
Notes 
1. S l ive 1970-1974, 3: cat. 78; 2: p i . 1240. 
2. S l ive 1970-1974, 3: cat. 77. 
3. Pendant portraits by Rubens o f Peter van Hecke and 

Clara Fourment ( L o n d o n art market), w i t h the man standing 
and the w o m a n seated, are i l lustrated i n Rosenberg 1911, 
172-173. These same paintings have been attr ibuted uncon-
v inc ing ly to V a n D y c k b y Larsen 1980b, 1: nos. 25 and 26. 

4. F r i c k C o l l e c t i o n 1968, 1: 209, no. 10.1.69; Sl ive 1970-
1974, 3: cat. 67. 

5. T h e possible relat ionship o f these paintings was first 
proposed i n Valent iner 1921a, 108; and Valent iner 1936, no. 
41; it was fo l lowed b y Tr ivas 1941, 41. 

6. S l ive 1970-1974, 3: cat. 67. G r i m m 1990, cat. 44, also 
dates the F r i c k pa in t ing about 1628. 

7. Washington 1989b, 262, no. 45. T h e current tacking 
margins o f Portrait of an Elderly Lady are covered w i t h or ig inal 
paint . I f they were flattened, the dimensions w o u l d be 105.6 
x 89.4 c m . S ince v i r tua l ly no cusp ing o f threads is vis ible 
a long the edges, it seems probable that the image was st i l l 
larger; its or ig inal size, however, cannot be determined. Fo r 
a d iscuss ion o f the or ig ina l shape o f the F r i ck pa in t ing see 
F r i c k C o l l e c t i o n 1968, 1: 209-210, no. 10.1.69. 

8. M a c L a r e n i960, no. 1251; S l ive 1970-1974, 3: cat. 81. 
9. A l t h o u g h no inscr ip t ion appears o n the F r i c k pa in t ing , 

it may have disappeared through abrasion; the background is 
qui te t h i n . In H a l s ' compan ion portraits Lucas de Clercq and 
Feyna van Steenkiste, 1635 (R i jksmuseum, A m s t e r d a m , inv. 
nos. c 556, c 557; S l ive 1970-1974, 3: cats. 104, 105), on ly the 
woman's portrai t bears a date. 
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1937.1.68 (68) 

Portrait of a Member of the 
Haarlem Civic Guard 

c.1636/1638 
O i l on canvas, 86 x 69 (3334 x 27) 
A n d r e w W. M e l l o n C o l l e c t i o n 

Technical Notes: T h e or ig inal support consists o f a 
medium-weigh t , plain-weave fabric, w i t h part o f the or ig ina l 
tacking marg in incorporated into the top edge. In a past 
restoration, the top, left, and r ight tacking margins were 
t r i m m e d , and these edges were extended w i t h 1.5 c m w i d e 
fabric strips. T h e paint layer present o n the extensions is 
neither or ig inal nor o f recent appl icat ion. T h e or ig inal fabric 
and extensions have been l ined . C u s p i n g is found along all 
edges o f the or iginal support , ind ica t ing that the present 
dimensions have not been greatly reduced. 

Paint was appl ied over a smooth whi te g round i n f luid 
pastes and th in washes, i n unblended brushstrokes, dots, 
and dabs o f l ow impasto. A red underlayer vis ible i n some 
areas may be part o f an overall or local ly appl ied i m p r i m a 
tura. C o l o r e d glazes were used extensively i n the drapery. 
L i n i n g has emphasized the canvas weave and s l ight ly flat
tened the paint texture. A p a r t f rom a small loss i n the hat, 
losses are confined to the edges. T h e b r o w n glazes o f the face 
and hair and blue green paint o f the landscape are moderately 
abraded, and the darks o f the c lo th ing s l ight ly abraded. T h e 
pa in t ing was restored i n 1991. 

Provenance: Ca ther ine I I , empress o f Russ ia [1729-1796], 
b y 1774; Imper ia l He rmi t age G a l l e r y , Saint Petersburg; 
sold M a r c h 1931 t h rough (Matthiesen G a l l e r y , B e r l i n ; 
P . & D . C o l n a g h i & C o . , L o n d o n ; and M . K n o e d l e r & 
C o . , N e w Y o r k ) to A n d r e w W . M e l l o n , P i t t sburgh and 
Wash ing ton ; deeded 30 M a r c h 1932 to T h e A . W . M e l l o n 
Educa t iona l and Char i t ab le T r u s t , P i t t sburgh . 

Exhibited: Washington 1989b: not in catalogue. 

W I T H G R E A T B R A V U R A , this fashionably clad 
member of the Haarlem civic guard stands with arm 
akimbo, staring out at the viewer. His flamboyant 
character, evident in his stance but reinforced 
through his arched eyebrows, stylish mustache, 
beard, and long, flowing locks of hair, conveys the 
sense of pride the Dutch felt in their military prow
ess during the formative years of the republic. By 
the late 1630s, when Hals painted this image, the 
Dutch had clearly demonstrated their superiority 
over the Spanish forces that had attempted to stem 
the revolt against Spanish rule. Haarlem, in particu
lar, had proven itself in the early years of the conflict 
when it had refused to capitulate to the Spanish 
siege that laid waste the city. Thanks to its citizens' 
endurance, when Haarlem finally succumbed in the 
summer of 1573, the northern forces had gathered 

72 DUTCH PAINTINGS 



Frans H a l s , Portrait of a Member of the Haarlem Civic Guard, 1937.1.68 

FRANS HALS  73



Fig. i . Frans Hals, Claes Duyst van Voorbout, c. 1638, 
oil on canvas, New York, Metropolitan Museum of Art, 
Jules Bache Collection, 1949 

enough strength to counter effectively the Spanish 
threat. Haarlem's civic guards were not confronted 
with comparable crises in later years, and indeed 
became more notable for social rather than military 
exploits. Nevertheless, they remained mindful of 
their role in preserving the peace and harmony of the 
city. 

Hals' most lasting achievements are probably his 
remarkable portraits of these civic guard groups, 
most of which are in the Frans Halsmuseum in Haar
lem. As Houbraken and countless others have re
marked, Hals painted the members of the civic 
guard "so forcefully and naturally... that it is as if 
they would address the onlooker."1 The same could 
be said of this work, which is one of only two indi
vidual portraits of a soldier in Hals' oeuvre.2 Hals, 
whose broad yet agile brushwork could so effectively 
suggest the outward exuberance of the sitter, has 
used a pose here that he favored throughout his 
career. Variations of it can be found in single por
traits as early as about 1625 in the magnificent full-
length Willem van Heythusysen (Alte Pinakothek, 
Munich)3 and as late as the mid-1650s in the seated 
Portrait of a Man in the Hermitage.4 Hals used virtu

ally the same pose, but in reverse, in his portrait of 
the portly Claes Duyst van Voorhout, c. 1638 (fig. 1), 
which is datable about the same time as the Portrait 
of a Member of the Haarlem Civic Guard. 

The condition of the picture is much better than 
has been suggested in the recent literature. Conser
vation treatment on the painting in 1991 revealed 
a vibrancy in the flesh tones and costume that had 
long been obscured by discolored varnish. The 
whites of the lace collar and cuffs, the sheen of the 
metal clasp on the officer's cuirass, and the ocher and 
oranges of his jacket and sash are vividly rendered. 
Aside from the gray glaze that softens the area be
tween the eyes, the face has not been abraded as 
Slive thought,5 nor has the figure been altered by 
extensive overpainting as Grimm believed.6 Finally, 
the restoration confirmed that the background land
scape vista that Grimm called into question is Hals' 
original concept. While this view onto a distant, 
evening landscape with its striking orange and blue 
palette is unusual for Hals, the character of the 
paint is totally consistent with the rest of the work.7 

The rich blues in the landscape have in the past 
been thought to represent the sea, and thus the 
painting has at various times since the nineteenth 
century been interpreted as representing an admiral 
or naval officer.8 The vista, however, is quite unde
fined other than the suggestions of trees in the fore
ground. The flat plain in the background could as 
well be land as water, particularly since no boats are 
visible. Nothing in the costume, moreover, indicates 
that the sitter is a naval officer, or, for that matter, an 
officer of any type. He is wearing a standard pike-
man's cuirass, such as was worn in Haarlem's civic 
guard companies or in the army of the Dutch repub
lic.9 Given Hals' close ties to the Haarlem civic 
guard companies of Saint George and Saint Ha
drian, the former possibility is the more likely.10 

The orange sash probably signifies that the sitter 
belonged to the "oranje" (orange) company of one of 
the civic guards.11 Outfitted as he is in a broad-
brimmed black hat and fashionable lace collar and 
cuffs, he clearly has dressed for the painter's brush 
and not for battle. 

This portrait has been dated at various periods of 
Hals' career, but recent scholars have placed it at the 
end of the 1630s on the basis of comparisons with 
Hals' civic guard painting Officers and Sergeants of the 
Saint George Civic Guard Company in the Frans 
Halsmuseum, which he executed about 1639 (fig. 
2).1 2 The associations with Hals' last civic guard 
group portrait are well founded. Not only are the 
tonalities of the ochers and oranges comparable, but 
so are the slashing diagonal strokes used to indicate 
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F i g . 2. F rans H a l s , Officers and Sergeants of the Saint George Civic Guard Company, 
c. 1639, o i l o n canvas, H a a r l e m , F rans H a l s m u s e u m 

the folds in the sleeve and sash. The style of the 
costume is similar, as well as that of the sitter's hair, 
mustache, and beard. Nevertheless, the face is not 
as freely executed as those in the group portrait. The 
features are quite precisely delineated with firm 
strokes of the brush and modeled with crisp 
shadows. These stylistic characteristics share much 
in common with portraits from the mid-1630s, such 
as the Portrait of a Man, presumably Pieter Tjarck in the 
Los Angeles County Museum of Art, which Slive 
dates 1635/1638.13 Thus it is probable that this work 
predates Hals' 1639 civic guard group by a year or 
two. 

Notes 
1. H o u b r a k e n 1753, 1:92; a translation by M i c h a e l H o y l e 

is i n Washington 1989b, 18. 
2. T h e other portrai t , Portrait of an Officer, is i n the 

M u s e u m o f A r t , Sao Paulo , B r a z i l . See Sl ive 1970-1974, 3: 
50, no. 83. 

3. Washington 1989b, cat. 17, i l l . 
4. Washington 1989b, cat. 73, i l l . 
5. S l ive 1970-1974, 3: 67, no. 125. 
6. G r i m m 1972, 25, no. 99. 
7. H a l s inc luded landscape vistas in on ly t w o other por

traits o f single figures, a portrait o f Isaac Abrahamsz. Massa, 
1626 ( A r t G a l l e r y o f O n t a r i o , Toronto) , and Portrait of a Man 
in a Slouch Hat, c. 1660-1666 (Hessisches Landesmuseum, 
Kassel) . 

8. T h e first association o f the figure w i t h a naval officer 

was i n the 1863 catalogue o f the Hermi tage , 165, no. 773, 
where it was termed "Portrai t d 'un amiral ." M o s t subsequent 
references cont inue this designation. A l t h o u g h Sl ive 1970-
1974, 3: 67, no. 125, gave the pa in t ing the neutral ti t le "Po r 

trait o f a M a n Wear ing a Cuirass ," he wrote: " T h e v i ew o f the 
sea seen through the opening in the wa l l suggests that the 
model may have been a naval officer." 

9. Fo r a comparable pikeman's cuirass see Z w o l l e 1988, 
218, no. 35, repro. 

10. N o t o n l y d i d H a l s paint the Saint George c iv i c guard 
company three t imes and the Saint H a d r i a n c iv ic guard 
company twice , he was a member o f the Saint George c iv ic 
guard f rom 1612 to 1624. See Irene van T h i e l - S t r o m a n i n 
W a s h i n g t o n 1989b, 375-376, doc . 11. 

11. S l ive 1970-1974, 1: 41, explains that the c iv ic guards 
were d iv ided into three companies "designated 'orange' 
(oranje), 'whi te ' (witte) and 'blue ' (blauwe), the colors o f the 
n e w l y established country." 

12. T h e early catalogues o f the Hermi tage proposed that 
this pa in t ing was a pendant to the Portrait of a Man o f the 
165os. T h i s association might have been made i f Ca ther ine 
the Grea t purchased them together, w h i c h seems possible, 
for i n the catalogue o f 1774 they are l isted sequential ly as nos. 
268 and 269. N o informat ion is k n o w n about their earlier 
provenance, despite the statement i n N G A 1941, 94, cat. 68, 
that the Portrait of a Soldier was acquired b y Cather ine the 
Grea t f rom the Walpole C o l l e c t i o n . T h e H a l s pa in t ing 
Cather ine acquired f rom that great col lect ion was the N a 
t ional Ga l l e ry ' s Portrait of a Young Man (193 7.1.71). Bode 1883, 
90, no. 131, was the first to note that these works belonged to 
different periods o f H a l s ' career. H e dated them 1635 and 
1660 respectively. Valent iner 1921a, 222, dated the Portrait of 
a Soldier a round 1646-1647. Tr ivas 1941, 49, no. 74, was the 
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first to date the pa in t ing about 1639. H e was fo l lowed i n 
this da t ing b y G r i m m 1972, 25, no. 99, and Sl ive 1970-
1974, 3: 67, no . 125. 

13. S l ive 1970-1974, 3: 59, no. 108. 
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1937.1.69 (69) 

Willem Coymans 

1645 
O i l o n canvas, 77 x 64 (30'/4 x 25) 
A n d r e w W. M e l l o n C o l l e c t i o n 

Inscriptions 
A t center r ight: A ETA SVAE.22 I 

Technical Notes: T h e or ig inal support is a fine, t ight ly 
woven , plain-weave fabric w i t h weave irregulari t ies. It has 
been l ined w i t h the or ig ina l tacking margins t r i m m e d and the 
edges o f the pa in t ing turned over to fo rm the present tacking 
margins. T h e reduct ion i n size appears m i n i m a l , as marked 
cusp ing is present o n al l sides. 

A moderately th ick tan ground layer lies under a l ight 
b r o w n impr ima tu ra layer. Paint was appl ied th in ly , fre
quent ly exposing the impr ima tu ra . B o t h l o w and h igh i m -
pasto articulate the sleeve and jacket brocade. A l t h o u g h the 
paint and g round are cupped , there are on ly m i n o r flake 
losses, and abrasion is confined to the edges. T h e pa in t ing 
was restored i n 1986. 

Provenance: C o y m a n s f ami ly , H a a r l e m . M r s . Freder ick 
Wol l a s ton , L o n d o n . (Sedelmeyer G a l l e r y , Par is , before 
1894); R o d o l p h e K a n n [d. 1905], Par is , b y 1897; (Duveen 
Brothers , L o n d o n and N e w Y o r k , i n 1907); A r a b e l l a D . 
[ M r s . C o l l i s P . ] H u n t i n g t o n [d. 1924], N e w Y o r k ; b y inher i 
tance to her son, A r c h e r M . H u n t i n g t o n [1870-1955], N e w 
Y o r k ; (Duveen Brothers , N e w Y o r k ) ; sold 7 M a y 1929 to 
A n d r e w W . M e l l o n , P i t t sbu rgh and Wash ing ton ; deeded 
28 December 1934 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 sbu rgh . 

Exhibited: N e w York 1909, no. 37 (as Balthasar Coymans).2 

1928 International Exhibition of Antiques and Art, O l y m p i a , 
L o n d o n , 1928, no. X2 2 (as Portrait of Young Koeymanszoon van 

Ablasserdam). Masterworks of Five Centuries, G o l d e n - G a t e In 
ternational E x p o s i t i o n , San Francisco, 1939 (as Portrait of 

Balthasar Coymans). Washington 1989b: no. 61. 

W I T H U T M O S T C A S U A L N E S S Willem Coymans has 
turned to look out at the viewer while resting his 
right arm lightly on the back of his chair. He is 
dressed in an elaborately brocaded jacket with slit 
sleeves, under which he wears a pleated white 
blouse. His large, flat, white linen collar and modish 
black hat, jauntily placed on his head and decorated 
with a black pom-pom on its brim, enframe a hand
some face with an alert expression. Long wavy hair 
that reaches to his shoulders completes the impres
sion of a man confident in himself and in his position 
in society. 

This remarkable portrait, which carries so many 
of the dynamic qualities admired today in Hals' 
work, was only rediscovered at the end of the 
nineteenth century. The coat of arms in the right 
background was immediately recognized as that of 
the distinguished Coymans family, but the inscribed 
age of the sitter, twenty-two, did not correlate with 
any member of the family then known in genealogi
cal studies. Perhaps to make the sitter's age consis
tent with that of one of the family's most prominent 
members, Balthasar Coymans, who was born 15 
March 1618, the last digit of the age in the inscription 
was changed from two to six sometime between 
1898 and 1907.3 This identification was generally 
accepted in the literature from about 1909 until 1958, 
when Slive noted the changes in the inscription and 
concluded that the sitter could not be Balthasar.4 

The proper identification of the sitter as Willem was 
made only in 1970 by Taylor on the basis of docu-
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