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1. P. P. Rubens, Portret Nicolaa-
sa Rubensa, umjetnikova sina,
oko 1634-1636; ulje na drvu, 60,3
x 45,5 cm; Zagreb, Muzej Mimara
P. P. Rubens, Portrait of Nicolaas
Rubens, the artist’s son, ca. 1634—
1636; oil on wood, 60.3 x 45.5
cms; Zagreb, Mimara Museum

U Kraljevskoj zbirci Pala¢e Buckingham u Londonu
nalazi se slika Sokolar koju su kriticari Cesto pripisi-
vali P.P. Rubensu, a u crtama lica mladoga lovca
pre}foznavaﬁ slikareva sina Nicolaasa (s/. 3). No to
misljenje nije bilo jednoglasno, pa su se ceiée javljali
oni koji su osporavali takvu atribuciju, a i sumnjali u
identitet portretiranog mladica. Cinilo se u jednom
casu da pojava drugog sokolara ili Portreta Nicolasa
Rubensa na umjetnickom trzistu Chicaga izmedu
dva rata moze rasvijetliti taj problem (s/. 2). Vladalo
je misljenje da je pronadena skica za londonsku sli-
ku. Medutim, ubrzo se medu struénjacima javila ista
dilema — cikaskoj slici pocela se osporavati vrijed-
nost autografa, tako da se ona danas u Umjetnickom
institutu u Chicagu, gdje se Cuva, vodi pod ozna-
kom »atribuirano Peteru Paulu Rubensu«. Smatramo
da tek pojava treéeg slikanog Porireta Nicolaasa Ru-
bensa u Zbirci umjetnina Ante Topiéa Mimare u Za-
grebu rjesava to pitanje (s/. /). Prema mnogim svoj-
stvima moguce je zakljuéiti da je rije¢ o autenti¢noj
Rubensovoj skici iz kasnog perioda, koja je posluzi-
la kao preliminarna studija za sliku u Chicagu, od-
nosno za finalnu kompoziciju Sokolara u Londonu.

Portret Nicolaasa Rubensa iz Zagreba
Portret Nicolaasa Rubensa, o kojem je rije¢, dospio

_jeu Zagreb kao dio donacije Ante Topi¢a Mimare iz

1973. god. (s/.1). Donedavno je to bila posve nepo-
znata slika, koja je prvi put objavljena 1982. i prvi
put izlozena tek 1983. god. u Zagrebu na izlozbi
jednog dijela Mimarine z%)irke._‘ Historijat vlasnistva
do ulaska u zbirku nije poznat. God. 1987. slika je
trajno izloZena u novoosnovanom Muzeju Mimara
u Zagrebu i reproducirana u muzejskim publikacija-
ma.” Taj je portret od prvog izlaganja viSekratno ko-
mentiran u domacem 1 stranom tisku — kadsto kao
autenti¢ni Rubens, kadsto kao kopija ili ¢ak krivo-
tvorina.> Medutim, visoka umjetnicka kvaliteta dje-
la, prepoznatljiva Rubensova tehnika, cehovske

The Royal Collection in Buckingham Pala-
ce, London, incledes o portrair entitled
The Falconer which arties have frequently
ascribed to P P. Rubens, while w the
young hantsman’s featnves they have de-
tected the artist’s son Nicolwas (Ill. 3), This
verdict has never been wnantmous, how-
ever, and there have been those who dispie-
ted the attribution and questioned the 1-
dentity of the yoiuth in the painting. At one
pamnt it seemed as if the emergence on the
Chicago art market between the wars of a
second Faleaner or Portrait of Nicolas Ru-
bens might throw new light on the issue
(UL 2). The prevailing view seas that the
newly discovered picture was a sketch for
the London portrait. But the same dilem-
ma rapialy cropped upagain among the ex-
perts: dowbts En'g.m to be cast on the aut-
henticity of the Chicago painting, so that
now it 15 listed in the Chicago Art Institute,
where it is housed, merely as »attributed to
Peter Paul Rubense. We consider that the
guestion was not settled until a third por-
trait in oil of Nicolaas Rubens tsrned wp in
the Ante Topit Mimara Collection in Zs-
greb (1L 1) There are liﬂﬂtf many featn-
ves of the picuere that lead us 1o the conclu-
ston that what we have here is an anthentic
Rubens sketch from the artist’s late period,
i s.{‘cfd.' u'f.'m" sr.":'ed asa pajc!’,"rnm.i;rj’ stu-
dy for the Chicago painting, v.e. for the fi-
rj.:f compositeon of The Faleoner i Lon-
don.

The Portrait of Nicolaas Rubens
in Zagreb

The portrait of Nicoluas Rubens (Ill. 1) in
question came to Zigreh as part of a be-
quest made by Ante To[vic' Mimara in
1973. It was until recently a totally un-
known picture, first recorded 1 1982 and
shown ﬂr the first time in 1983 as an item
in an cxhibition in Zagreb of part of the
Mimara Collection.! There 15 wa record of
its ownership before it was incorporated in
the Collection. Since 1987 the painting has
been on permanent display i the newly
estaldished Mimare Musesm in Zagreb and
has been repraduced m the Musenm's pu-
blications? Ewvey stnce 1t was first put on
display the picture has been the subject of
frequent commuents in the damestic and fo-
reign press—somenimes designated as a ge-
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LS R”bens, sometmmes as a fﬂ.)', or
even as a fake” The work’s cm,-s:nf-r,:ir}r
artistic merit, however, its yecogmisably
Rubeman technique, the ballmarks on the
Dbuack af the panel, and the logical feasibility
of placeng 1t seathin the body of Rubens’
work all g0 ta siggest, ot only that M-
ra's attribntion 1s correct, bt also suppor
the claim that this portrast isane of the ma-
jor products of the master’s late phase.
The portratts panited i oil on an ouk pa-
nel {J]l’m'gbr: 603 omy wudth: 45.5 ons).
The layer of pigment i well preserved and
trices of restoration are wisible. The back
of the petwre 15 cadled, and within a
Square fom}cd’ !JJ' the mtersection of the
luths the munteipal coat-of-arms of Ant-
werp - castle with thyee turrets and two
spread hands - bas been bunied into the
panel (UL, 12, 13). We shall have occasion
.’.m-.:( 1o revert to the agnificance of this
mrk.

The picture shows the head-and-shoulders
of a youth i three-quarters lefi profile.
But while the shoulders and chest are more
nearly full profile, the head - inclined ver
slightly forward — 15 deprered at & tre
three-guarters ungle, which gres the im-
presiion ri[ an abrupt movement towards
the onlooker, an swhon the young man bas
[fixed bis penetrating gaze. The advlescent
faee is distinetly long, wath straght noss,
short, powerful jaw and « pronounced
double chin. Promivent, tense and not
partienlarly attraceree lips catch the eye,
and there is just the snggestion of & mous-
tache above them. Losg, wavy, chestnut-
brown hatr desconds over bis shonlders
and dawn his back, giving way here and
there to blonde corls. The young wman 15
wearing a braad-brimmed black bat ador-
ned seith @ vibbon, His facket is bordered
with fur and is also black, with & broad
collar falling gver it. Tre the boutom lefi-
hand cormer part of a sleeve in golden yel-
low silk can be discerned, together with the
edge of a leather elove. The buckgronnd 5
brown and greentsh, wigorously pamted
with short, rapid, casual strokes.

From this background the youth’s face
emerges in a diffused light with no marked
chiaroscuro. The handling of the flosh aints
aisplays Rubens' bold use of colanr i the
Dluish and yellowish tints of the brightest
aveas and the vuddy browns of the shadores.
The youth's face 15 animated by a vibrant
and fugitive hominostty. The sk seems to
breathe, every factal muscle seoms to move,

1. P. P. Rubens, Portret Nicolaa-
sa Rubenss, umjernikova sina,
oko 1634—1636; ulje na drvu, 60,3
x 45,5 em; Zagreb, Muzej Mimara
P. P. Rubens, Portrait of Nicolaas
Rubens, the artist’s son, ca. 1634—
1636; oil on wood, 60.3 x 45.5
cms; Zagreb, Mimara Museum

oznake na poledini daske i moguénost logiénog si- -

tuiranja slike u Rubensov opus i1du u prilog ne samo

ispravnosti Mimarine atribucije veé i tvrdnji da je ta)

ﬁortret jedno od znadajnih ostvarenja iz majstorove
asne faze.

Portret je slikan uljem na hrastovoj dasci (vis. 60,3
cm; §ir. 45,5 cm). Slikani sloj dobro je uséuvan, a
uocljivi su tragovi restauracija. Na poledini je izve-
dena parketaza. Unutar jednog pravokutnog polja
stvorenog presjecima letvica parketa vidi se gradski
ﬁrb Antwerpena — dvorac sa tri kule i povrh njega
va radirena dlana — u dasku utisnut paljenjem (s/.
12, 13). O znaCenju toga znaka bit ¢e jo§ rijedi.
Slika prikazuje poprsje mladica u troéetvrtinskom
lijevom profilu. Dok su ramena i prsni ko$ bliZi pro-
filu, glava je — posve lagano nagnuta naprijed — izve-
dena u pravilnih tri Cetvrtine, $to stvara dojam na-
glog okreta prema promatracu, kojem mladi¢ upu-
cuje 1p_mdomi pogled. Naglaseno je adolescentno
duguljasto lice, pravilna nosa, kratke i snazne éelju-

sti i brade sa izrazenim podbratkom. Paznju privla-
¢e visoke, ispupcene i nervozne, ne bas lijepe usne,
iznad kojih su vidljivi rijetki bréiéi. Smedecrvenka-
sta, duga i valovita kosa pada na ramena 1 leda, pre-
lazeéi mjestimice u plave uvojke. Mladi¢ nosi crni
$edir $iroka oboda ukra$en masnom. Crn je takoder
krznom opsiveni haljetak, preko kojega je poloZen
$iroki ovratnik. U donjem lijevom kutu Vi£ se dio
svilenog, zlatnoZutog rukava i rub kozne rukavice.
Pozadina je smedezelenkasta, slikana kratkim, br-
zim, slobodnim potezima.

Iz takve pozadine izranja mladiéevo lice osvijetljeno
difuznim svjetlom, bez jaleg chiaroscura. Izvedba
inkarnata pokazuje bravuroznost Rubensove boje u
plavicastim 1 Zuékastim tonovima najosvjetljenijih
dijelova 1 u crvenkastosmedim tonovima u sjeni.
Treperavom i neuhvatljivom svjetlo§éu mladicevo je
lice ozivjelo. Epiderma dise, svaki misi¢ lica je u po-
kretu, a pogled usmjeruju dvije bijele svjetlosne
toCke u zjenicama ociju. Odsjaje svjetla i obojene
sjene nalazimo 1 na drugim dijelovima poprsja, a u

while his gaze 1 forussed by twin high-
lights on the pupils of the eyes. We find lu-
winons weflections and tinted shadows on
other parts of the bust, but the only more
striking accents in the picture’s chromatic
unity are the golden yellow of the glove
and the scarlet of the lips.

The layers of pigment form a thin glaze,
giving an effect of enamelled transparency
which is entirely in keeping with the tech-
nique of Rubens' lute phase. But this tran-
sparency i no way detracts fmm the pain-
ting’s firm covitonrs ~ the wigorons and
confident draughtmanship ensures a po-
werful plastic effect. The brashwork 15
tense e graphic, in the manmer of a shetch
(1L, 14, 15), The fact that this s mdeed a
sketch 1z alse suggested by the disparity m
the treatment of the face and the sitter’s
clothing. The face 15 pamted in a number of
glazed layers — 1t 15 »donee e terms of
panting, irr.m:c at that ftuge the panmter’s
it concern was to fix b sitter's character
Thus, anly the head and the collar and
sleeve in part have been {ully claborated,
while the other parts of the pamtmg bave
been fill:d 1t with no more than an initial
coat af paint. This is confirmed by an infra-
red rehﬂectogmm on which it may be obser-
ved that, in the lower layer of paint on the
Jace, swhich is not orstble to the naked eye,
the pamter was modelling the fucial featu-
res i searching for that anthentic tonch
by which he mni ficthe stter's chargeter
(Tl 18)." At warons pomts. traces of the
preliminary drawing may be soen by which
the artist outlined the shape of the picture
(. 17, 18).

Would a copyist take so much trouble over
the initial design of a portrait, if he had a
fimshed modef in front of him? Surely he
would not. The smbridled impetnosity of
the youth’s temperament, his personality
and facial foatires conld be expressed swith
such soveveign and yet wrterly prease orafts-
manship wj_v by a superh observer, such a
direct and vital ympact could be achieved
by none other than & great artist.

The euduring merits of Rubens’ portraits -
the natitral pose, the refusal to ﬂﬁrm o Lo
improve on the sitter's appearanice, the vip-
triating directness of expression by which
the m:ﬂmkcr t5 instantly attvacted — all this
is epitamised in the Zugreh portrait, To
qote H. Vlieghe's description of Rubens'
portratts, heve, tao, the patnter bas canght
his sitter »... ata moment of extreme ten-

2. Radionica P. P. Rubensa, Ni-
colaas Rubens, umjetnikov sin,
kasne 1630. godine; ulje na drvu,
74,6 x 70 cm; Chicago, The Art
Institute of Chicago

Studio of P. P. Rubens, Nicolaas
Rubens, the artist’s son, late 1630.
oil on wood, 74.6 x 70 cms; Chica-
go, The Art Institute of Chicago




sion or emotion. In so doing he naturally
sought inspiration from his great predeces-
sor Titian, the first 1o have conceived of a
portrait as a live, instantaneous scene. ' At
the same tine, the picture was panted i
single burst af mspration, so nhiﬁ. elen asa
shetch, it possesses all the quality of the fi-
nal version.

The identity of the sitter

In the wse of the London and Chicago
portraits & majonity of eritics 0{ R,:r e
work identified the features of Nicoluas
Riihens (borm 1618), the younger son of
the pamter from his first marriage to fsa-
bells Brant. There is no reason not to ac-
cept this .!s::m:pmm m the p':_tc o_}r rbc Za-
greb portrait as well. The freshuess of the
youth's face, the ardonr watl which it bas
been putnted wud the artist’s evident emo-
tional bond with bis sitter which radiates
Jront the pamting —all this tends to support
the sipposttian. The streking likeness of the
yonng man to the patnter himself (1, 7) al-
sa suggests that this 15 Rubens’ son, and we
may arnve at the same concluston if we
compare the sitter’s features with the faces
of yaung men that we knoto for certam re-
present Nicolags.

The earliest known picture of Nicolaas is
reckoned to be the 4£‘.-1:."mg Child with a
coral necklace (Albertma Prine Collec-
tiom, Vienma), although the sitter's identity
is wot abisolutely certam.® As compared
with this drawing, made about 1619, in
which the face does not offer sufficently
distinttive features; another drawing from
a}:l;rru.rjm.-rtr!y 1625-1627 15 mowe yewar-
ding (IIL. 8), Nicolaas Rubens with a felt
cap fs shown as a child of abont eight years
nfnge with features that alveady manifest
the constituent elements of the adult: the
eyes and their setting, the straght nose,
slightly retvoussé, the full, heart-shaped
lips, and the prominent, alveady distmeti-
vely maseuline double chin”

It was almost at the same time (1626—1627)
that the memarable dowble povtrait of Ra-
bens' sons, Albert and Nicolsas Rubens,
fram the Prince of Liechtenstein’s collec-
tion in Vaduz was painted (1L 9).7 No
partrait by Rubens of Isabella together
with the children 15 known,” and idio-
dual poreratts of bis children by the artist
are few and far betzoeen, so that the double
portrait in Vaduz is the only fill-length re-
fresentation of bis sons. This fuct alone
supports the claim that it is mdeed Nicolaas
who Is thewn w the Zagreb portrait: it 15,
after all, hardly probable thar Rubens,
who was exceptionally fond of his children
from both marnages, wonld bave remained
so mdifferent to their daily prosence when
chnosing bz sitters.

In this dosble porrat Rubens obvionsly
treats the ErL'ui'u—_}'mr old Albert and
eight-vear old Nivolaas differently. Diffe-
rences in clothing and facial expression are

kromatskom jedinstvu slike jedini su jaéi naglasci
zlatnozuti rukav i crvene usne.
Namazi boje tanki su i lazurni. Oni stvaraju dojam
emajlne prozirnosti tvari, §to je posve u skladu s Ru-
bensovom tehnikom u kasnoj fazi. No prozirnost
nije narusila ¢vrstocu oblika — siguran i energian cr-
tez osigurava mu snaznu plasticnost. Potez kista je
nervozan i crtacki, skicozan (sl. 74, 15). Da je rije¢ o
skici ukazuje i o¢igledna neujednadenost u tretmanu
lica 1 odjece. Lice je izvedeno u viSe lazurnih slojeva
— ono je slikarski »dovrSeno«, jer je slikaru u tom
¢asu najvaznije bilo fiksirati karakter modela. Tako
su jedino glava i donekle ovratnik i rukav razradeni,
dok su ostali dijelovi slike izvedent samo u prvom
sloju boje. To potvrduje i infracrveni reflektogram
na kojem se vidi da slikar i u donjem, prostim okom
nevidijivom sloju modelira lice, trazeéi onaj pravi
touch kojim ¢e fiksirati karakter modela (sl. 78).* Na
ojedinim dijelovima vidljivi su i tragovi potcrteza
onim je majstor naznacio formu (sl 17, 18).
Da li bi se kopist s tolikim marom trudio oko prve
koncepcije portreta, imajuéi pred sobom veé gotovi
predlozak? Sigurno ne bi. Dinami¢nost i neobuzda-
nost mladiceva temperamenta, njegovu osobnost i
fizionomiju mogao je takvom slobodnom, ali preci-
znom izvedbom izraziti samo vrhunski opservator,
a takvu Zivotnu neposrednost samo velik majstor.

Trajne odlike Rubensovih portreta — prirodnost po-
ze, odbijanje svakog laskanja i uljep$avanja modela,
opc¢injavajuca neposrednost izraza kojom je proma-
tra¢ naglo privucen — na najbolji su nadin 1zvedene i
na ovom portretu u Zagrebu. I tu je slikar — da se

osluzimo rije¢ima H. Vlieghea kojima opisuje Ru-
Eensove portrete — uhvatio »trenutak krajnje mzﬂe-
tosti ili emocije... nadahnjujuéi se svojim velikim
prethodnikom Tizianom, prvim koji je zamislio por-
tret kao Zivi, trenutacni prizor«.® Pritom je slika iz-
vedena u jednom dahu, posjedujuéi i kao skica uvjer-
ljivost konacnog rjesenja.

Identifikacija modela

Na spomenutim portretima u Londonu i Chicagu
vecina je kriticara Rubensova opusa prepoznala crte
lica Nicolaasa Rubensa (rodenog 1618. god.), mla-
deg slikareva sina iz braka s prvom Zenom Isabellom
Brant. Nema razloga da se takva pretpostavka ne
prihvati i u slucaju zagrebacke slike. Svjezina mladi-
ceva lica, zar kojim je ono slikano i ociti emotivni
odnos majstorov prema modelu koji iz slike zra&i —

3. Radionica P. P. Rubensa, So-
kolar, kasne 1630. godine; ulje na
platnu, 213,5 x 106 cm; London,
Palaéa Buckingham

Stredio of P. P. Rubens, The Falco-
ner, late 1630; oil on canvas, 213.5
x 106 cms; London, Buckingham
Palace




cliees to differonces i temperament. Albert
is scholarly (e s holding a book), i brs -
s¢ the mind is dominant, while Nicalaas 15
& cvefree and ploifd fitle boy (he 1
playing with a bird], more wrclined to phy-
sical activities, This dichotany has deeper
allegorical youts.” In Ricbens ‘;‘Wﬁ‘?“"“" of
Iies sanis, whem be pamts i the wanner of
an aristacratic partrit, we see Albert as the
student and scholir, amd Nicobias s honse-
Iy tountry fad, dess highly edueated and of
& more Hpdcons temporamient, And th
view which Rithens took of Iiss youngerson
may alio be detected i the Zagreb portrait
of Nicolaas.
There 1s another feature of the double por-
wait from the Liechtenstem collection
which ought to be pomted out, Since it was
pamted  shortly after Tsabells’s  death
(1626), s may perhaps be indicated by Al-
bert’s dark cfa:,’u.-:g. the portrait 15 an at=
tempt by Rubens to record the appearance
of the sans bori /’mm bis maiviage with
sabella (o danghter, Clara Serena, had
died in 1623). Rithens had bee profoundly
affected by Isabella's death, swhich plinged
hemr et & depression that fasted for several
years: This is the veason why the artsst here
stresses the physical differences between the
two boys = Albert 15 more of ¢ Brant, the
imige of his mather, while Nicoluas takes
after bis father." And snee Nicalsas here,
s i the Alberting dratoing is very like the
youth in the Zagreb portrait, then the
search for physical resemblinces between
the sitter and P. P. Rubens is entirely st
fied, for t wonld follow logically that the
Young man v question is mdved the son of
Rubens.
Changes i Nicolaas’s featuves muy be tra-
ced even further, Not long after marrying
his second worfe-Helena Fowrment (af the
end of 1630), Rubens paimted his Walk in
the Garded (Munich, Alte Pinakothels, 11,
10 and 1), The picure wus pamted
about 1631, 50 that Nicolaas was thirteen
years old at the time. Here, too, we muy
dotect i s profile the elongated fuce, the
promuent lips and the familiar heasy ehin,
features wheeh were to asssone & move ma-
ture form a few years later.
I shor, altongh there is no positive proof
that Nicolaas Rubens is depicted in the Za-
eb pamtmg, comparisons with other
nown and certified vepresentations of the
artist’s younger son remowe any dowbt that
we wre dealing with the same person.

4. Flamanska skola, Nicolaas Ru-
bens, 17. st.; ertez ugljenom i pe-
rom, 178 x 137 mm; Pariz, Kabi-
net erteza Louvrea

Flemish school, Nicolaas Rubens,
17th cent.; charcoal and pen dra-
wing, 178 x 137 mms; Paris, Cabi-
net des Dessins du Misée dy Lou-
wre

govori tomu u prilog. Da je rije¢ o Rubensovom si-
nu svjedodi 1 velika sli¢nost mladi¢a i samog slikara
(sl. 7), a do istog se zakljucka dolazi usporedi li se
lice s onima licima mladica za koje se pouzdano zna
da prikazuju Nicolaasa.

Najranijim poznatim prikazom Nicolaasa smatra se
crtez Dijete s koralinom ogrlicom (Graficka zbirka
Albertina, Bec), premda i tu identitet modela nije
posve pouzdan.® Za razliku od tog crteza, koji je na-
stao priblizno 1619. god. i na kojem lice jo3 ne pruza
dovoljno prepoznatljivih crta, drugi jedan crtez iz
priblizno 1625-1627. god. mnogo je zahvalniji za
usporedbu (sI. 8). Nicolaas Rubens s pustenom ka-
pom prikazan je dakle priblizno kao osmogodisnji
djecak, ¢ije lice ve¢ pokazuje konstitutivne e%e_mente
odraslog lika: o¢i i njihov poloZaj, pravilan i pri vr-
hu pomalo izvijen nos, sreolike, pune usne 1 jaku,
ve¢ muzevnu bradu s podbratkom.”

Priblizno u isto vrijeme (1626—1627. god.) nastao je
nezaboravni dvostruki portret Albert 1 Nicolaas Ru-
bens iz zbirke kneza Liechtensteina u Vaduzu (sl.

9).* Nijedan Rubensov zajednicki portret Isabelle s
djecom nije poznat,’ a i slikarevi samostalni portreti
djece su rijetki, tako da je ovaj dvostruki portret iz
Vaduza jedini njegov prikaz sinova u punoj figuri.
To veé samo po sebi uévricuje tvrdnju da je na za-
grebackom portretu Nicolaas: mala je, naime, vjero-
jatnost da bi Rubens, koji je neizmjerno volio svoju
djecu iz oba braka, u izboru modela ostao u tolikoj
mjeri ravnodusan na njihovu svakodnevnu prisut-
nost.

Na tom dvostrukom portretu Rubens o¢ito razli¢ito
tretira dvanaestgodi$njeg Alberta i osmogodiSnjeg
Nicolaasa. Razlike u odjeéiiizraZaju lica ukazuju na
razlike u njihovim temperamentima. Albert je ucen
(nosi knjigu), u njega dominira um, Nicolaas je zai-
gran 1 bezbrizan djecarac (igra s pticom), predispo-
niran za aktivitet tijela. Ta dihotomija ima dublje
alegorijske korijene.”® U Rubensovoj percepciji si-
nova, prikazaniﬂl prema modi aristokratskih portre-
ta, vidimo Alberta kao studenta i znanstvenika 1 Ni-
colaasa kao priprostijeg, manje obrazovanog, rusti-
kalnijeg i temperamentom Zzes¢eg mladica. A takav
pogled Rubensov na mladega sina moguce je prepo-
znati i na portretu Nicolaasa u Zagrebu.

Na dvostrukom portretu iz zbirke Liechtenstein
evidentna je jo§ jedna pojedinost na koju treba uka-
zatl. Buduéi da je nastao kratko nakon Isabelline

It is uppropriate, perhaps, to record & /r::;'
brographical detatls concormmg Nicolas,
to sehum bis father Ireqm’:mbm% Dis collee-
tion of »cons and medalse,” and to whom
his-elider brother assigned the family ma-
nor-bonse, Hof van Ursele, e Ehoren i
the year 1646, Nicolaas Rubons, fature
seigneur ¢t chitclin de Rameyen, wus
christened e Antsverp on 23 May 1618 m
St. James’s Church. His god-parents were
a Genoese nobleman and friend of Ru-
bens, Connt Nicolas Palavcins (represent-
ed by Andreus Pichenotit), and Maria de
Moy. Nicolaas was so christened ;l{'rer
Cosnt Palisvieon. By a-contract dated 26
September 1640 he married the danghter
E/J an Antwerp magistrate Ferdinand Vin
der Vecken, and bis wife Catberme; the

5. Simon Vouet (1590-1649),
Portret mladiéa, 1614-1627; ulje
na drvu, 42 x 37 cm; Grenoble,
Muzej Grenoble

Simon Vouet (1590-1649), Por-
trait of a Young Man, 1614-1627;
otl on wood, 42 x 37 cms; Greno-
ble, Musée Grenoble

6. Pripisano  Janu  Cossiersu

(1600-1671), Mladi¢ duge kose;
ulje na platnu, 46 x 36 em; Stock-
holm, Nacionalni muze)

Attrib. to Jan Cossiers (1600—
1671), Youth with long hair; oil
on canvas, 46 x 36 cms; Stockholm
Nationalmuseum
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7. P. P. Rubens, Peter Paul Ru-
bens, oko 1630.; Antwerpen, Ru-
bensova kuéa

P. P. Rubens, Peter Paul Rubens,
ca. 1630; Antwerp, Rubenshuis

8. P. P. Rubens, Nicolaas Rubens
s pustenom kapom, oko 1625-
—1627; Bet, Grafitka zbirka Al-
bertina

P. P. Rubens, Nicolaas Rubens
with a felt cap, ca. 1625-1627;
Vienna, Graphische Sammlung

Albertina

smrti (umrla 1626. god.), o ¢emu mozda svjedodi i
Albertova tamna odjeéa, taj portret je i Rubensov
pokusaj memoriranja izgleda sinova (kéer Clara Se-
rena umrla je 1623. god.) rodenih u braku s Isabel-
lom, ¢ija ga je smrt duboko potresla, izazvavsi vise-
godisnje melankoli¢no raspoloZenje. Zato ‘je slikar
tu namjerno naglasio fizicke razlike izmedu dvaju
djecaka — Albert je vise Brant, potpuno nalik majci,
a Nicolaas je, suprotno, sli¢an ocu." A buduéi da je
Nicolaas ovdje, bas kao i na crtezu iz Albertine, vrfo
slican mladicu na portretu u Zagrebu, onda trazenje
fizicke slicnosti izmedu toga mladica i P. P. Rubensa
nalazi svoje puno opravdanje, na osnovi ¢ega logic-
no proizlazi da je prikazani mladi¢ uistinu Ruben-
SOV sin.

Promjene Nicolaasove fizionomije mogu se pratiti i
nadalje. Nedugo nakon sklapanja braka s drugom
zenom, Helenom Fourment (kraj 1630. god.), Ru-
bens je naslikao Setnju wrtom (Stara Pinakoteka,
Minchen). Slika je nastala oko 1631. god., tako da
Nicolaas ovdje ima trinaest godina (s/. 707 71). I tu
se u profilu lica prepoznaju gugul}asto lice, ispupce-

ne usne i ve¢ poznata jaka brada s podbratkom, sto
¢e svoj zreliji oblik poprimiti koju godinu kasnije.
Ukratko, Ipremda nema nekog eksplicitnog dokaza

dajenas

icl u Zagrebu prikazan ba$ Nicolaas Ru-

11

bens, usporedba s drugim poznatim i provjerenim
prikazima slikareva mladeg sina otklanjaju sumnju
da je rijec o istoj osobi.

Prilika je spomenuti nekoliko biografskih podataka
o Nicolaasu, kome je otac ostavio zbirku »kovanica
i medalja«,'? a stariji brat prepustio 1646. god. obi-
teljski dvorac Hof van Ursele u Ekerenu. Nicolaas
Rubens, buduéi seigneur et chatelain de Rameyen,
kriten je u Antwerpenu 23. 5. 1618. god. u crkvi Sv.
Jakova. Kumovi su bili genovski plemic i Rubensov
prijatelj grof Nicolas Palavicini (predstavljao ga je
Andreas Pichenotti) 1 Maria de Moy. Po grofu Pala-

viciniju Nicolaas je dobio ime. Ugovorom od 26. 9.

witnesses at the ceremony were Daniel
Fourment and D. Pierre Helman. Seven
childyen were born of the marriage. Nico-
lais Rubens’ descendants inc[ndeg a num-
ber of noble Belgian and French families
(Lunden, Gobau, van Esheeck), and fol-
lowing the Frendh Revolution one brandh
found a wew home i America, Nicolwas
made his will on 27 May 1655 and died in
.'h:rz.';;:r';l an 25 September of that same
year.

The hallmark

The buck of the wooden panel on which
the pictire 15 pamted has a fresh appearan-
ceand-was most probably sanded when the
aadle was applied (1. 12). The square i
the entre l{::s not been runrbnj and it
shows the colonr and the pattern of old
wood fibres (1L 13). Dito this square a de-
vice has been burned — a castle with three
turrets surmounted by a pair of outstret-
ched hands.

The practsce of thus branding carved pa-
uels, statwes and, later on, easel paintings
began in the 15th contury in Brussels and
was Tapidly lm'ra‘pferf by the dtics of Ant-
werp and Mechelen!® These three cities
are the aufy centres so f.:r known where
marks of this kind wweve placed on wworks of
art, mostly as guild mavks or hallmarks de-
nating « purticelar phase in the praduction
of the wark, or else asa spei?ic warranty of
the work's proper technical execution and
quality. Artists of Baroque period submit-
ted woluntandy to this kind :y control on
the part of the guild, so that the practice of
ssing these marks contiued until the close
of the 17th century. The rfmc:ia‘ 15 an ex-
pression of an artistic mode of ife and pro-
fessiomal organtzation which was :m?ﬁ:rd
to the southern districts of the Netherlands,
50 that such marks do not appear ontside
this area, not even in Hollaud. But such
hallmarks are known to have had additio-
il significance, and M. Schuster-Gawlow-
skt devidesthetrmeanmg into five separate
groups: q:;.-:f."r}' migrks or g d hallmarks,
studio marks, panel-makers” marks, letters
denoting the year of production, and the
owmership marks of particular collectors. I
is only the quality. or guild hallmarks that
are J':r.-m(.l’i,‘r{ mto the SIH"Ir.-IEL' uJ" the pmﬂf,
other marks are either engraved, or else
simply stamped on.

Works produced in Antwerp have a recog-
nizable hallmark: the castle surmounted
by two open hands, which are in fact parts

9. P. P. Rubens, Albert i Nicolaas
Rubens, oko 1626—1627; Vaduz,
Zbirka kneza od Liechtensteina
P. P. Rubens, Albert and Nicolaas
Rubens, ca. 1626-1627; Vaduz,
Collections of Prince of Liechten-
stein
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10. P. P. Rubens, Setnja vrtom,
oko 1631.; Miinchen, Stara Pina-
koteka
P. P. Rubens, Walk in the Gar-
den, ca. 1631; Munich, Alte Pina-
kothek

11. P. P. Rubens, Setnja vrtom,
detalj, oko 1631.; Mﬁncﬂlen, Stara
Pinaéoteka

P. P. Rubens, Walk in the Garden,
detail, ca. 1631; Munich, Alte Pi-
nakothek

1640. god. oZenio se kéerkom antwerpenskog magi-
strata Ferdinanda i Catherine Van der Vecken, a
svjedoci na vjencanju bili su Daniel Fourment i D.
Pierre Helman. U tome braku rodilo se sedmoro
djece. Potomstvo Nicolaasa Rubensa obuhvaéa ne-
koliko belgijskih i francuskih aristokratskih obitelji
(Lunden, Gobau, van Esbeeck), a jedan je ogranak
nakon Francuske revolucije nafao novu domovinu u
Americi. Nicolaas je saéinio oporuku 27. 5. 1655. a
umro u Antwerpenu 28. 9. te iste godine.?

‘."?‘?ﬁ-'-
s
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. 'Céhovski znak

Poledina drvene podloge slike djeluje svjeze 1 najvje-
rojatnije je izbrusena prilikom parketiranja (s/. 12).
Pravokutnik u sredini (vis. 10 ¢cm; $ir. 8 cm) nije di-
ran, te pokazuje boju i strukturu vlakna starog drva
(s/. 13). U tom je pravokutniku paljenjem utisnut fi-
guralni znak — dvorac iznad kojeg su dva rasirena
dlana.

Tradicija stavljanja znakova na rezbarene retable,
kipove i kasnije Stafelajne slike zaceta je u 15. st. u
Brusselu, da bi je ubrzo prihvatli gracfovi Antwer-
pen i Mechelen." Ta su tri grada jedina dosad po-
znata sredi$ta gdje se takvi znakovi na umjetnickim
djelima javljaju, veé¢inom kao cehovske oznake poje-
dine faze izrade djela, odnosno kao svojevrsno jam-
stvo dobre tehniéfze izvedbe i kvalitete djela. Takvoj

i_kontroli "dragovoljno su se_podvrgli 1

_umjetnici baroknog razdoblja, pa se praksa stavljanja -

znakova nastavila sve do kraja 17.5t. Ona je izraz
umjetnickog zivota i cehovskog organiziranja, ogra-
ni¢ena samo na juzne pokrajine stare Nizozemske,
tako da se izvan toga podrucja znakovi ne javljaju,
¢ak ni u Holandiji. No poznata su i dodatna znace-
nja takvih punci, pa ih/M. Schuster-Gawlovska dijeli
u pet skupina: znakove kvalitete ili cehovske kon-
trole, radionicke znakove, znakove izradivaca dasa-
ka, slova kao godine nastanka djela, vlasni¢ke zna-
kove sabiraca. Jedino su znakovi kvalitete ili cehov-
ske kontrole nanoSeni paljenjem, dok su ostale vrste
znakova ubiljezavane suhim utiskivanjem ili rezba-
renjem.

Djela koja su nastala u Antwerpenu imaju prepo-
znatljiv znak: dvorac i dvije ruke, Sto su zapravo di-
jelovi grba grada Antwerpena. Oni se na umjetnini
mogu_javiti pojedinatno, zajedno~ili u razlicitim

“kombinacijama, Kad se uz dvorac i ruke nadu 1 izrez-

barena slova, znaéi da je antwerpenski proizvodac
dasaka (tafereelmaker) uz jamstvo ceha — u ovom

~ slucaju gilde Sv. Luke — potpisao svoj proizvod ini-

cijalima. Primjer za to su slova MV, koja je G. Gepts
1954. god. identificirala kao inicijale Micl!liela Vrien-
dta, koji je Zivio u Antwerpenu i tu umro 1636/37.
E:rd.15 Vriendt je jedan od proizvodaca dasaka kod
ojeg je Rubens naruéivao podloge svojih slika u ve-
¢im koli¢inama, $to potvrduju istrazivanja slikarevih
djela sa cehovskim oznakama uz koje se cesto javlja-
ju inicijali MV.
Danas istrazivaci sve vise obraaju pozornost ta-
kvim oznakama, buduéi da one mogu biti znacajne

of the manicipal arms of Antwerp. These
emblems muy figure on avtistic products in-
dividnally, together, or fnn zurtons combi-
nutions. When letters are engraved along
sith the castle and }J‘mds, this means that
the Antwez? panel-maker (tafereelmaker)
has signed his work with his initials as well
as with the hallmark of bis guild — in this
case the Guild of Saint Luke. The letters
MV are an example: in 1954 G. Geprs
identified these as the mittals of Michtel
Vrigndt, who lewed in Antwerp and died
there tn 16361377 Vitendt soas one ?{ the
panel-makers from whom Rubens ardered
panels._for bis picteres i considenable
quantities, as.is confirmed by exammation
of hillwurked works by the artist in which
the initials MV often figure.

Nowadiys vesearchers ave paying increas-
ing attention to bullmarks of this kind, sm-
ce they muy he significant for the dating of
purticular works o for determining zc'fm'
they were f)ru:fncrd.“’ The prember of hall-
marks and other such marks s surprismgly
small in proportion to the mumber of sur-
viving pamtings {rom the Flemish schaol.
The reason for this may be damage to the
pictures of one kmd or another, the sealin
of the buck of the pretwve with way, samd-
ing before the wpplication of oudle, the
transfer of paintings from wood to canous,
ete. And :}ym Jdﬁ to this the existence of
forged marks, then the importance of in-
vestigating them becomes even: churer.,
Bearing this i mind, we see that cvery one
of these marks, including that on the paint-
ing in the Mimara Muserm, is of value
through the-very fact of sts existence, ang-
mentmg as it does the meagre vepertoire of
known hallmark scertifiatese on pictures
by ald Flemish masters.

In the case of easel pictures hallnarks ma-
ke their agpearance during the second half
of the 16th certury and in the 17th century,
being pleced in the centre of the reverse -
de :j the picture, The mark branded on the
back v L[L'Z.\-grcbpormﬁ'rnfr\"imbusﬂu—'
bens does i fact occupy this position, which
is an important-due if we apply M. Schs-
ter-Gawlowska’s observation: the picture
has not been subsequently cut dowm or
othermse redueed faZowmg its campletson,
becanse in that use the mark would not be
in the centre. On this basis the head-and-
~shonlders portrair would represent the
arigimal composition, This location :J' the
ballmark, bowever, does not exclude the
possibility that the picturé swas cut down
equally on all four sides, Might this be the
reason swhy the falcon’s tail and the frmge
of the collar on the vight-hand side are mis-
smg!

Another wital clue provided by the hall-
mark points to the pictre’s plice of arigin:
it was pamted in Antiwerp during the 17th
century, which, together with the other
evidence already :!;nu:rd, provides strong
support for the clamm that the painting is @
Rubens autngraph.
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pri dataciji djela ili odredivanju mjesta njegova na-
stanka.” U odnosu na broj satuvanih djela flaman-
ske umjetnosti, broj cehovskih ili drugih oznaka za-
¢udujuce je mali. Uzrok tomu mogu biti razlidita
ofteCenja slika, premazivanje poledine voskom,
struganje poledine pri parketiranju, prenosenje slike
s drva na platno i dr. A pribroji li se tomu i postoja-
nje krivotvorenih znakova, onda jo$ vise dolazi do
izrazaja vaznost tih istra¥ivanja. Imajuéi to u vidu,
svaki znak, pa tako i ovaj na slici u Muzeju Mimara,
1ma vrijednost ve¢ samim svojim postojanjem, obo-
gacujuci skuéeni repertoar poznatih cehovskih »cer-
uifikata« na slikama starih flamanskih majstora.

Na stafelajnim se slikama znakovi javljaju u drugoj
pol. 16. i u 17. st., smje$tajuéi se u sreciinu poledine
slike. Takav poloZaj ima i znak upegen u poledinu
portreta Nicolaasa Rubensa u Zagrebu §to je, primi-
jenimo li upozorenje M. Schuster-Gawlowske, zna-
¢ajna indikacija: slika po svemu sudeéi nije naknad-
no piljena, odnosno skracivana, jer bi se u protiv-

2. Poledina portreta Nicolaasa
Rubensa, umjemnikova sina; Za-
greb, Muzej Mimara

Back of the Portrait of Nicolaas
Rubens, the artist’s son; Zagreb,
Mimara Musenm

13. Znak utisnut paljenjem na po-
ledini Portreta Nicolaasa Ruben-
sa, umjetnikova sina; Zagreb, Mu-
ze] Mimara

Hallmark burnt into the back of
the Portrait of Nicolaas Rubens,
the artist’s son; Zagreb, Mimara
Musenm

T
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ka 1z Beca, Vaduza i Miinchena vi

nom znak nafao izvan njenog srediSta. Na osnovi
toga bi i kompozicija ovog Eﬂ%mste portreta bila iz-
vorna. Takav polozaj znaka, medutim, ne iskljucuje
mogucénost da je slika skraéivana podjednako na sve
Getiri strane. Da li bi se time moglo objasniti to sto
na slici nema sokolovog repa niti zavrSetka ovratni-
ka na desnoj strani?

Drugo bitno upozorenje znaka kazuje o porijeklu
slike: ona je nastala u Antwerpenu u 17. st., §to uz
ostalo ve¢ spomenuto jos jednom potkrepljuje tvrd-
nju da je rije¢ o Rubensovom autografu.

Datacija

U datiranju zagrebatkog portreta osnovna je refe-

renca Nicolaasova Zivotna dob. Na prikazima djeca-
dli) se kako je mla-
di¢ izgledao kao trinaestgodi$njak, tako da ovdje on
moze imati izmedu Sesnaest 1 osamnaest godina.
Zbroji li se to s godinom njegova rodenja (1618),
onda je slika nast:ﬁa u periodu izmedu 1634. 1 1636.
godine. S tom se datacijom podudara skicozna teh-
nika i fluidnost poteza, §to je tipi¢no za Rubensov
stil kasne faze (1630-1640).
Da li je moguéa preciznija datacija? Tesko, bez
¢vrstih Cinjenica ili arhivskih podataka u kojima bi
slika bila spomenuta. Medutim, iznijet ¢u ipaf( jednu
pretpostavku, premda zasnovanu na pukoj slutnji.
Poznato je da je Rubens u svojoj oporuci zahtijevao
da njegova velika zbirka crteza i skica bude sacuvana
netaknuta sve dok mu najmlade dijete ne navrsi
osamnaest godina, 1 to za slu¢aj da neki od sinova (ili
buduéih zetova) izabere umjetnicku karijeru.” Taj
podatak naglaSavam iz dva razloga. Prvo, da uka-
zem na to da se u Flandriji u 17. st. kao prag zrelosti
ra¢unala navr§ena osamnaesta godina i, drugo, da je
Rubens pridavao znaajnu paznju punoljetnosti
svoje djece. Taj je dakle datum u Nicolaasovom Zi-
votu mogao biti motivacijom Rubensu da naslika si-
novljev portret, §to bi znaéilo da je slika nastala
1636. godine. A pritom bi i alegorija sokolara, koja
je sa zagrebackim portretom povezana (kasnije Ce-
mo vidjeti kako), dobila funkcionalnije objasnjenje.
Bila bi to moralna poruka sinu koji ulazi u zrelu
dob. Ako bi to bilo to¢no, onda bi, takoder posve
hipoteti¢no, i nepostojanje inicijala MV uz cehovski
zig na poledini slike bilo moguce objasniti smrcu
Michiela Vriendta 1636/37. god., odnosno godina
1636. bi se potvrdila kao vrijeme prije kojeg ovaj
portret nije mogao nastati.’®

Dating

A basic point of reference for the dating of
the Zagreb portrunt is Nieolaas’s age. From
the representations m Vienna, Viduz and
Mynich we ean ascertain what the boy look-
ed like-wwhen be was thirteen, so that here
he might be anything between sicteen and
eighteen years pld. f)gu-‘e add this fignre ta
the year of bis birth (1618), then the picture
wonld have been pamted between 1634
and 1636. The sketch-like manner and the
fluidity of touch characteristic of Rubens’
late phase are consistent with this dating.
Is it possible to arrive at a more precise da-
tingé [t 15 difficult in the absence of firm
facts or documentary records actrally re-
Jerving to the pamting. Nevertholoss, we
would like to put forward a suggestion, ul-
thaugh it is based on prre comadence.,

It 1s known that Rubens stipulated in his
will that his large collection of drawings
and sketches should be preserved intact un-
til bis yorngest child had reached the age of
eightuen, in case either of his sons (or any
futnre sons-m-law) should choose to em-
bark on an artistic areer,” [ siress this fact
for two veasons: firstly to point onz that i
Flanders duving the 17th contury exghteen
was veckoned to mark a boy's coming of
age; secondly to swggest that Rubens devo-
ted considerable attention to the coming of
age ﬂf bis childyen. Consequently, this jdff
in Nicoleas's life might have been the occa-
ston that prompted Rubens 1o pamt bis
son’s portrait —which would imply that the
plcture was )pﬂ:med m 1636, Besides, the
allegory of the falcon which 15 linked to the
Zagreh rnrfm:'r (we shall see how luter)
would then acquire a functional explona-
tion. That t."urJn’ be a moral messuge to his
son on the thresold of matunity. If this were
so, thon the absence of the initals MV
alongside the ballmark could be explaed
— aguam, quite hypothetically - by the death
of Michiel Vriendt in 1636/37, and 1636
wonld once more be confirmed as the pomt
i tiee before which thes portrart :'a:ffr’} not
have come o extstence.”

In the absence of positive proof of this hy-
pothesis, however, we shall have to content
ourselves with the approximate dating of
the picture in the period between 1634 and
1636.

The portraits of Nicolaas Rubens
in London, Chicago and Paris

A number of other representations of the
same youth are lnked to the head-and-
~shonlders portrait in Zugreb. The Royal
Collection 1 Buckingham Palace includes
a large-scale painting entitled The Faleo-
ner jnif on canvas, height: 213.5 oms;
swidth: 106 ons) which was acquired by
King Gearge IV (1762-1830) and which
had previonsly been in the Gildermeester
and Bowrg collections.”” The figure of a

young huntsman holding a faleon m’ bis
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extended vight hand, sebich 1 clad 1 o
leather plove, 1 deprcted i three-quarter
length, down as far as the knees. A land-
scape extends deepinto the backgronnd be-
bind the youth, who is in the forgrownd

(1lL. 3).

The lower part of the bady is i profile, but
the head and shoulders repuat the pose of
the sitter in the Zagreb portrait, The head
s ched vather further forward, howe-
wer, sa that the figre loses something of tts
self-confident postire. In spite of the simu-
Larities berween the two figures it 1s possi-
ble to detect significant differences which
complately alter the youth's expression
the London pating. Hlsrﬁm: 1 broader,
more sgidre than oval. The penctrating,
confident gaze of the almond-shaped cyes
has wantshed: the eye-lids are more elanga-
ted, more angnlar and rigid. The lips are
fuller and more volaxed, Licking that firm-
ness and voluptwonsness which reveal the
stromg will and chiracter wwe have i the
Zagreh povtrait: Altogether, the Falconer's
face &5 move static, more wbstracted. ftis
melanchaly, dreamy or, vather, sbeanti-
fieds, L-"I."anh' those tensions that mark the
Zagreb Nicalas (1. 1). If we add to this
certamn simplifications that enabled the
painter 1o work more vapidly, bke the
straightened lie of the bat-byon, then we
can detect more and more clearly the rigid
hand that was gowerned by a model - a
sketch the artist 15 converting to a largor
scule. This ts even more evident 1 that part
y the fignre extending from the waist
own to the knees where the artist had no
model and where the poverty of detail and
invention 15 strikingly obuvions. Rubens
wonld certainly not tndulge nr wnch 4 de-
gree of inconsistency.
The design of this portrait comncides with a
sevies ;;f family portiauts which Rubens
p.r:‘uri't i his later j'c.-n':',"" fuﬁo:&'i‘u‘{{ his
return from Spam and England, where he
had & chince ta study Tittan and the Vene-
tian masters it the royal galleries. The mo-
re marked influence of Titian 15 evident in
that type of portrait which bas the full or
zbm-qn.:m-;' !'L'Hg'u': ﬁg;frc and a dr:ep pro-
spect. extending far into the buchground.
Examples ave Helena Fourment as Hagar
in the wilderness (ca. 1635, Dudwich Art
Gallery, London), or Helena Fourment
leaving <her« house (ee. 1631, Lowvre, Pa-
ris) This type of Venetian design is also
evident in The Falconer i Buckingham
Palace, '

The picture became familiar to the public
at a very early stage, and critics have fre-
quently expresied conflicting views about
it. In bis study of the Flemish masters Al-
fred Rosenberg hsted 1t in a supplement to
the book under the heading Die unechten
Bilder (spurious pictieres), :Jrsf'gmmug ita
wark af inferior ?:f.-:ﬁr-p, Le. & capy from a
Rubens original** Willelm von Bode re-
tarted, expresing. astonsshment that »a

No u nedostatku dokaza za takve pretpostavke tre-
ba ostati pri pribliznoj dataciji slike u period izmedu
1634. 1 1636. god.

Prikazi Nicolaasa Rubensa iz Londona, Chicaga
i Pariza
Sa zagrebackim poprsjem u izravnoj je vezi nekoli-
ko drugih prikaza istog mladi¢a. U Kraljevskoj zbir-
ci u Palaéi Buckingham Euva se slika velikog formata
pod nazivom Sokolar (ulje na platnu, vis. 213,5 cm;
sir. 106 cm), koju je pribavio engleski kralj George
IV (1762-1830). Prije toga je bila u zbirkama Gil-
dermeester i Bourg." LiE mladog lovca koji na is-
pruzenoj ljevici polozenoj u koznu rukavicu drzi
sokola prikazan je u troéetvrtinskoj figuri do kolje-
na. Dull:oko iza mladica, koji je u prvom planu, pro-
stire se krajolik (s/. 3).
Donji dio wjela je u profilu, dok poprsje ponavlja
postav modela sa zagrebacke slike. Jedino je glava
viSe nagnuta naprijec%, ¢ime je lik izgubio na pono-
snom drzanju. Unato¢ sli¢nosti izmedu dvaju liko-
va, mogude je uoliti i znatne razlike, koje su mladi-
¢u na londonskoj slici dale posve drukéiji izraz.
Njegovo je lice Sire, Cetvrtastije, nije toliko ovalno.
Nestalo je prodornog, samosvjesnog pogleda bade-
mastih ociju: kapci su izduzeniji, vise uglati 1 ukoce-
ni. Usne su vee 1 opustenije, bez one ¢vrstine 1 stra-
stvenosti koje imaju na zagrebackoj slici. U ¢jelini je
lice sokolara staticnije, odsutnije. Ono je melanko-
liéno, sanjarsko ili bolje »proljepsano«, bez one na-
Eetosti koja krasi zagrebackog Nicolaasa (s/. 7). Pri-
rojimo i tomu neka pojednostavljenja kojima je
slikar ubrzao izvedbu, kao $to je poravnata linija
oboda $esira, sve vise otkrivamo ukocenu ruku koju
obavezuje predlozak — skica koju slikar prenosi u
veéi format. To je jo§ ocitije u dijelu figure od struka
do koljena, za koji slikar nije imao predlozak i gdje
je napadno uocljivo siromastvo detalja i invencije.
Takvu ujednacenost Rubens sebi sigurno ne bi do-
pustio.

Koncepcija ovog portreta podudara se s nizom obi-
teljskih portreta koje je Rubens ostvario u svojim
kasnim godinama,® po povratku iz Spanjolske 1 En-
gleske gdje je u kraljevskim zbirkama imao priliku
studirati Tiziana i venecijanske majstore. Snazni
utjecaj Tizianov uoéljiv je u tipu portreta s likom u

unoj ili tricetvrtinskoj figuri u prvom planu s du-
Eokom vedutom u pozadini. Primjeri za to su Hele-
na Fouwrment kao Hagar 1 pustinji (oko 1635. god.,

Dulwich Art Gallery, London) ili Helena Fourment
izlazi iz »svoje« kuce (oko 1631. god., Louvre, Pa-
riz). Takvu venecijansku koncepciju pokazuje 1 So-
kolar iz Buckinghamske palae.
Ta je slika vrlo rano publicirana i o njoj su kriticari
Cesto izrazavali suprotna misljenja. U monografiji o
flamanskom majstoru Adolf Rosenberg ju je uvrstio
u dodatak knjizi, u rubriku Die unechten Bilder,
oznativsi je djelom slabije kvalitete, to jest kopijom
po Rubensu.?! Na to je reagirao Wilhelm von Bode,
1zrazivsi ¢udenje §to se tako oznacavaju »pojedine
odlicne Rubensove originalne slike, kao sto je veliki
portret njegova sina sa sokolom u Buckinghamskoj
palaci«* Rosenbergovom odredenju suprotstavio
se i Gustav Gliick, o ¢emu govori Ludwig Burchard
kao izdava¢ Gliickovih tekstova objavljenih pod na-
slovom Rubens, Van Dyck und ihr Kreis.” U 1stom
tekstu spominje se Oldenburgova monografija o
Rubensu objavljena 1921. god. (K.d.K.). Iz toga je
izdanja londonski portret posve iskljucen, buduci da
a je Oldenburg jo$ 1915. god. pripisao Janu Boeck-
Eorstu.“ Pritom se najavljuje da bi pitanje autorstva
Sokolara mozda mogao osvijetliti jedan drugii por-
tr;:t istog mladica, onaj iz zbirke Epstein u Chicagu
(sl. 2).
Rijet je o slici koja se danas nalazi u Umjetnickom
institutu u Chicagu i vodi kao Portret Nicolasa Ru-
bensa, umjetnikova sina, »pripisan Peteru Paulu
Rubensu« (ulje na dasci, vis. 74,6 cm; $ir. 70 cm).
Slika je datirana u kasne tridesete godine 17. st. Na-

number of excellent paintings by Rubens,
like the large portrait of his son with 2 fal-
con in Buckingham Palaces™ had been
thus sugmatized. Rosenberg's attribution
was also contested by Gustaw Glitck, who
15 quated by Ludwg Burchard, the editor
of Gliick’s articles published wnder the title
of «Rubens, Van Dyck und ihr Kreis«.* In
the same article Oldenburg’s monograph
on Rubens publiched 1 1921 (K.d.R), is
also mentioned. The London portrat &
exclided from this edition, since in 1915
Oldenburg was still attributing it to Jan
Boeckhorst? In this connection it was
mentioned that another portrait Uf the -
me youth, « picture from the Epstein Col-
lection in Chicago, might posstbly thros
light on the ;::rrisrsﬂ'n;b of The Falconer.
The pamtng i question 15 now in the Chi-
cigo Art Institute wnd listed as a portrait of
Nicoliaas Rubons, the artist’s son, and sat-
tributed to Peter Paul Rubens< (oil on
wood, height: 74.6 cms; 70 ams), The pic-
ture i dated as the late thirties of the 17th
century, After having long been in private
ownership i Englond it appeared on the
New York art market (Rembard) in 1923,
At that time it was purchased by Max and
Loks Epstein of Hubbard Wood, Iilinors
and was bogueathed by them to the Tusti-
tute in 1954, In the meantime the paintmg
had been put on show in New York m 1927
and in Detrott in 1936,

This purtrait certainly possesies many fine
qualtties: it 15 subtle, velatively fleent m
manner, with a vich range of colonrs. Its
only whon we compare it with the Zagreb
partrait, howezer, tht we vealise how ma-
wy signs of hesttation there are in the dr-
#st’s rendering of the face, how much more
subdued 1t s, The directness and vitaly
that are so outstanding in the Mimara Mu-
seim povtrait have gone. The bead is too
abwviously i contrast ta the hat, the pn-
ction of hut and hair is wncortainly treated.
And the hut itself offers an intriguing sul-
Jeet for comparisen. On the lejt .ffi: the
lotwer part of the brim bas changed direc-
tion, so that this part is elongated and
shows more similarity to the hat in the
London painting. There is no longer ¢ de-
corative bose or ribbon, while the drawing
of the brim mantfests a certain hesttancy as
compared with the clear dranghtsmanship
of the Zagreb pamtmg. Such discrepancies
may be ascribed, however, to later over-
fatnting which can be detected even with
the niked epe. On the other hand, an m-
frared reflectogram shows that the Zagreb
plctue has not been vverpamted, and that

14. P. P. Rubens, Portret Nico-
laasa Rubensa, umjetnikova sina,
detalj; Zagreb, Muzej Mimara

P. P. Rubens, Portrait of Nicolaas
Rubens, the artist’s son, detail;
Zagreb, Mimara Musenm
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the shape of the hat is what was originally
intended. (IlL. 16).
In the lower left-hand corner of the Chica-
po picture we can see the firlcon’s teil and
the ups of its soings, which are not i the
Zagrel papmting, whilé a patch a{' calouy
behind the vouth's back is probably a hint
of landscape.
A nmber of commentaries treat this por-
trait a5 & Rubens beyond any doubt. In
a publication isswed by H. Rembard the
smonymons author contributes an extonsi-
ve article abont the portratt af Nicoleas,
describing his family crcle® He depicts
Nicaluas as an affluent country squire with
a taste for the good things in life, wlluding
at the same time to other compositions
where Nicolaas had served as his father’s
sitter, and on the basis of which it is possi-
ble to dentify the sitter i this portrait. On
these grownds the anthor also identifies the
London Falconer as bemg “beyond any
doubr the artist’s second son. In the Chica-
o head-and-shoulders portrait he sees the
ir.-'ﬂmm Rubens sketch in which there is
more vitality than m the completed Bueck-
tigham Pnﬁz/cr painting: ... the existence
ofgthis sketch strengthens further the iden-
tification of the sitter with the young Ni-
colas Rubens.«

In a second brief description dated 1923,
the author, who signs himself with the ini-
tials W.A.P., detects in the Clicigo paint-
ing the hand af Rubens, rating it one of the
artist’s most mteresting portraits.” He
dates the picture as 1640 and also observes
that wthe fmal glazes apparentdy had not
yet been put on when IE:‘_ portrait lefr the
artist’s studiow« [ this vespect the pictive is
similar to the Zagreb painting, becanse
here, 1oo, the artist has merely sketched
i all the parts of the picture, apart from
the fuce.

In his exhaustive catalogue of works by
Rubens in the United States Erik Larsen
identifies the picture from the Epstein Col-
lection simply as +Nicoltas Rubenge and
dates it approxtmately 1630; he reckons
that the London painting is u studio -
largement,”

A [/ew ears earlier, however, . S. Held had
already expressed doubts s to whether the
painting was indeed @ Rubens antograph,
it the same time disputing the authenticity
of the pictsre m Buckmgham Palace: A
larger version of the same portrait (54 x 41
inchus& with the addition of a landscape
and a hunting falcon is in Buckingham Pa-
lace (Rosenberg, p.460 right), Tt was for-
merly attributed to Rubens, but has been

15. P. P. Rubens, Portret Nico-
laasa Rubensa, umjetnikova sina,
detalf; Zagreb, Muze] Mimara

P. P. Rubens, Portrait-of Nicolaas
Rubens, the artist's son, detail;
Zagreb, Mimara Museum

kon §to je nekoé bila u privatnom posjedu u Engle-
skoj, pojavljuje se 1923. god. na umjetnickom trzi-
$tu u New Yorku (Reinhard). Tada je kupuju Max 1
Lola Epstein iz Hubbard Wooda u Illinoisu, da bi je
1954. god. darovali Institutu. Slika je u meduvreme-
nu izlagana u New Yorku 1927. god. i Detroitu
1936. god.”

Taj portret ima sigurno mnogih kvaliteta, fine je,
prilicno slobodne fakture i bogatstva u boji. Medu-
tim, tek usporedbom sa zagrebackim portretom vid-
ljiivo je kolika su kolebanja slikara u izrazaju lica,
koliko je ono ugasenije. Nestalo je neposrednosti 1
zivotnosti toliko zamjetljive na portretu u Muzeju
Mimara. Glava je u prevelikom kontrastu prema Se-
$iru, spoj kose 1 $eSira nesigurno je izveden. A 1 sam
Sesir je zahvalan za usporedbu. Na lijevoj strani do-
nji dio oboda promijenio je smjer, ¢ime se taj dio
produzio, pokazujuli vele sliénosti sa SeSirom na
londonskoj slici. Takoder tu nema vise ni ukrasne
masne, a crtez oboda pokazuje kolebanje u odnosu
na jasni crtez zagrebacke slike. No takve se razlike
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mogu pripisati i kasnijim preslicima, koji se daju na-
slutiti 1 prostim okom. Nasuprot tomu, infracrveni
reflektogram pokazuje da zagrebatka slika nema
preslika 1 da je upravo taj oblik 3eSira onaj izvorno
zamiSljen (sl 16).

Na portretu u Chicagu na lijevom su donjem kutu
vidljivi sokolov rep 1 zavrSeci krila Cega na zagre-
backoj slici nema, a i mrlja iza mladiéevih leda vjero-
jatno je naznakom krajolika.

U razli¢itim komentarima taj se portret Cesto tretira
kao nedvojbeni Rubens. Tako u publikacyi H.
Reinharda nepotpisani autor donosi opsezniji tekst
o portretu Nicolaasa, opisujuéi njegovo obiteljsko
okruzenje.” Nicolaasa prikazuje kao dobrostojeéeg,
zivotnim radostima sklonog seoskog plemiéa, navo-
deci ujedno i druge kompozicije na kojima je Nico-
laas posluzio ocu za model, a prema kojima je mo-
guce identificirati model portreta. Na osnovu toga
autor i u londonskom so[folaru nedvojbeno prepo-
znaje umjetnikova drugog sina. U poprsju iz Chica-
ga on vicfi sjajnu Rubensovu skicu u kojoj ima vise
vitalnosti negoli u dovrsenijoj slici u Palaéi Buck-
hingham, »a postojanje te skice jos vise osnazuje
identifikaciju s mladim Nicolasom Rubensom«.

U drugom kracem opisu iz 1923. god. autor, potpi-
san inicijalima W.A.P., prepoznaje na slici iz Chica-
ga Rubensovu ruku, ocjenjujuéi ga jednim od najza-
nimljivijih Rubensovih portreta.” Sliku datira u
1640. god., a uocava takoder da »zavrsni pikturalni
slojevi nisu bili naneseni u casu kad je ona napustila
majstorovu radionicu«. Po tome je slika sli¢na za-
grebackoj, jer 1 na njoj je slikar sve dijelove osim lica
samo skicozno naznacio.

U svom iscrpnom katalogu Rubensovih djela u
SAD, Erik Larsen je sliku 1z zbirke Epstein jedno-
stavn0 oznaCio kao Nicolas Rubens 1 datirao pri-
blizno u 1630. god., dok je onu londonsku odredio
kao uveéanje radionice.*

Medutim, ve¢ je nekoliko godina prije toga J.S.
Held izrazio sumnju da je rije¢ o Rubensovu auto-
grafu, osporivsi ujedno 1 originalnost slici u Palaéi
Buckhingham: »Veca verzija istog portreta (54 x 41
incha) s pridodanim krajolikom i lovackim sokolom
nalazi se w Buckinghamskoj palaci (Rosenberg, str.
460 desno). Prie je bila pripisana Rubensu, sto su
odbacili gotovo svi strucnjaci. Slika iz zbirke Ep-
stein, takoder, kao da ne pokazuje odlike slobodnog,
luminoznog shkarstva kakve se moraju ocekivati od
jednog originala iz posljednjeg perioda Rubensova

rejected by almost all scholars. The Ep-
stein picture, too, does not seem to have
the qualitics of free, luminous painting
whic?l one must expect of an original from
the last period of Rubens’ life. The model
has features which recall those of Nicolas
Rubens (1618-1655), Rubens” second son
from his marriage with Isabella Brant.«”

Tins farrly lengthy quotation was necessary
in order o stress those qualities of the
pamting which Held expected to find in a
Rubens autograph, but which he failed to
find in the piecture from the Epstem Collec-
tion. And 1t 15 precisely those qualities of
free, luminous paintings that constitute the
chief aesthetic merits of the Zagreb por-
traatt. This 1s probably also the reason swhy
he 1 so vetieent about the identity of the
sitter, designuting the pamting as A por-
trait of a young man {Niculns Rubens?).
For, :.:'n:iﬁf Rubens pmdnce a medioore
work :f he was patntmg a person wth
whom he had an emotional tie? Povtraits of
Isabella Brant, Helena Forrment and the
children of both his marriages emphatically
refute any such idea.
Apart from the three partraits already re-
ferred 1o, 1t 4 fusxi!'!h‘ to discover a direct
lintk wtth another representation of the sa-
e youtl —a small charcoal skerch i the
Lowevre’s collection of dvawings (111, 4)° In
bis catalogue of drawings from the Nordic
schools Fritz Lugt comments on this dyaw-
ing. Listmg 1t wnder the tule Portrait of
the artist?, Lugt links it tp the portrait m
the Epstemn Collection, at the same time
questionng the identity of the sitter i hoth
representations: ».., both these identifica-
tions seem o us arbitrary, Tn this drawing
we see the work of a relatively indepen-
dent artist from the immediace vicinity of
Rubens, and the drawing might be a self-
- -portrait. The drawing of the face bears a
marked likeness to the portrait of a youth
attributed to Simon de Vos in the Museum
of Grenoble ...
It s interesting that Lugt refers only to the
Chicago picture and nat to the London
portrait. It should be emphasised that the
Grenoble pieture yeferred 1o (1. 5) s mo
longer ascribed to Stmon de Vos.™ Bermard
Darival changed the attribution in favonr
of @ French pamter Sumon Voner, regar-
ding it as an »old replicas of & preture
whieh is i the Magnn Musewm in Dijon,
“and which may in its turn be connected
with paintings by Vouet in Brunswick and
in the Riette Musenm in Arles. B. Dorival
reckons that the painting in Dijon was
produced during Vonet’s years in Italy
(1614-1627)
The Lanvre drazuing bus so many similari-
ties with portraits of Nicolaas that it is im-
possible not ta comect it with the same sit-
ter, The figure of the youth from Grenoble
most prubdwy represents another perion
and belongs to another eyele of portraits
mentioned by Dorival, To this cyde akso
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Delongs the portrait & youth with long
bair (111, 6) fram the National Muscum i
Stockholn: (NM 2569, il on cawsas,
height: 46 ans; width: 36 cms) attributed
to the Flemish pamter fan Cossters (1600~
1671), sitho, maidentalty, bad collsborated
with Ribens in 1635, Of the three portratts
of Nicolaas, the Lowove drawing is dlosest
in s detaal o the London pamting. Jud-
aing by all wppearances it was the list in
the seres of portraits of Nicoluss and pro-
bably its aonymons authoy wiodelled it on
the full-scale Faleoner before George IV
acquired the latter for bis collection.

The relationship between the portraits
of Nicolaas

On the basis of what we have ascertained
up to this pommt it 55 possible to recanstriret
the volationship which prevatled between
these wurions reesentations of the same

Zivota. Crte lica jako podsjeaju na crte Nicolasa
Rubensa (1618-1655), Rubensovog drugog sina iz
braka s Isabellom Brant«?

Ovaj duzi citat bio je potreban da se naglase one
kvalitete koje je Held ocekivao naéi na Rubensovu
autografu, no fr.oje na slici u zbirci Epstein nije pro-
nasao. A upravo su »odlike slobodnog, luminoznog
slikarstva« glavne slikarske vrijednosti portreta iz
Zagreba. Vijerojatno je to isti razlog da je Held ostao
suzdrzan i u pitanju identiteta modela, oznacivsi sli-
ku kao Portret m}adic'a (Nicolas Rubens?). Jer da li
bi Rubens napravio osrednje djelo slikajuci dragi mu
lik za koji je emotivno vezan? Portreti Isabelle
Brant, I—Ie[lene Fourment i djece iz oba njegova bra-
ka to &vrsto opovrgavaju.

person. In keeping with the wongraphic —-—U‘Z'Spefﬁﬂﬂm HLPD_I'.KI‘.ﬁta mog!!ée ie 1Zravno vezati

conventions of 17th century pamting, Ri-
bens imagmed the portratt of bis son as.a
fulconer. Possibly ::ﬂ,rr_tcun.-:::f ro b most
important was to vecord Nicoluas's feats-
ves, and this initgal sketch 3 the portrant
from the Mimara Maseum. The virality
ind divectness of expression v this portrait
camfirm that the study wus minde with o -
vt sitter. Writmg aborit Rubens’ portraits,
Gustiw Gliick has stated emphatically: <t
seems improbable that he painted the
whole of ﬂts portraits from life although
exceptions might be stated for small pie-
tures, heads or busts, As a rule the head
only was studied by him from life in deli-
cate drawings or— but rarely ~in elaborate
painted skeeches.«™ Obziously the rarity
of the Zugreb portritit acquives cven great-
er signifiauee if this fuctor i taken inro
acconnt. -
This concentration on the sitter’s facial fei-
tures and expression, swithont detailed
treatment of other parts of the figure or ac-
cessories that swomld be ineluded m the final
compositian, is i no means wnisial i the
case of Rubens. A pood example of this
may be fornd i the Portrait of Thomas
Howard, Earl of Arundel (1629-1630)
from the fabolle Steware Gardner M-
sewm in Bostow, for which Rubens made 4
sheteh i ail awhich 15 m the Natiomal Por-
trait Gallery in London.”” The sketch in oil
in the Mimara Musewm would stand in an
analogons velationship to the large-scale
Falconer in London.

However, it is obvions that the foral zer-
siont of The Falconer twas not paited by
Rubens; this 15 evident from the mediocre
guality of the pamting. He was led by cer-
tam considerations to entrast that task to
some pupil or collharator from bis studi,
To carry aut this commussion the pupil or
collabarator fivit coped Rubens’ 'Et‘.ﬁi-
and-shoulders portratt-of & young man,
and thew, concentrating on the bead alone
bat lacking spontaneity of touch, lost the

jos jedan prikaz istoga mladica — crtez ugljenom ma-
log formata, koji se cuva u Kabinetu crteza Louvrea
(sliB 4).>° U svom katalogu crteza sjevernjackih skola
prokomentirao ga je Fritz Lugt. Vodeéi ga pod na-
slovom Portret umjetnika? Lugtcrtez dovodi u ve-
zu sa slikom iz zbirke Epstein, ujedno stavljajuéi
pod upitnik identitet modela na oba prikaza: »...
Obje te identifikacije nam se cine dvojbenim. U
ovom crtezu vidimo rad jednog dosta nezavisnog
umjetnika iz Rubensove okoline i crtez bi mogao biti
njegov wlastiti portret. Crtez lica pokazuje velikn
sli¢nost s portretom mladiéa pripisanom Simonu de
Vosu u Muzeju u Grenobleu...«!

Zanimljivo je da u svom komentaru Lugt spominje
samo sliku u Chicagu, ali ne i portret iz Londona.
Valja takoder naglasiti da spomenuta slika u Gre-
nobleu (s/. 5) viSe nije pripisana Simonu de Vosu.*
Atribuciju je u korist francuskog slikara Simona
Voueta (1590-1649) promijenio Bernard Dorival,
smatrajuci je »starom replikom- slike koja se danas
nalazi u Muzeju Magnin u Dijonu, a koju je moguce
povezati s Vouetovim slikama u Brunswicku 1 u
Muzeju Riette u Arlesu. Za sliku u Dijonu Dorival

smatra da pri}l:z)ada Vouetovim talijanskim godinama
(1614-1627).

CrteZ iz Louvrea medutim pokazuje toliku sli¢nost
s portretima Nicolaasa da je nemoguée ne povezati
ga s istim modelom. Lik mladi¢a iz Grenoblea naj-
vjerojatnije prikazuje drugu osobu i pripada dru-
Eﬁm krugu portreta, o ¢emu govori Dorival. Tome

ugu pripada i Portret mladica duge kose (sl. 6) iz
Nacionalnog muzeja u Stockholmu (NM 2569, ulje
na platnu, vis. 46 cm; Sir. 36 cm) pripisan flaman-
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16, 17, 18. P. P. Rubens, Portret
Nicolaasa Rubensa, umjetnikova
sina, infracrveni reflekrogrami;
Zagreb, Muzej Mimara

P. P. Rubens, Portrait of Nicolaas
Rubens, the artist’s son; infrared
reflectograms;  Zagreb, Mimara
Museum
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directness and amplitude of expression.
This is the enlarged study which 15 now in
the Chicago Art Institute.

Wiy dlidd Rutbens ot camplete the final ver-
ston.of The Falconer himself, and why did
his pupil ar collebonator mitke yer anather
}'JFTEH.'HI.!I}' stanfy for bis own wse? There 15
no pl'ccifc ansmer o these rt’m'mmas, f#:tt
we may hazard a nnber of confectures.
Posstbly Rubens thought that be humself
soonlid paimt Nicolsas as ¢ faleoner, but
ﬂmlr.'."y never ff}:m:z' the tme to dose. Tt is
knozwn that he was overmhelmed with
commissions during bis final years, that be
was bate in delrsermg swork and that there
were any mumber of complaints ’fmm
clicnts. Perbaps it seemed to him that it
soanld be fess tronble to hand over hisson’s
portrait to someone else, this saving time,
rather than to face more unpleasantness
from peevish customers.

The answer to the second question might
be found in Rabens’ possible reluctance to
be parted from his son's portrat, to which
be sas particularly attached and sehich be
regarded as an emmently snccessful pain-
ting. And if bis puptl or collaborator Iid
lreen obliged to parnt The Falconer some-
where else and not wr Rubens’ studio, then
it was only logical that he should make a
further study which he conld take away
with him. By enlirging this study, he mn/v
have wished to approximate it to the scale
of the final composition.

Rubens’ reluctance to be parted from the
picture wonld not be unusual, since it is
known that the artist kept for himself a col-
lection of »private« pictures, including por-
traits, which he wished to possess for his
oun gratification. Another factor which
sboulﬁ be taken into acconnt derives from
the sprivate« character of vertatn pictures:
»Some pictures are indisputably of 3 private
character; let us recall, For instance ... Ru-
bens’ family portraits, not forgetting the
self-portraits, as a very common genre.
This private character guarantees, as we
might say, that these works are from the
artist’s own hand, in so far as we are not
dealing merely with copies.«”

In short, the Ruchens antograph sketch (Za-
greb) served bis pupil or collaborator as a
model to paint the study (Chicago) from
whteh be carried ont the large-seale work,
The Falconer (London)” It wus from the
lateer that an unknown artist was sibse-
quently to make the charcoal drawing (Pa-
s).

The iconography of the falconer

Although the falcon does not appear on the
Zagreb painting, its presence in the London
and Chicago pictures calls for same com-
ment on the falcon as an iconographic mo-
tif. It is in fact a very popular motif 1s the
Bnroi{ue painting of Flanders and Hol-
land>® Ferdinand Bol, for example, sho-

skom slikaru Janu Cossiersu (1600-1671) koji je, us-
put receno, bio 1635. god. Rubensov suradnik. Od
tri slikana prikaza Nicolaasa, crtez iz Louvrea naj-
blizi je po detaljima onom u Londonu. Sudeci po
svemu, Igio je posljednji koji je nastao u kronologiji
poznatih prikaza Nicolaasa i vjerojatno ga je nepo-
znati autor izveo prema velikoj kompoziciji Sokola-
ra prije nego ju je George IV pribavio za svoju zbir-
u.

Odnosi medu prikazima Nicolaasa

Na temelju dosad recenog moguce je uspostaviti po-
redak medu ovim razli¢itim prikazima istoga lika.
Rubens je, u skladu s ikonografijskim konvencijama
karakteristicnim za 17. st., zamislio portret sina kao
sokolara. Ono §to se njemu mozda cinilo vaznim to
je naslikati Nicolaasovo lice i ta prva skica je portret
u muzeju Mimara. Zivotnost 1 neposrednost izraza
na tom portretu potvrduju da je studija nastala pre-
ma zivom modelu. Pisuéi o Rubensovim portretima,
Gustav Gliick je naglasio: » Cini se newjerojatnim da
je sve svoje portrete slikao po Zivom modeﬂr, iako se
mogu dopustiti iznimke za male slike, glave ili popr-
sja. Po pravilu samo je glavu on studirao nzZivo pu-
tem finih crteza ili — rjede — u razradenim slikanim
skicama«.** O¢igledno i po tom kriteriju rijetkosti
portret u Zagrebu dobiva na vaznosti.
Koncentracija na lice modela bez detaljnog rjesava-
nja ostalih dijelova figure, odnosno akcesorija koji
¢e se nalaziti u finalnoj kompoziciji, nije neobiéna
za Rubensa. Dobar primjer za to nalazimo u Portre-
tu Thomasa Howarda, Earla od Arundela (1629-30)
iz Muzeja Isabella Stewart Gardner u Bostonu, za
koji je Rubens napravio slikanu skicu koja se nalazi
u National Portrait Gallery u Londonu.” U analog-
nom odnosu bila bi slikana skica iz Muzeja Mimara
prema kompoziciji Sokolara u Londonu.

Medutim, ocigledno je da finalnu kompoziciju So-
kolara nije izveo Rubens, o ¢emu svjedoci slabija
kvaliteta slike. On je, rukovoden nekim razlozima,
taj zadatak povjerio uceniku ili suradniku radionice.
Da bi ga izvr3io, ucenik je ili suradnik najprije kopi-
rao Rubensovo poprsje mladiéa i pritom, usredoto-
¢ivsi se takoder samo na glavu, ali nemajuéi sponta-
nost ruke, izgubio neposrednost i punocu izraza. Ta
je uvec¢ana studija danas u Umjetnickom institutu u
Chicagu.

Zasto Rubens nije sam izveo finalnu kompoziciju
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Sokolara i za$to je ulenik ili suradnik radio za svoje
potrebe jo§ jednu studiju? Toénog odgovora nema,
ali su moguce neke pretpostavke.

Mozda je Rubens zamislio sdm naslikati Nicolaasa
kao sokolara, ali to jednostavno nije stigao udiniti.
Zna se da je posljednjih godina bio pretrpan na-
rudzbama, da je kasnio s rokovima i da je zbog toga
bilo protesta od strane narucilaca. Mozda mu se ¢i-
nilo bezbolnijim odustati od portreta sina i tako
ustedjeti vrijeme negoli se izlagati veéim neugodno-
stima od pomalo ¢angrizavih naruéilaca.

Odgovor na drugo pitanje mogude je traZiti u even-
tualnoj zelji Rubensovoj da se ne odvaja od sinovlje-
va portreta, smatrajuéi ga dragom ili posebno uspje-
lom slikom. A ako je k tomu jos§ ucenik ili suradnik
bio prisiljen izvesti Sokolara negdje izvan radionice,
onda je logi¢no da je izradio jos jednu studiju koju
je mogao ponijeti. Uvecanjem te studije mozda se
zelio pribliziti formatu buduce finalne kompozicije.

Rubensova Zelja da se ne odvaja od slike ne bi bila
neobiéna, budu¢i da je poznato kako je slikar ¢uvao
za sebe skupinu »privatnih« slika, medu kojima i
portrete, koje je 2e]iio posjedovati za vlastito zado-
voljstvo. A iz karaktera »privatnosti« proizlazi jo$
nesto $to valja uzet u obzir: » Neke slike su neospor-
no privatnog karaktera; sjetimo se primjerice... t Ru-
bensovih obiteljskih portreta, ne zaboravljajuéi an-
toportret kao vrlo cesti genre. Taj karakter privatno-
sti osiguvava, reci cemo, viastoruénu izvedbu djela,
pod uvjetom da nije rijec o kopiji«.®

Ukratko, Rubensova vlastoruéna skica (Zagreb)
mogla je posluziti uéeniku ili suradniku da po njoj
naslika studiju (Chicago) po kojoj ¢e zatim izvesti
vecu kompoziciju Sokolara (London).” Po ovoj po-
sljednjoj Ce nepoznati umjetnik naciniti creez uglje-
nom (Pariz).

Ikonografija sokolara

Premda na zagrebackoj slici sokol nije prikazan,
njegova prisutnost na slikama u Londonu 1 Chicagu
namece potrebu za komentarom sokolara kao iko-
nografijskog motiva. Taj je motiv vrlo omiljen u ba-
roknom razdoblju u Flandriji i Holandiji.*® Sokolara
je primjerice prikazao Ferdinand Bol kao Eneju u
lovu g!. 27) vjerojatno pod utjecajem Rembrandto-
va Sokolara iz zbirke lorda od Westminstera (sl. 26).
I ovi »historizirani« portreti ukazuju na vaZnu zna-
¢ajku sjevernjackog slikarstva u 17. st. Oni naime
posjeduju emblemati¢no znadenje, koje je najéesée

wed i falconer a5 Aenaes hunting (111 27),
probably wnder the mfluence of Rem-
Irandt’s Falconer fmr;-: the Duke Uf Wes-
emmster's collection (1. 26). These +hista-
rismge par:mrrs pf:u,':_r Iu_ an amportint
[feature of Nordic puimting ir the [7th con-
tury. They actually bave an emblematic
significance which is most often inked to
allegories of the elements, virties, the son-
ses, seasons of the year and of human life.
TIrHS S}’m;’ﬂﬁs?i‘-’ Wy ”i'I'l‘l'{‘f{'d ﬁ'U"»' C,‘ﬁ'"
stian tconography, especially from the -
ternational Gothic and Renassance period
domonr to 1500 A.D. (Wls. 19-23), Durmg
that ;.-L'r'md a rich Tepertone nf .z.i!mfogu'.:f
symbrols was assembled, and these wera vo-
g'.mfi'af as .r'mcrpn'.!e'rs and determmants of
himan destiny. Not even the 16th century,
which wits imbued with the spivit of empi-
ricism, conld afford to dispense with the
aryptic significance of such visual metaph-
ors, so that the secular art of the 17th cen-
tury was merely continning a long tradi-
tion of contemplative and didactic systems
in Enropean art.®

Emblematic vepresentations of the falcon
come from wurions sonrces and may be in-
terpreted on different levels, The fulcon has
altways been a bighly prized bird, snd bum-
ing with tramed faleons was fivse practised
in the Bust, from where it spread to other
areai ! The filcon features m the mytholo-
Bles ﬂf I})t‘ ancent nalions .”H{ H('ﬂ\‘;’”fﬁ d
special ‘;!f\-m' m Graceo-Roman mythology,
where, together with the cagle, it acts
the part of Jupiter's messenger. fupiter is,
amongst ather things, the patron of hunts-
men, but also of coerything that comes
j}'o.'n the air. It was the patronage uf fupi-
ter which bad repercussions inthe srmﬁ -
lism of medicval art: a man bomn under
this planet would havo nobility and opti-
musm, gentleness, youthful impetuosity and
evatic passion — be woreld be sangume, the
most ardent of the fowr temperaments,
sith i close affinity to the element of ain?
Falcons are also represented in Gothic
myths, 45 well as in medieval German [ite-
rature. The Falkenlied of the German
Minnesinger Kirenberger (ca. 1160) 15 a
work in which the poet most comprebensi-
vely evokes »the poetic expression of chi-
valrous sentiments and cultural ideals -
Here the essential significance of the falcon
m E.’xmpn.m culture 15 epttomised — the
bird becomes 4 symbol a}[‘ noblity and of
chizalyy itself; this is confrrmed by fts place
i the everyday life and social customss of
fondual Europe® The enttic status of the
Faleon was sgmficamtly enbanced by the
Hi w'.su::sr.n?'m Emperor Frederich I, wwho
elevated the hn’nﬂng and training of fal-
cons and hunting coith them to the level of
& supreme art; devoting :rr:prm':ijt'uref ps=
sion to the subject. From his treatise, De ar-
te venandi cum avibus, it may be gathered
that the ultimate aim is to train the bird -
»the freest and most perfect creature
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among birdse (Solws-Lanbiach) = to fly
baek to its master's hand, althosght it b
boen ser free" It is this loyalty that constr-
sutes the basic moval virtne m the dhival-
rous code. The chivalrous ideal demands
loyalty andd constaney; in relation to swd-
men i particidar the chivalyons ideal de-
mands loyalty and constancy i love from
the male. Thas, the faleoners who appear
as mdrvidual figurves or s & group in -
merable frescoes, tapestries, miniatures, i-
wories and decorated caskets from the late
Gaothic wd Renaissance periad huve ther
sionificance m the context of this ideal: the
domination of the filon is « metaphor for
the canqueest of the min by the woman, the
fitlean's loyalty 15 a metaphor for fidelity in
fowe (111 20).

Representations of felconers in Western art
wighe ther uppearanee as early as the Hth
contury, most frequently i the lare Gothic
and early Remaissance  peviod ™ They
miainly figure i cevemontal processions as
brilhant accossonies to the scene (T 19).
These squires and thew Ladies m swmptuous
costumes bearing faleons on their wrists ure
ey often the artist’s way of embodying
it his pretwre tre scénes de genre s an
expresstan of refmed conrtly culture
i‘f&'d: hanting featrved as « populer sport,
pastime. and privilege of the anistoertey
(. 21).

The falcon also appears a5 an atribute of
samts of avistocatic deseent or of those
with chivalrons or military connections —
St. Bavon (1. li'f, St. Juluan, St Agilolff,
St. Jeron, St. Ottho Avianus. It also fea-
tures as an symbol of allegorical sgnifican-
ce i partratts, where it smderlmes the chi-
valrons status of the stter (UL 22), This
tradition was to perstst mto the 16th sn-
tury, whieh was particulurly mssstent on
the cultrwation of chivalyy and the acquisi-
tion of the qualsties of :'Ef ideal courtier,”
Le. man age when strick Spamish rules of
aristocrtic etignette prevailed v the Exro-
pean courts.

In the Tath contury, however, the visnal
interpreration of the fuleoner gradually
became otcreasingly associuted with the
symbolism of the senses or of the four ele-
wents; there was an evolution from 1deali-
sed female nndes with ammal symbols ro-
wards scenes fram everyday life, or else
portratts a5 the realistic persomification of
allegorical meaning, We know a{ miter-
pretations of the senses by the Antwerp
painters Frans Flors, Abyaham de Brayn
and Mirten de Vos in which the falcon is ¢
symbal of the sense of toweh. Its maning is

19. Simone Martini (oko 1248-
1344), Pretvaranje Sv. Martina u
viteza, detalj; Assisi, donja crkva
Simone Martini (ca. 1248-1344),
The Knighting of St. Martin, de-
tail; Assisi, lower church

ovezano s alegorijama elemenata, krijeposti, osjeti-
El, godi$njih 1 starosnih doba.”
Taj simbolizam naslijeden je od kr$¢anske ikonogra-
fije, osobito one iz perioda internacionalne gotike i
renesanse do *500. U tom je razdoblju stvoren bogat
repertoar astroloskih simbola kao fatalisuckih tu-
maca i odreditelja ¢ovjekove sudbine. Ni empiri-
zmom prozeto 16. st. nije odustalo od kriptickih
znatenja vizualnih metafora, tako da profana umjet-
nost u 17. st. samo kontinuira dugu tradiciju kon-
templativnih i didakti¢kih sustava evropske umjet-
nostt.*
Emblemati¢nost prikaza sokola ima raznovrsne iz-
vore, pa tako i razlicite slojeve znacenja. Sokol je
oduvijek bio skupocjena ptica, a lov s dresiranim so-
kolovima ponajprije se uobicajio na istoku, da bi se
oslije radirio cfrugamo.‘” Sokol je prisutan i u mito-
ogijama starih naroda, a posebno mjesto zauzima u
grcko-rimskoj mitologiji, gdje uz orla ima ulogu Ju-
piterova glasnika. Jupiter je, izmedu ostalog, zastit-
nik lovaca ali i svega onog 3to dolazi iz zraka. Upra-
vo je Jupiterova zastita imala reperkusija u simboli-
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zmu srednjovjekovne umjetnosti: Covjek roden pod
znakom ovog planeta imat e plemenitosti i optimi-
zma, blagosti, mladenackog poleta i ljubavnog Zara
— bit ¢e sangvinik, najtopliji od Cetiri temperamenta,
blisko povezan s elementom zrakom.*

Sokolovi su zastuipljeni i u gotskim mitovima i u
njemackoj srednjovjekovnoj ﬁnjiievnosti. Pjesma o
sokoli njemackog Minnesingera Kiirenbergera (oko
1160. god.) djelo je u kojem se najcjelovitije ostvario
»pjesnicki 1zraz viteskih Zivotnih osjecaja i kulturnib
ideala«.” Upravo tu dolazi do izrazaja bitno znace-
nje sokola u evropskoj kulturi — ta ptica postaje sim-
bolom plemstva 1 samog vitestva, Sto potvrduje i
mjesto sokola u svakodnevnom Zivotu 1 druStvenim
obi¢ajima feudalne Evrope.* Utvriéivanju kultnog
statusa sokola znatno je pridonio car Friedrich II
Hohenstaufovac koji je uzgoj, dresuru 1 sam lov sa
sokolovima uzdigao na razinu vrhunskog umijeca,
unosedi u to nevidenu strast. Iz njegova traktata De
arte venandi cum avibus vidi se da je krajnji cilj po-
sti¢i da se sokola — »to najslobodnije i najsavrsenije
bice medu pticama« (Solms-Laubach) — prisili da
bez obzira na ste¢enu slobodu ponovno sleti na ru-

20. Majstor amsterdamskog kabi-
neta (ca. 1470-1500), Stojeci lju-
bavnici videni straga, Leipzig,
Museum der bildenden Kiinste
Master of the Amsterdam Cabinet
(ca. 1470-1500), Standing lovers
seen from bebind; Leipzig, Mu-
seum der bildenden Kiinste

21. Les Limbourg (14. st. — prije
1416), Mjesec kolovoz; iluminaci-
ja iz Tres Riches Heures du duc
ge Berry; Chantilly, Muzej Con-
é

Les Limbonrg (14th century — be-
fore 1416), The Month of August;
Hlumination: from the Trés Riches
Heures du duc de Berry; Chantil-
ly, Musée Condé
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22. Krug Jana Van Eycka (1390/
1400 — 1441), Covjek sa sokolom;
Frankfurt n/M, Stidelschen Kunst-
institut

Jan van Eyck’s circle (1390/1400 -
1441), Man with the Falcon; Frank-
furt a/ M, Stidelschen Kunstinsti-
tut

23. Geertgen Tot Sint Jans? (djel.
u 2. pol. 15. st.), Sv. Bavon; Le-
njingrad, Ermitaz

Geertgen Tot Sint Jans? (active in
the 2nd balf of 15th cent.), St. Ba-

von; Leningrad, Ermitage

ku gospodara.*® A upravo je vjernost osnovnom
moralnom vrlinom viteskog kodeksa. Osobito u od-
nosu prema zeni viteski ideal zahtijeva od muskarca
vjernost i trajnost ljubavnih osjeéaja. Tako sokolari
koji se, kao 1zdvojene figure ili u mnostvu, javljaju
na mnogim freskama, tapiserijama, minijaturama,
bjelokosti, oslikanim $krinjama kasne gotike i rane
renesanse dobivaju znalenje u kontekstu toga idea-
la: dominacija nad sokolom metafora je zeninog
osvajanja, vjernost sokola metafora je vjernosti u
ljubavi (sl. 20).

Prikazi sokolara u zapadnoj umjetnosti javljaju se
vec od 11. st., a najéesce u periodu kasne gotike i ra-
ne renesanse.’ Sokolari tada uglavnom sudjeluju u
svetanim povorkama kao bljestavim asistencijama
osnovnom prizoru (sL. 19). Svi ti plemici i plemkinje
u rasko$nim kostimima, koji znaju nositi sokola na
ruci, vrlo su esto samo izgovorom majstoru da na-
slika prave scénes de genre Kao izraz rafinirane dvor-
ske kulture, u kojima lov ima znalenje omiljenog
sporta, razbibrige i povlastice plemstva (sl. 27).
Sokol se takoder javlja kao atribut svetaca plemié-
kog podrijetla, odnosno svetaca vitezova i vojnika —
Sv. Bavona (sl. 23), Sv. Julijana, Sv. Agilolffa, Sv. Je-
rona, Sv. Otha Jf\t'ianskog'.“s Kao simbol istih alego-
rijskih znacenja javlja se 1 na portretima, gdje je na-
gfasak na vitestvu prikazanog lika (s/. 22). Kontinui-
tet takve tradicije ostat ¢e neprekinut i u 16. st. koje
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je bilo osobito zahtjevno u njegovanju vitestva i u
dosizanju kvalitete idealnog dvorjanina,” dakle u
vremenu kad stroga $panjolska pravila nobilnog po-
nasanja vladaju evropskim dvorovima.

No postupno Ce se u 16. st. prikazi sokolara sve vise
vezivati uz simbolizam osjetila ili etiriju elemenata,
pri ¢emu razvoj tece od idealiziranih Zenskih aktova
sa zivotinjskim simbolima prema prizorima iz sva-
kodnevnog Zivota, odnosno portretu kao realistié-
noj personifikaciji alegorijskog znacenja. Poznate su
interpretacije osjetila antwerpenskih slikara Fransa
Florisa, Abrahama de Bruyna, Martena de Vosa, pri
¢emu je sokol simbol opipa. Njegovo je znacenje u
moralnoj poduci 1 u upozorenju da ne treba biti
presklon zadovoljstvima tjelesne ljubavi.”® Sli¢ne
moralisticke intencije sadrzi i alegorija Cetiriju ele-
menata 1 tu je sokol simbol zraka. Lijepi primjer za

—

Tqif’fu‘ Jehaedt vevzacht. of ick crigghen -
’ an duyfent vaghels. een wie der locke

to be found e the moral lesson warnmg
agamst excessive addictian to-the pleasnres
of physical love.”® The allegory af the fony
elements mvolves similar moralistic mten-
tions, and beve the falcon is the symbol of
the air. A fine cxample of thes is offered by
i primt made by an anomymons artist from
@ picture by Hendnck Golezins (1358
1617), where the realistic interpretation is
particularly striking.

In the hight of this tconographic tradition
we may adopt ¢ more informed view of the
portrait af Nicolaas Rubens as & faleoner.
It ts well known how imagmatively Ry-
bens interpreted ancient tconogriphic mo-
tifs and how far bis painting is rooted in the
Flemish tradition. He had already once
painted a boy with « falcon as Robin the
Diwarf i bes portrait of Alethea Talbat,
Duchess of Arundel with her Train (1620),
and heve oo bave an idnmbration of the
London Falconier (111, 25).

24. Nepoznati autor prema Fen-
dricku Golrziusu, Element zrak,
iz serije Cetiri ¢lemenata

Unknown artist after Hendrick
Goltzius, The Element of A,
fram the series The Fonr Elements
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Rubens' portnaits are generally ehavacton-
sed by bis endeavostr to express the sitter's
baste' qualities of chavacter, his vocation o)

his social position through his pose and bis
accessories, Possibly Rubens wished to
stress his son’s sacial standing, now that b,
the father, had been kuighted 1 1630 both
by Charles and by the Spamsh king, Phi-
bipp IV Just as be most often portrayed
Helewa Fourment as a patricint ldy, i
spite of ber middle-class origins, so it 15 wot
beyond the bosnds of possibility that he
wished to depict Nicolaas wlso as a young
koight —a wollewan whe wonld soon bear
the title of seignenr de Rameyen. I the
London Falconer Nicolaas is deprcted a5 an
wristocrat for whom the hust 15 a favorite
pastime, The fileon and the sitter’s youth
imply the impartance which love has in the
young man's bfe, bt the fuleon also driws
attention to fidelity and constancy i love
as & chevalrons ideal, That i why, i the
context uf tfn’ wlle gary fJf the sense ﬂf 'ro:tdl,
the young man nust avod the perils of
exagerated Indulgence iy physical love

The youthfulness, the sruacity and cheer-
futlness that emanate fram Nicoluas's featn-
res sugovet what the wdet of the hust and of

25. P. P. Rubens, Patuljak Robin
kao sokolar, detalj slike Alathea
Talbot, grofica od Arundela 1 nje-
na pratnja, 1620. g.; Miinchen,
Stara Pinakoteka

P. P. Rubens, Robin the Dwarf,
detail from the Portrait of Alathea
Talbot, the Conntess of Arundel
and her Train, 1620.; Munich, Al-
te Pinakothek

to pruza graficki list nepoznatog autora prema Hen-
dricku Goltziusu (1558-1617), gdje je realisti¢na in-
terpretacija ve¢ snazno zamjetljiva (s 24).

Imajuéi u vidu takvu ikonografijsku tradiciju moze
se bolje sagledati i portret Nicolaasa Rubensa kao
sokolara. Poznato je s koliko je invencije Rubens
reinterpretirao stare ikonografijske motive i koliko
je njegovo slikarstvo utemeljeno u flamanskoj tradi-
ciji. Samog djetaka sa sokolom veé je jednom vlasto-
ruéno slikao kao patuljka Robina na portretu Alet-
hea Talbot, grofica od Arundela sa svojom pratnjom
(1620. god.) i on ovdje ve¢ najavljuje londonskog
Sokolara (sl. 25).

Rubensove portrete opéenito obiljezuje teznja da
samim drzanjem modela i atributima bude izrazena
osnovna karakterna osobina portretirane osobe, nje-
zina vokacija ili druStveni pofoi_aj. MozZda je Rubens

zelio naglasiti drustveni poloZaj svoga sina, Cijeg su
oca 1630. god. vitezom proglasili i $panjolski kralj
Filip IV i engleski kralj Charles 1" Ba$ kao §to je
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Helenu Fourment znao naj¢e$ce portretirati kao pa-
tricijku unato¢ njenom gradanskom podrijetlu, nije
iskljuceno da je i Nicolaasa zelio prikazati kao mla-
dog viteza — plemica koji ée uskoro ponijeti titulu
seigneur de Rameyen.

Nicolaas je na londonskoj slici prikazan kao aristo-
krat kome je lov omiljena zabava i sport. Sokol i
adolescencija lika sugeriraju vaZnost koju ljubav
zauzima u mladi¢evom Zivotu, upozoravajuéi isto-
vremeno na vjernost i trajnost u ljubavi kao vite-
skom idealu. Zato, u kontekstu alegorije opipa, mla-
di¢ mora izbjegavati opasnost od pretjeranog prepu-
stanja tjelesnoj ljubavi. Mladost, temperament 1 ve-
drina koji izbijaju iz Nicolaasova lika sugeriraju ono
sto ideja lova 1 sokolarstva priopéavaju — mladié je
pun zivotnog poleta, blage ¢udi sangvinika i u kon-
tekstu alegorije zraka — pravo Jupiterovo dijete.

S tim u vezi jo$ jedna je pojedinost koju valja nagla-
sit. Suptilno poigravanje alegorijama Rubens nije
koristio kod svake osobe koju je portretirao. Em-
blemati¢ne konotacije vezuje samo uz osobe za koje
je bio posebno vezan, ili kako precizira H. Vlieghe:
»Taj emblematski simbolizam goriften je prije svega

u Rubensovim intimnijim portretima u kojima je
prisutna jasna namjera da izrazi osobitu sklonost
prema modeln«>* 1z toga je moguée izvuci jos jednu
potvrdu da je u liku sokolara iz Londona (a time i na
slikama u Chicagu 1 Zagrebu) uistinu prikazan Ni-

fileonry denate —a youth full of vital ener-
oy with the mild temperament nf the sun-
grne male—and, mthe cantext of the alle-
gory of the air —a true child of Juprter,

In this connection there is one more detail
swhich s worth mentioning. Ribens did not
azitil humself of ths .tnf?ri' phey with alle-
goncal meanmgs m the case of all bis sit-
ters. He links emblematic connotations on-
by with those persons with whom he feels
spectal bond, or, as H. Vieghe puts it: < This
emblematic symbolism was to be used
above all in Rubens's more intimate por-
traits, which were clearly intended to ex-
press particular affection for the sitter.«2
From this it is pussible to draw one further
prece of evndence that h’u;{ﬁnurc af the Fal-
coner fram London (and hence from the
pantings in Chicago and Zagreh) does in-
deed represent Nicolaas. Indirectly this also
supports the claim that the sketch in Za-
greb is by the hand of Rubens himself.

26. Rembrandt (1606-1669), So-
kolar; London, Zbirka vojvode
od Westminstera

Rembrandt (1606-1669), The Fal-
coner; London, Duke of Westmin-
ster Collection

27. Ferdinand Bol (1616-1680),
Sokolar (Eneja u lovu); Black-
heath, Greenwich, Ranger’s House
Ferdinand Bol (1616—1680), The
Falconer (Aeneas Flunting); Black-
heath, Greenwich, Ranger's House
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Conclusion

Althongh he painted a great many por-
traits, Rubens was throughout bis }‘Jf. re=
lactnt to mdertake the tash.” This was
especially obvions dyying the later years of
his b{c. At that tune the artist was captiva-
ted by Helena Fourment, and his young
spase and the childrerr he had by her most
often served as bus sitters, But there ave ve-
latively few, even of these portriaits. This is
why the newly r!':'sw:'erer; ortrait i the
Mismara Musenm i Zagreb acquives siich
smportance. It illustrates in the best possi-
ble way the pamter’s swver style of the
1630% and, geven its artistic mevt, i repre-
sents a significantaddition to Richens’ ocu-
vre of the late peviod. We are dealing with
i studdy that served as « model for the pam-
tings inn Chicago, i.e. in London. This clam:
is powerfully backed by the ballmark on
the back of the pamting, which is Lacking i
the gase of the Cf]m:lj'a ctpre. On the ba-
sis of the evidence addisced heve it may be
claimed that the portrait depices the artist’s
sont Nicolaas, The witality smd the distin-
ction manifested m the picture’s execution,
the prease and {F;m.'.r brushwork confirm
that sl we have here 15 an valuable

work of Rubens’ late phase.

colaas. Na posredni natin to potkrepljuje i tvrdnju
da je skica u Zagrebu Rubensovo vlastorué¢no djelo.

Zakljucak

Premda ih je mnogo naslikao, Rubens se cijelog zi-
vota nevoljko odlucivao na slikanje portreta.” Oso-
bito je to doslo do izrazaja u kasnim godinama Zivo-
ta. U to je vrijeme majstor bio opé¢injen Helenom
Fourment, pa mu je mlada supruga, uz djecu koju je
s njom imao, najéesce sluzila kao model. No i th
portreta je relativno malo. Tim vise dobiva na zna-
cenju novootkriveni portret iz Muzeja Mimara u
Zagrebu, koji na n-ajgolji nacin ilustrira omeksani
slikarev stil iz tridesetih godina 1 svojom kvalitetom
pruza znacajnu dopunu kasnom Rubensovom opu-
su.\&iﬂﬁig o studiji koja je posluzila kao_lgredloiak
za slike u Chicagu, odnosno Londonu. To snazno
potkrepljuje i cehovski znak na poledini slike, kojeg
na ¢ikaskom portretu nema. Na osnovi iznesenih in-
dikacija moguée je tvrditi da je na portretu prikazan
slikarev sin Nicolaas. Zivost i plemenitost fakture
zagrebacke slike, slobodan i precizan potez kista
potvrduju da je rije¢ o jednom vrijednom djelu iz
Rubensove kasne faze.
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11.
12.
13.
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Kalendar Privredne banke Zagreb za 1983., Zagreb 1982;
Vodic kroz dio Zbirke Ante Topica Mimare, Zagreb 1983,
pod br. 78, str. 39.

. Katalog Muzeja Mimara, Zagreb 1987, str. 92.1398; Vodi¢

po zbirkama Muzeja Mimara, Zagreb 1988, str. 123.1 124,

. Viesnik, 28. 9. 1983; Financial Times, 27. 3. 1984; The Sun-

day Times Magazine, 25. 3. 1984. 1 dr.

. Postoji stanovita razlika izmedu konaénog oblika usana i

oblika vidljivog na infracrvenom reflektogramu. CrteZ usa-
na u donjem sloju je slobodniji i razradeniji, dok su u po-
vriinskom sloju uoéljiva pojednostavljenja, naroéito u kutu
usana.

. Hans Vlieghe, Rubens Portraits of identified sitters painted

in Antwerp, Corpus Rubenianum Ludwig Burchard II,
New York — London — Bruxelles 1987, str. 24,

. Katalog izlozbe P. P. Rubens, Peintures — Esquisses 3

’huile — Dessins, Antwe?en 1977, pod br. 152, str. 340—
341; Julius S. Held, Rubens Selected Drawings, Oxford
1986, pod br, 144, str. 124, sl. 156.

. Isti, pod br. 157, str. 350-351; pod br. 164, str. 133, sl. 249.
. Ulje na drvu, vis. 158 cm, 3ir. 92 cm; sliku u Dresdenu, iste

tehnike i priblizno iste veli¢ine, neki autori smatraju radom
radionice izvedenim pod Rubensovim nadzorom. H. Vlieg-
he (nav. dj., pod br. 142, str. 175-176) donosi niz poznatih
kopija slike iz zbirke Liechtenstein, Njima treba pridodati
jos jednu lijepu, ali noviju kopiju, koja se nalazi u dvorcu
!Tra o3¢an u Hrvatskom zagorju, a djelo je hrvatske slikari-
ce Julije grofice Draskovié (1847-1901).

. Riidiger an der Heiden, Peter Paul Rubens und die Bildnisse

seiner Familie in der Alten Pinakothek, Minchen 1982,
str. 6.

Rubens je najvjerojatnije imao na umu Plinijev opis portreta
dvaju djedaka grékog slikara Parrhasiusa, o kojii jedno lice
1zrazava mir i samopouzdanje, a drugo priprostu neukost.
Igra pticom ima takoder dublje alegorijsko znaenje i kao
ikonografijski motiv tradiciju staru jos od antickih vremena,
Vidjeti: Christopher White, Peter Paun! Rubens, New Ha-
ven — London 1987, str. 199; Charles Scribner 111, Peter
Paul Rubens, New York 1989, str. 88; Hans Vlieghe, nav.
dj., str. 177.

Ch. White, nav. dj., str. 199.
H. G. Evers, Peter Paul Rubens, Miinchen 1942, str. 474.

La Famille Rubens, Notes généalogiques, Antwerpen 1920,
str. 11; Rubens et ses descendants, u Le Parchemin, recueil
généalogique et héraldique XXV, Bruxelles 1977, str.
187-199.

O znatenjima tih znakova doznao sam iz ¢lanka: Malgorza-
ta Schuster-Gawlowska, Margues de corporations, poingons
d’ateliers et antres marques apposées sur les supports de bois
des tableaux et des retables sculptés flamands. Essai de docu-
mentation d partir des collections polonaises, u Jaarboek Ko-
ninklijk Museum voor Schone Kunsten Antwerpen, 1989,
str. 211-261; uz ponudenu sistematizaciju znakova i prijed-
log za njthovu klasifikaciju, autorica donosi iscrpnu litera-
turu o dosada$njim istrazivanjima toga podruéja.
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et sevier which bear the miteale MV: «One
other, less rentative and more significant con-
clusion can be drawn: if the initials of Michiel
Vriendt were not used after his death, the pa-
nels must have been made before 1636-37-,
op.cit,, p. 46,

Anonymons wuthor, A Portait of Nicolas Ru-
bens by Sir Peser Paul Robens, Born 1577,
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Adolf Rosenberg, Peter Paul Rubens, Klassiker
der Kunst, Stuttgart — Leipzig 1905, p. 460,
right

Zeitschrift fiir Bildende Kunst, 1905, p. 201

. Gustan Ghiick, Rubens, Van Dyck und ihr

Kreps, herausgegeben von Ludwig Burchard
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Ch. White, op.cit.,, pp. 125-226; G. Gliick,
op.cit., pp. 173-174 (cf. note 34},

R.H. M.rri{'uissm, Tableaux - authentiques,
maquillés, faux, Bricxelles 1985, p. 21.
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G. Gepts, Tuafereelnaker Michiel Vriendt, leverancier van
Rubens, u Jaarboek Koninklijk Museum voor Schone Kun-
sten Antwerpen, 1954-1960, str. 83—-87.

Haverkamp Begemann, The Achilles Series, Corpus Rube-
nianum Ludwig Burchard X, Bruxelles — New York— Lon-
don 1975, str. 45—46; Hubert von Sonnenburg, Rubens’ Bil-
danfbaw und Technik, u Maltechnik-Restauro 2 i 3, drugo
izdanje Miinchen 1980, str. 3. 1 5.

Rubens et ses descendants, str. 164. (vidjeti bilj. 13).

E. Haverkamp Begemann vidi takvu moguénost za dataciju
onih drvenih cd%oga u seriji 0 Ahilu koje imaju inicijale
MV: «One other, less tentative and more significant conelu-
ston can be drawn: if the initials of Michiel Vriendt were not
used after his death, the panels must have been made before
1636-37+, nav. dj., str, 46.

Nepotpisani autor, A Portrait of Nicolas Rubens by Sir Pe-
ter Paul Rubens, Born 1577, Died 1640, New York oko
1923, str. 9.

H. Vlieghe, nav. dj., str. 28.

Adolf Rosenberg, Peter Paul Rubens, Klassiker der Kunst,
Stuttgart — Leipzig 1905, str. 460 desno.

Zeitschrift fir Bildende Kunst, 1905, str. 201,

Gustav Gliick, Rubens, Van Dyck und ibr Kreis, heransge-

geben von Ludwig Burchard und Robert Eigenberger, Bet -

1933, str. 391-392.

Jahrbuch der preussischen Kunstsammlungen 1915, str.
174; citirano iz: Gustav Glick, nav. dj., str. 392.
Zahvaljujem osoblju dokumentacijskog odjela Umjetnikog

instituta u Chicagu na dokumentaciji 1 bibliografiji za ovu
sliku.

Vidjeti biljesku 19.

W.A.P., Collection of Mr. and Mrs. Max Epstein, u Bulletin
of the Art Institute of Chicago 17, rujan 1923, str. 55.
Erik Larsen, Rubens, with a complete catalogue of his works
in America, Antwerpen 1952, pod. br. 86, str. 218.

Julius S. Held, u Jan Albert Goris and Julius S. Held, Rx-
bens in America, New York 1947, str. 46, sl. 6 app.

17. st.; ugljen i pero, vis. 178 mm; §ir. 137 mm; inv. br.
19.940; crtez je u Louvre usao za vrijeme Francuske revolu-
cije plijenidbom emigranata (Saiste des Emigrés), i u to je
vrijeme pripadao M. de Saint Morysu. Zahvaljujem gospodi
Roseline Bacou, glavnom kustosu Kabineta crteza Louvrea,
na ovim podacima.

Fritz Lugt, Musée dn Lonvre. Inventaire général des dessins
des écoles dn pord. Ecole flumande, Pariz 1949, Vol. 11, pod
br. 1244, str. 57, sl. LXXV.

Na promjenu atribucije me upozorio g. Pierre Gaudibert,
glavni kustos Muzeja u Grenobleu, na éemu mu zahvalju-
jem.

Zahvaljujem g. Bernardu Dorivalu za te podatke.

Gustav Gliick, Rubens as Portrait Painter, u The Burling-
ton Magazine, br. 447, lipanj 1940, str. 174-183.

Ch. White, nav. dj., str. 225-226; G. Glick, nav. dj., str.
173— 174 (bilj. 34).

R. H. Marijnissen, Tableaux — authentigues, maquillés,
fanx, Bruxelles 1985, str. 21.
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39.
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Usporedimo li slikn 1z Chicaga s londonskim Sokolarom,
moze se uoéiti da je u nekim dijelovima (Cuperci kose na ce-
lu) londonska slika bliza zagrebatkoj. To bi se moglo obja-
snitl i nekim slikarevim zapaméenjima Rubensovih pojedi-
nosti koje nije bio zabiljezio u svojoj prethodnoj skici koja
se nalazi u Chicagu. Naravno da bi se na temelju tih razlika
moglo postavit 1 pitanje da li je londonsku 1 ¢ikasku sliku
radio isti Rubensov uéenik ili suradnik. Odgovor na to pita-
nje dala bi tek pomna usporedba oba originala.

Na primjer: dvije slike Joana van Noorta (oko 1620 — nakon
1676) u Wallace Collection, London; slika Aelberta Cuypa
(1620-1691) iz zbirke Backer u Amsterdamu; sokolar pri-
kazan na Obiteljskom portretr njemackog slikara Daniela
Schulza (1615-1683), koji je radio pod utjecajem Snydersa i
flamanskih slikara, Ermitaz, Lenjingrad. S motivom soko-
lara mozemo se susresti i u slikarstvu 19. st.: Christoffel
Bischop (1828 —1904), Sokolar, Rijksmuseum, Amsterdam.

Tekstovi sa simpozija o nizozemskom manirizmu odrza-
nom 1984. u Smckﬂlolmm objavljeni pod naslovom The
Netherlandish Mannerism, posebno Carl Nordenfalk, The
Frve Senses i Flemish Art before 1600, Nationalmuseum
Stockholm 1985, str. 135-154; Bob Haak, Das Goldene
Zeitalter der hollindischen Malerei, poglavlje Realismus
und Simbolismus, Koln 1984.

O sokolaru Ferdinanda Bola: Sumowski, Gemidlde der
Rembrandt-Schiiler I, Landau/Pfalz 1983, pod br. 137, str.
376.

Emile Male, L’Art religieux de la fin dn Moyen-Age en
France, poglavlje La Vie humaine, le vice et la vertn, Pariz
1949, obnovljeno izdanje Pariz 1969, str. 295-346. Kao pri-
mjer nastavljanja prakse emblematickih prikaza u 16. st. E.
Male navodi sliku A. Diirera Cetiri apostola — simbola Ceti-
riju temperamenata, Dobar primjer pruza takoder Tiziano-
va shka Covjek sa sokolom Gosl’yn Art Museum, Omaha,
Nebraska). Vidjeti takoder bilj. 39.

Kao vrhunska vjeitina bio je na cijeni medu Arapima, Mon-
golima, u Kini i Japanu, U Perziji 1 Indiji sokolove prikazu-
Ju na minijaturama, a spominje ih se i u poeziji. Za irenje
sokolarstva u Evropu znadajni su bili krizarski ratovi.

O povijesno-kulturnim, mitoloskim i socijalnim aspektima
sokolarstva: Eryk Pepinski, Falkenjigerei, u Atlantis, br. 7,
1931, str. 402—-412; Heinz Peters, Falke, Falkenjagd, Falk-
ner, Falkenbuch, VI, 1973, 1251-1366; Ernstotto Graf zu
Solms-Laubach, Die schonsten Jagdbilder ans enropiischen
Sammlungen, Bayreuth 1976, str. 15-19 i dalje.

O simbolizmu Jupitera: Otto Seemann, Mythologia Grka i
Rimljana, Zagreb 1890; Thomas Bulfinch, Myths of Greece
and Rome, Penguine Inc. 1979; New Larousse Encyclopedia
of Mythology, New York 1989.

Fritz Martini, Dentsche Literatuvgeschichte von den Anfiin-
Fm bis znr Gegenwart, Stuttgart 1968, str. 60. 1 63-64. Fal-
cenlied u novonjemackoj transkripciji: Jeh zog nur emen
Falken | mebr {IZ’F em Jabr lang. / Als ich ihn zahmte / wie
ich thn haben wollte / Und ich 1thm sein Gefieder [ mit Gold
schon wmwand |/ Da hob er sich zur Hohe / und flog in an-
dere Land’! [ Seither sab ich den Falken / schon fliegen: Er
fithrte an seinem Fusse / seidene Riemen. / Und war ihm
sein Gefieder / ganz rot von Gold. / Gott lasse sie zusam-
menkommen / die liebend beieinander wollen sein.
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2, O the spmbolism of Jupiter: Ota 5

tgmum' be asked, whether the London and
hicago paintings were both the work of the
same pupil or colliborator of Rubens. Only a
careful gerwtiny of botk originals would give an
anszer  this fpuesion,

For cxample: two pamtings by Joan van Noort
{ca. 1620-ufter 1676) Collec-
¢ Cugp

{1 o=
darmy the faleoner fearnred i the Family Pop-
teait iy the German pasnter Danvel Schudz
(1615—[653), uw {‘-P:-J under the tnflnence
of Syders and the Flemusds school, Eremitage,
L rad, We alio encamnter the fulton
1 19th century pamting: Christeffel Biy-
chap (1828-1904), The Faleoner, m the Ritki-

minszat, Amiterdarm,

Papers given at a symposinm on Mannerism in
the Netherlands held in Stockbolm in 1984 and
published under the title The Netherlandish
Mannerism, especially Carl Nordenfalk, The
Five Senses in Flemish Art before 1600, Natio-
natdmsenm Stockbaline 1985, ppd3s-154; Hob
Hank, Das poldene Zeiaher der hollindis-
chen Mulerer, ehiprer on Realismus und Sym-
balisnms, Calogne 1984 O Ferdinand Bol's
Faleoners Swmowsds, Gemalde der Rem-
brandt-Schiiller T, Landaw/Pfalz 1983, under
no. 137, p. 376.

Emile Mile, L'Art religiens de la fin du
Moyen-Ape en France, :}.—.:‘n.'rr La Vie hum-
ame, le vice et la verto, Paris 1949, revied edi-
tion, Paris 1969, pp. 295-346. As a
n{'r.f:rnvn' aied wse of emdlestatee device
the leth centwry E. M 1. Dire

y ile quate
Four Apostoles ar symbols of the fowr tem-
peramenty. Til
1

n

s panting Man with a Fal-
Art Museam, Chabis, Nelrraska)
vample. Sez alio note 39,

It was bl {as a sultline art drmomg the Arabs
and Mengole, i Clins and in apan. In Peren
and India fuloons feasurean surmiatares and are
referred to in poetry. The Crusades were im-
portant for the spread of falconry in
For the historsea f, syt
sacal arpeets of falcor 3
Falkenjizered, i Atl L1930 p

i i, Falke, Falkenjapd, Fal

RODK VI, 1973, 1258-1366; Ern-
if 2w Solms-Lawlisch, Die schénsten
Jagdbilder ams  curopiischen Sammlungen,
Bayrenth 1976, pp. 15=19 & passim.

y TR

eaanm,
Mythologia Grka | Kimljana, Zageed 1592,
Thantay ﬁ'ufﬁr:n’!, Mythe of Greeee and Rome,
Pengun Inc. 1979; New Larousse Encyclape-
diz of Mythology, New York 1989,
Fritz Murtinr, Dentsche Literaturgeschichee
van den Anfingen his zur Gegenwart, Sty
5 =61, I a
pocet s 705
en /mehr 2ls ein [ahe lang, £ Als
wia ich thn haben wallte /
Und ich thm sein Geficder / mit Gold schon
umwand / Da hob er sich zur Hhe / und flog
in andere Land’! / Seither sah ich den Falken /
schén fliegen: Er fiihrie an seinem Fussc / seid-
ene Riemen. / Und war ihm sein Gefieder /
ganz rot von Gold. / Gott lasse sie zusammen-
ommen / dic liebend beieinander wollen scin.
espeeially populsr in the Hoth
if i fulke sovg and probisbly
powerfied influenze on the tanogra-
al of the falconer motif.
s poem | vze to the
o) i, Livelier than Life,
the Muster of the Amsterdam Cabinet or the
Housebook Master, ca 1470-15C0, where it
occirs in a note on a drawing, Standing lovers
seen from behind, Amsterdam 1988, under no.
122, p. 332, The notes an the follewing prints
are alig velesant to the theme n‘f' the Jf:!-': 18
The Faléoner and his Attendant (e,
parture for the Hunt (mo. 72), Areicles 5
catalogie (by K.G. Boon, J.P. Filedt Kok,
M.D. Higa, . Camphell Hutchms H.
Madow, P.F. Moxey,
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Matter, bt alvo gigie i browd account of the
age, irs hivalry and the conrtly style of the late
.l?;'ddfz Ages, swhen the falcaner frequently
cropl Nfr e ant ltl:l.l.'(i_'.f!.l‘l'-';"ﬂ' H:IB."!:.Ir.

43. The Merovingsan, rulirs iucd special decrecs
eanferring the right to breed falcons; the ritnal
%f.:’.-rfnbiug a yonng man-knighy sreoloed bin

ey gioes his spars, Lance anid  faleoy by the
king: the prevalence of filconry may be dedn-
eed from swmeront plece-names iy Europe!
Esyk Popinds, op. cit. (cf. sore 41),

44. E.G zu Solms—Laubach, op. ci., pp. 15-16

(cf. note 41).

Raimond Van Marle, The Development of the

Ttalian Schools of Painting, Den Haag 1926,

vol. VII, p. 67.

46. There are nwmerons examples of faleoners
being neluded tn a throng of bystanders at a
sigrd etnt, and it would be supiesfliows to fise
such seenes, beve, We might just mention that
falcosers rmay be fonnd i warks by §. Martin,
B. Duidds, Lovenzetti, Gentile, F. Traing, Pisa-
nella, Marrotto di Nurido, Sassetta, Carpaceio,
J. Belline, an well as e mwmerons anonymony
works, CFL alio: Raimand Vi Marle, bp. cit,
Vel TI-XVIIL K. Christansen, L8, ter,
C. Brawday Streblke, Painung in Renais
Siena, 1420-1500, Cttalogue of the exhibition
in the Metropalitan Musesrm of New York,
1989.

Rudolf Pfederer; Die Autribute der Heiligen,
[l 1989 (roprint of 15898 edition); Joseph
Hrann, Tracht und Aunbate der Heligen m
der deutschen Kunst, Stuttgart 1943,

49. Jucah Burghands, Kulwra renesanse u loalip,
Zagreb 1953, pp. 205-208; Hemrich Walfflis,
Klositnd omjetnosy, Zagrel 1969, pp. 124~
125.

See note 39.

For u detgiled accaunt of il the honours and
distinctions conferred an Rubens cf. Rubens et
ses descendants, P fos (¢l note 13).

52. H. Vlicghe, op. cit,, p. 23.

$53. G. Gliick, op. civ., p- 1 (ck. note 34)
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Pjesma je bila naroéito omiljena u 16. st. u obliku narodne
pjesme 1 vjerojatno znatno utjecala na ikonografijsku obno-
vu motiva sokolara. Podatak o Kirenbergerovo] pjesmi
preuzeo sam iz kataloga izlozbe Livelier than Life, the Ma-
ster of the Amsterdam Cabinet or the Housebook Master ca.
1470-1500, u komentaru crteza Stojeci ljnbavnici viden:
straga, Amsterdam 1985, pod br. 122, str, 252. Za eksplika-
ciju teme sokolara relevantni su 1 komentari grafickih listo-
va Sokolar t mjegov pratilac (br. 70), Polazak u lov (br, 72).
U tekstovima kataloga (autori K. G. Boon, J. P. Filedt Kok,
M. D. Hagan, ]. Campbell Hutchinson, M. J. H. Madou, P.
F. Moxey, P. Moraw) ponuden je ne samo sazetak znanja o
Majstoru amsterdamskog kabineta ve¢ i polivalentna slika
vremena, viteStva i dvorskog stila kasnog srednjeg vijeka,
kad se Cesto javlja sokolar kao ikonografyski motiv,

Meroviniki vladari posebnim uredbama dodjeljuju prava na
uzgo] sokolova; ritual pretvaranja mladiéa u viteza predvi-
dao je da kandidat od kralja primi mamuze, koplje i sokola;
rasprostranjenost sokolarstva moze se prepoznati iz brojnih
evropskih toponima: Eryk Pepinski, nav. dj., (vidjeti bilj,
41).
E. G. zu Solms-Laubach, nav. dj., str. 15-16. (vidjeti bil).
41).
Raimond Van Marle, The Development of the Italian
Schools of Painting, Haag 1926, Vol. VII, str. 67.
Brojni su primjeri uvodenja sokolara u mnostvo koje asisu-
ra osnovnom dogadaju 1 iscrpno nabrajanje takvih prizora
ovdje je izliSno. Epomenimo samo da sokolara nalazimo u
djelima S. Martinija, B. Daddija, Lorenzettija, Gentilea, F.
rainija, Pisanella, Mariotta di Nardo, Sassette, Carpaccia,
J. Bellinija kao i na mnogim djelima anonimnih autora.
Vidjeti takoder: Raimond Van Marle, nav. dj., vol. II —
XVIII; K. Christiansen, L. B. Canter, C. Brandon Strehlke,
Painting in Renaissance Siena 1420-1500, katalog izlozbe u
Metropolitan Museumu u New Yorku, odrZane 1989. god.

Rudolf Pfeiderer, Die Attribute der Heiligen, Ulm 1989 (re-
print izdanja iz 1898); Joseph Braun, Tracht und Attribute
der Heiligen in der Deuntschen Kunst, Stuttgart 1943,

Jacob Burchardt, Kultura renesanse w Italiji, Zagreb 1953,
str. 215-218; Heinrich Wolfflin, Klasi‘na umjetnost, Za-
greb 1969, str. 124-125.

Vidjeti bilj. 39.

Za detaljni prikaz svih odlikovanja i polasti koje je Rubens
primio: Rui)ens et ses descendants, str. 105. (vidjeti bilj. 13).
. H. Vlieghe, nav. dj., str. 23

. G. Gliick, nav. dj., str. 1 (vidjeti bilj. 34)
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