1 In the documentation of the Rxp, The Hague, there are photos of some thirteen versions of this
composition, none of which can possibly be by Jan Brueghel the Elder.

2 Ertz1979, pp.294-296, 611, cat.no.323.

3 Greindl1983, p.154, Fig.79, cat.no.2. Private collection.

4 Ertz1984,p.450, car. no.288. The inventory number is erroneously given as 612, and thereisa
mistake in the provenance, too. Also, Ertz incorrectly captioned the illustration of the painting as
289 instead of 288, Extz’s attribution and dating was accepted by Urbach in the catalogue of the
Tokyo exhibition, but suggested a ‘studio’ assistance.

5 Oilon panel, 58,5 = 85,7 cm, sale London, Sotheby's, 14 December 2000, lot 10, colour ill. T am
grateful to Frad Meijer for bringing this painting to my attention.

6 See furthermore Ertz in: Saur Lexikon, 14, 1996, pp. 484-486.

7 The Flowers in a Basker and a Vase, 1615 (National Gallery of Art, Washington, Inv.n0.1992.51.7),

which is probably the protorype. The only version in which the basket appears as a sole maotifis

the unsigned Basket of Flowers in the Metropolitan Museum of Art, New York (Inv. no.67.187.58),
which is today attributed to Jan the Younger. See Liedrke in: New York 1984, pp.22-24.

See Greindl 1983, p.155, Fig. 80; Ertz 1984, pp.451-454, cat.nos 287, 289 and 28g9a; Sale Sotheby’s,

Mew York, April 7,1989, lot 114.

9 Ertz1979, figs. 368-369. Ertz (1979, pp-294-295) claimed that three different hands could be
distinguished among the copies.

oo

10 Ertz1979, Fig.370. M.-L. Hairs,in the 1985 edirion of her book, furthermore listed a version
{there attributed to the ‘Velver Brueghel) in a Swiss private collection (Fig.24) and another in
the Firzwilliam Museum, Cambridge (Fig.27), whereas on p. 98 she mentions a version in Prague,
where however there does not exist such a picture, but the measurements as well as the inventery
number (with a minor alteration, given as 61-2) refer to the Budapest panel. Therefore itis very
probable that she has simply confused the two cities, and obviously did notknow the painting itself.

Camphuysen, Govert Dirksz.
— Attributed to

Gorkum 1623 /24— Amsterdam 1672

Kitchen Still Life with a Copper
Cauldron

Oilon oak, 53 =71 cm

Incised signature in the lower right: Rembrant van Ryn f 1641
(added later) (Fig.10/a)
Inv.no.3827

PROVENANCE; Purchased from the collection of Gustav Hoschek von Mithlheim, Prague
1908, (Cat. by W. Martin 1907, 10.193: Flemish 17th c.).

EXHIBITIONS: Brussels 1910, no.193 (atrributed to Jan Fyt); Budapest 1971 {as Flemish
17th.).

REFERENCES: Von Takics 1908, p.1026; Kunst-chronik 1908-1909, p.45 (early work of
Jan Fijt); Von Takics 1911, p.870 (not by J. Fijt); Gliick 1912, p.228 (not by J. Fijt); Peregriny

Hagiban, az Rk D dokumentumiariban jelenleg tizenhirom viltozat talithato, melyek egyikét ser
tudjuk bizronsiggal elfogadni id. Jan Brueghel sajitkezti miveként,

2 Erz 1979, 294-296, 611, old, kar. 323, s

Greindl 1983, 154. old, 79. kép, kat. 2. sz. Magingyfjteményben.

e

4 Ertz1984, 450, old, kar. 288, sz, (A leltdri szim hibasan G12-nek ivva, és a provenienciaban is
tévedas van.) - Ertz atrribiiciojar és datilisit fogadja el Urbach Zsuzsa a tokyoi kidllitas katalo-
gusiban, dea  mihely” kozremitkidését is feltérelezi. i

Olaj, fa 58,5 « 85,7 cm, London, Sotheby's, 2000, dec. 14. 10, 1é1el. szines repr. - Koszanam Fred
Meijernek, hogy erre az analagiara felhivea a figyelmem,

v

6 Ld.még Ertz in: Saur Lexikon, 14,1996, 484-486. old.

7 Virdghosir kis twegudzdval, 1615-bol, Washington, Natinal Gallery, ltsz. 1992.51.7. mely prototi-
pusnak tekinthetd. - Az egyetlen viltozar, melyen a kosdr egyedall motivemként fordul eld, 3 ;
Metropolitan Museum tulajdoniban léve, jelzés nélkili darab, melyet maaz ifj. Jan Brueghelnek
tulajdonitanak. Ld, Liedtke in: New York 1984, 22-24. 0ld. .

8 Ld Greindl 1983,155. old, 80. kép; Ertz 1984, 451-454. old. kat.sz. 287, 289 és 298a; New York,
(Sotheby’s), 1989, apr. 7, 114. tétel.

g Ertz1979, figs 368-369. - Friz a kopiak kozow hirom kezet vélt elkilénithewonek, in: 1979,

PP 294-2956.

10 Ertz1979,fig. 370. - M.-L, Hairs kényvének 1985-0s kiadasiban még bemutat {2 Barsony
Brueghelnek” wlajdonitva) egy svajci maganrulajdonban 1éve példinyt {24 kép) ésa Fitzwilliam
Museum (Cambridge} darabjit (27. kép), a 98. aldalon pedig emlitest tesz egy verziorol Pragibar
2hol azonban nines ilyen kép, im a méretek, valamint kis altericioval a leltiri szam (61-2) is
a budapesti példanyra utalnak, rehdr valosziniileg a két varost osszetévesaietie, a kepet pedig
nyilvin nem ismerte.

10 G.D. Camphuysenne

tulajdonitv

Gorkum 1623/24--Amszterdam 1672

Konyhai csendélet fém labassal, flistolt htissal
két nytllal és zoldségekkel

Olaj, tolgyfa 53 =71cm

Jobbra lent bekarcolt jelzés: Rembrant van Ryn f 1641 (késobbi)
(10/a kép)
Lisz. 3827

szARMAZAS: Gustav Hoschek von Mithlheim gytijtemény, Priga (Kat. W. Martin 190
193, sz. mint Flamand 17 sz.); vétel Prigdban, 1908.

k1ALLITAsoK: Briisszel 1910, 193. 57, (Jan Fijtnak tulajdonitva); Budapest 1971 (Flamal
17. 5Z.).

IRODALOM: Von Takics 1908, 1026. old; Kunst-chronik 1908-1909, 45. old. (Jan Fijt
korai miive); Von Takécs 1911, 870. old. (nem J. Fijt}; Gliick 1912, 228. old. (nem ]. Fijt);



10[a  The fake Rembrandt signature.

tofa  Ahamis Rembrandt szignatira.

1914, p. 523 (Flemish, 17th century); Térey 1924, p. 53, no. 646b (manner of J. Fijt - but
according to T.H. Fokker: Christoffel Puytlinck); Pigler 1954, p.202 (Flemish, mid-17th
century); Pigler 1967, p. 531, plate 358 (Chr. Paudiss - but oral communication of M.
Mojzer: Jurriaen Jacobsz., and A. Czobor: Dirck Horn); Ember 1983, pp.110-111, Fig, 81
(attr. to G.D. Camphuysen); Sumowski 1983-85, Iv, p.2315, note 3 (doubtful ascription
to Paudiss); Garas ed 1985, p.145 (Paudiss?); Ember 1989, P-126, no.B7 (aur.to G.D.
Camphuysen); Summary Catalogue 2000, p-31 (idem); Radvinyi 2006, p. 421.

There is a copy of this painting (canvas, 58.5 x 73 cm) by an unknown, possibly French,
18th-century master in Strasbourg (since 1927, Musée de Strasbourg, cat. 1964, no.61).
(Fig.10,b).

TECHNICAL INFORMATION: The panel is constucted of two horizontal planks, the upper
one being 28.7 to 29 cm wide, the bottom one 2410 24,2 cm. The joining is not at level,
and the finishing of the reverse is somewhat uneven. The thickness of the panel is 5-8
mm, bevelled at the edges. The priming is thin, and the paintlayers are almost intact,
with an even ceating of varnish. It was restored by Margit B. Forgo in 1982.

This unusual example of the rustic kitchen still life achieves a
powerful naturalism through a refined treatment of the surface.
While the heavy mass of the metal cauldron and its occasional dents
from use are rendered perceptible by the light shining on it, the
characteristic roughness of the smoked meat (a saddle of beef) on
the reddish glazed earthenware platter is expressed with thickly
applied paint, and almost whirling brushstrokes. The impasto, the
practically visible strokes of the brush, is effective in shaping the
plastic forms of the fruit and vegetables, while the paint is thinner
and more evenly applied to the surface of the table. Yet a different,
more fastidious manner of painting is used in the representation
of the rabbits’ soft fur. Finally, almost invisible strokes magically
summon forth the fine glass in front of the dark pot.

The high quality of the painting and the uncertainty concerning
its authorship appear to stand in sharp contradiction. The clumsy
Rembrandt signature applied at a later date failed to deceive
anyone, at least as far as we can trace its history. The work was at
one time ascribed to Jan Fijt, seemingly the only artist worthy of
the attribution, but this was long ago ri ghtly rejected. Andor Pigler
considered Christoph Paudiss a likely candidate clearly because of
the work’s rustic quality and brownish tone, but the handling differs

10fb  Anonymous painrer, Kitchen Still Life. Strasbourg, Musée des Beaux Arts.

10]b Ismeretlen festd, Konyhai csendéler, Strasbourg, Musée des Beaux Arts,

Peregriny 1914, 523. old. (Flamand xvir. szizad); Térey 1924, 53. old, 646b. s2. {J. Fij
modora - de T.H. Folker vélemeénye szerint Christoffel Puytlinck); Pigler 1954, 202, old
(Flamand, xvi1. sz kbzepe); Pigler 1967, 531 0ld, 358. kép (Chr. Paudiss - de Mojzer M,
szobeli kozlése: Jurriaen Jacobsz., Czobor A, szerint: Dirck Horn); Ember 1983, 110-111.
old, 81. kép (G.D. Camphuysennek attribudlva); Sumowski 1983-85, 1v. 2315. 0ld, 3.
Jegyzet (kétséges a Pandiss attribucio); Garas 1985, 145. old. (Paudiss?); Ember 1989, 126
old, By. sz. (G.D. Camphuysennek atrribudlva); Summary Catalogue 2000, 31. 0ld. (LLaz)
Radvinyi 2006, 421. old.

A festmény misolata (viszon, 58,5 =73 cm) egy ismeretlen, feltehetdleg francia, 18,
szizadi mestertil Strasbourg-ban talalhatd, {1927 ata, Musée de Strasbourg, Cat. 1964,
61.sz.) (10/bkép)

ALLAPOT: Két horizontilis darabbél dsszeillesziett lgyfa 1abla, a felsé 28,7-29, az alsd
24-24,2 cm széles, az illesztésnél lépesos, a hitoldal megmunkalasa kissé egyenetlen.
Atabla vastagsiga 5-8 mm, szélei felé elvékonyitva. Vékony alapozason, festékfolilere

szinte teljesen ép. Egyenletes lakkréreg fedi. Restaurilta B. Forgd Margit 1982-ben.

A rusztikus konyhai csendéletnek ez a kiilonos pelddja eroreljes
naturalizmusat a felilet igen differencialt kidolgozasaval éri el.
Mig a fémedény stilyos tomérségét, fényes, de a haszndlat16] néhol
behorpadt felszinét elsésorban a rajra megcsillano fényekkel
érzékelteti, a vordses mazas cseréptalon a fiistolt hiisdarab
(marhagerinc) vastagon felhordotr festékkel, szinte kavargd
ecsetvonasokkal kapja jellemzé egyenetlenségét. A pasztozitds,
szinte lathat6 ecsetnyomok érvényesiilnek a gyumolcsok és
zoldségek megfestésénél is a plasztikus formak kialakitasara,
higabban, egyenletesebben felhordva a deszka aszrallap feliilerén, s
megint masként, sokkal aprélékosabban a nyulak puha bundajanak
megjelenitésére, mig a finom {ivegpohir szinte lathatatlan
eszkozokkel varazsolodik a sotét 1ibas elé.

A kép kimagaslo kvalitasa és a szerzéség koriili bizonytalansig éles
ellentmondisban latszik lenni. Az urdlagos és igyetlen Rembrandr
jelzés ugyan senkit sem tévesziert meg, legaldbbis amidta a kép
torténetét nyomon tudjuk kévetni, de a hozzi egyedil mélténak
tetszo Jan Fijt meghatarozas elég régen elutasittarott. Pigler Andor



.'X;.;'b-lc Dirck Govaerts, Kitchen Still Life. Bonn, Rheinisches Landesmuseum.

e Dirck Govaerts, Konyhai csendéler. Bonn, Rlieinisches Landesmuseum.

fundamentally from Paudiss’ glazing technique. There has even
been some hesitation over which school - Flemish (J. Fijt), German
(Chr. Paudiss) or Dutch (Chr. Puytlinck, Jurriaen Jacobsz., Dirck de
Horn) - the painting belongs to, which emphasizes how unusual
this work is.

Also taking into consideration the painting’s strange ‘multifari-
ousness’, in 1983 I proposed an attribution to G.D. Camphuysen,
who was born in Gorkum and worked in Amsterdam and
Stockholm. Since then, close examination revealed that his signed,
analogous work in Dordrecht, which has a similar composition
and motifs, is softer and less powerful in execution, and should

be of alater date.! When Fred Meijer rediscovered the still lifes of
Dirck Govertsz. (Gorkum c.1580-1644/54) and ascribed to him

the work Kitchen Still Life, which had been listed as the work of
‘Monogrammist DG’ in the museum in Bonn,? I thought I had found
the key to solving this problem. Unfortunately Meijer, who is best
acquainted with the known works of this master and is preparing a
reconstruction of his oeuvre, rejected Dirck Govertsz. as the author
of the Budapest picture.? Consequently, for lack of a better idea, I
have retained the attribution to Camphuysen as it appeared in the
last publication.

Paudiss attribticiéja nyilvan a rusztikus jelleg és a barnas tonus
alapjan mertlhetett fel, de a festésmad alapvetden kulonbozik
Paudiss laztiroz6 technikajatél. A flamand (J. Fijt), német (Chr.
Paudiss) &s holland (Chr. Puytlinck, Jurriaen Jacobsz., Dirck de
Horn) iskolak kozott hezitalas is jelzi, hogy szokatlan muvel allunk
szemben.

El6szor 1983-ban kozolt javaslatom a gorkumi sztletésiy, Amszter-
damban és Stockholmban is dolgozé G.D. Camphuysenre ezt a
furcsa ,sokféleséget” is figyelembe vette, ugyanakkor a kompozi-
cionalisan és motivumaiban valoban kozel all6, szignalt dordrechti
analogia a kozvetlen vizsgalat soran kivitelezésében lagyabbnak,
erdtlenebbnek és késdbbinek bizonyult! Amikor Fred Meijer (ijra
felfedezte Dirck Govertsz. (Gorkum 1580. k.- 1644/54) csend-
életeit, és a bonni mizeumban korabban ,Monogrammist DG”-
ként szereplé Konyhai csendélerét reprodukalta,’ gy gondoltam,
megnyiltaz Git a probléma megoldasihoz. (10/c kép) Sajnos
azonban éppen 0, aki e mester ma fellelhetd muveit legjobban
ismeri, és munkdssaganak rekonstrualasara készil, a Dirck
Govertsz. attribliciot is elutasitja.? igy megtartottam a legutébbi
publikacidban hasznalt nevet - egy majdani jobb attribucio
reményében.

1 Acikkirisa idején az analdgidkar csak fényképrol ismertem,
2 (Maj, viszon, 112 » 91 cmy, Itsz. G. K, 263. Bonn, Rheinisches Landesmuseum. Kat. 1982, 366, old. In:
Utrecht zo04, 36. 0ld, 20, kép

Levélbeli kozlése, 2006.1v. 10-6n.

v

1 When the arricle was wrirten I had only seen the analogies in photographs.

2 Oilon canvas, 112 = 91 ¢, Inv.no. G.K. 263. Rheinisches Landesmuseum, Bonn. Cat. 1982, p.366.
See in: Urrecht 2004, p.36, Fig.zo0.

3 Written correspondence, 10 April 2006.



