore, whether the Fiamminghi constructed one for themselves in order to position themselves as artists.



Outline of the Book

In each chapter, the life and career of a different pittore fiammingo in Naples will be considered, with the exception of Chapter 2, which examines the careers of two artists whose lives were intricately connected. Case studies are placed in chronological order. Chapter 1 focuses on Aert Mytens, an artist from Brussels who lived in Naples between circa 1575 and 1598. Many ideas that will re-appear in the other chapters are introduced here for the first time. As such, this chapter also serves as an extension of the introduction. In Chapter 2, I discuss the Neapolitan careers of Abraham Vinck and Louis Finson, who are documented in Naples between 1598 and 1609 and between 1604 and 1612, respectively. Hendrick De Somer, who arrived in Naples in 1622 and remained until at least 1655, is the subject of Chapter 3. The relatively short Neapolitan sojourn of Matthias Stom, who was in Naples during the 1630s (c. 1632-c. 1639), is the focus of the fourth chapter. Although the chronological order and the time span of 80 years (1575-1655) covered by this book suggest a complete and continuous narrative about the Netherlandish painters in Naples, this is not my aim. Rather, I seek to better understand the individual choices of these five artists. By studying their specific responses to the distinctive cultural environment of Naples, which was undergoing rapid social and artistic changes during this period, we can obtain a deeper insight into the possibilities and subsequent choices available to these artists, and thereby into the process of artistic and social integration. In the last chapter, all five narratives come together to address a number of issues that were relevant to all five artists – and to migrant artists in general.



1 From a quick survey, it is clear that several Northern artists made a stopover in Naples during the period covered in this book. Three seventeenth- and eighteenth-century biographers (Van Mander 1604, Sandrart 1675 and Houbraken 1718-1721) mention a visit to Naples of the following Northern artists: Jan Stephan van Calcar (Van Mander, Sandrart), Pieter Vlerick (Van Mander), Gilles Coignet (Van Mander), Hendrick Goltzius (Van Mander, Sandrart), Ter Brugghen (Houbraken), Otto Marseus van Schrieck (Houbraken), Leonart Bramer (Houbraken), Joachim von Sandrart (Sandrart, Houbraken), Johann Wilhelm Baur (Sandrart, Houbraken), Govert van der Leeuw (Houbraken), Willem van Ingen (Houbraken), Jan van Bunnik (Houbraken). For the brief sojourn of Jan van der Straet (Giovanni Stradano) in Naples, see: Goldenberg Stoppato 2005. In addition, the fact that an artist drew Naples or surrounding sights is a strong indication that he visited the city. We can think of artists like Joris Hoefnagel, Guilliam van Nieulandt, Hendrick van Cleve, Jan van Stinemolen and Claude Lorrain. ⏎

2 Van Mander 1604, fol. 283v (Life of Hendrick Goltzius): ‘Sy hebben voort hun reys tot Napels voleynt, de const aldaer ghesien, als oock te Puzziola de vremdicheden in der Natuere. Te Napels heeft Goltzius, ick meen in ‘t Paleys van den onder Coningh, gheconterfeyt een uytnemende Antijck, eenen sittenden en jeughdighen Hercules, en is met zijn gheselschap weder gekeert nae Room’ (translation Hessel Miedema, in Van Mander 1994-1999: ‘After that, they completed their journey to Naples and saw the works of art there, and also the interesting phenomena at Pozzuoli. In Naples, I believe in the palace of the viceroy, Goltzius drew an excellent antique statue, a seated young Hercules; and he and his companions returned to Rome’). ⏎

3 Benedetto Croce traced the origin of this characterization back to the early sixteenth and possibly fourteenth century (Croce 1927). ⏎

4 Cfr. notes 34, 38, 41. ⏎

5 ‘Den Grondt der Edel vry Schilder-const: Waer in haer ghestalt, aerdt ende wesen, de leerlustighe Jeught in verscheyden Deelen in Rijm-dicht wort voor ghedraghen’ forms the introduction to the Schilder-boeck (Van Mander 1604, fol. 1r-57v). ⏎

6 This number is based on the ECARTICO database (http://www.vondel.humanities.uva.nl/ecartico/, date accessed: 6 January 2012). The number was probably much higher, as the emphasis of the database is on the seventeenth century and on artists from the Northern Netherlands. ⏎

7 Simmel 1908: ‘der heute kommt und morgen bleibt – sozusagen der potentiell Wandernde, der, obgleich er nicht weitergezogen ist, die Gelöstheit des Kommens und Gehens nicht ganz überwunden hat’. ⏎

8 Sociologists prefer the term inclusion, because ‘integration’ has a negative political connotation today, since it places the responsibility solely on the immigrants, rather than on the host society. Since we are dealing with the early modern era and I am expressly examining the side of the immigrant painters, I believe the use of the term ‘integration’ does not have this problematic connotation. ⏎

9 In her dissertation ‘Culturele ondernemers in de Gouden Eeuw: De artistieke en sociaaleconomische strategieën van Jacob Backer, Govert Flinck, Ferdinand Bol en Joachim von Sandrart’, Erna Kok explicitly uses the term ‘strategy’ to analyse the careers of four painters in Amsterdam. Although she admits that we can usually only recognize a strategy, in the sense of a coherent pattern of behaviour, in retrospect, the concept takes in a central role in her research (Kok 2013, esp. 16). ⏎

10 See the discussion of the typologies of immigrants in the last chapter. ⏎

11 For an analysis of Naples as a port city, see Colletta 2006. ⏎

12 The first comprehensive critical overview in English of different aspects of early modern Neapolitan history was published in 2013: Astarita 2013. Neapolitan identity, especially in relation to the court of the Spanish viceroys, have been addressed with some frequency by scholars in recent years, see: Pisani & Siebenmorgen 2009, Marino 2010, and Guarino 2011. ⏎

13 See, for example: Waterhouse 1982; Leone de Castris 1991; Zezza 2010B; Conte 2012. ⏎

14 Martineau & Whitfield 1982; Leone de Castris 1991; Spinosa 2009; Spinosa 2010. ⏎

15 With the exceptions of Battistello Caracciolo (Bologna 1991, Causa 2000), Massimo Stanzione (Schütze & Willette 1992) and Domenico Gargiulo (Daprà & Sestieri 1994), comprehensive monographs on some of the most important Neapolitan painters have only been published during the last decade or so. On Pacecco de Rosa: Pacelli 2008; Girolamo Imparato: De Mieri 2009; Andrea Vaccaro: Tuck-Scala 2012; Bernardo Cavallino: Spinosa 2013. ⏎

16 Francis Haskell was the first to describe the Neapolitan art market, although his study was very preliminary (Haskell 1982). The historian Gérard Labrot has contributed the most to our understanding of the art market in Naples due to his incredible knowledge of the Neapolitan archives (see in particular: Labrot 1992; Labrot 2010). Whereas Labrot focused on the general movements, Christopher Marshall examined the position and behaviour of some individual artists within the Neapolitan art market: Marshall 2000, Marshall 2003, Marshall 2004, Marshall 2005, Marshall 2006, Marshall 2010, and Marshall 2016. ⏎

17 Vasari describes the hardship experienced by Marco Pino da Siena: ‘Avvenne che stando egli in Napoli, e veggendo poco stimata la sua virtù, deliberò partire da coloro che più conto tenevano d’un cavallo che saltasse che di chi facesse con le mani le figure dipinte parer vive.’ Vasari 1568, vol. 2, 202 (Life of Polidoro da Caravaggio. For an analysis of Vasari’s stay in Naples, see: Loconte 2008 and Willette 2017. ⏎

18 Schütze & Willette 1992, 109; Marshall 2016, 36. ⏎

19 Cavaliere d’Arpino, Guido Reni and Domenichino were approached by the masters of the Chapel to paint the frescoes. For the documents on the commission of the Cappella del Tesoro, see: Strazzullo 1978 and Strazzullo 1994. Although many Neapolitan artists worked in the Certosa from the 1630s onwards, initial fresco commissions went to Cavaliere d’Arpino. The architect and sculptor Cosimo Fanzago from Lombardy oversaw the whole construction and decoration of the Certosa. In his analysis of this large project, John Nicholas Napoli also mentions the rivalry between the foreign and local artists, see: Napoli 2003, esp. 102-103 and Napoli 2015. ⏎

20 For an account of this famous story, narrated by De Dominici, see: Wittkower & Wittkower 2007, 251-252. ⏎

21 We could think of Andrea del Rosso in Florence (Longhi 1956) and Lucas van Uffel and Andrea Lumaga in Venice (see Chapters 3 and 4). ⏎

22 Calaresu & Hills 2013, in addition to the other studies that are mentioned here. ⏎

23 Overviews: Martineau & Whitfield 1982; Bellucci 1984; Leone de Castris 1991; Abbate 2001; Abbate 2002; Spinosa 2010; Marshall 2016. The website of Fondazione Memofonte has digitalized several early modern city guides of Naples: http://www.memofonte.it/. Fiorella Sricchia Santoro and Andrea Zezza (eds.) published a new edition of the Vite de’pittori, scultori ed architetti napoletani by Bernardo De Dominici (De Dominici 2003-2014). Many archival resources will be cited throughout this book. ⏎

24 Rolfs 1910. ⏎

25 Martineau & Whitfield 1982; Bellucci 1984. ⏎

26 Appendix 164. ⏎

27 Previtali 1975; Previtali 1980; Vargas 1991; Leone de Castris 1999; Leone de Castris 2007; Leone de Castris 2010. ⏎

28 One of the first studies on Neapolitan painting of the early modern era, a long article by the renowned scholar Giovanni Previtali (Previtali 1975), pays a lot of attention to the presence on Netherlandish painters in Naples at the end of the sixteenth century. Leone de Castris gives the Fiamminghi a prominent place in his overview of Neapolitan painting during the last quarter of the sixteenth century as well (Leone de Castris 1991). Also see: Leone de Castris 1999, Causa 1999. ⏎

29 The careers of Dirck Hendricksz Centen, François de Nommé, Didier Barra and Loise Croys, other members of the Northern painters in Naples, are well documented and have been studied (Vargas 1988; Nappi (M.R.) 1991). ⏎

30 The series Cultural Exchange in Early Modern Europe 1400-1700, with the four volumes: I: Religion and Cultural Exchange in Europe, II: Cities and Cultural Exchange in Europe, III: Correspondence and Cultural Exchange in Europe, IV: Forging European Identities, is a great overview of how the different disciplines in the humanities are working on cultural exchange at the moment. The series is a result of a large ERC project (Muchembled 2007). ⏎

31 Baxandall 1985, esp. 58-62. The discussion about ‘influence’ is still ongoing today: Stephen Campbell felt it was still necessary in 2004, 20 years after Baxandall dismissed ‘influence’, to state: ‘In place of a notion of influence based on passive absorption of an exemplary model, I propose a model of selective and deliberate cultural appropriation for which the term “translation” seems most suitable.’ (Campbell 2004, 147). Also see: Sluijter 2006, 18-19 and Kim 2014, 11-37 (Chapter 1: Mobility and the Problem of ‘Influence’). ⏎

32 Roeck 2007, 3-4: ‘The former [transfer] simply means that something has been “transferred” from one culture to another – a process with an active giver and a completely passive receiver, something which almost never occurred in historical reality. Cultural exchange, by contrast, describes a much more dynamic process involving an interaction between “giver” and “receiver”.’ ⏎

33 See Peter Burke’s essay on cultural hybridity for a discussion of the terminology for and ways of conceptualizing the interaction between different cultures: Burke 2009. In their assessment of the field of artistic exchange, Stephen Campbell and Stephen Milner propagate the concept of translation, involving active choice, as a way to describe the interaction between cultures (Campbell & Milner 2004B, esp. 5-9). ⏎

34 To give just three examples: Campbell & Milner 2004A (artistic exchange within Italy), Vandenbroeck 1991 (artistic exchange between Europe and Latin America), DaCosta Kaufmann & North 2014 (artistic exchange with Asia). The ‘Gerson Digital’ project of the Rijksdienst voor Kunsthistorische Documentatie/Netherlands Institute for Art History (RKD) in The Hague maps the activity of early modern Dutch and Flemish artists abroad. This project is based on and named after the influential publication by Horst Gerson of 1942 (Gerson 1942 and Gerson 1983). ⏎

35 Scholten and Woodall 2014, 9-10. ⏎

36 Hoogewerff 1912; Hoogewerff 1942; Hoogewerff 1952. ⏎

37 Aikema & Brown 1999; Dacos & Meijer 1995; Meijer 2008. ⏎

38 For example, the project ‘Cultural Transmission and Artistic Exchanges in the Low Countries, 1572-1672: Mobility of Artists, Works of Art and Artistic Knowledge’ (NWO, 2009-2013), conducted by Filip Vermeylen of the Erasmus University Rotterdam and Karolien de Clippel of Utrecht University. The proceedings of the conference ‘Art on the Move: Artistic Exchange and Innovation in the Low Countries, 1572-1700’ that took place on 10-11 April 2014, were published in De Zeventiende Eeuw 31.1 (2015). ⏎

39 For example: De Koomen 2014 and the ECARTICO database (http://www.vondel.humanities.uva.nl/ecartico/). ⏎

40 David Young Kim re-evaluated the significance of the biography for our understanding of the mobility of Italian artists by investigating how Giorgio Vasari, Lodovico Dolce, Armenini and Federico Zuccaro address movement in their writings (Kim 2014). ⏎

41 The Nederlands Kunsthistorisch Jaarboek 63: Art and Migration (2014) focuses on the mobility of artists, including several case studies as well as articles with more general approaches, e.g.: Newman 2014, Noorman 2014. Several young scholars have recently finished dissertations on Netherlandish migrant artists: Erin Downey on a number of Dutch artists in late-seventeenth-century Rome (Temple University, 2016), Sander Karst on Dutch painters in late-seventeenth-century London (Utrecht University, 2018), Stephanie Levert on Dutch artists in seventeenth-century Paris (Utrecht University, 2017), Abigail Newman on Flemish painters in seventeenth-century Madrid (Princeton University, 2016) and Frederica Van Dam (Ghent University) on Netherlandish painters in England (1560-1620). Also see: Curd 2010. ⏎

42 Pfisterer & Wimböck 2010; Corsato & Aikema 2013. ⏎

43 For a discussion of the issue of the identity of Netherlandish art, see: Scholten & Woodall 2014, 25-26. ⏎






1. From Itinerant to Immigrant Artist Aert Mytens in Naples (c. 1575-1598)
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A considerable number of painters, draughtsmen, engravers and sculptors undertook a journey southwards in the early seventeenth century, perhaps by Carel van Mander’s well-known instruction to young painters to travel to Italy.1 Though Van Mander warned them against the perils that they would encounter during their trip, he failed to mention that only a handful of artists managed to earn a reasonable income and gain respectable status once they arrived at their destination. The instructions he included in ‘Den Grondt der Edel-vry Schilderconst’, the first section of the Schilder-boeck (1604), in no way prepared them to tackle the multitude of problems that would emerge once they attempted to settle on Italian soil. For those artists who arrived at the point of changing their status from itinerant to immigrant, it proved no easy task to carve out a share in the competitive art markets that were long established in Italian cities. The only advice Van Mander gave such artists was that in Italy one could find employment by painting landscapes to accompany grotesque fresco paintings.2 Landscape painting was a genre closely associated with Northern art. However, this suggestion was hardly useful to those wanting to establish themselves in Italy, since Netherlandish artists generally were not trained in fresco techniques.3 Van Mander’s negligence to offer any other advice – implicit or explicit – to Netherlandish artists who considered settling in Italy, suggests that he did not perceive Italy as a place where Netherlandish artists could succeed in having a sustained career. It might not have occurred to him to be a viable option. From his vantage point, Italy may have been primarily a place to study. He suggests that young artists stop over in Germany on their return voyage to earn some money, since (at the courts) in these lands ‘there was more money than art’.4

With their finances running low and enthusiasm waning, the majority of Netherlandish artists stayed in Italy to study for an average of three years before returning home. However, not all artists left disillusioned. The career of Aert Mytens (Brussels, 1556-Rome, 1601) in Naples during the last quarter of the sixteenth century is a case in point.5 Mytens settled in Italy and was successful for almost a quarter of a century. His career is exceptionally instructive for our analysis of the integration process of artists abroad, in part because Van Mander’s biography in the Schilder-boeck, published only three years after the artist’s death, gives an assessment of this painter’s success as an immigrant-artist. The biography is complemented by copious archival evidence on Mytens’ stay in Italy and a small number of surviving paintings. Van Mander singles Mytens out as an artist who managed to work on an equal footing with Italian painters, contradicting the prejudice held by the Italians that Northern artists were not able to paint human figures.6 He emphasizes that Mytens


was therefore an outstanding master who made the Italians say less often that Netherlanders have no proper approach to the painting of figures, or at least gave them enough reason and occasion to remain silent upon that matter, or to speak of us more moderately.7





[image: A black and white engraving depicts Arnoldus Mytenus, a historical figure, holding a palette and brush. He is dressed in elaborate, period-appropriate clothing with a ruffled collar. The background is textured and dark, drawing focus to his face and upper body. Below the portrait, there is Latin text providing context about his contributions to art and his connection to Italy and Belgium.]

Fig. 4: Hendrick Hondius, Aert Mytens, 1610, engraving (20.1 × 11.8 cm), in ‘Pictorum aliquot celebrium, præcipué Germaniæ Inferioris, effiges’, Amsterdam, Rijksmuseum.



To further prove his point, he recounts how Mytens received a commission to paint an altarpiece for the new St Peter’s cathedral in the Vatican, but died before he was able to complete it.8 Van Mander’s account of Mytens’ life suggests that his formula for success lay in his ability to paint figures well and as such assimilate with the Italians. We will see that in his assessment of Mytens’ career, Van Mander mainly focuses on the artist’s final years. The fact that Mytens spent 24 years in Naples rather than Rome and that the major part of his oeuvre can hardly be called innovative (by our standards) were not taken into account by the biographer.

This chapter will set the stage for the following three case studies. It focuses on Aert Mytens’ Neapolitan period in order to establish which active and implicit choices he made during his career as a foreign artist in Naples, and which possibilities were offered to him by the art market in post-Tridentine Naples. It will demonstrate that the basis of his success lay in different factors than the ones praised by Carel van Mander in his biography of the painter.


Mytens in Rome: Copying Icons to Make Money and Gain Experience

Aert Mytens left the Netherlands around 1572, perhaps just after an (undocumented) apprenticeship. Van Mander provides little information about Mytens’ youth, besides mentioning that he had a talent for drawing, painting and casting. He includes an anecdote about Mytens’ eagerness to learn, which is demonstrated by his willingness to steal a corpse from the gallows. Mytens was barely sixteen years old when he left his home town of Brussels, a particularly young age to undertake such a journey.9 Before settling in Naples around the beginning of 1575, he made a stopover in Rome for a year or two. Van Mander describes his trajectory in the eternal city, which was similar to that of many other Northern artists, both before and after him. Upon his arrival in Rome, he found a place to stay at the house of a compatriot, Anthonis Santvoort (Mechelen, c. 1552-Rome, 1600). Santvoort has only recently been fully credited for his central role within the Netherlandish community of artists in Rome.10 He offered shelter as well as a modest income to many Northern artists in the Eternal City. Hans Speckaert (c. 1540-1577), Carel van Mander (1548-1606), Cornelis Cort (1533-1573), Hans von Aachen (1552-1616), Gijsbert van Veen (c. 1562-1628), Joseph Heintz (1564-1609) and Jacob de Hase (1575-1634) were just a few of his houseguests during the last decades of the sixteenth century. Van Mander mentions explicitly that Mytens met the talented Hans Speckaert, also from Brussels, presumably in Santvoort’s house.11 Speckaert’s drawings are thought to have been a leading example for many of the Northerners who passed through Santvoort’s workshop and likely played a defining role in Mytens’ early development as an artist.12

During his stay in Rome, the young Aert must have eagerly absorbed the art and antiquities on offer. According to Van Mander, Mytens made a modest living in Rome by producing copies on copper of the ‘maria magior’,13 the Marian icon in Santa Maria Maggiore. Elsewhere in the Schilder-boeck, Van Mander describes the production of such copies of venerated depictions of the Virgin and other saints on copper and explicitly connects this practice to the Netherlandish painters in Rome.14 He writes that the copies were produced by the dozen by use of ‘ponskens’ (pounced cartoons).15 The most important quality of these copies was the exact reproduction of facial features and folds in the fabric. Van Mander shows little respect for this type of activity, comparing it to mindless weaving done on a loom.16 The location where Netherlandish artists produced these copies was in fact Santvoort’s house. From an inventory of 11 October 1600, we learn that there was a studio with eight easels on the top floor of the building.17 Presumably, Aert Mytens produced his copies under guidance of Anthonis Santvoort in this place or in an earlier, comparable studio. The copies were often used as diplomatic gifts and played a significant role in the Catholic missionary program; they also served as souvenirs for the many pilgrims that flocked to the papal city.18 The copies of icons, which were in high demand, required little time and rudimentary artistic skills to produce. The combination of these factors made this an ideal undertaking for journeymen without a proper network who were in need of fast money. Although the main goal of copying was undoubtedly to make profit, young and relatively inexperienced artists could improve their artistic skills in the process. Unfortunately, no copies after the icon by Mytens have been identified, nor have any other painted or drawn works from his first Roman sojourn.



Moving to Naples

Probably around the beginning of 1575, nineteen-year-old Mytens left Rome and moved to Naples. The exact reasons for his departure are unknown. A Neapolitan commission offered to him in Rome or good tidings from artists who preceded him are both possibilities. Van Mander and extant archival records document his move to what would turn out to become his home for 24 years.

Mytens’ decision to establish himself in Naples proved to be a determining factor for his career. During the period of his activity in Naples, at the time a city with more than twice the number of inhabitants than Rome,19 the Neapolitan art market grew exponentially. Two processes played a role in this development: first, the requirements for Catholic reform and regeneration that were laid out by the Council of Trent (1545-1563), and, second, the increased focus of provincial nobility on the capital of the viceroyalty.20 Stipulations of the Council of Trent required that many new religious institutions be built and that old buildings be redecorated. Noble residency was centralized by the Spanish viceroys in order to keep tight control of the baroni from the province. This gave an enormous boost to artistic patronage, since new palaces and family chapels in Naples needed to be decorated according to the latest fashion, which would demonstrate the status of the baroni and elevate the other groups in society that followed their example. Following the lead of the nobility, the emerging social class of local and foreign merchants, lawyers and bankers were similarly inspired to invest in art and to use it as a means to display their wealth and status. These processes started around the 1570s and continued well into the seventeenth century.

In Neapolitan artistic circles, foreign painters were able to obtain a status equal to local artists during the last quarter of the sixteenth century. Artworks were commissioned in such quantities that there was enough work for everyone. Further proof of this peaceful coexistence is the fact that Mytens was elected a board member of the Neapolitan painters’ guild twice (in 1592 and 1593).21 The second time, he was even able to form a kind of Netherlandish ‘power block’ with Dirck Hendricksz Centen, who had just become his brother-in-law and was elected to the board as well. Mytens’ election indicates that he actively and successfully pursued the ambition to be part of the local painters’ professional circles.



Settling Down in Naples

The first practical issue for any foreigner arriving in a new town is finding accommodation. A logical solution is to turn to one’s compatriots, preferably those with the same profession. The colony of Northerners that congregated in Rome around the Via Margutta since the early sixteenth century is one well-known example of such an informal community. In Naples, a large percentage of the population were foreigners, having settled in the city either because of connections with foreign rulers (French Anjou, Spanish Aragon and Habsburg viceroys) or because of trade (mainly Greeks, Genovese, Florentines, Lombards and Sicilians). In certain areas of the city there were congregations of foreigners from a specific geographical background, often coinciding or overlapping with their profession. Many nations had their own church (e.g. San Giovanni dei Fiorentini, San Giacomo degli Spagnoli, San Giorgio dei Genovesi, Sant’Anna dei Lombardi, Santi Pietro e Paolo dei Greci), around which a larger percentage of people from that nationality settled.22 There is no evidence that the Fiamminghi in Naples had a national church prior to 1622, when they were allowed to join the brotherhood of Santa Maria dell’Anima in the homonymous church.23 The pittori fiamminghi purchased or rented houses in the newly built areas of the city, just outside the Porta Reale (currently called Montesanto), which were probably cheaper than those in the old centre.24 Moreover, new churches and monasteries were being built on these slopes, which provided work opportunities for painters and other craftsmen.

In the last quarter of the sixteenth century, about fifteen Netherlandish painters are documented to have been in Naples. Upon his arrival at the beginning of 1575, Mytens found only a handful of Fiamminghi who had settled there shortly before him. The two artists with the largest studios and highest number of commissions were Cornelis Smet (?-Naples, 1591) and Dirck Hendricksz Centen (a.k.a. Teodoro d’Errico) (Amsterdam, 1542/43-Amsterdam, 1618). Wenzel Cobergher (Antwerp, 1560-Brussels, 1634) and Aert Mytens entered this cohort towards the middle of the 1580s. In the 1590s they were joined by Pieter Mennens (Antwerp, 1559-after 1592), Loise Croys (Mechelen, ?-after 1616) and Hector Crucer (Antwerp 1559-after 1617).25 Van Mander recounts how, shortly after his arrival in Naples, Mytens was adopted by Cornelis Smet. He worked in Smet’s studio as an assistant or pupil and stayed at his house – Van Mander calls Smet ‘Cornelis Pyp’.26 Smet’s bottega functioned as a base for foreigners from the Low Countries arriving in Naples.27 In 1579 and 1580, respectively, Joannes Salamandrus – an alias of Jan Soens, according to Carmela Vargas – and Wenzel Cobergher signed a contract to work and live with Smet.28 Smet’s studio was apparently better equipped to employ more experienced assistants than Centen’s workshop, since none of the Netherlandish painters visiting Naples are known to have worked for the latter. During the Dutch Revolt, there may also have been geographical reasons for the preference for Smet: Mytens, Soens, Cobergher were all from the Southern Netherlands, like Smet, whereas Centen came from Amsterdam.

Professional relations between Smet and Mytens seemed to have remained stable until the death of the older master in October 1591. In the following months Mytens returned home to take care of Smet’s affairs in Brabant and Flanders, as both of Smet’s sons were minors.29 During this trip Mytens also took the opportunity to visit friends and relatives in Brussels and The Hague.30 Whether it was an act of devotion to his older colleague or for practical reasons such as the continuation of Smet’s studio, Mytens married Smet’s widow, Margherita de Medina, on 21 June 1592, just eight months after Smet’s death.31 This event would have solidified the bonds between Mytens and Centen, who was married to Margherita’s sister Maddalena. Centen acted as witness at Mytens’ wedding, along with the painter Pieter Mennens from Antwerp. Due to the lack of documentation or extant paintings by Smet, it is impossible to discern Mytens’ hand in the altarpieces produced during this collaboration in his early years in Naples between 1575 and 1580,32 when he was still a paid assistant. He probably left his master’s workshop around the time of his first marriage, in 1578.33 His first documented individual commission dates to March 1580, when he was 24 years old.34 In 1581, Mytens had apparently acquired enough money to buy a piece of land outside the Porta Reale near the church of Gesù e Maria and the following year he had a house built there.35

Netherlandish painters lived within a short distance of each other but did not form a distinctive, autonomous Netherlandish community. The network was built on social and personal connections rather than business ones. The relative proximity of their homes apparently did not foster any particular collaboration for joint commissions. Collaboration between workshops was occasional and not limited to these immigrants. For example, in 1579 and 1580, Cornelis Smet and Dirck Hendricksz Centen and possibly other Fiamminghi such as Jan Soens worked on the ceiling of the church of San Gregorio Armeno.36 In 1594, Wenzel Cobergher, Johannes Snyers (or Snyders?) and Aert Mytens joined forces on a large commission for the ceiling of the church of Santissima Annunziata, along with local artists such as Girolamo Imparato and Fabrizio Santafede.37 A year later, Mennens and Mytens painted the battle standards and flags for the galleons of the Dalmatian ship owner Petar Iveljin Ohmucevic-Grguric.38

Netherlandish artists seem to have been eager to cooperate with local artists, thus furthering their successful integration within Neapolitan artistic circles. As mentioned above, Mytens’ election as a board member for the Corporazione dei pittori in 1592 and 1593 is a clear sign of his successful integration. In 1592, the other board members were Michele Curia, Curzio de Giorgio, Sebastiano Sellitto, Francesco Spasiano, Girolamo Imparato and Matteo di Guido; in 1593, Mytens was accompanied by Giovan Bernardo Lama, Gian Marino Cacace, Fabrizio Santafede, Dirck Hendricksz Centen, Girolamo Imparato and Giacomo de Pereda.39 Mytens and Centen were the only foreigners in this group.

As Van Mander described and as is corroborated by archival documentation, Mytens had a thriving workshop. Between 1586 and 1588 at least four pupils were active there simultaneously.40 To be able to put all those students to work, Mytens must have had several commissions to complete simultaneously. His professional independence from his compatriots is apparent from the fact that he took on several apprentices between 1581 and 1591, none of which were of Netherlandish origin. Interestingly, all his apprentices came from outside the capital, one coming from as far away as Genova.

A clear sign of Mytens’ personal integration in Naples is his first marriage to the Neapolitan girl Giuditta de Negro, in 1578. She does not appear to have come from a family of painters, nor does she seem to have been particularly wealthy. This suggests that Mytens’ decision to marry Giuditta was not professionally strategic, but rather was a personal choice.



Patronage: Steadily Gaining Ground in the Capital

The second concern for a foreign artist in a new city was figuring out how to come into contact with potential patrons. The greater part of commissions in Naples and in the viceroyalty consisted of religious paintings for private persons and religious institutions. Obtaining such commissions required contact with the proper traits-d’union, which foreign painters were often lacking. With the current state of archival research, it is not yet possible to provide a detailed assessment of the network of patrons who sponsored Netherlandish artists. Extant evidence is erratic and fragmented.41 Yet, a broad map of the background of Mytens’ patrons can be traced.42 In the first decade of his independent activity, between 1580 and 1589, he seems to have worked primarily for patrons from the Spanish viceroyal provinces. Patrons travelled to the city of Naples in search of a suitable candidate to carry out projects, drawing up the contract with a Neapolitan notary once the right artist had been selected. Once the artwork was completed in the artist’s workshop in Naples, it was sent to the destination in the Neapolitan hinterland.43 In the case of Mytens, eleven documented commissions before 1589 originated from the province, while only four were from the capital itself. During the first three years of his known activity, Mytens had to attract patrons, both individuals and confraternities, from the farthest corners of the viceroyalty: three near Potenza in Basilicata and two near Cosenza in Calabria.44 During these years, more than half of his patrons came from peripheral places. After 1583, Mytens only worked for Neapolitan patrons and those from nearby locations, such as Benevento, Avellino, and towns on the Amalfi Coast. Six years later, his commissions came solely from residents of Naples. During his second decade of activity in Naples, from 1590 until 1598, he was commissioned at least thirteen works (seven separate documented commissions), all exclusively for patrons from Naples itself (with the exception of the undocumented works he painted for L’Aquila around 1594, figs. 5 and 6). It is evident that the origins of his patrons became gradually more centred on the capital over the course of his career.

Extant published Neapolitan contracts with Netherlandish painters during the last quarter of the sixteenth century suggest a number of explanations for this change of clientele. Before 1591, seven out of every ten works commissioned from Cornelis Smet and six out of ten commissioned from Centen were destined for venues outside of Naples, and about eight out of ten in the case of Mytens.45 Centen did, however, receive the very prestigious commission for the soffitto cassettonato of the Neapolitan church of San Gregorio Armeno, painted between 1580 and 1582. In the years that followed, these proportions changed drastically. Centen received extra moenia commissions once more (out of a total of eleven), while for Mytens none are documented and only the altarpieces he painted for L’Aquila fall into this category. The shift is clearly more significant for Aert Mytens. By contrast, Wenzel Cobergher apparently managed to immediately gain access to the highest class of Neapolitan patrons soon after his arrival in 1580, a fact that might be explained by his more elevated background and humanistic interests in subjects such as numismatics and antiquity.46 Broadly, the shift from provincial patrons to Neapolitan patrons may be partially connected to the foreign status of the Netherlandish painters. Girolamo Imparato worked simultaneously for both Neapolitan patrons and patrons from the province throughout his career.47 The same can be argued with regard to Fabrizio Santafede’s clientele.48 A possible explanation may be that it took Mytens some time – even as much as fifteen years – to create a network of patrons and intermediaries strong enough to allow him to work for patrons within the city.



[image: The painting depicts the Circumcision of Christ, with a group of people gathered around a table where the event is taking place. The scene is set in an ornate room with archways and a chandelier. Aert Mytens created this oil on canvas around 1594, and it is housed in the MuNDA – Museo Nazionale d’Abruzzo in L’Aquila.]

Fig. 5: Aert Mytens, Circumcision, c. 1594, oil on canvas (285 × 140), L’Aquila, MuNDA – Museo Nazionale d’Abruzzo.





[image: Adoration of the Magi by Aert Mytens, c. 1594, oil on canvas. The painting depicts the biblical scene of the Magi visiting the infant Jesus, with Mary and Joseph present.]

Fig. 6: Aert Mytens, Adoration of the Magi, c. 1594, oil on canvas (289 × 152), L’Aquila, MuNDA – Museo Nazionale d’Abruzzo.



The contention that patrons from outside of Naples were more generous with their wages should not be discounted either. Smet, Centen and Mytens all received higher payments for commissions originating from the province rather than the city. Cornelis Smet received an average of 109 ducats, Centen 95 ducats and Mytens 68.5 ducats for provincial commissions.49 Possibly, prices were higher because they included not only the costs, work hours, pigments and often the carved wooden frame, but also the shipment of the artwork to the province.50 If the shift to the capital cannot be explained by a higher monetary reward, it could be related to greater prestige and better visibility of city patronage, which consequently lead to more commissions.

Just as he worked in the city and provinces, Mytens worked for both (religious) institutional and private patrons in Naples. One of the first commissions he received in Naples was to paint a Madonna di Piedigrotta for the unidentified Hettore and Geronimo De Boccia in 1581. The devotion to the Madonna di Piedigrotta, a miraculous statue on display in the basilica of Santa Maria di Piedigrotta, was predominantly local, making it a specifically Neapolitan subject. In this case the composition included two Neapolitan patron saints (St Lucy and St Aniello) and the portraits of the donors.51 The De Boccia brothers seem to have been satisfied with Mytens’ execution of the painting and told others about the painter’s abilities. We have documentary evidence that Hettore De Boccia was involved as a witness in the notarial deed stipulating the commission to Mytens in 1583 by Vincenzo Scoppa that will be discussed shortly. This is the only evidence we have of a ‘network’ of patrons in Naples; documents establishing a connection between the other patrons have not yet been found.52



Type of Commissions

The progressive centralization of Mytens’ clientele, implies that he gradually gained the trust of urban patrons. A similar progression can be seen in terms of the prestige of the sorts of commissions he was given. Like his copying of holy icons in Rome, in the beginning Mytens styled himself as an expert copyist of renowned altarpieces in Naples. Of course, more advanced artistic skills were necessary to make these sorts of copies. Nevertheless, it was a run-of-the-mill strategy to generate income for a starting artist. In the first four years of his independent activity, 1580-1584, Mytens made at least four copies of Neapolitan altarpieces. In 1583, Vincenzo Scoppa commissioned from him a painting of the Immaculate Conception. In the contract it was explicitly stipulated that the composition as well as the quality of the commissioned work were to be modelled after that altarpiece: ‘the manner and size that the said altarpiece will receive is of the same effort as the altarpiece for the magnificent De Boccia in the venerable church of Montecalvario of this city Naples’.53 The same painting had already been copied by Mytens in 1581 for Giovan Marco Ciucciano from Albano di Lucania in Basilicata.54 Unfortunately, it is not clear who created the painting in the church of Montecalvario, but it is unlikely it was Mytens himself. The church was founded in 1560, while the congregation of the Immaculate Conception was instituted in 1580.55 The year of the institution of the congregation makes it possible that Mytens was the author of the original painting. However, it is more likely that a more established artist painted it.56 Regardless, Giovan Marco Ciucciano was pleased with the copy Mytens made and he ordered another copy in 1582, this time of an Annunciation in the church of Santa Maria delle Grazie a Caponapoli. Again, we do not know who produced the original painting. A fourth example of Mytens’ activity as a copyist of existing Neapolitan altarpieces is the commission from the Confraternity of the Rosary of Pogerola, dated 4 April 1587. Mytens was asked to paint a copy of his own altarpiece in the Neapolitan church of San Severo Maggiore al Pendino.57 This original, which was painted by Mytens three years earlier, in 1584, will be discussed shortly.

Around this time Mytens graduated from being primarily a copyist of altarpieces by other artists to receiving commissions for original compositions. Like many of his contemporaries in Naples, he specialized in religious subjects, particularly those that had become increasingly desirable in the aftermath of the Council of Trent. For example, more than half of his documented commissions are for subjects involving the Virgin Mary, whose cult reached new heights in these decades.

A small miracle seems to have helped Mytens obtain commissions and gave his career a boost. In 1582, Mytens was asked to paint a Virgin of the Rosary (Madonna del Rosario) for the newly founded Confraternity of the Rosary that was housed in the church of the Dominicans of San Severo Maggiore al Pendino (fig. 7, plate 1).
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