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After Willem Kalf 

1974.109.1 (2676) 

Still Life with Nautilus Cup 

1665/'670 
O i l on canvas, 68.2 x 58 (26/8 x 2 2lVu^) 
G i f t o f Rober t H . and Cla r i ce S m i t h 

Inscriptions 
A t lower left on edge of table (probably by another hand): 

W.Kalf 

Technical Notes: T h e support , a medium-weight , t ight ly 
and p la in-woven fabric, is composed of i r regular ly spun 
threads and was or ig ina l ly stretched off-square. It has been 
l ined w i t h the tacking margins t r i m m e d , al though cusp ing 
present along al l edges suggests that the or ig inal d imensions 
have been retained. 

Paint is appl ied over a smooth , th in beige g round in th in 
f luid layers, w i t h th inned l i q u i d washes and ful l -bodied 
pastes employed to simulate surface texture. Smoo th surfaces 
were rendered w i t h highl ights blended wet into wet, wh i l e a 
finger was used to texture the orange peel. D a r k passages 
such as the background are moderately abraded, par t icular ly 
the darker design elements o f the rug and sugar b o w l . M i n o r 
losses are scattered at r andom. T h e signature at the lower left 
crosses over d r y i n g crackle but not the age cracks. It was 
added after the paint had d r i ed , presumably by another 
hand. N o conservation has been carr ied out since acquis i t ion. 

Provenance: Poss ib ly G . L . M . van E s , Wassenaar. 1 P roba
b ly C o l o n e l Towers . (Leonard Koetser, London) ; ( E d w a r d 
Speelman, L o n d o n , in 1946); (Pieter de Boer, A m s t e r d a m , 
probably in 1950). M r . W. Reineke, Amers foor t , 1958-1968; 
(Pieter de Boer, A m s t e r d a m , and N e w h o u s e , London) ; sold 
by (Newhouse , L o n d o n ) 21 January 1969 to M r . and M r s . 
Rober t H . S m i t h , Washington . 

Exhibited: 1948 Exhibition of Dutch and Flemish Masters, 

Eugene Slatter Ga l l e ry , L o n d o n , 1948, no. 13. 2 Zomerten-

toonstelling 1950, Pieter de Boer Ga l l e ry , A m s t e r d a m , 1950. 
Kunstbezit rondom Laren, Singer M u s e u m , L a r e n , 1958, no. 
106. Nederlandse stillevens uit de zeventiende eeuw, Dordrechts 
M u s e u m , 1962, no. 65. 

K A L F ' S R E N O W N as an artist was such that he was 
eulogized in verse during his own lifetime by Jan 
Vos and Joost van den Vondel and written about 
enthusiastically in the early eighteenth century by 
Gerard de Lairesse and Arnold Houbraken. Al
though these sources provide some insight into the 
character of his art, they say nothing about his work
shop practice. Likewise, no mention is made of stu
dents, although some artists, particularly Jurriaen 
van Streeck (c. 1622-1683), come so close to him in 
style and composition that it seems improbable that 
they did not spend some time in his studio.4 The 
issue is of some consequence because two or three 
versions of certain of Kalfs compositions do exist. 
While later imitations may also have been made, it 
would have been consistent with seventeenth-cen
tury workshop practice for studio assistants, 
perhaps with the aid of the master, to make replicas 
of the master's most successful compositions. Even 
without documentary evidence to confirm the exis
tence of a Kalf workshop, these replicas suggest that 
he worked with various assistants, particularly dur
ing his Amsterdam years.5 

Despite exhibiting all the characteristics of a Kalf 
composition, Still Life with Nautilus Cup must be one 
of these replicas.6 The differences in handling be
tween this work and an authentic work by the master 
are clear in a comparison with the National Gallery's 
Still Life (1943.7.8), where many of the same objects 
appear (figs. 1 and 2). The most obvious difference 
between the two is in the depiction of the lemon 
rind. In Kalfs own hand the rind has a three-dimen
sional presence as it twists and turns in space. Its 
edges are carefully wrought to show both the irregu
lar cut of the knife and the thickness of the skin. 
Finally, the rough texture of the skin has been re
created with sure touches of the brush. The illu-
sionism is so complete that the paint seems to take on 
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F i g .  1 . D e t a i l o f l e m o n i n 1974.109.1 F i g . 2. D e t a i l o f l e m o n i n W i l l e m K a l f , Still Life, 1943.7.8 

the character of the skin itself. The lemon peel in the 
replica exhibits none of these characteristics. Form 
is simplified, edges give no hint of the rind's thick
ness, and paint highlights sit on the surface, doing 
little to create the sense of texture. Comparable dif
ferences in technique are evident in comparisons 
with the peeled lemon, the Seville orange, and the 
tapestry. Grisebach, who, in 1974, was the first to 
recognize that Still Life with Nautilus Cup was a repli
ca, considered Kalfs original composition to be a 
painting formerly on the art market.8 This painting, 
however, is also a replica, but by a different hand.9 

As seems to have happened in a number of instances, 
Kalfs original is lost.10 

The compositional components of this work indi
cate that Kalfs original composition was executed in 
the late 1660s.11 Although the blue and white Wan-Li 
porcelain bowl, decorated with colored biscuit fig
ures representing the eight immortals of Taoist be
lief, is already found in Kalfs paintings from the 
early 1660s, most prominently in his Still Life with 
Nautilus Cup of 1662 (Fundacion Coleccion Thyssen-
Bornemisza, Madrid),12 the unusual nautilus cup 
appears only later in the decade.13 This cup consists 
of a polished turban shell mounted on an elaborately 
wrought, gilded-silver base made in the form of a 
putto holding a horn of plenty.14 While the turban 
shell was particularly prized for its mother-of-pearl 
luminosity, its shape, with the symbolic association 
with a horn of plenty, made it a particularly appro

priate focal point for Kalfs image of wealth and 
prosperity.15 

Notes 
1. N o t e d i n G r i s e b a c h 1974, 279. A s the author men

tions, however, the pa in t ing d i d not appear i n the sale o f the 
V a n Es col lect ion on 16-17 M a r c h 1943. Subsequent prov
enance was prov ided b y the dealers w h o owned the pa in t ing 
for periods between 1946 and 1969 (letters i n N G A curatorial 
files). 

2. A c c o r d i n g to a letter f rom E d w a r d Speelman (in 
N G A curatorial files), the picture belonged to h i m at the 
t ime o f this 1948 exh ib i t ion to benefit the N a t i o n a l A r t - C o l 
lections F u n d . T h e catalogue, however, makes no ment ion of 
past or present owners . 

3. Fo r J a n V o s ' poem, wr i t t en i n 1654, see Gr i sebach 
1974, 21; for Vondel ' s poem, publ i shed i n 1663, see Gr i s ebach 
1974, 32. See also H o u b r a k e n 1753, 2: 218-219; and D e 
Lairesse 1740, 266-268. 

4. Jurriaen's brother, H e n d r i c k van Streeck (1650-1712), 
also painted i n the manner o f K a l f . Fo r a discussion o f artists 
w o r k i n g i n K a l f s manner, see B l o k 1919, 143-145. 

5. G r i s ebach 1974 attributes 147 paintings unreservedly 
to K a l f . H e also lists various copies o f these works , copies o f 
lost or iginals , questionable works , and w r o n g l y at tr ibuted 
paintings. H e does not, however, discuss the workshop p rob
l em. Segal 1988, 180-181, wri tes that K a l f , " l ike D e H e e m , 
a l lowed his pupi l s to make copies o f his paintings to w h i c h he 
h imse l f w o u l d add the finishing touches. Besides numerous 
copies by others, we also k n o w of contemporary replicas 
signed b y K a l f h i m s e l f Segal , however, does not present the 
evidence for his c l a i m . 

6. T h e signature is no assurance o f authentici ty as it is a 
later addi t ion (see Technica l Notes) . 

7. S i m i l a r comparisons can be made w i t h other paintings 
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conta in ing ident ical objects, such as the blue-and-white 
Ch inese b o w l i n K a l f s Still Life with Nautilus Cup i n the 
F u n d a c i o n C o l e c c i o n Thyssen -Bornemisza . 

8. G r i s e b a c h 1974, 279, cat. 140a. H e gives no reason for 
hav ing de termined this w o r k to be a copy. T h e a t t r ibut ion 
has also been doubted verbal ly b y Ingvar Bergs t rom, S a m 
Segal , C l a u s G r i m m , and F r e d G . Mei je r . 

9. S i r Geoffrey A g n e w letter, 9 January 1976, i n N G A 
curator ia l files, indicates that after they had acquired this 
pa in t ing at Sotheby 's i n 1964, they determined after restora
t ion that i t was an " o l d c o p y " (see Sotheby sale catalogue, 11 
M a r c h 1964, lot 70, repro.) . T h e y subsequently sold the 
pa in t ing at auct ion o n 18 A u g u s t 1970. Its present locat ion is 
u n k n o w n . 

10. See, for example , G r i s e b a c h 1974, 286, cat. nos. B6, 
B7, B8. 

11. G r i s e b a c h 1974, 279, however, explained the weakness 
o f the pa in t ing he considered to be the or ig ina l b y dat ing it to 
the end o f K a l f s career: "Qua l i t a t iv stellenweise recht 
schwaches Spatwerk." 

12. F o r an i l lus t ra t ion , see G a s k e l l 1989, cat. 10, 74-77. 
13. F o r example, see his Still Life with Nautilus Cup (Muse 

u m der b i ldenden Kt ins te , Le ipz ig ) . Gr i s ebach 1974, *6o, 
276-277, cat. 136, repro. 135, dates this pa in t ing to the late 
1660s because o f the dark tonal i ty and the prevalence o f go ld 
tonalities i n the work . 

14. T i m o t h y A n g l i n B u r g a r d letter, 10 January 1989, i n 
N G A curatorial files. 

15. W h i l e the bases o f the L e i p z i g and N a t i o n a l G a l l e r y 
paintings are similar , slight differences do occur. T h e turban 
shel l , for example, sits d i rec t ly on the head and hand o f the 
put to i n the L e i p z i g pa in t ing , whereas i n the N a t i o n a l G a l 
lery pa in t ing it is raised above the putto b y three c i rcu lar 
forms. S u c h free adaptations i n the shapes o f objects are 
c o m m o n i n K a l f s paintings; a variant o f this same base is 
used as a support for a glass i n his Still Life o f 1663 i n the 
Cleve land M u s e u m o f A r t (inv. no. 62.292; see Segal 1988, 
195, 249, cat. 56). 

References 
1965 "Les cours de ventes": 159-167, repro. no. 12. 
1974 G r i s ebach : 279, as copy o f no. 140. 
1985 N G A : 213, repro. 

Philip van Kouwenbergh 

1 6 7 1 - 1 7 2 9 

P H I L I P V A N K O U W E N B E R G H , the son of Frans van 
Kouwenbergh, a sculptor, was baptized in Amster
dam in the Nieuwe Kerk on 25 February 1671. On 11 
September 1694 he was betrothed to Cornelia van 
der Mars, whom he married on 2 6 September 1694 . 1 

The first of their three sons, Wilhelmus [Willem], 
was born the following spring and baptized in the 
Nieuwe Kerk on 6 March. On 31 January 17 21 Philip 
and Willem became burghers in Amsterdam. Hav
ing outlived his wife by almost ten years, Philip was 
buried in the Noorderkerkhof on 11 March 1729. 

The few paintings known by Van Kouwenbergh 
are either flower paintings or woodland scenes con
taining ruins, flowers, and insects. While no infor
mation about his artistic training exists, Meijer has 
suggested that Van Kouwenbergh might have stud
ied with the still-life painter Elias van den Broeck (c. 
1 6 5 0 - 1 7 0 8 ) . Van den Broeck, having returned from 
Antwerp in 1685 , was active in Amsterdam at the 
time Van Kouwenbergh would have been learning 
his trade. Documents indicate that Van Kouwen-
bergh's paintings were on the market by 1694, so he 
had probably become an independent master by the 
time of his betrothal. 

Notes 
1. S . A . C . D u d o k van H e e l letter 3 September 1976, i n 

N G A curatorial files. F o r b iographical informat ion on the 
artist see Mei j e r 1988a. 

Bibliography 
Mei je r 1988a. 

1976.26.2 (2695) 

Flowers in a Vase 

c. 1700 
O i l o n canvas, 67 x 51 (26*4 x 1934) 

G i f t o f M r . and M r s . W i l l i a m Drape r B l a i r 

Inscriptions 
A t lower r ight (damaged): [P] K o u w e [ ]be[ ]h 

Technical Notes: T h e support , a heavy-weight , loosely and 
p la in-woven fabric, has been l ined w i t h the tacking margins 
removed. C u s p i n g is vis ible along all edges. C o l o r e d i m -
primaturas were appl ied loca l ly over a fawn-colored g round . 
T h i n , f lu id paint layers are subt ly b lended, explo i t ing darker 
underlayers, and modif ied w i t h l ight glazes and scumbles . 
T h e fading o f a fugitive ye l low pigment imparts a blue tonal
i ty to the leaves, w h i c h overlap the completed vase. 
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