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The Travelers 

i66[ 2 ?] 
O i l on canvas, 101 x 145 (39/x x 57) 
W i d e n e r C o l l e c t i o n 

Inscriptions 
A t lower right: m .hobbema . f i66[2?] 

Technical Notes: T h e support is a heavy-weight , loosely 
and p la in-woven fabric. < Modera t e ly th ick paint is freely 
brushed over a l ight tan colored g round in paste consistency. 

S m a l l losses are scattered overall . T h e sky is abraded, 
par t icular ly i n the dark c loud at top left, wh i l e the foreground 
is well-preserved. P r i o r to acquis i t ion , two l inings had been 
attached to the support . In 1981, a th i rd l i n i n g was added and 
the pa in t ing cleaned. A t that t ime discolored varnish and o ld 
overpaints were removed where possible. A g e d insoluble 
overpaint i n the horse, sky, and dark c loud were toned. 

Provenance: A l b e r d a van D y k s t e r h u y s , Chateau d 'Alberda 
van D y k s t e r h u y s , Province o f G r o n i n g e n by 1829; R . 
G o c k i n g a and P. van A r n h e m , G r o n i n g e n , after 1829; (sale, 
A m s t e r d a m , 5 J u l y 1833, no. n ) ; 1 R . G o c k i n g a , G r o n i n g e n . 
C o l o n e l B i r e , Brussels; (sale, Bonnefons de Lav ia l l e , Paris , 
25-26 M a r c h 1841, no. 2); W i l l i a m W i l l i a m s H o p e , Rush ton 
H a l l , Nor thamptonsh i r e , and Par is ; 3 (sale, Chr i s t i e & M a n -
son, L o n d o n , 14-16 June 1849, no. 124); purchased by Fu l l e r 
or perhaps bought i n ; 4 ( W i l l i a m W i l l i a m s H o p e sale, 
Pouchet , Paris , 11 M a y 1858, no. 2). W i l l i a m W a r d , 1st E a r l 
o f D u d l e y [d. 1885], W i t l e y C o u r t , Worcestershire, by 1871; 
by inheritance to his son, W i l l i a m H u m b l e W a r d , 2nd E a r l o f 
D u d l e y [d. 1932], W i t l e y C o u r t , Worcestershire; (sale, C h r i s 
tie, L o n d o n , 25 June 1892, no. 9); (P. & D . C o l n a g h i & C o . , 
L o n d o n , u n t i l 1894); Peter A . B . W i d e n e r , L y n n e w o o d 
H a l l , E l k i n s Park , Pennsy lvan ia ; inheri tance f rom Estate o f 
Peter A . B . W i d e n e r b y gift t h rough power o f appointment 
of Joseph E . W i d e n e r , E l k i n s Park . 

Exhibited: Exhibition of Works by the Old Masters, Royal 
A c a d e m y o f A r t s , L o n d o n , 1871, no. 369, and L o n d o n 
(Winter) 1894, no. 60. 5 

T H I S W O O D E D L A N D S C A P E V I E W was formerly 
titled A Watermill because of the picturesque mill in 
the middle distance on the left. Presumably because 
many similar watermills exist in Hobbema's oeuvre, 
a new title was chosen to emphasize the distinctive 
stafifage figures in this work, the two men on horse
back who ride along the winding path in the center 
of the composition. A third traveler in the lower 
right rests on a fallen log, while others in the distant 
right walk toward a church whose steeple rises be
hind a dense group of trees. 

This work has an intriguing history, first pub
lished by C.J. Nieuwenhuys in 1834.6 The painting 
and its companion, The Old Oak, 1662 (now in Mel

bourne, see fig. 1) were discovered in 1829 by the 
president of the fine arts society of Groningen, P. 
van Arnhem, in the chateau of Alberda van Dyk
sterhuys, a fifteenth-century manor house that was 
situated near Groningen. Van Arnhem, who was a 
collector of old paintings, was judging a local exhibi
tion of landscape paintings when he recognized that 
one of the finest works on show bore a great 
resemblance to paintings by Hobbema. Upon ques
tioning, he found that the artist had copied a paint
ing that was hanging in the chateau of Alberda van 
Dyksterhuys. Van Arnhem visited the chateau and 
eventually persuaded the owner of the chateau, Al
berda van Dyksterhuys, the last member of a family 
with a long and distinguished history, to sell his two 
large paintings by Hobbema. Shortly thereafter, 
however, Alberda van Dyksterhuys also received an 
offer from another "amateur" from Groningen, R. 
Gockinga. Before any transaction could be com
pleted, the owner died. The two interested parties 
eventually agreed to purchase the two paintings 
jointly, which they then brought to auction in 
Amsterdam in 1833. At the sale Gockinga bought 
the present picture outright for himself, while The 
Old Oak was bought by the dealer Nieuwenhuys.7 

Soon afterwards the two paintings were reunited in 
the collection of Colonel Bire in Brussels. 

According to Alberda van Dyksterhuys, the two 
pictures represented views from the surroundings of 
the chateau, and were painted for the family by 
Hobbema. While the identical size of these ex
tremely large paintings does suggest that they were 
commissioned pieces, no evidence exists to substan
tiate this family tradition. In any event, neither work 
was painted from nature, for both are clearly based 
on compositions by Jacob van Ruisdael. The Old Oak, 
signed and dated 1662, is derived from Ruisdael's 
etching A Forest Marsh with Travelers on a Bank* The 
National Gallery of Art painting, which is also 
signed and dated, is a close variant of Ruisdael's 
I66[I?] painting of a watermill, now in the Rijks
museum, Amsterdam (fig. 2 ) . 9 In this painting one 
not only sees a comparable watermill, but also the 
same large oak tree rising to the left of the path with 
its roots clinging to the river bank. Although the last 
digit of the date is obscured and is difficult to read, 
it appears to read 1662. 1 0 A date of 1662 is not only 
consistent with that of the Melbourne painting, it is 
also justifiable on compositional and stylistic 
grounds. 

Among the works related to The Travelers, the 
most similar in composition is an undated painting 
formerly in the collection of the Toledo Museum of 
Art, Ohio (fig. 3). 1 1 This painting is also Hobbema's 
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Fig. i. Meindert Hobbema, 
The Old Oak, 1662, oil on 
canvas, Melbourne, National 
Gallery of Victoria, Felton 
Bequest 1949/50 

closest adaptation of Ruisdael's Landscape with Wa-
termill in the Rijksmuseum. With the exception of 
the staff age figures, Hobbema has here copied all 
of the compositional elements, including the cut 
logs strewn on the path by the woodsman. Since 
The Travelers is a freer adaptation of the Ruisdael 
composition than is this work, it almost certainly 
follows it chronologically. 

The evolution of this composition for Hobbema 
does not, however, begin with this work. At least 
three other paintings have similar compositions, but 
with a simpler mill and a differently shaped tree in 
the foreground.12 Hobbema certainly painted the 

ex-Toledo and Washington versions, which were in
fluenced by Ruisdael, after he painted the three 
scenes with the simpler watermill; nevertheless, 
since one of these later works is signed and dated 
1662,13 the time frame in which this evolution oc
curred was very narrow. Hobbema and Ruisdael 
may both have derived their compositions from an 
actual site, although Hobbema's earlier watermill 
compositions may more accurately reflect that site 
than Ruisdael's. Ruisdael often freely altered the 
character of buildings to give the scene added drama 
and grandeur. The changes in Hobbema's concep
tion of the scene are thus fascinating evidence of the 

Fig. 2. Jacob van Ruisdael, Landscape with Watermill, Fig. 3. Meindert Hobbema, Landscape with Water-mill, 
I66[I ?], oil on canvas, Amsterdam, Rijksmuseum c. 1662, oil on canvas, private collection 



M e i n d e r t H o b b e m a , TheTravelers, 1942.9.31 
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nature of Ruisdael's influence on his young protege 
at this stage of his career. 

Despite their relatively old provenance, the attri
bution of the two works from the chateau Alberda 
van Dyksterhuys to Hobbema is not without ques
tion. Smith wrote in 1842 that when this painting 
and its companion appeared in the Amsterdam sale 
of 1833, they "were then considered by several con
noisseurs to be by the hand of some imitator of 
Hobbema, in which opinion the writer then coin
cided." He added, however, "lining and judicious 
cleaning have since so greatly improved them, that 
he feels no hesitation in now recording them among 
the works of the master."14 

Although the attribution of the painting to Hob
bema has never subsequently been doubted, Smith's 
initial hesitation is understandable because the 
painting style lacks many of the nuances of touch 
found in Hobbema's other works from the early 
1660s. Brushstrokes are quite regular, and forms are 
comparatively simplified, particularly in the reeds 
in the lower left and the foliage in the bushes on the 
right. As a result, the painting does not exhibit the 
warmth and seeming spontaneity of Hobbema's 
more characteristic landscape views. 

Various explanations can be advanced for the rela
tive dryness of the painting, and, to judge from 
photographs, its companion. Primary among them 
is that both works are exceptionally large in scale for 
Hobbema and are replicas of smaller variants he 
made of compositions by Jacob van Ruisdael.15 

These factors may have affected Hobbema's manner 
of painting and rendered his style less spontaneous 
than usual. Though nothing is known of his work
shop practices, it is also possible that these paintings 
were produced in Hobbema's studio under his direct 
supervision. The staffage figures are, in any event, 
by another hand, which is a common occurrence in 
Hobbema's paintings. One nineteenth-century ref
erence plausibly suggests that they are by Barent 

Notes 
1. B o t h V a n A r n h e m and G o c k i n g a had ind iv idua l ly 

offered to b u y the t w o pictures by H o b b e m a , i nc lud ing 
1942.9.31, that A l b e r d a van D y k s t e r h u y s owned . Before 
either had closed the deal , however, the owner d ied . It was 
later arranged that the t w o w o u l d purchase the paintings 
together; see N i e u w e n h u y s 1834, 147-149. 

2. T h e catalogue of this sale bears the title Catalogue d"une 

riche collection de tableaux des ecoles Flamande et Hollandaise, 

Recueillie par M. Heris de Bruxelles..., but al though the collec
t ion was "recuei l l ie" ("collected/gathered") by H e r i s and was 
offered for sale under his name, he may not h imse l f have been 
the owner o f the paintings. In the copy o f the sale catalogue 

at the Phi lade lphia M u s e u m o f A r t , the words "Recue i l l i e par 

M . H e r i s de Bruxel les" in the title are fol lowed by the hand

wr i t ten addi t ion , " . . . pour M . le C o l o n e l Bi re ," and alongside 

the title in the V i c t o r i a and A l b e r t Museum ' s copy is wr i t ten 

"mais c'est la col lect ion de M . le C o l o n e l Bi re ," w h i c h 

suggests that H e r i s may have been acting as Bire 's agent in 

acqui r ing and sel l ing the pictures. 

3. T h e buyer's name is noted i n the Phi lade lphia copy of 

the sale catalogue as "hoppe," w h i c h is p robably a misspe l l ing 

o f H o p e . ( T h e 1858 H o p e sale catalogue states that H o p e 

bought the picture at the H e r i s sale.) 

4. H d G 1907-1927, 4: 406, lists the 1849 sale i n the 

provenance o f his no. 100, a pa in t ing that may or may not be 

identical w i t h H d G 1907-1927, 4 0 3 - 4 0 4 , no. 94 (which is 

definitely The Travelers). T h e composi t ional descriptions 

given in both these H d G entries are similar , but the d i m e n 

sions listed for no. 100, 51 x 54 i n . , are impossible for the 

N a t i o n a l G a l l e r y picture. T h e ident i ty and whereabouts o f 

H d G 100 remain unclear; it is possible that H d G was mis

taken in the dimensions that he gave for this pic ture , and that 

it was indeed the same pain t ing as his no. 94. H d G further 

confuses the issue by l i s t ing part o f the provenance o f The 

Travelers under no. 94, and part (the 1841 H e r i s sale) under 

no. 100. T h e 1849 H o p e sale catalogue does not give d i m e n 

sions, so it is impossible to establish whether the pa in t ing 

offered there was The Travelers or the u n k n o w n , and perhaps 

apocryphal , " H d G 100." T h e picture i n quest ion fetched 

£ 3 6 7 . 1 0 , and H d G , c i t ing as his source a handwri t ten note i n 

Smith ' s o w n copy of his Catalogue Raisonne, says that it was 

bought i n . (In this copy, w h i c h is at the R K D , S m i t h gives 

the buyer as "Ful ler ," but this is not necessarily contradictory, 

as Fu l l e r may have been a Chris t ie ' s employee.) Smith ' s state

ment is probably correct, for the N a t i o n a l G a l l e r y o f A r t ' s 

pa in t ing remained in the possession of W. W. H o p e un t i l 

1858, w h e n it was sold in Paris . 

5. T h e Roya l A c a d e m y label , removed from the stretcher 

d u r i n g conservation in 1981, is now in N G A conservation 

files. T h e label identifies C o l n a g h i as the lender. A label f rom 

the A r t Institute o f Ch icago sh ipp ing room, dated 27 January 

1943, was also removed f rom the stretcher at this t ime, but 

neither the A r t Institute nor the N G A registrar's office re

cords this movement. 

6. N i e u w e n h u y s 1834, 147-149. 

7. Annota ted copies o f the sale catalogue and H d G give 

the prices fetched by each picture as fl 3,000, a l though H e r i s 

1839, 7 says that A Watermill fetched fl 4,000 and The Old Oak 

fl 3,225. A price o f fl 3,000 was quite h igh for a pa in t ing by 

H o b b e m a at that t ime. 

8. T h e H a g u e 1981, 108. 

9. V a n T h i e l , et a l . 1976, inv. no. C213. W h i l e the cata

logue indicates that the pa in t ing is signed and dated 1661, 

S e y m o u r Sl ive has informed me that the last d igi t o f the date 

is no longer legible. 

10. K o p p i u s 1839, 117, described the paint ing as being 

dated 1662 in his enthusiastic account o f the work 's pictor ia l 

and aesthetic qualit ies. O v e r the years, however, the date has 

become difficult to read. W i d e n e r 1913, 78, acknowledged 

the ambigui ty o f the date, stating that the picture is inscr ibed: 

" M . H o b b e m a 1660 (the last figure is uncertain)." 

11. Stechow 1966, fig. 150. 

12. Broulh ie t 1938, 33; H d G 1907-1927, 4: 401, no. 88; o i l 

on canvas, 57 x 72, J . Hage C o l l e c t i o n , N i v a a , D e n m a r k , 

1908. Broulh ie t 1938, 34; H d G 1907-1927, 4: 408, no. 108; 

o i l on panel , 61 x 83, sale Important Old Master Paintings, 
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Sotheby 's , N e w York , u January 1986, lot 109 (as " f rom the 
C o l l e c t i o n o f an East Coast M u s e u m " ) . Brou lh ie t 1938, 35; 
H d G 1907-1927, 4: 403, no. 93; o i l on panel , 52 x 66, 
N a t i o n a l Trus t , Pe twor th H o u s e , E n g l a n d . A l l o f these 
paintings are i l lustrated by Brou lh ie t . 

13. See Brou lh ie t 1938, 34. 
14. S m i t h 1829-1942, 9: 727, no. 25. A l t h o u g h it seems 

probable that Smi th ' s comments relate to the two H o b b e m a 
paint ings, it shou ld be noted that provenance informat ion 
he provides about these paint ings is inaccurate. 

15. A smaller vers ion o f the M e l b o u r n e pa in t ing 
(Broulhie t 1938, 224) is i n Schloss Rohoncz , Lugano . 

16. Barent G a e l (Haa r l em before 1635-after 1681 A m s t e r 
dam) was a p u p i l o f Ph i l i p s W o u w e r m a n and sometimes 
painted staffage figures for Jan Wynan t s as w e l l . (Bernt 1948/ 
i960), 1: 295.) A l t h o u g h no documentary evidence exists that 
G a e l worked w i t h H o b b e m a , a col laborat ion between the 
t w o painters w o u l d have been possible. T h e figures i n Gael ' s 
Travelers at a Village Well (sold Chr is t ie ' s , L o n d o n , 20 Feb
ruary 1986, lot 237) are qui te s imi lar to those i n The Travelers. 

G a e l also painted horses i n mot ion i n comparable ways: see 
Peasants Merrymaking Outside an Inn (sold Chr is t ie ' s , L o n d o n , 
25 Oc tobe r 1974, lot 136) and Horsemen Halting Outside an Inn 

(Na t iona l Trus t , D y r h a m Park, near Ch ippenham) . 
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1937.1.61 (61) 

A Wooded Landscape 

1663 
O i l on canvas, 94.7 x 130.5 (37 VH x 51 V H ) 
A n d r e w W. M e l l o n Co l l ec t i on 

Inscriptions 
A t lower right: meijndert hobbema 

F1663 

Technical Notes: T h e support is a medium-weigh t , t ight ly 

and p la in-woven fabric w h i c h has been double l ined . T h e 

or ig inal d imensions are s l ight ly enlarged on all sides. A small 

L-shaped tear occurs i n the clouds to the r ight o f center. 
Paint is appl ied over a th ick, w a r m dark gray g round layer 

in th in pastes w i t h vigorous b rushwork . L o w impasto is 
found i n foliage and figure highl ights . T h e x-radiograph 
shows a change i n the lower left corner, where the artist 
painted out a small tree t runk. S m a l l losses are confined to 
the tear and edges, and abrasion is m i n i m a l . D i sco lo red 
varnish was removed w h e n the pa in t ing was cleaned in 1987. 

Provenance: Poss ib ly Char les C o b b e , archbishop of D u b l i n 
[1687-1765]; by inheri tance to his grandson, Char les C o b b e 
[1782-1857], Newbridge H o u s e , Donabate , near D u b l i n . 1 

(T. B . B r o w n , L o n d o n , i n 1839); Rober t Stayner H o l f o r d , 
M . P. [1808-1892], Dorchester H o u s e , L o n d o n , and Weston-
bir t , Gloucestershi re ; by inheritance to his son, L i e u t . - C o l . 
S i r George L i n d s a y H o l f o r d , K . C . V . O . [1860-1926] . 2 J . 
P ierpont M o r g a n [1837-1913], N e w York , in 1901; by inher i 
tance to J .P . M o r g a n , Jr . [1867-1943] i n 1935; (consigned to 
M . K n o e d l e r & C o . , N e w Y o r k ) ; sold 20 December 1935 
to T h e A . W . M e l l o n Educa t iona l and Char i tab le T r u s t , 
P i t t s b u r g h . 3 

Exhibited: B r i t i s h Ins t i tu t ion , L o n d o n , 1840, no. 22, and 
1851, no. 49. Art Treasures of the United Kingdom, M u s e u m 
of Ornamen ta l A r t , Manches te r , 1857, no. 767. B r i t i s h Inst i
tu t ion , L o n d o n , 1862, no. 3. Exhibition of Works by the Old 

Masters, Winter Exhibition, R o y a l A c a d e m y "of A r t s , L o n d o n , 
1887, no. 59. Exhibition of Pictures by Dutch Masters of the 

Seventeenth Century, B u r l i n g t o n F i n e A r t s C l u b , L o n d o n , 
1900, no. 24. N e w Y o r k 1909, no. 48, repro. Loan Exhibition 

of the J. Pierpont Morgan Collection, M e t r o p o l i t a n M u s e u m of 
A r t , 1914. 

I N T H I S I D Y L L I C V I E W of the world, the season is 
summer, the foliage of the trees is dense and lush, 
sunlight breaks through the billowing clouds in soft 
pools of light to give warmth to the day, and men and 
women wander along paths, stopping to converse, or 
sit idly by a pool of water to fish. Hobbema's view 
of A Wooded Landscape, one of his most harmonious 
compositions, has been highly praised since Smith 
first published it in 1835, when it was in the collection 
of Charles Cobbe.4 Waagen, for example, wrote in 
1854: "Seldom has the power of art in expressing the 
effect of the low afternoon sun in the light clouds in 
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