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DR. ALFRED BADER 

PL eel ee DPA) ERY alan re A ROTTS 

October 20, 1992 

Salander-O’ Reilly Galleries, Inc. 
20 East 79th Street 

New York, New York 10021 

Gentlemen: 

Thank you so much for showing me that very impressive painting by Rubens. 

ESTABLUSHED [Gio 

I have thought about it very carefully and have had to come to the conclusion that I do not want 
this for my own collection, nor could I sell it profitably. 

I return color transparency. 

Thank you for your help. 

Sincerely, 

Enclosure 

c: Mr. Joseph M. B. Guttmann 

By Appointment Only 

ASTOR HOTEL SEITE 622 

gQ24 EAST JUNEAU AVENUE 

MLLWAUKER WISCONSIN USA $3202 

TEL did 27 7-O7 20 lax £/4 277-07 0Y 





Salander-O’Reilly Galleries, Inc. 

90 East 79 Street New York, NY 10021 Tel (212) 879-6606 

SIR PETER PAUL RUBENS (Westphalia 1577 - 1640 Antwerp) 

David Slaying the Bear 

Old son; canvas 
450 /45xX259 incenes. G15 sxo1 50cm.) 

Provenance: 

Prince Reuss, Trebschen, Austria 

Grunpeter Sale, Berlin, March 18, 1929 no. 36 
Wennergren Collection, Sweden 
Private Collection, Switzerland (Wennergren Heirs) 

Literature: 

Tilmann Buddensieg, Festschrift fur Otto von Simpson, 

Berlin> 19774 §p- 7344 7no W174 pl aio 

Rudolf Oldenbourg, Peter Paul Rubens, 

Munich, 1922, p. 41, pl. 20 (Paneels engraving) 

Max Rooses, L’/Oeuvre de P. P. Rubens, 

Antwerp, 1886, pp. 145-46. 

R. A. d@’Hulst & M. Vandenven, Corpus Rubenianum Ludwig 

Burchard, Part III: The Old Testament, London, 1989, 

Doe elope 121 Cal now 34, LLGe to. 





Salander-O’Reilly Galleries, Inc. 

20 East 79 Street New York, NY 10021 Tel (212) 879-6606 

Written Expert Opinions: 

Dr. Julius Held (January 1987) 
Dr. Held is a Professor Emeritus of Columbia University and 

Bennington College. During his long and distinguished career, 
Dr. Held’s contribution to the study of Rubens’ art has been 
of singular importance. His numerous writings include Rubens, 
Selected Drawings (1959), Seventeenth and Eighteenth Century 
Art: Baroque and Drawinys (1972) and The Oil Sketches of 
Peter Paul Rubens (1981). 

Prof. John Rupert Martin (April 1987): 
Prof. Martin is a professor in the Department of Art and 

Archaeology at Princeton University. 

Prot... Ludwig) Burchard (1928): 
Prof. Burchard was the most illustrious Rubens expert of his 

generation, and his work remains fundamental to the study of 
Rubens’ art. The Corpus Rubenianum is dedicated to him and 
based on his life-long studies of Rubens. 

Dr. Wilhelin von Bode (1928): 
Dr. von Bode was the Director of the Kaiser Wilhelm Museun, 

Berlin. 

Drow Gustav Gluck. (1933) . 
Dr. Gluck was the Director of the Kunsthistorisches Museum, 

Vienna. He wrote extensively on both Rubens and Van Dyck. 

Verbal Expert Opinions: 

Dr. Matia Diaz Padron (June 1988): 
Dr. Diaz Padron is the Chief Curator of Dutch and Flemish 

Paintings at the Prado Museum, Madrid. He is an expert on 
Rubens and has written several books and articles on Rubens 
paintings and drawings, including his dissertation. 

Prof. Egbert Haverkamp-Begemann (October 1987): 
Prof. Haverkamp-Begemann is the Loeb Professor of Art. 

History at the Institute of Fine Arts, New York University and 
is a foremost authority on Dutch and Flemish Art. 

Dr. Arthur Wheelock (April 1987): 
Dr. Wheelock is Curator of Northern Baroque Paintings at the 

National Gallery of Art in Washington. 





The painting David Slaying the Bear, by Peter Paul Rubens, has 

been known to scholars since the nineteenth century through an 

engraving of the subject by Willem Paneels, a student of 

Rubens (the engraving was first reproduced by Rudolf Oldenberg 

in Peter Paul Rubens, 1922). However, the location of the 

painting was unknown until illustrated in the London Times of 

December 12, 1928. 

The article accompanying the illustration described the 

painting as having "been missing for more than a hundred 

years" and announced that it would be sold at the auction 

house of Leo Grunpeter in Berlin, March 18, 1929. The 

painting, according to a note of Prof. Ludwig Burchard’s, had 

been in the collection of Prince Reuss in his castle at 

Trebschen, Austria. After 1929, it entered the eel ection of 

the late Axel Wennercgren, the Swedish industrialist, reputed 

at one time to be the wealthiest man in the world. It 

remained in the collection of his heirs until recently. 

After the painting resurfaced in 1928, it was authenticated by 

the foremost Rubens experts of their time: Prof. Ludwig 

Burchard, whose writings on Rubens form the basis of the 





Corpus Rubenianum; Dr. Wilhelm von Bode, the Director of the 

Kaiser Wilhelm Museum, Berlin; and Dr. Gustav Gluck, the 

Director of the Kunsthistorisches Museum, Vienna. 

More recently, experts who have seen the painting are: Dr. 

Julius Held, the foremost authority on Rubens in the United 

States (1987); Prof. Roger d’Hulst, General Editor of the 

Corpus Rubeninaum (1987); Dr. Arthur Wheelock, Curator of 

Northern Baroque Paintings at the National Gallery in 

Washington, D.C. (1987); and Prof. Egbert Haverkamp-Begemann 

of the Institute of Fine Arts, New York University (1987). 

We have received affirmative verbal opinions, based on the 

viewing of photographs and transparencies, from Dr. Matias 

Diaz Padron, Chief Curator of Flemish Paintings at the Prado 

Museum, Madrid (1988), and Prof. John Rupert Martin of 

Princeton University (written, 1987). 

We also have the written opinions of Prof. Gustav Gluck and 

Prof. Julius Held. Prof. Roger d’Hulst examined the painting, 

and has published it in the Corpus Rubenianum, The Old 

Tearennenes New York, 1989, no. 34, fig. 79; Prof. Tilmann 

Buddensieg, Director of the Art History Department, University 

of Bonn, has discussed and illustrated the picture in his 

Festschrift fur Otto von Simpson. The opinion of Profs. 

Burchard and Bode were published in the London Times in 1928. 





In 1827, another version of the painting, larger and probably 

later in date, was sold in London. The present whereabouts of 

this picture are not known, and some subsequent literature 

confuses the provenance of our painting and the one sold.an 

London in 1827. 

According to Rooses, the seventeenth century painter and 

historian, Pacheco wrote that a painting of this subject by 

Rubens was one of eight paintings brought by Rubens to Madrid 

in 1628 for the collection of Philippe IV. He also notes that 

jt must have left the King’s collection at an early date. 





eS AMUN ees ew, 

And David said unto Saul, Thy servant kept 

his father’s sheep, and there came a lion, 

and a bear, and) took a kamb out of the £lock: 

And I went out after him, and smote hin, 

and delivered it out of his mouth: and when 

he arose against me, I caught him by his 

beard, and smote him and slew hin. 

Thy servant slew both the lion and the bear: 

and this uncircumcised Philistine shall be as 

one of them, seeing he hath defied the armies 

of the living God. 

And David said moreover, The Lord that 

delivered me out of the paw of the lion, and 

out of the paw of the bear, he will deliver me 

out of the hand of this Philistine: And 

Saul candmuntonmDavidrmGO,mands chenLonrd be 

with thee. 

King James Version 





PONE kU ars a bP lB, 

81 Monument Avenue ~ Old Bennington, Vt. 05201 

(802) 442-3164 Feb. 18, 1987 

Mrs. Margrit Bernard 

Harscampstr. 946 
Bad Aachen, Germany 

Dear Kirs. Bernards 

IT am glad to conthrm thal the painting of David 

Strangling a Bear (after haviny: killed a lion) which 

I have seen in dirich on Junuary 20, 1987 is an 

original painting by Peler Paul ubens (cinvas, 115x150 cm). 

It was peinted most likely {n the years after his return 

from Italy, bul not later than c. 1615. 

The painting has two Inventory nunbers, mio" in the Lower 

left, "162" inetho slower right, bub without further 

research IT can not state whieh collections it belonjed to, 

when these numbers were jngcribed on il. 

gimilar to the signature of Lucas 

Vorsterman, which can be seen on the lyre belween David's 

leyrs seems to be a latex addition. Whe composition was 

etched, with minor changes, by “-« Panneels, one of 

Rubehs's pupils. 

T take it fron an article by ‘Mi dinann Bude ensieg (Festschrift 

{vir Otto von Simson, Berlin, 1LO77, p- 2, note 17) that 

the painting: was sotaron March 10, 19200a4 Leo Urlinpeter, 

Berlin (1107350) Whether of nol it was also jn the collection 

the Swedish collector Wenner-Gren, who is said to 

this subject, I h ve not yet been 

A wonogran " YY rte 

of 

have owned nm pichkure of 

able to vevily. 

Saucers eC) iva, 

Vers ke Oe. 





Princeton University Department of Art and Archaeology 
McCormick Hall, Princeton, New Jersey 08544 

(609) 452-3781 

April 2, 1987 

Mr. Spencer A. Samuels 

Spencer A. Samuels Gallery 

39 Fast 72nd Street 

New York, NY 10021 

Dear Mr. Samuels, 

Thank you for sending me the packet of photographs and xeroxes relating 

to the Rubens painting of David Slaying the Bear. I am delighted to learn that 

you have acquired this splendid painting and am also very pleased to have 

copies of the documentation. 

I would suggest that you write to a friend of mine at the Rubenianum in 

Antwerp to learn who might be working on subjects of this kind: 

Dr. Carl Van de Velde 

National Centrum voor de Plastische 

Kunsten van de 16de en de 17de Eeuw 

Kolveniersstraat 20 

B2000 Antwerp 

Belgium 

He might also be able to provide information about the Galerie Chartres, 

which is totally unknown to me. 

With many thanks and kindest regards, 

Yours sincerely, 

Via 

ohn Rupert Martin 





Abschrift 
———_—_—_—_————— 

, darstellend den 
Das mir vorgelegte Gemilde auf Leinwand (115 x 150 om) 

jugendliehen David, wie er den Biren wirgt (I. Buch Samelis, cape 17, 

vers 34 - 37), halte ich fiir ein Werk von Peter Paul Rubens aus der Zeit 

um 1610 bis 1612. 

Seine Entstehung denke ich mr folgendermasegn! Rubens hat eine 

(31 x 43 cm) - sie ist une durch eine Ra- 

5 bekannt - gemalt in der Absicht, das ent- 

giltige grosse Bild in Zusammenarbeit mit einem Tiermaler aussuftihren. 

Ausfithrung erblicke ich in der vorliegenden Leinwand, bet 

die Tiere durch 

Skisse dieser Komposition 

dierung von Guill. Panneel 

Diese grosse 

der meines Erachtens die Figur Davide durch Rubens, 

Frans Snyders ausgefihrt sind. : 

Das Bild galt bisher ale verschollen. Als solches ist 66 in dem 

Hauptwerk tiber Rubens, von Max Roopes, unter no 116 beschrieben und von 

Rudolf Oldenbeurg in der Sammlung seiner Aufsdtse ther Rubens (1922, 

Seite 41) besprochen und auch (Abb. 20, nach dem Stish von Panneels) ~ 

reprodusiert. 
Ludwig Burchard 

Gutachten schliesse ich mich vollinhaltlich an. 

Ww. Bode 6/X 2 Dem voretehenden 
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36 PETER PAUL RUBENS 

gest. 1640 in Antwerpen. ; 

Biren wirgl. 

die Arme um den Hals des 

as Spiel der Muskeln. Im 

Schafherde. Ein von 

geb. 1577 in Siegen, 

David, wie er den 

die Gestalt des jugendlichen David, 

Hichste lKraflanspannung zeigt d 

der bereits tote Léwe, links die verangstigle 

m Vordergrunde. 

In der Mille des Bildes 

Baren geschlungen. 

Vordergrunde rechts 

den Kaublieren gelotes Schal i 

61 aul Leinwand, ca. 115: 150 cm. 

1612 von Rubens an den spanischei 

1827 Auktion Altimera, Madrid. 

SchriJlliches Gutachlen von Lxzellen 

1 Kénigshof gebracht. 

z Bode und Dr. Ludwig Burchard. 
Abbildung Tafel 1. 

37. DERSELBE MEISTER. 

Rémischer Imperator. 

Ein roles, fallenreiches Gewand la 

hblick zu einer Landschaflt. Brustbild des Kaisers Nero. 
Bt einen Teil des Ober- 

kérpers Irei. Links der Dure 

1 aul Holz, ca. 74:55 cm. 

Schriftliches Gulachten von Dr. Binder. Abbildung Tafel 10. 

38 DERSELBE MEISTER. 

Kreuztragung. 

s Bildes. Durch den Kreuzstamm wir 

der Frauen mil Maria, nach rechts zu einem Kriegsknechl 

It, Ganz rechts der Zug der Schacher. Kriegs- 

Hinler dem kreuztragenden Christus zwei Reiter. 

n Rubens, siehe Reiterbildnis des Herzogs von 

d nach links die Ver- 

Christus im Millelpunkt de 

bindung zu der Gruppe 

und einem Trompetenblaser hergeste 

yolk aul der Hohe von Golgatha. 

(Sehr charakteristisch fiir den friihe 

Lerma, 1603.) 

Friiher Palazzo Pari in Venedig. 

61 aul Leinwand, ca. 26:51 cm. 

Schri}iliche Gulachien von Lxzellenz Bode, Dr. Ludwig Burchard u nd Prof. Biermann. 

Abbildung Talel 2. 

3y . DERSELBE MEISTER. 

Gelangennahm
e Christi. 

(Gegensliick zu vorigem.) 

ht unter der nachtlichen Stimmung. In der Mitte des Bildes 

§ erhalt. Daneben Petrus, mit dem Schwert auf einen 

Links offnet sich der Blick in eine Landschalt. 

der ahnlichen bekannten Darstellung in 

Die Gesamlkomposilion 
sle 

Christus, der den Judasku 

Kriegsknecht eindringend. 

Vgl. die enge Beziehung zu 

Tamm, Stockholm. 

Friiher Palozzo Pari in Venedig. 

6! aul Leinwand, ca. 26 -51 ci. 

Schriflliche Gutachlen von Exzellenz Bode, Dr. Ludwig Burchard ul 

der Sammlung 

id Prof. Biermann. 

Abbildung Tafel 2. 
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TRANSLATIONS, GRUNPETER SALE 

Page 16, No. 36; 

PETER PAUL RUBENS 

born 1577 in Siegen, died 1640 in Antwerpen 

David, as He Strangles the Bear 

In the middle of the painting, the figure of the juvenile 

David, his arms twisted around the neck of the bear. The 

action of the muscles shows the utmost use of his strength. 

In the foreground on the right hand side, the (already) dead 

lion, on the left hand side the intimidated flock of sheep. A 

sheep, killed by the wild animals, in the foreground. 

Oil on canvas, ca. 115 x 150 cm. 

In 1612, brought by Rubens to the Spanish Royal Palace 

In 1827 auction, Altimera, Madrid* 

Written expertise by Excellence Bode and Dr. Ludwig Burchard. 

Picture plate l. 

*The sale was in London 
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first half of 1609, while he dates the Chi- 

cago and Lugano sketches c.1609-1610. In 

his opinion these two sketches relate to 

the same project, although no painting 

based on them is known to exist. 

At first sight there is something to be 

said for both these views. However, con- 

sidering the shortness of the period, 1609 

to 16to, in which the large painting, the 

three oil sketches and the drawing were 

executed, a chronological arrangement on 

grounds of style, as proposed by Held, 

does not seem very convincing. On the 

other hand it is a fact that the London 

painting presents a different phase of the 

story than do the Chicago and Lugano 

sketches; and it is not quite impossible 

that the latter should have been made in 

preparation for another painting which 

was never executcd or has since been lost. 

In support of this last supposition Held 

gives the two sketches the same title, 

Samson Taken by the Philistines, although 

it is clear that the subject of the Lugano 

sketch is a different one, The Blinding of 

Samson—and Held himsclf previously 

gave it this title.* In fact the Chicago and 

Lugano sketches should each have been 

the basis of a different painting, b
ut there 

is no evidence that such paintings ever 

existed. In these circumstances, Kahr’s 

theory cannot be rejected out of hand. 

1. Evers, Neue Forschungen, p.163, fig.52. Evers also 

pointed out (p.rst) that Rubens was inspired by 

the same figure by Perino del Vaga for the Jupiter 

in his Jupiter and Callisto of 1613 at Kassel (K.dl.K., 

p.62). 

2. J.S.Held (Held, Oil Sketches, pp-434-435> No. 31.44) 

his composition Samson Taken by the 
now entitles ¢ 

under 
Philistines, buc in 1947 (Goris-Ileld, p.3t. 

No.38) he saw it as The Blinding of Samson. 

3. Op. cit.. pp.292-296. 

4. Held, Oil Sketches, p-432, under No.312. 

CATALOGUR NO. 34 

34. David Strangling a Bear (Fig.79) 

Oil on canvas; 100x150 cm. Inventory 

numbers in white paint: below left, 19; 

below right, 162 and 81 (or 87). 

New York, Spencer A.Samuels Gallery. 

PROVENANCE: Family estate of the Prin- 

ces of Reuss, Trebchen Castle, sale, Ber- 

lin (Leo -Griinpeter), 23-24 April 1928, 

Jot 143 (as Rubens-workshop), not sold; 

sale, Berlin (Leo Griinpeter), 18 March 

1929, lot 36; Dr Axel L.Wenner-Gren, 

Hiringe Castle, Sweden, sale, Ziirich (Pe- 

ter Incichen), 20 March 1981, lor 831, repr. 

in colour (as Rubens and Snijders). 

corres: (1) Anonymous painting, where- 

abouts unknown; canvas, 106 x 156 cm. 

prov. Count H.de Meeiis d’Argenteuil, 

Brussels, sale, Antwerp (Leys), 7-8 May 

1979; (2) Anonymous _ painting, Mrs 

Y.Dufrasne, Ghent (1979); canvas, 71 * 

102 cm.; (3) Anonymous painting, H.Lco- 

nard, Jupille, Belgium (1979); canvas (cut 

off on the left and at the top), 107 

132.cm.; (4) Anonymous drawing (David), 

probably after a preparatory drawing by 

Rubens, Printroom of the Statens Mu- 

scum for Kunst, Copenhagen, ‘Rubens 

Cantoor’, No.V.40; black chalk, height- 

ened with white chalk, 465-471 X 261- 

264101. ; inscribed with the pen: De houte 

grooter ende het schouwerblat al meer 

wispaert ende meer grandes van omtreck ge- 

lyckt het cleyn dat ick geteekent hebbe naer 

rubbens (Fig.81); (5) Anonymous drawing - 

(Head and forepaws of a lion), Printro
om 

of the Statens Museum for Kunst, Copen- 

hagen, ‘Rubens Cantoor’, No.V
I.90; black 

and red chalk, 180-183 x 280mm .(Fig.82); 

(6) Engraving, in reverse, by Willem Pan- 

neels (Fig.80); below in the centre, P.P. 

Rubens invent; below on the right, G. Pan- 

neels fecit. Lit. V.S., p.6, No.45; Rooses, I, 

p.t46, under No.118; Rooses, Life, I, 

119 





CATALOGUE NO. 3-4 

p-4553 Oldenbourg, Rubens, p-41, fig.20; 

j.Miller Hofstede, ‘Beitrage zum zcich- 

nerischen Werk von Rubens’, Wallraf- 

Richartz-Jahrbuch, XXVIM, 1965, P.353 11-212. 

Rovses, 1, pp-145-146, No. 

in ‘Thieme-Becker, ODS 

p.14t (as Rubens); ).Miiller Hofstede, op. 

cit., P.353 1.212 (as a replica); T. Budden- 

sicg, ‘Simson und Dalila von Peter Paul 

LITERATURE: 

118; G.Gliick, 

Rubens’, Festschrift fiir Ollo von Sinison, 

Berlin, 1977+ PP-336 344 2-17, fig.10 (as 

Rubens). 

David described this heroic deed to King 

Saul, who treated him as a child when he 

offered to fight the Philistine giant Go- 

liath:‘ Thy servant kept
 his father’s sheep, 

and there cance a lion, and a bear, and 

took a lamb out of the flock. And ] went 

out after him, and smote him, and cde- 

livered it out of his mouth; and when he 

ainst me I caught him by his 
arose ag 

and slew him’ ( 
beard, and smote him, 

Saniuel 17: 34-35): 

David’s fight with the lion and the bear 

was interpreted by the Ch
urch fathers as 

a symbol of Christ rejecting the tempta- 

devil, or of his descent into 
tions of the 

to rescuc the 
the nether regions in order 

t from the clutches of Satan." Rubens’s 
jus certainly 
Catholic contemporaries were 

familiar with this symbolism, though no 

doubt they saw a scene of this kind pri- 

marily as an example of courage and 

virtuc. 

Rubens depicts the athletic y 

about his loins; he is grasping 

a bear round the neck with both his 

arms and doing his best to strangle it. 

Beside him is a bloodstained sheep that 

he has rescued from the wild animal. The 

flock is seen on the left, and on the right 

is a lion already killed by David. We may 

outh with 

only a cloth 

120 

supposc that Rubens had in mind the 

David Strangling a Bear painted in 1533- 

1534 by Luca da Faenza after a sketch by 

Giulio Romano in a lunctte of the Loggia 

in the Palazzo del Te in Mantua.” As in 

the Mantua painting, the composition is 

rainidal. However, the poses of David 

and the bear are closer, in reverse, to 

those of the two figures in David and the 

Lion, a scene depicted in another lunctte 

of the Loggia and also painted by Luca 

da Eaenza after a sketch by Giulio Ro- 

mano. 

In 1928 Burchard* believed that he re- 

cognized the hand of Ruben
s in the figure 

of David in the present painting, an
d that 

of Snyders in the animals. He then dated 

the work c.1610-1612. As his notes show, 

he later changed his mind and regarded 

it as only a copy of a lost painting. This 

does not scem tenable, however: the fig- 

ure of David bears all the marks of Ru- 

bens’s own hand, though it is clear from 

the flock of shcep alone that the studio 

had some part in the work, painted very 

soon after Rubens’s return froin Italy.’ 

The engraving by W.Pannec
ls (Fig.80) 

differs in several respects f
rom the paint- 

ing. David is shown as younger, his head 

is represented more frontally and he looks 

towards the spectator, which is not the 

case in the painting; the draping of his 

loinclothis slightly diff
erent, and the dead 

sheep lies between his fect instead of be- 

side him. It is also noticeable that the en- 

graving is incomplete: it shows only Da- 

vid and the animals, not the landscape. 

Possibly it was not made after the paint- 

ing itself but after a preparatory drawing 

or oil sketch, now lost. 

Sce also No.35. 

1. Réau, Iconographic, II, 1, pp-258-259- 

2. F.blartt, Giulio Romano, New f[laven, 

n.55, Jigg.330- 

3. Id, p.150 1-555 fig.331- 

1958, p-159 





4eIn a certilicate addressed to Leo Grimpeter and 

dated 4 October 1928 Burchard wrote: ‘Das mir 

vorgelegte Gemiilde auf Leinwand (115 x 150 cm.), 

darstellend den jugendlichen David, wie er den 

Biren wiirgt (1. Buch Saniuelis, cap.17, vers. 34-37)» 

halte ich fiir ein Werk von Peter Paul Rubens aus 

der Zeit um 1610 bis 1612. Seine Rntstehung denke 

ich mich folgendermiassen: Rubens hat cine Skizze 

dieser Komiposition (31 x 43 cm.) — sie ist uns durch 

cine Radicrung von Guill. Panneels bekannt — ge- 

male in der Absicht, das cndgiltige Brosse Bild in 

mit einem ‘Tiermaler auszuftih- 

y erblicke ich in der 
ler meines Lrachtens 

die Tiere durch 

Zusammenarbeit 

ren. Diese grosse Ausfiihrun 

vorlicgenden Leinwand, bei ¢ 

dic Figur Davids durch Rubens, 

Frans Snijders ausgefiihre sind. Das Bild galt bisher 

als verschollen. Als solches ist ¢s in dem Haupt- 

werk tiber Rubens, von Max Rooses, under n°118 

beschricben und von Rudolf Oldenbourg in der 

r Aufsiitze tiber Rubens (1922, 
Sammlung scine 

b.20, nach dem 
Seite 41) besprochen und auch (Ab 

Stich von Panneels) reproduzicrt’ (The painting on 

canvas shown to me (115 X 150 cm.), representing 

the young, David strangling a bear (I Samuel 17: 

34-37) is in my opinion a work by Peter Paul Ru- 

bens from the period 1610-1612. | imagine its ori- 

gin as follows: Rubens painte
d a sketch of this com- 

position (31x 43.cm.,; known CO US from an etching 

by Guill. Panncels), intending to execute the final 

large picture with the assistance of an animal 

painter. I believe thar that picture is in fact the pre- 

sent canvas, in which Rubens painted the figure of 

David and Frans Snyders the animals. The picture 

was previously thought to be Jost. It is described 

accordingly in the standard work on Rubens by 

Max Rooses (as no.138) and by Oldenbourg in the 

collection of his essays on Rubens (1922, pt). 

where it is also reproduced as Ill. 20, after Pannecls’s 

engraving). 

5. Certificates for the pain 

Gliick (16 February 1933). who thought it to be a 

work by Rubens’s own hand, of 1609-1610, and by 

Miiller Hofstede (19 May 1986), who called it “a 

composition by Rubens, very probably of 1626- 

1627’. Ina letter of 18 February 1987 to Mrs Margrit 

Jernard, Bad Aachen, Germany, eld wrote: ‘Lam 

Tithe painting of David Strang- 

ch on 20 Janu- 

ting were also written by 

Tad to contin that 

ling, a Bear which Lhave seco in Zuri 

‘ TOs7, Is an Original pacing, ry PD 

Twas painted most 
rom Italy, but 

yens (canvas, 115 X 150 cin.). | 

ikely in the years alter his return 

not Jater than c.1605. 

35. David Strangling a Bear 

Oil on canvas; 223.5 x 264 cm. 

Whereabouts unknown; presumably lost. 

CATALOGUR NO. 35 

PROVENANCE: Royal Palace, salén nuevo 

(later called “de los espejos’), Madrid ; 

Marqués of Leganés (Madrid, ¢.1584- 

1655); Count Altamira, Madrid, sale, 

London (Stanley), 1 June 1827, sold for 

170 pns, 

LITERATURE: T.Pacheco, Arte de la Pin- 

tura, ed. VJ.Sanchez Canton, Madrid, 

1956, 1, p.153 (as' Rubens); Smith, Catalogue 

Raisonneé, Il, p.266, No.goo (as Rubens, the 

landscape by Wildens, the animals by Snij- 

ders); Van Hasselt, Rubens, p.228, No.20 

(as Rubens); Crugada Villaamil, pp.306, 

380; Rooses, Ie pp-145-146, No.118; 
Rooses, 

Life, If, pp.454-455 (as Rubens); Oldenbourg, 

Rubens, p.41 (as ‘in die Mantuaner Zeit’); 

J.Miiller Hofstede, ‘Beitrige zum zcich- 

nerischen Werk von Rubens’, Wallraf- 

Richartg-Jahrbuch, XXVII,
 1965, p-353 1-212 

(as Rubens); E. Harris, ‘Cassiano dal Pozzo 

on Diego Velasquez’, Burlington Maga- 

gine, CXII, 1970, pP.372 1.36, 373 S.N. Orso, 

In the Presence of the “Planet King”. Studies 

in Art and Decoration at the Court of Phi- 

lip 1V of Spain, (Diss. Ph.D.), Princeton, 

1978, PP.57> 62, 127, 260; M.Crawford 

Volk, ‘Rubens in Madrid and the Deco- 

ration of the Salén Nuevo in the Palace’, 

Burlington Magazine, CXXII, 1980, p-176. 

an illustration of | Samuel 

17: 34-35 (see No.34), Was ordered, to- 

gether with seven others, by Philip 1V of 

Spain, through his aunt the Archduchess 

Isabella, to decorate the royal palace in 

Madrid. Rubens took the eight pictures 

with him, or forwarded them separately, 

when he visited Spain in 1628. They were 

hung in the Salon Nuevo of the palace, 

with David Strangling a Bear as a pendant 

to Samson Breaking the Jaws of a Lion 

(No.26; l'ig.60). Later these two works 

e owned by the Marqués of Leganés, 

This painting, 

wer 
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sy. Rubens, David Stangling a Bear (No. 3.) 

New York, Spencer A. Samuels Gallery 

Li Dabinies iment Bat > 

so. Willen Panneels. David Strameliig ad Bedi, cogrds iis, 





SAS 

Peg Bare 

ae 
~\ 

ATTRIBUTED TO RUBENS.—The painting. “David Fighting the Bears," attributed to 
Rubens, which has reappeared in Berlin after having been missing for more than 100 years. 
Both Dr. von Bode and Dr. Ludwig Burchard, an authority on the painter, are agreed: in con- } z 

the work of Rubens. It is to be sold by auction by the Berlin firm of Grlinpeter. Fes 

— rr 

GERMAN BXPERTS’ BELLER IN 
ITS AU'VAIIENDTICILY, 

(FROM OUR HeEwdN CORRESVONDENT.) 

Tho pointing “ David Fighting tho 
A Boars,’ alloged to bo the worl of Mubona § 

ocontly diacovered in Borlin, as R% 
Mya roportod in Zhe Times of Decombor 14, BY 

in Lo ho sold by auction in lobruary by K 
the Doclin firm of Leo Griinpotor. Aftor f 

iin anlo'at tho Allimora anuetion in 1827 f 
gall traco was lost of tho pichure, which is § 

4 doscribod na one of those tulcon by Rubons 
mA on his visit to tho Spanish Court in 1014. 

q [6 hag not boon disclosed how it came into 
Morr Griinpoter’s possession, *but it is | 
hintod that it camo from the collection 

fof a princoly house. 
Tho painting has boen examined by Bax 

aDr. Wilholim von Bode, tho former 
H Goneral Dirootor of the Royal Musouma, 
Bwho romainod in chargo aftor thoy had 
becomo the Vruasinn Stnte Musourns J 

Auntil 1920, whon ho retired from all 
xcopt tho ouratorship of tho Kaiser 
riodrich Museum, aa by Dr. Ludwig 

Burchard, a woll-known, authority on 
Rubons. Thoy agreo in attributing it 
to Rubons: without rogard, apparently, 
to its history for tho last 10) yens. ‘Thoy 
have oxprossed, their opinion. in the 
following nigned statomont ;—' .' + ' 

Vho painting on canvas (116 by 160 em 
¥ shawn (to me, depicling tbo youthful Davi 
slraugling the benrs (I; Samuel, Ch. 37 

ay v. $1-37) 1 consider lo be a work of Poter Paul 
Ruvenns oxeculed about 1610-1012. ee 

I Imaging ile origin to have been as’ fol- : 
BW Jows:—Rubens painted a eketch (31 by 

4 43-em.) of this composition—it is known to § 
ua through an etching by Gull. Panneels— 

qowilh the Intontlon of comploting the oventual 
§ large picture tn collaboration with an animal 
painter, I seo thie Jarge picture In tho canvas B 
now under conalderation, on which, In my B 
opinion, the Ogure of David was paintod by 
Ltubonn and tho avimals by Franz Surdors. 

Vho pleture had hitherto been regarded as B 
ma raninhbod, and lt ls dercribod as such Jn the BE 

feodinn work ton Hubour by Mas ltoones By 
(No. 118), and ta mentioned as such by Rudolf B 
Oldenbourg In the collection of his essays on & f 
Rubens (1022, p, 41), and also wennsaacad | neta | 
(Pinte 29, afler tha etching of Panncels), ; 

Lupwiga Lurcitanp, 
. [fully endorso the foregoing pronouncoment. : 

mar W. Bop. 
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TRANSLATION 

Crime As se TUN CM 

Vierne, 16 February, 19 

Il have personally: seen the palatine of David Strangling, the De: 

Nod ecm, on Ginwais., T vonslder 1b to be a very import: 

woul by Peter Paral Rubens Crom ce. LOO9/LO with a preat deal of 

charaghber and verve, 

Aconsiderably Tarvper verstou (apparently with a landscape vy 
5 * Pe > ° 

Wilden and Crutes” by Sunydere) of the sane composlton was in 

the possesslon of Count ALLImera in 1827. 

This same subject Clyures in one of the eleht pletures which 

PUD MIS rons Von Ccourlrol Pillip aty An Loe. | ris 

paintings Ls no longer jn Hadedd bub it cowld be identical with 

one Of the two works mentJoned above, 

The composttion, with some alterations (the lamb dogs not 

Viewer Gieuloclbcote Divide: bal wo: ies lett. ande@so on. <2) 

has been eneraved by Rubens! puptl, Willem Panneels, 

Gustav Gluck 

KALLGRENS ATELJE 

Birger Jarlsgatan Lt 

Gluck must have meant 

rackler Ulan 





LGUVRE Se 
ie 

Se) iia eS CL Ly 

DE SES 

=— Se SSS CDC 

Py Bie he Gee DSS DNS 

PAR 

MAX RKOOSES 

CONSERVATEUR DU MUSGE PLANTIN-MORETUS A ANVERS 

PHOFOTYVIES PAR JOS. MAES 

| : PRIEMIER VOLUME ' .e, 

‘ we 
£0 ee \ EBS ai : , vt i hy] 

Ay Soy 

1 
eae Maa 

y 1s uh. ‘ ‘ 

‘ 

wt 

an 

‘ * 

ant, 

ae 

ae oe 
P68 

Bree 
r 3 

' - 

ANVERS 

[ous DEMS le) PREY at 
to, ue Cramaye 

tS8G 

em C, E.: 

Nas, inotorial.: muy 
Ur 

tuctod. by” copysiy!: !
 

2 ae U. S*¢ ol
e 

plo 

luw Nuw 





vattants, la séduisante oul est-trailé avec soim ef amour, ywure de Dalila, 

,a couleur est brillante, la composition heurcuse ; on n'aurait & reprocher 4 ce 

chef-d'ceuvre, si on voulait le juger avec sévérilé, que le manque .d’unité dans 

les lumiéres. En effet, Dalila est éclairée par la blanche clarté du jour, le | 

reste par les feux des torches. Mais on devrait adoucir aussitot cette critique, 

par la remarque que la lumidre naturelle ct la lumiére artificielle sc fondent 

avec un rare bonlicur. 

Somme toute, le tableau est un vrai joyau, ‘parfailement  conservé, 

entiérement de la main de Rubens ct datant de 1612 a 1615._ 

Gravures: V. S. 42, V. Green; 43, Neagle. Non décrit: C. Hess; Piloty, 

lithographic. 

Photographie: von Manlstacngl. . 

Dans la liste des tableaux apportés, en 1628, en Espagne par Rubens, 

telle que la donne Pacheco, figure Samson ct les Philistins. 

Voir planche 33, 

17. TRIOMPILE DE SAUL. 

Collection de M. Chauncey Hare ‘Townshend. 

Esquisse. Panneau. H. 70, L. go, cnviron. 

len avant marche David, portant la (éle de Goliath ;, dans: le fond: se, si 
Rib ety 

“trouvent des trophées d'armes, du temps du peintre, et ;des vierges 

louant le” jeune vainqucur. A droite, au premier plan, se tient'{ une, femme, 3 

avec un enfant, exactement dans la mecme pose que lc groupe analogue ; dans if; 

VLlevation de la Crotx, de la cathédrale d’Anvers. A en juger parle. style de .; 

la coniposition et par le caraclére des chevaux fougueux, Waagen était tenté 

\, 
de placer ce tableau a. Pépoque du Combat des Amazones, de Munich (t). 

ok 118. DAVID ETOUFIIE UN OURs. . 

‘ 

‘deux bras le cou de ours, qui est debout ct lui mord le haut: de i 

(1) WAAGEN : Treasures. IV, ‘Bo. 

y.milieu de la composition, on voit le roi assis sur un- char; plus*: 

avip est un homme de structure athlclique, sans autre vétement qu'une ,. ae 
Nu 

draperie qui lui passe des épaules sur les reins. [it tesdisiventrcscs) oe 





la jambe. Aux pieds de David est couché un agneau égorgé. A droite, soll 

{roupceau ; a gauche, unl lion mort. 

identique avec de légéres variantes ful 

en 1827, au prix.de 170 guinées. Le 

en hauteur et 264°en, largeur. 

cins . “d'énergie. ct de 

a “emprunté 

D'aprcs Smith, une composition 

yendue dans Ja collection Altimera, 

tableau Glail peint sur tuile et mesurait 224 

et Je dessin, dit cet auteur, sont pl 

et brillant. I) est probable. que artiste 

e est de Wildens, les. animaux sont 

« La composition 

caractére, le coloris est frais 

Je sujet a une pierre antique, Le Payee 

de Snyders. » (1) 

Rubens a, en réalité, cniprunté presqu ‘enti¢rement cette composition i la 

dans le palais del Te, 2 ‘Mantoue, “oi, 

peinture murale de Jules Romain, 

dans Ja salle de David, le méme sujet cst Lrailé de la. méme. maniere. 

Gravure: V. S. 49; Guill. Pannecls. — Peet ’ 

jet d'un des huit. tableaux 

en 1628.. ll? doit: “avoir La Lutle de David contre Tours furmait le su 

Jtubens apporta cn Espagne, 
oyaur que, selon Pacheco, 

alé dans aucun des inventaires,: ‘ro 

“ade bonne heure, car il n'est sign 
dispat 

(Voir notre n° 108). 
roe 

: 
a 5 Z Tew 5 i 

David coupant la léle de Goliath. 

de léglise des Jésuites, eee (Voir n° 5). 

el pour la galeric ie Payeaber 

ic (Munich 1830 et 1841), de tableau, 

hauteur et 3 pieds en “‘largeur. 

Sujet d'un des) pli afonds 

Le meme sujcl a été pravé par N. Muxe 

(V. S. 47): Suivant le catalogue de celle galeri 

“peint sur tuile, mesurait 3 pieds g pouces cn 

L’Onction de David. ° a i. ie 

ee atten 

Le catalogue de Voorhelm Schneevoogt cite, 50Us lem: 50,’ une. estampe 

daltée de 1765. Cet auteur. lui donne: les titre de 

yraveur cn attribua la composition: Rubens. 

l'Onction : ¢ dei. Salomon, 
de Car. Baroni‘a Mantua, 

VOnction de David ou de Salil; 

i} s'agit du tableau 

jmpérial de Vienne, n° 1369. Le vrai titre’ des cette 
nt 

e Clail peice 2 sous le: nom. ide .Ba Beast ‘de Clovis, 
PEW Cals st 

“sonst ‘beau {rere 
Sih pated 

le 

Ten réalilé, 
de Corneille de. Vos, : 

que posscde Je muscée 

napuci composition, qui 

Corneille de Vos (2). 
nous est fourni par 

(1) SMir: Catalogue. II, goo. 

(2) F. J. VAN DEN BRANDEN: Op cit. 642,, 679. 
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TRANSLATION, ROOSES 

118. DAVID STRANGLES A BEAR 

David is a man of athletic build, unclothed save for a 

drapery which hangs from his shoulder to his loins. He has 

grasped the neck of the bear between his arms. The bear is 

upright and is biting David’s thigh. At David’s feet lies a 

slaughtered lamb. To the right, nis, flock; to, the lett, aa 

dead lion. 

According to Smith, an identical composition with slight 

differences was sold from the Altimera collection in 1827 for 

170 guineas. The picture was painted on canvas and measured 

224 cm. high and 264 cm. wide. "The composition and the 

design," says this author, "are full of energy and character; 

the color is fresh and brilliant. It is probable that the 

artist based the subject on an antique relief. The landscape 

is by Wildens, the animals by Snyder". (1) 

Rubens, in fact, has taken the composition, almost entirely, 

from the decoration of Giulio Romano in the Palazzo del Te 





Mantua, where, in the Room of David, the same Subject is 

treated in the same way. 

Engraving: V. S. 45, Guill. Panneels. 

The Struggle of David against the Bear was the subject of 

one of eight paintings which, according to Pacheco, Rubens 

took to Spain, in 1628. It must have disappeared early, for 

it is not described in any of the royal inventories. 

(1) Smith: Catalogue II, 900 
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Rubens, 

Herkules 
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Modell 
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studierte 
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Madrid. 

Mit 
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Potsdamer 
Herkules 

haben 

wir 
aber 

nicht 
nur 

cine 
weitere, 

sondern, 
wenn 

Oldenbourgs 
Datierung 

zutrittt, 

Jie 
dilteste 

Variante 
der 

hier 
verfolyten 

Athletenvestalt 
gefunden, 

dariiber 
hinaus 

aber 
auch, 

wie 
wir 

glauben, 
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Herkuntt 

des 
Figurentypus: 

Ru- 

bens 
hat 

in 
diesem 

Bilde 
cine 

in 
der 

Antike 
verbreitete, 

durch 
Giulio 

R
o
m
a
n
o
 

in 

Mantua 
wiederbelebte 

Herkulestat 
a
u
l
g
e
n
u
m
m
e
n
'
,
 

Die 
B
e
w
u
n
d
e
r
u
n
g
,
 

die 
Ru- 

hens 
fiir 

Giulio 
R
o
m
a
n
o
,
 

seinen 
Vorginger 

als 
Hofmales 

in 
M
a
n
t
u
a
 

hegte, 
ist 

M
e
s
o
 

LeSE 





338 
T
I
L
M
A
N
N
 
B
U
D
D
E
N
S
I
E
G
 

seinem 
S
i
m
s
o
n
 

einen 
Herkules 

z
u
g
r
u
n
d
e
 

Icgte. 
O
h
n
e
 

dic 
hicr 

angedcutetcn 
Z
u
s
a
m
-
 

m
e
n
h
i
n
g
e
 

zu 
verfolgen, 

hat 
Martin 

W
a
r
n
k
e
 

auf 
eine 

A
u
B
c
r
u
n
g
 

des 
gelehrten 

Bru- 

ders 
von 

Rubens, 
Phillip, 

hingewicsen. 
Darin 

vergleicht 
er 

das 
Schicksal 

Simsons 

mit 
d
e
m
 

des 
Herkules: 

»Simson, 
der 

das 
menschliche 

Geschlecht 
durch 

seine 

Kraft 
Uberragte, 

wurde 
d
e
n
n
o
c
h
‘
v
o
n
 

den 
Anschlagen 

einer 
Frau 

besicgt. 
So 

fand 

auch 
die 

Kraft 
des 

Herkules 
an 

Frauenkunst 
und -list ihre 

Grenze?*.« 
In 

cinem 

Bilde 
des 

L
o
u
v
r
e
 

hat 
R
u
b
e
n
s
 
Herkules 

als 
kliiglichen 

Helden 
gemalt, 

der 
d
e
m
 
G
e
-
 

spdtt 
der 

O
m
p
h
a
l
e
 

ausgelicfert 
ist. 

Die 
auf 

alte 
Tradition 

zuriickgehende 
Paralleli- 

sigrung 
von 

Simson 
und 

Herkules 
stellt 

Rubens 
auf 

scine 
Weise 

vor 
Augen; 

Sim- 

son 
ist 

zugleith 
auch 

Herkules. 

A
u
c
h
 

die 
Herkules-Simson-Gestalt 

im 
Bilde 

des 
Lasttrigers 

in 
der 

Madrider 

-
A
n
b
e
t
u
n
g
:
 

kénnte 
fiir 

R
u
b
e
n
s
 

ihre 
Begriindung 

darin 
g
e
f
u
n
d
e
n
 

haben, 
dab 

vor 

der 
Epiphanie 

Christi 
auch 

herkulische 
Riesen 

neben 
den 

Kénigen 
der 

Welt 
in dic 

Knie 
g
e
z
w
u
n
g
e
n
 

werden. 

Diese 
zentrale 

Talsache 
Rubensscher 

Gestalten, 
ihr 

durchweg 
erkennbarer 

Be- 

sug 
auf 

cine 
schon 

vorlicgende 
kiinstlerische 

Erfindung 
zwischen 

Antike 
und 

Ba- 

rock, 
ihre 

inhaltliche 
Variabilitit 

innerhalb 
Klarer 

Bedcutungsgrenczen, 
die 

jede 

formule 
U
m
b
i
l
d
u
n
g
 

mit 
einer 

thematischen 
N
e
u
l
a
s
s
u
n
g
 

begriindet, 
endlich 

dic 

Eunktion 
der 

Aktzeichnung 
als 

Kontrolle 
solcher 

Neulassungen 
von 

kiinstlerisch 

schon 
v
o
r
g
e
f
o
r
m
t
e
n
 

F
i
g
u
r
e
n
e
r
f
i
n
d
u
n
g
e
n
 
—
 

diese 
Verfahrensweise 

von 
Rubens 

er- 

innert 
an 

eine 
A
u
B
e
r
u
n
g
 

von 
Bernini 

zum 
Herrn 

von 
Chantelou: 

»Als 
ich 

n a
c
h
 

\ 
R
u
b
e
n
s
,
 
D
a
v
i
d
 

erwiirgt 
den 

Biren, 
c
h
e
m
.
 

Berlin, 
K
u
n
s
t
h
a
n
d
e
l
 

1} 
R
u
b
e
n
s
,
 
P
e
t
a
l
 

ischvug. 
R
o
l
a
.
 
W
a
l
l
i
a
l
-
R
i
c
h
a
r
t
s
-
 
M
u
s
e
u
m
 

juny 
war, 

rict 
mir 

Annibale 
Carracei, 

mindestens 
zwei 

Jahre 
lang 

nach 
d
e
m
 i
c
e
:
 

sten 
Gericht 

von 
Michelangelo 

zu 
zeichnen, 

um 
Anatomie 

2u lernen. 
Spater 

zeich- 

a
e
 

i
c
h
t
i
a
n
s
a
u
l
 

Uet 
A
k
a
d
e
m
i
e
 

nach 
Modell, 

und 
Scivoli 

gab 
mir 

A
n
e
r
 
e
y
 

S
p
i
t
z
b
u
b
e
l
s
 

tuhe 
er 

m
i
c
h
 

eines 
‘Vayes 

any; 
»Zeichne 

d
o
c
h
,
 
was 

du 
d
h
e
 
R
o
 
e
s
 

Ist 
jit Michelangelo! 

(Ser 
un 

furbo: 
no 

fai 
quel 

che 
vedi, 

questo 
e¢ di 

Michel 
Ange- 

loft.« 
ie 

e
e
 

: 

Unsere 
L
a
s
t
i
r
a
g
e
r
-
S
i
m
s
o
n
-
H
e
r
k
u
l
e
s
-
P
i
g
u
r
 

findet 
sich 

in 
einer 

geistvollen 
\
 u- 

riante 
wicderverwendel 

in 
einem 

der 
nackten 

Fischer 
im 

“Kischzug 
Pettis, 

M1 thet 

in 
der 

S
a
m
m
l
u
n
g
 

Castiglione, 
W
i
e
n
 

(Abb. 
11). 

Miihelos 
v
e
r
m
a
g
 
R
u
b
e
n
s
 
a
 

L.a- 

p
e
r
u
n
g
 
der 

Beine 
der 

verlangten 
A
u
l
g
a
b
e
 
anzupassen, 

o
h
n
e
 
aul 

d
i
c
 e
s
,
 

V
o
r
u
r
-
 

beiten 
fiir 

die 
A
n
b
e
t
u
n
g
 

der 
K
é
n
i
g
e
,
 
Herkules 

und 
Simson 

verzichten 
z
u
 
milssen. 

Dab 
dieses 

Bild 
zeitlich 

unmittelbar 
in 

die 
Werkgruppe 

der Anbctung 
in Madrid, 

des 
Simson 

und 
der 

Kreuzaulrichtung 
in 

Antwerpen 
gchort, 

heweist 
dic 

Gestalt 

des 
Fischers 

im 
V
o
r
d
e
r
g
r
u
n
d
,
 

der 
dee 

Dalila 
in 

der 
Olskizze 

bet Vs 
Hirsch 

in 
Basel 

(Abb. 
6) 

und, 
seitenverkeliet, 

d
e
m
 

vordersten 
Schergen 

der 
K
r
e
u
z
a
u
l
r
i
c
h
t
u
n
y
 

in 

‘erpen 
entspricht?*. 

. 

“
A
N
D
 
t
a
i
 

R
i
b
e
r
a
 
auf 

den 
H
a
m
b
u
r
g
e
r
 

Simson 
zuriick. 

D
e
r
 
geraffle 

U
b
e
r
-
 

blick, 
den 

wir 
von 

der 
nur 

vin 
Jahrfiinft 

umfussenden 
Geschichte 

dieser 
Gestalt 

im 
W
e
r
k
 

des 
R
u
b
e
n
s
 

zu 
g
e
b
e
n
 
versuchten, 

die 
B
e
o
b
a
c
h
t
u
n
g
e
n
 
s
c
b
i
i
c
h
i
g
?
 
z
u
 d
e
m
 

Figurentypus 
der 

Basler 
Dulila, 

diirften 
zcigen, 

wieviel 
noch 

zum 
Verstindnis 

des 
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b
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d
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uudvouin: -Alturs und Alturpicces before 1620, int Rubens before 1620, ed. J. R. Martin, 
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b
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.
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b
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i
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a
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c
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.
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b
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R
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c
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8
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1
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b
b
.
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O
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W
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A
n
m
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f
b
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M
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B
e
s
p
r
e
c
h
u
n
g
 

von 
J. 

Held: 
R
u
b
e
n
s
,
 

Selected 
Drawings., 

in: 
A
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s
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u
n
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M
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B
e
s
p
r
e
c
h
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n
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B
u
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c
h
a
r
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K
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b
e
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D
r
a
w
i
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T
h
e
 
B
u
r
l
i
n
g
t
o
n
 
M
a
g
u
c
m
e
,
 

W
T
,
 

1905, 
S. 

3Kk1 
(zu 

Nr. 
61), 

e
r
w
a
b
n
e
n
 

ane 
andere 

cigenhandige 
Version 

in 
Brisscler 

Privatbesitz, 
von 

beiden 
1612 

bzw. 
1012 

bis 

Jo14 
datiert. 

D
a
s
 

P
o
t
s
d
u
m
e
r
 

Bild 
w
u
r
d
e
 

von 
Constantin 

H
u
y
g
h
e
n
s
 

als 
ein 

besonders 

hincs 
Stick 

der 
S
a
m
m
l
u
n
g
 

der 
b
r
u
n
d
e
n
b
u
r
g
i
s
c
h
e
n
 

Kurfiirsien 
gelobt, 

siche 
Katalog 

er 
P
o
t
s
d
a
m
e
r
 

Bilder 
von 

H
e
n
t
s
c
h
e
l
-
S
i
m
u
n
 

(
D
e
n
 

Hinweis 
auf 

dic 
Briisseler 

Version, 
cine 

Photographic, 
und 

auf 
H
u
y
g
h
e
n
s
 

v
e
r
d
a
n
k
e
 

ich 
Justus 

M
i
l
l
e
r
-
H
o
f
s
t
e
d
e
d
:
 

Held, 
S. 

10s, 

Ne. 
34. 

Der 
Z
u
s
a
m
m
e
c
n
h
a
n
g
 

dieser 
U
e
r
k
u
l
e
s
-
P
i
g
u
r
 

mit 
den 

lLasttiiiger-Zeichnunpen 
im 

K
o
t
t
e
r
d
a
m
 

und 
Paris 

und 
mit 

S
i
m
s
u
n
 

spricht 
sche 

fiir 
O
l
d
e
n
b
o
u
r
g
s
 

V
e
r
m
u
t
u
n
g
,
 

dali 
d
e
m
 

Krusseler 
und 

P
o
t
s
d
a
m
e
r
 

Bild 
eme 

noch 
in 

Malicn 
gemalic 

Fassung 
vorausging. 

R
e
v
i
d
.
 

mit 
d
e
m
 

Hiren 
k
i
m
p
l
e
n
d
 

w
u
r
d
e
 

von 
L
e
o
 
G
r
o
n
p
y
p
e
c
o
u
e
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in 
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ver- 
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G
e
n
a
l
d
e
 

alter 
4S 

e
e
 

fe 
Ol 

aul 
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1
1
5
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T
a
t
c
m
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u
k
u
o
n
 

A
l
l
i
m
e
r
a
,
 

M
a
d
r
i
d
.
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V
o
r
l
a
g
e
 

durfie 
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u
n
d
 

T
u
r
e
n
t
 

2u- 

uckeehep, 
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A. 
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aatthen 

G
e
m
m
e
n
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S
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.
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s
i
o
n
 

der 
verwandten 

Z
e
i
c
h
n
u
n
g
e
n
 

in 
Paris, 

Londun, 
Antwerpen, 

A
m
s
t
e
r
d
a
m
 

und 
Abb. 

des 

“hiaroscuro 
von 

G
.
N
.
 

Vicentino. 

~% 
$+ 

18, 
52, 

153 
f. 

Burchard-d’Hulst, 
S. 

110, 
115, 

131, 
139 

f., 
296. 

M. 
Jaffe: 

.Rubens 

“iia 
R
o
m
a
n
o
 

at 
M
a
n
t
u
a
.
,
 

in: 
T
h
e
 

Art 
Bulletin, 

4
,
 

1958, 
S$. 

A
2
Z
—
3
2
9
,
 

M
.
 

Jaffe: 

sx 
Collector 

of 
Drawings., 

in: 
Mavter 

Diawings, 
2, 

1
4
,
 

S. 
IW. 

G. 
F. 

W
a
a
g
e
n
:
 

S
I
M
S
O
N
 
U
N
D
 
D
A
L
I
L
A
 

buch, 
4, 

1833, 
S. 

193: 
2
Z
u
 

k
e
i
n
e
m
 

der 
a
n
d
e
r
e
n
 

ygroBen 
Meister 

[aliens 
m
u
b
t
e
 

s
h
e
e
 

R
u
b
e
n
s
 

cine 
so 

nahe 
V
e
r
w
a
n
u
i
s
c
h
a
l
t
 

des 
Geistes 

fiihlen 
uls 

z
u
m
 

Giulio, 
wie 

dena 
godt 

der 
michtige 

EinfluB 
desselben 

auf 
ihn 

aus 
scinen 

vorciglichsien 
W
e
r
k
e
n
 

aul 
das 

dex 

lichste 
erhellt.« 

M
.
 
W
a
r
n
k
e
:
 
K
o
n
m
n
e
n
t
u
r
e
 

zu 
R
u
b
e
n
s
,
 

Berlin 
1965, 

S. 
29. 

“
3
 

T
a
g
e
b
u
c
h
 

des 
H
e
r
m
 

von 
Chantelou 

iiber 
die 

Reise 
des 

Cavaliere 
Bernini 

nach 
Frankreich, -

 

hrsg. 
v. 

H. 
Rose, 

Miinchen 
1919, 

S. 
304. 

Selbst 
in 

der 
fluchtigen 

Kompositiuosskizze, 
atso 

der 
ersten 

f
a
W
b
a
r
e
n
 

E
t
a
p
p
e
 

der 
Bilderfindung, 

zitiert 
R
u
b
e
n
s
 
d
u
r
c
h
w
e
g
 

schon 
solche 

pri- 

fabriziericn 
Figuren. 

M
a
n
 

vgl. 
auch 

L
o
m
a
c
z
o
s
 

B
e
m
e
r
k
u
n
g
 

u
b
e
r
 
Michelangelos 

B
e
w
u
s
-
 = 

derung 
fiir 

den 
Torso 

Belvedere 
»... 

che 
fu 

da 
lui 

cuntinovamente 
scguitatoc, 

Trattato 

d'urte 
de 

la pittura, 
ed. 

W844, 
Bd. 

2, S. 
381. 

Oldenbourg, 
Abb. 

31 
(Stich 

von 
Soutman), 

S. 
74. 

K
d
k
,
 

S. 
31. 

Als 
Leihgabe 

des 
Bundes 

im 

W
a
l
l
r
a
f
-
R
i
c
h
a
i
t
z
-
M
u
s
c
u
m
,
 

Koln. 

Dieser 
Figur 

liegt 
viellcicht 

cine 
viclfach 

tradierte 
und 

abgewandelte 
Erfindung 

Raffacls 

zugrunde, 
vel. 

den 
Wachter 

am 
Grabe 

in 
Oaford, 

A
s
h
m
o
l
e
a
n
 

M
u
s
c
u
m
.
 

Siche 
Oskar 

Fischel: 
R
u
p
h
a
e
l
s
 
Z
e
i
c
h
u
u
n
g
e
n
,
 

Bd. 
8, 

Beslin 
1941, 

Ne. 
390. 

K. 
T. 

Parker: 
Cutulogue 

of 

the 
C
o
l
l
e
c
u
o
n
 

of 
D
i
a
w
i
n
g
s
 

in 
the 

A
s
h
m
o
l
e
a
n
 

A
i
w
e
u
n
,
 

Bd. 
2, 

O
x
f
o
r
d
 

1956, 
Nr. 

$59, 

R
u
b
e
n
s
 

verwendet 
diese 

Figur 
auch 

fiir 
den 

Bettler 
im 

1
6
U
9
—
1
6
1
U
 

entstandenen 
Bild 

des 

hl. 
Martin, 

s. 
H
a
n
s
 

Viieghe: 
C
o
r
p
u
s
 

R
u
b
e
n
i
a
n
i
n
,
 

Bd. 
8, 

Saints 
Ul, 

Briissel 
1973, 

Ne. 

132, 
Abb. 

4
,
 

und 
in 

cinem 
G
r
a
b
w
i
c
h
t
e
r
,
 

Kaffael 
nadi 

Foray 
und 

Inhalt 
citicrend, 

der 

»
A
u
f
e
r
s
i
c
h
u
n
g
 

Christi, 
in 

A
n
t
w
e
r
p
e
n
 
(
K
u
k
,
 

S. 
49). 

Z
u
 
d
e
m
 
F
i
g
u
r
e
a
m
o
t
i
v
 

Raffacls 
». 

Oskar 

Fischel: 
,Raphuels 

A
u
f
e
r
s
i
c
h
u
n
g
 

Christi., 
in: 

J
a
h
r
b
u
c
h
 

der 
PreuBsschen 

Kunstsamimnlungen, 

46, 
1925, 

S. 
191 

ff. 
H
a
v
e
r
k
a
m
p
-
B
e
g
e
m
a
n
n
:
 

op. 
cit. 

(
A
n
m
.
 

10), 
Ne. 

3a, 
wies 

auf 
den 

e
n
g
e
n
 

Z
u
s
a
m
i
m
e
n
h
a
n
g
 

des 
hl. 

Martin 
mit 

der 
A
n
b
e
t
u
n
g
 

in 
G
r
o
n
i
n
g
e
n
 

und 
d
e
m
 

Simson 

in 
C
h
i
c
a
g
o
 

hin. 
—
 

Der 
cin 

Ruder 
haltende 

Fischer 
im 

Hintergrund 
des 

Fischzuges 
Feiri 

ist 
v
e
r
g
l
e
i
c
h
b
a
r
 

der 
Z
e
i
c
h
n
u
n
y
 

des 
C
h
r
i
s
t
o
p
h
o
r
u
s
 

in 
F
r
a
n
k
f
u
r
t
,
 

B
u
r
c
h
u
r
d
-
d
H
u
l
s
t
,
 

Ne. 
44. 

Held, 
A
b
b
.
 

27, 
Nr. 

25. 
B
u
r
c
h
a
r
d
-
d
7
H
u
l
s
t
,
 

Nr. 
GY. 

Zur 
V
e
n
u
s
 

Felix 
s. 

WL 
EL 

B
r
u
m
m
e
r
:
 

The 
S
i
d
e
 
C
o
w
 

in 
the 

Vatican 
Belvedere, 

Stocd- 

h
o
l
m
 

1970, 
S. 

123 
ff. 

O
l
d
e
n
b
o
u
r
g
,
 

Abb. 
21, 

S$. 
42. 

Evers: 
Rubens, 

Abb. 
47, 

S. 
101. 

W. 
Schone: 

.Dic 
Leda 

von 

Michelangelo 
und 

Rubens, 
in: 

Die 
Kunst, 

1, 
1948, 

S. 
30 

ff. 
M. 

Jaffé: 
»Rubens 

in 
Italy, 

Part 
2. 

in: 
T
h
e
 
B
i
r
b
u
g
i
o
n
 

M
a
g
a
z
i
n
e
,
 
0
,
 

1968, 
S. 

M
E
G
 

EL 
Re 

Kinauer: 
oledac, 

in: 
Juhr- 

buch 
der 

Berliner 
M
u
s
e
e
n
,
 

VU, 
1909, 

S. 
STL 

Diese 
P
e
d
 

tet 
u
a
.
 

wicderholt 
in 

der 
oberen 

der 
L
e
u
k
i
p
p
i
d
e
n
-
T
o
d
i
t
e
r
 

des 
M
u
n
c
h
n
e
r
 

Bildes 
(
R
d
k
,
 

S. 
131) 

und 
wuch 

als 
miinnliche 

Ge- 

stalt: 
w
i
e
d
e
r
v
e
r
w
e
n
d
e
t
,
 

ctwa 
als 

Loth 
(
K
d
k
,
 

S. 
40), 

zu 
dicsem 

Bild 
siche 

jedoch 
ouch 

A
n
m
.
 

32. 
B
u
r
c
h
a
r
d
-
d
’
H
u
l
s
t
,
 

Ne. 
167. 

J. 
R. 

Martin: 
T
h
e
 

F
a
r
n
e
s
e
 

Gallery, 
Princeton 

1956, 
S. 

155 
f., 

Abb. 
28k. 

Held. 
$. 

59, 
A
n
m
.
 

2. 
M. 

dalle: 
oRubens’ 

D
r
a
w
i
n
g
s
 

at 
A
n
t
w
e
r
p
,
 

in: 
The 

Bur- 

lington 
M
u
g
a
z
m
e
,
 

98, 
1YS0, 

S. 
317. 

Die 
S
u
s
a
n
n
a
 

iu 
S
t
o
c
k
h
o
l
m
 

(
K
u
k
,
 

S. 
75) 

folgt 
dem 

gleschen 
T
y
p
u
s
.
 

K
n
a
u
e
r
:
 

Joc. 
cit. 

(
A
n
m
.
 

25), 
Abb. 

10, 
8. 

13}. und 
A
n
m
.
 

V1, 
12. 

I
S
S
 

Bis 
SHE 

K
d
k
,
 

S. 63. 

K
d
k
,
 

S. 40. 

tex 
ist 

dig 
Z
e
i
c
h
n
u
n
g
 

eines 
trunkenen 

Herkules, 
fiir 

den 
das 

Worbild 
noch 

nicht 
nachge- 

wiesen 
werden 

honnte. 
Sehr 

aholich 
ist 

der 
trunkene 

Herkules 
auf 

cinem 
Sarkophag 

in 

B
l
e
n
h
e
i
m
 

Palace, 
der 

t
r
u
n
k
e
n
e
 

Pan 
aul 

e
i
n
e
m
 
S
a
r
k
o
p
h
a
g
 

der 
Villa 

Borghese, 
s. 

Friedrich 

Matz: 
Die 

D
i
v
n
y
s
i
s
c
h
e
n
 
S
u
r
k
o
p
h
a
g
e
,
 

Berlin 
1968, 

Bd. 
J, 

Nr. 
45, 

48. 
—
 

Dic 
Z
e
i
c
h
n
u
n
g
 

is: 

veroffentlicht 
von 

G. 
Fubini 

und 
J. 

S. 
Held: 

.Padre 
Resta’s 

Rubens 
Drawings 

after 
An- 

cient 
S
c
u
l
p
t
u
r
e
,
 

in: 
M
u
s
t
e
r
 

D
r
a
w
i
n
g
s
,
 

2, 
1964, 

S. 
137, 

Taf. 
8. 

N
e
b
e
n
 

den 
von 

Held 
ge- 

nannten 
N
a
c
h
w
i
r
k
u
n
g
e
n
 

dieser 
Antike 

darf 
m
a
n
 

viclleicht 
auch 

den 
tolen 

Christus, 
von 

Maria 
und 

Johannes 
betrauert, 

in 
Wien 

(Kdk, 
S. 

73), 
jedenfalls 

aber 
Jupiter 

und 
Cupido 

in 
der 

N
e
w
 

Y
o
r
k
e
r
 
S
a
m
m
l
u
n
g
 

M
a
l
c
o
l
m
 

S. 
Forbes 

nennen, 
s. 

Michacl 
Jaffé: 

,Rubens 
and 

Jove's 
Eagles, 

in: 
Parugune, 

245, 
1970, 

S. 
19 

ff, 
Taf. 

1V 
und 

25. 
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Diese 

Studie 
basiert 
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d
e
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Probevortrag 
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der 
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der 

Freien 
Universitit 

Berlin 
im 

N
o
v
e
m
b
e
r
 

1965. 
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TRANSLATIONS from FESTSCHRIFT 

Page 336 

...the closely related David Struggling with the Bear gwis 

10), which Oldenburg only knew from the engraving by Paneels, 

was sold at auction in Berlin in 1929. 

Page 344, note 17, underlined lines 

David Struggling with the Bear was sold at auction in Berlin 

on March 18, 1929 by Leo Grunpeter: Gemalde Alter Meister 

(paintings of Old Masters) No. 36, plate 1, oil on canvas, 115 

x 150 cm., 1827 auction Altimera, Madrid.* The composition 

may be traced back to coins by Herklera and Tarent, see A. 

Futwaengler: Die antiken Gremmen (the antique Gremmen), vol. 

3, Leipzig-Berlin 1900, page 1S8e figs 127: 

*The sale was in London 
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