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FERDINAND BOL (1616-1680)

Ferdinand Bol, born in 1616, was one of 
several artists from the city of Dordrecht who 
found their way to Rembrandt’s workshop in 
Amsterdam, where Bol moved in 1636 after 
completing an apprenticeship with Benjamin 
Gerritsz Cuyp. Bol’s independent career as a 
painter specializing in history paintings and 
portraits began in 1640 but really took of in 
the 1650s, when an advantageous marriage 
brought him into contact with a network of 
patrons that included Amsterdam regents 
and members of the Admiralty. Like Flinck, 
Bol participated in the decoration of the 
Amsterdam Town Hall, the centrepiece of 
the city’s power and authority and the most 
prestigious artistic commission of the 1650s. 
Bol died in 1680, but it appears he stopped 
painting after his second marriage in 1669. In 
addition to paintings and drawings, Bol is the 
only known Rembrandt student who produced 
a substantial number of etchings.

GOVERT FLINCK (1615-1660)

Govert Flinck was born into a Mennonite 
family in Cleves in 1615. Around 1630 he 
moved to Leeuwarden to study with the 
painter, art dealer, and Mennonite preacher 
Lambert Jacobsz. In about 1633-1634, Flinck 
moved to Amsterdam, where he joined the 
workshop run by Jacobsz’s business partner, 
Hendrick Uylenburgh. There he encountered 
Rembrandt van Rijn, from whom he took over 
as Uylenburgh’s chef d’atelier in 1635. Flinck 
produced history paintings, portraits, and 
character studies as well as the occasional 
landscape. Praised by authors such as Joost 
van den Vondel and Joachim von Sandrart, 
his work was purchased by elite patrons not 
only in Amsterdam, but also at the courts of 
Orange and Brandenburg. Since his own time, 
Flinck has been both admired and criticised 
as an early proponent of the ‘clear’ style that 
replaced Rembrandt’s earthy impasto and 
dramatic chiaroscuro with a smoother touch 
and brighter palette. Flinck was at the height 
of his fame when he died in 1660 at the age of 
only forty-ive. 
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The exhibition Ferdinand Bol and Govert Flinck: Rembrandt’s Master Pupils at Museum Het 
Rembrandthuis and the Amsterdam Museum presents an extraordinary opportunity to cele-
brate the achievements of two artists whose stature in seventeenth-century Amsterdam 
came to rival that of their famous master, Rembrandt van Rijn. Queen’s University (Kingston, 
Canada), as a leading centre for the study of Dutch art, has been proud to lend support to this 
important initiative. On 16-19 July 2015, our Bader International Study Centre at Herstmonceux 
Castle, East Sussex, UK, hosted a conference, Govert Flinck and Ferdinand Bol: Rising Stars in 
Rembrandt’s Amsterdam, that brought together academic art historians, museum professionals, 
and conservation scientists from Europe and North America to explore the work of Flinck 
and Bol from diverse methodological perspectives. Many of the chapters in this book were 
developed from papers presented at Herstmonceux. 
The conference and this publication were made possible by support from Queen’s University, 
the Samuel H. Kress Foundation, and especially from Drs. Alfred and Isabel Bader. It was 
Alfred Bader’s vision to create a conference series that would bring new attention to artists 
in Rembrandt’s circle, and his intellectual and philanthropic support have brought this book 
to fruition. Thanks to the Baders’ commitment to Queen’s (Alfred Bader’s alma mater), the 
Agnes Etherington Art Centre on our Kingston campus is home to The Bader Collection, 
with over two hundred European paintings, and the curriculum at Queen’s fosters the study 
of Rembrandt and his contemporaries through classes, colloquia, exhibitions, and research 
initiatives.  
As editor of this volume, I am indebted to many people who have shared their time and exper-
tise. First, of course, are the authors of our fifteen chapters, whose discoveries offer fresh 

insights into the art and cultural context of Govert Flinck and Ferdinand Bol. Sincere thanks to 

Patrick Larsen for his generous help in preparing the text. Behind the scenes, many other con-

ference participants have contributed through continuing scholarly exchange. Matthew Hayes, 

Jennifer Kilian and Katy Kist produced elegant translations. Johan de Bruijn at WBOOKS 

supervised production with patience and care, with a lively design by Marinka Reuten. David 

de Witt at Museum Het Rembrandthuis and Tom van der Molen and Norbert Middelkoop at 

the Amsterdam Museum collaborated in organizing the conference and selecting papers for 

this volume. Their help and advice have been essential throughout the process of creating 

this book as a complement to their engaging exhibition catalogue. We are delighted to present 

this volume as the product of an on-going, international conversation about Rembrandt, Bol, 

Flinck, and the many talented artists who surrounded them. 

Stephanie S. Dickey

Professor of Art History and Bader Chair in Northern Baroque Art

Queen’s University, Kingston, Ontario, Canada



3.1.  GOVERT FLINCK  

Allegory on the Memory 

of Frederik Hendrik, 1654, 

canvas, 307 x 189 cm, 

Amsterdam, Rijksmuseum, 

inv.nr. SK-A-869, on loan 

to The Hague, Mauritshuis 

(Prince William V Gallery) 
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G
overt Flinck’s Allegory on the Memory of Frederik Hendrik (fig. 3.1), commissioned 

in the early 1650s by Amalia van Solms, Princess of Orange, is a significant work 

in terms of both the trajectory of Flinck’s career and Orange patronage strat-

egies.1 Yet how and why Flinck was selected for this commission has never been 

addressed, nor has the iconography been fully explained. In recent years, significant scholarly 

attention has been paid to the patronage networks of the artist. Erna Kok has examined how 

Flinck made use of his networks to advance his career, identifying his particular adeptness at 

exploiting social connections as a significant component of his success. 2 That Flinck would 

seek princely patronage as a means to expand this network and advance his career is unsurpris-

ing; the Prince and Princess of Orange were the closest local parallel to the royal and papal 

patronage that drove the arts across Europe. What is less clear is why the House of Orange 

would have selected an Amsterdam-based artist such as Flinck. 

Shifting the narrative to address what was at stake for the patron presents an important 

counterfoil to the dominant focus on the artist’s own activities and agendas. The Allegory on 
the Memory of Frederik Hendrik is a large painting that does not fit comfortably into existing 

genre classifications. Part allegory, part portrait, it is one of the last significant documentable 

artistic commissions awarded by the Princess of Orange. As such, it presents a range of issues, 

including the peculiar choice of artist, the iconography of the painting itself, and the role it 

played in the site in which it was to be installed. As I will argue here, it stood as a marker of the 

relationship between the House of Orange and the House of Brandenburg. Shared patronage 

of artists makes alliances between patrons visible, both to historians and to the patrons them-

selves. For scholars, the unexpected presence of a painting by Govert Flinck in the collections 

of the House of Orange adds further nuance to any understanding of how social and political 

networks may have functioned. For the patrons themselves, shared patronage could even have 

SASKIA BERANEK

Govert Flinck and the
Houses of Orange 
and Brandenburg: 
networks and influence

3 
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strengthened social bonds, much the way portrait exchange and display did. 
The House of Orange only commissioned a very small number of works from Flinck. Arnold 

Houbraken does not mention the House of Orange in the substantial biography of Flinck in 
his Groote schouburgh der Nederlantsche konstschilders en schilderessen (1718-1721). The stan-
dard catalogue raisonné by J.W. von Moltke includes only two paintings commissioned by 
the Oranges: Allegory on the Memory of Frederik Hendrik and a now-lost portrait of Frederik 
Hendrik and Amalia’s children.3 The latter painting presents a range of problems, not the least 
of which is that it no longer exists in any meaningful way: it was painted over by the forger Han 
van Meegeren in the mid-twentieth century in the process of his creation of a ‘Vermeer’ Last 

3.2.  JAN MATTYSZ AFTER PIETER POST  Ground Plan of Huis ten Bosch with the Oranjezaal at the Center, 1655, etching, 345 x 

396 mm, Amsterdam, Rijksmuseum, inv.nr. RP-P-AO-12-96-4. Room at top left: Cabinet of Amalia van Solms, where Flinck’s 

painting (fig. 3.1) was displayed
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Supper.4 A photograph of the painting before Van Meegeren’s repurposing of the canvas shows 
a group of children in a carriage drawn by a goat similar to a group portrait by Ferdinand Bol 
now in the Louvre, Paris.5 By contrast, as the only surviving painting by Flinck known to come 
from the Orange collections, Allegory on the Memory of Frederik Hendrik is well-documented and 
intact, despite some damage and overpainting in the lower right-hand section. 

The painting was commissioned in the early 1650s by Amalia van Solms and installed on the 
west wall of her cabinet, located within her apartment at the palace Huis ten Bosch outside 
of The Hague (fig. 3.2). The installation of the painting in 1654 marks the end of a particu-

larly rich period of artistic patronage for the House of Orange. For more than twenty years, 

Frederik Hendrik and Amalia built and renovated palaces and gardens while amassing a signifi-

cant painting collection.6 The collection was later partially dispersed, and most of the palaces 

either no longer exist or have been extensively altered; the collection of furniture and decora-

tive objects has been erased almost entirely.7 Fortunately, the collection was well-documented 

in inventories, making it possible to reconstruct many decorative ensembles.8 In the case of 

Flinck’s canvas and its display, the sources are extensive: Huis ten Bosch, built during the late 

1640s partially as a memorial to the then-deceased Prince, was documented by its architect 

Pieter Post in a series of plans and elevations published in 1655.9 Together with a series of sur-

viving inventories, the plans allowed Th.H. Lunsingh Scheurleer to reconstruct the visual and 

architectural environment into which Flinck’s painting would have been inserted and within 

which it must be understood.10 This reconstruction is an essential foundation from which addi-

tional issues regarding patronage and symbolism can be further explored.

In Flinck’s painting, the dowager princess of Orange sits in the foreground reading a book 

– ostensibly one that celebrates the feats of her deceased husband. Peter van der Ploeg iden-

tified it as an encomium to Prince Frederik Hendrik written by Isaac Commelin in 1652.11 

Behind Amalia rises a cenotaph for the prince, celebrating him as the stadtholder and military 

leader who had been instrumental in securing Dutch independence from Spain. His effigy is 

accompanied by female allegorical figures holding a sword and scales, representing Justice 

and Fortitude. The monument as represented is a fiction, but the symbolism, the architectural 

forms, the columns, and the pose of the portrait sculpture all evoke, while not directly imitat-

ing, the cenotaph of Willem the Silent in nearby Delft.12 In the middle distance lies a funeral 

bier, referencing Amalia’s son Willem II, who died of smallpox in 1650, but other background 

elements offer renewed hope. A phoenix rises from ashes on an altar – a symbol often associ-

ated with Amalia’s grandson, Willem III.13 The clouds are breaking, shining light on Amalia – 

light that would have been enhanced by the real light entering Amalia’s cabinet from windows 

to the south. An angelic figure arrives to point heavenward while an allegory of Hope, closely 

modeled on the descriptions in Ripa’s Iconologia and identifiable by her anchor, hands Amalia a 

blossoming sprig of orange, clearly alluding to Willem III as the new branch on the family tree.14 

Traditional interpretations have focused on how the vigilant, mourning widow witnesses 

a new dawn for the Orange dynasty after several years of disadvantageous political and per-

sonal developments. Following the deaths of both Frederik Hendrik in 1647 and Willem II in 

1650, the States General opted in 1651 to stop appointing stadtholders, ushering in the First 
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Stadtholderless Period. This was a disaster for Amalia, who had spent most of her life working 
to advance the standing of her family by negotiating advantageous marriages for her children; 
in this regard, her great triumph was the marriage between her son, Willem II, and Mary Stuart, 
Princess Royal of England. Following decades of increasing status, the early 1650s saw her 
grandson, the infant Willem III, shut out of the position held by his father and grandfather 
before him, jeopardizing any future political inluence for the House of Orange. Pieter van der 
Ploeg positions Flinck’s painting at a moment of transition, as it was installed in the same year 
that the outlook began to improve for the House of Orange as a result of a series of political 
maneuvers that restored some aspects of the stadtholdership to the infant Willem III. Van der 
Ploeg interprets the optimistic tone embodied by the phoenix, the breaking clouds, and the 
figure of Hope as a reflection of the fact that the States of Overijssel voted to restore Willem III 

to the stadtholdership in 1653, thereby restoring some hope to the House of Orange for a more 

prominent role in the future of the Dutch Republic.15 

It is important to note, however, that within a year, the decision of the States of Overijssel 

was repealed,16 rendering the optimistic interpretation of the painting somewhat unsatisfying 

particularly since the painting was most likely in progress at the time. It was also in the first 

half of 1654 that Grand Pensionary Johan de Witt negotiated the secret Act of Exclusion, effec-

tively ending the First Anglo-Dutch War by guaranteeing that no Prince of Orange could hold 

the Office of Stadtholder.17 It may not have seemed inevitable at the time of the commission 

that Orange would regain its previous significance. To link the optimistic interpretation of this 

painting directly to the specific historical events of 1654 is both to overlook the uncertainty of 

the moment and to place undue emphasis on events about which the patron may have been 

unaware at the time of commission. Additionally, though the painting is dated 1654, no docu-

ments survive to clarify the precise timeline of conception and commission.18 It is impossible 

to say at which moment in the rapidly shifting political climate the compositional elements 

were all agreed upon. A more flexible interpretation provides more satisfying results: the paint-

ing can be read as a statement of optimism in the face of adversity and hope for a possible (if 

unlikely) future. It does not necessarily commemorate a renewal of Orange power that has 

already occurred, but is instead a dynamic, forward-thinking tribute to both Frederik Hendrik 

and his widow that actively generates optimism in a moment of great uncertainty. 

If the book Amalia is reading is indeed Commelin’s 1652 text on Frederik Hendrik, the 

specific composition of Flinck’s canvas must have been planned between 1652 and 1654. The 

cabinet as a whole has a longer history. Though Pieter Post’s plans of the palace were not 

published until 1655, the building itself was begun in 1645 and Post had received a privilege for 

publishing engravings of the plans in 1649.19 These designs, together with surviving inventories, 

form the basis for the reconstruction of the interior.20 Post’s plans show two five-room apart-

ments flanking the central Oranjezaal, each intended for a single resident. The organization 

of elite residential space into apartments was common across Europe.21 Social protocols were 

closely linked to where in the apartment any encounter took place. Amalia’s cabinet, as a room 

situated beyond the state bedroom, was a site of privileged access and therefore could also be 

a particularly potent site for decorative cycles.
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Because of the privileged position of such a room, the decorative decisions about Amalia’s 
cabinet at Huis ten Bosch would have been of particular concern to the Princess. The ensemble 
seems to have been assembled in fits and starts, perhaps beginning as early as 1645. Two other 

large paintings included in this scheme were Garland of Flowers with a Sculpture of the Virgin 
Mary by Daniel Seghers and Thomas Willeboirts Bosschaert, now in the Mauritshuis (fig. 3.3), 

and The Annunciation, also by Willeboirts Bosschaert, now in Dessau (fig. 3.4).22 Both of these 

paintings were already in the possession of the House of Orange before the death of Frederik 

Hendrik in 1647.23 Thus, their content was not designed with this room in mind, but that does 

not preclude the possibility that they served an inspirational function for the occupant and 

primary viewer, Amalia van Solms herself. Furthermore, Flinck may well have taken them into 

account when crafting his composition. The figure of Hope in Flinck’s painting is usually seen 

as one means by which the canvas was integrated with the other paintings in the room: these 

included six allegories of other virtues (charity, faith, prudence, justice, temperance, and for-

titude), though it is not known when these were commissioned or installed.24 The formal rela-

tionships between the extant paintings have never been fully addressed.

3.3.  DANIEL SEGHERS AND THOMAS WILLEBOIRTS 

BOSSCHAERT  Garland of Flowers with a Sculpture of the 

Virgin Mary, 1645, canvas, 151 x 122.7 cm, The Hague, 

Mauritshuis, inv.nr. 256

3.4.  THOMAS WILLEBOIRTS BOSSCHAERT  The Annunciation,  

ca. 1645-1647, canvas, 221 x 191 cm, Dessau-Mosigkau, Museum 

Schloss Mosigkau, inv.nr. 145. © Kulturstiftung DessauWörlitz, 

Bildarchiv, Heinz Fräßdorf
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Garland of Flowers with a Sculpture of the Virgin Mary would have been given pride of place 
above the fireplace on the north wall, while Willeboirts Bosschaert’s Annunciation and Flinck’s 

Allegory faced each other on the east and west walls, respectively. Jacob van Campen, in 

coordinating the decoration of the Oranjezaal at the center of the building, had sent each 

painter detailed instructions on the composition and lighting of the canvas he was expected to 

produce.25 Similarly, for Amalia’s cabinet, Flinck must have been presented with a precise idea 

of what he was to paint and how it was to be integrated both into a larger scheme and into a 

specific site of display. Formal resonances between the two compositions abound: both Amalia 

and Mary are positioned on what would have been the northern side of the canvases and both 

are aligned with massive, classicizing architectural features while their angelic messengers 

arrive from the south. Even Flinck’s decision to present Amalia being interrupted at her read-

ing mimics Marian imagery. Putti tumble across skies of dark clouds broken by raking golden 

rays, and the direction of the rays in both compositions reflects the location of the window on 

the south wall of the room. The parallels drawn between the two mothers are unmistakable, as 

is the promise of redemption in the form of the generation to come.

A central component of Flinck’s composition not related to Willeboirts Bosschaert is the 

figure who occupies the center of the painting, a woman wearing a helmet ringed in laurel. She 

supports the book Amalia is reading and carries a palm frond. Various identifications have been 

proposed.26 In 1767, Jan van Dyk identified her as Pallas (Athena), but since he also erroneously 

claimed this was a portrait of Louise de Coligny, his suggestion must be approached with cau-

tion.27 Recently, Elmer Kolfin called her Historia, presumably identifying the object in her hand as 

a pen rather than a palm.28 However, given that this figure holds a palm in one hand and supports 

a book with the other, reference to Ripa shows that she should be identified as Truth (fig. 3.5). 29 

The book therefore functions as an attribute for her as well as Amalia. Interpreting the figure 

as Truth adds a layer of nuance to the iconography of the painting even in isolation from the 

larger site of display: Hope and Truth visit the vigilant Amalia and join the figures of Justice and 

Constancy on the tomb behind her. They are her closest companions as she ponders the future 

of the House of Orange. By associating Amalia with traits such as these, the painting emphasizes 

her role in not merely witnessing but also creating a brighter future for the House of Orange. 

3.5.  ANONYMOUS  Waerheyt (Verità), 

woodcut, in: D.P. Pers, Iconologia of 

uytbeeldingen des Verstands, 1644, p. 589
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The prestige and inluence of the House of Orange had declined, but Amalia’s watchfulness 
and the phoenix in the distance suggest eventual vindication. Nor would this be the first time 

that Truth was represented in the company of a widow looking to leverage allegorical painting 

to preserve her own role in national politics: Rubens used the figure of Truth in the conclusion 

to the Medici cycle at the Palais du Luxembourg in Paris. In The Triumph of Truth, Truth pre-

vails, Marie de’ Medici is reconciled with her son, and dynastic unity is restored.30 Though the 

specific iconography, composition, and historical specifics differ substantially, the themes of 

both paintings present striking parallels.

Parallel too are the sites of display: Amalia’s cabinet, like Marie de Medici’s gallery, lay 

beyond a divide created by the state bedroom, indicating that it was a space into which only 

the most intimate associates would be invited.31 Flinck’s allegory and the rest of the decorative 

cycle would have had an extremely small and controlled audience. In this context, the painting 

3.8.  GERARD VAN HONTHORST  Portrait of Willem II, Prince  

of Orange, and his Wife Mary Stuart, 1647, canvas, 

302 cm × 194.3 cm, Amsterdam, Rijksmuseum, inv.nr. SK-A-871

3.6.  GERARD VAN HONTHORST  Portrait of Friedrich Wilhelm, 

Elector of Brandenburg, with his Wife Louise Henriette of 

Orange-Nassau, 1647, canvas, 302 × 194.3 cm, Amsterdam, 

Rijksmuseum, inv.nr. SK-A-873
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not only modeled Christian values that established visual and thematic connections between 
Amalia and the Virgin Mary but also generated a specific, optimistic narrative for the eyes of 

the patron’s closest allies. It emphasized the role of the widow as an active agent of continua-

tion and memory. It is not, as the current title implies, merely a retrospective allegory mourn-

ing and celebrating Frederik Hendrik, but also a forward-looking commentary on the role of 

memory in constructing a glorious future – a true allegory of hope. 

The themes of dynastic unity and Amalia’s role in its perpetuation embedded in Flinck’s 

allegory are reinforced for broader audiences throughout the palace. A distinctive element – 

and indeed, the most famous aspect of Huis ten Bosch – is the visual and thematic unity of the 

cycle of paintings occupying the central Oranjezaal, where a series of canvases documents the 

triumphs not just of Frederik Hendrik, but of the Orange dynasty.32 Despite the cycle’s focus on 

the deeds of Amalia’s husband, it is her portrait that was located at the apex of the Oranjezaal 

dome, staking her claim to significance.33 What scholars have been slower to address are the 

ways in which thematic unity extends throughout the house, uniting spaces for different audi-

ences into a coherent whole. The cabinets of the apartments that flank the central hall reverber-

ate with the same theme. The west cabinet contained a large cycle of family portraits by Gerard 

van Honthorst representing the prince, princess, and their three youngest daughters, with their 

married children appearing on separate canvases alongside their spouses (fig. 3.6-3.8).34 These 

three canvases were a coherent ensemble: they were all the same height and the subjects of the 

three paintings occupied the same pictorial space. The paintings took up a significant percentage 

of available wall space in the west cabinet, in effect converting the corner room into an apparent 

illusion of a loggia overlooking the gardens. Though this creates a collective family portrait, 

Amalia, as patron, forms the central axis around which the rest of the family is arranged. In the 

group portrait (fig. 3.6), the placements of her husband, off center and slightly behind a table, 

and her daughters, acting as a sort of visual funnel, emphasize her central location in the com-

position, and by extension, the significance of the mother (and, later, the widowed matriarch) 

as the heart of the family. The theme of dynastic identity – and Amalia’s central role in it – is 

repeated in the east cabinet in Amalia’s own apartment where Flinck’s canvas was installed. 

Though the installations of portraits of Amalia throughout her palace all emphasize the same 

theme, Flinck’s contribution stands out. Though Amalia’s art patronage is often challenging to 

isolate due to the loss of much of her household archive, studying the Orange collection and 

the inventories of Amalia’s chambers at multiple palaces reveals trends in the paintings dis-

played within her residential spaces. The princess was predictable in that she favoured painters 

who cultivated courtly styles, such as Anthony van Dyck, Gerard van Honthorst, and Cornelis 

van Poelenburch.35 When it comes to her portrait commissions in particular, she was remark-

ably consistent. Except for a few notable outliers such as Van Dyck (who visited the court in 

1631-1632 and was highly regarded at other courts, not least that of Charles I in England), her 

portraits were initially produced by the workshop of Michiel van Mierevelt and then in even 

greater numbers by Honthorst.36 Indeed, with the exception of Flinck’s allegory, every portrait 

of her displayed at Huis ten Bosch was executed by Honthorst.37 The more extensively one 

examines her patronage practices, the odder the choice of Flinck seems.38
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At a moment when tension between the Orange faction and the elite of Amsterdam was high, 
why did Amalia break with her traditional patterns of behaviour? What did Amalia stand to 
gain from commissioning a major work from someone who thus far in his career had primar-
ily painted elite citizens of Amsterdam, those who Amalia might have regarded as obstruc-
tions in her path to power, if not her outright adversaries? Why did this commission not go to 
Honthorst? After all, his skill with allegorical portraiture, which was honed at the English royal 
court, was one of the assets he had brought to the Dutch court and one he had repeatedly put 
to use in service of the House of Orange. 

One factor might have been that Honthorst was no longer fashionable. Even at the time 
of the painting of the Oranjezaal, Constantijn Huygens had remarked on how old-fashioned 

3.7.  GERARD VAN HONTHORST  Portrait of Stadtholder Frederik Hendrik with his Wife Amalia van Solms and their Three 

Youngest Daughters, ca. 1647, canvas, 267 × 353.5 cm, Amsterdam, Rijksmuseum, inv.nr. SK-A-874
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Honthorst had become, perhaps limiting his desirability.39 Furthermore, he had moved to 
Utrecht in 1652; had the princess commanded, he likely could have obliged, but this made the 
prospect of posing for him less convenient.40 If Amalia wanted someone working in a more 
Rubensian or Van Dyckian mode, she could have turned to any of the other artists who had 
worked on the Oranjezaal. For instance, she could have selected Willeboirts Bosschaert: she 
already owned the two paintings by him that were also in the same room and the artist had long 
had a relationship with the Orange court. Heinrich notes at least thirty paintings by Willeboirts 
Bosschaert in the Orange collections.41 However, by 1653 the Flemish painter was in ill health.42 
It is possible that he was approached to paint the allegory initially, and his long sickness and 
subsequent death in January 1654 precluded such an outcome. Amalia could also have looked to 
Theodoor van Thulden, to whom she would later return for designs for an unexecuted allegor-
ical cycle that would have depended heavily on historiated portraits and also took dynastic 
unity and continuity as its subject.43 

Instead, she abandoned her usual cadre of painters and turned to Flinck. Amalia was look-
ing for an artist who would paint with the elegance of Van Dyck, project an international 
appeal, and produce work to coordinate with the overall décor, all while buttressing her pol-
itical future. In Flinck, she found an artist whose luent style tempered the Dutch penchant 
for naturalism with a new Flemish-inspired elegance.44 Though there is no known document 
about the commission or how Flinck came to acquire it, the answer may lie not in the artist’s 
networks in Amsterdam, but in his established relationship with courts with which Amalia 
also had personal ties. He was one of a number of artists, including architect Pieter Post and 
sculptor FranÇois Dieussart, who were patronized by a network of nobles linking Amalia van 
Solms with the Elector of Brandenburg, Friedrich Wilhelm, and with Johan Maurits, Prince of 
Nassau-Siegen. Artistic patronage was not the only thing these aristocrats shared. For Amalia, 
the 1650s were dominated by her disagreements with her daughter-in-law Mary Stuart about 
the nature of her grandson’s upbringing, a disagreement which would require the intervention 
of the States General to settle. In this dispute Amalia was backed by her son-in-law Friedrich 
Wilhelm. Pieter Geyl has even stated that she was almost totally dependent on his support dur-
ing this time.45 The relationship worked both ways, as the Elector was also in a precarious polit-
ical position and had few allies. Close and visible alliances were in both of their best interests.46 

Friedrich Wilhelm, Elector of Brandenburg, had become a patron of Govert Flinck in the 
late 1640s.47 The relationship began around the same time as Friedrich Wilhelm’s marriage to 
Louise Henriette of Orange-Nassau, the eldest daughter of Frederik Hendrik of Orange and 
Amalia van Solms. It marked the second major political alliance cemented through marriage 
and orchestrated by the prince and princess. Friedrich Wilhelm’s preference for Flinck was 
partly built on a shared sense of local identity, as the painter hailed from Cleves – the seat of 
Friedrich Wilhelm’s power for two years until he relocated to Berlin.48 Eric Jan Sluijter has 
suggested that it was Joan Huydecoper who had initially recommended Flinck to the Elector,49 
but the Elector actively cultivated the relationship throughout the following decade. The con-
nection was substantial enough that Houbraken even noted that Flinck’s rooms were decor-
ated with things given to him by the Elector.50 Von Moltke connected Flinck’s stylistic choices 

3.9.  GOVERT FLINCK  

Allegory on the Birth 

and Death of Prince 

Wilhelm Heinrich III 

of Brandenburg, 1649, 

canvas, 115.5 x 82.5 cm, 

Potsdam, SPSG, Neues 

Palais, inv.nr. GK I 5249
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to this patronage, noting that Flinck had altered his style from the techniques he practised 
while he was ailiated with Rembrandt to a new, more refined manner between 1645 and 1648.51 

This alteration of style coincided with the beginning of the artist’s relationship with Friedrich 

Wilhelm, raising the possibility that the shift could either have made him more appealing to an 

elite clientele or been motivated by them. 

The first dated painting by Flinck for the Elector and his consort Louise Henriette was 

Allegory on the Birth and Death of Prince Wilhelm Heinrich III of Brandenburg, completed in 1649 
(fig. 3.9).52 It commemorates their firstborn son, who died in 1649 before his second birthday, 

and represents the short-lived infant in a velvet draped bassinet. He is watched over by five 

women: Minerva, Fortuna, Venus, Amor, and Juno, while putti swoop through the air carrying 

his coat of arms. The five women have even sometimes been interpreted as references to 

the five godmothers of the infant.53 Fame blows her trumpet while Schwanenburg Castle, the 

princely residence in Cleves, can be seen in the background. Fame also brandishes an orange 

branch, emphasizing the infant’s Orange ancestry and further uniting the two dynasties. The 

compositional and symbolic strategies at play in this dynastic allegory would be a potent 

prototype for Flinck’s later work for the House of Orange. A survey of the painting collection 

amassed by the Elector reveals additional paintings by Flinck, including at least one portrait 

in multiple copies,54 a sleeping cupid,55 possibly some interior decorations, and a now damaged 

Reclining Venus with Cupid.56 All of these paintings date to the early 1650s. 

Portrait exchange and display has a long history of reinforcing family and political ties. 

Another painting by Flinck listed in Amalia’s inventories further unites the two dynasties.57 

According to Drossaers and Lunsingh Scheurleer, this painting would have depicted the 

widowed Maria Magdalena van Limburg Stirum with Amalia’s grandson, Karel Emil, the eldest 

surviving son of Friedrich Wilhelm and Louise Henriette, born in 1655. There are no known 

extant paintings that fit this description, but if the attribution to Flinck is correct, the painting 

may have been given to Amalia by either the Elector or Louise Henriette as a memento of her 

grandson and a visual reinforcement of their political and family ties. Commissioning the same 

artists and exchanging paintings functioned to cement relationships between courts and make 

social and political networks visible to a range of viewers. 

The fact that Amalia van Solms broke with her patronage patterns to commission works 

from one of the favourite artists of her closest political ally cannot be overlooked. It suggests 

that not only was portrait exchange a means by which alliances and family relationships were 

strengthened and maintained, but also that selecting specific artists could serve a similar 

function. Allegory on the Memory of Frederik Hendrik thus functions on multiple levels. For 

those attentive to Flinck’s motivations and artistic practices, it demonstrates his newer, more 

elegant courtly style, his facility with portraits historié, and his aspirations to elite patronage 

and upward social mobility. That he did not receive further Orange patronage is indicative of 

the pronounced decrease in commissions by the dowager princess after 1655, and not a sign of 

displeasure with Flinck or his work. The composition demonstrates his ability to adapt to a pre-

existing scheme and produce a canvas that harmonized with existing motifs while advancing 

a new agenda, a skill that would stand him in good stead in securing commissions for the 
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decoration of the Amsterdam Town Hall. Like Jan Lievens (also admired in Brandenburg), 
Flinck could only benefit in the eyes of the Amsterdam elite from a resumé that included court 

patronage, and, like most artists of his time, he must have been willing to put lucrative business 

ahead of politics.

For the scholar of patronage, the painting raises questions about how elites used artistic 

commissions to make social ties both more concrete and more visible. Amalia’s relationship 

with and dependence on her son-in-law shaped her political decisions, but may also have 

shaped her artistic ones. One plausible scenario is this: perhaps the princess mentioned to 

Friedrich Wilhelm that she was having trouble finding the right painter to complete her cabinet. 

The Elector recommended his new favourite, Govert Flinck. In a bid not only to complete 

the decoration of her palace but also to flatter her ally, Amalia took his advice and engaged 

Flinck. The particular commission, which combines allegory and portraiture in an elegant 

style, was well-suited to Flinck’s abilities. Whatever its genesis, the complex circumstances 

of the Orange family in the 1650s and their connection to the Elector of Brandenburg situate 

Flinck’s painting within a broader network of influence and alliance, as the dowager princess 

Amalia van Solms sought to shore up support for the very dynastic agendas that are celebrated 

and commemorated in Allegory on the Memory of Frederik Hendrik.
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Endnotes

1 I would like to thank Stephanie Dickey for inviting me 
to present this paper at the symposium on Flinck and Bol 
at Herstmonceux in July 2015. The conversations at that 
conference – particularly with Quentin Buvelot and Tom 
van der Molen – were immensely valuable, as were Maureen 
Warren’s editorial comments. Allegory on the Memory of 
Frederik Hendrik is first recorded in an inventory of 1667; 

Drossaers and Lunsingh Scheurleer 1974, p. 281, item 1182: 

‘Een schilderije van haer hoogheyt sittende bij ‘t graff van 

sijne hoogheyt prince Frederick Hendrick hooglofl. memorie 

met eenige postuiren daerbij, door Flinck gedaen.’ See also 

Broos et al. 2004, pp. 95-98.

2 Kok 2011; Kok 2013.

3 Gloriication of the Stadtholder’s Children, canvas, 202 x 

222 cm, signed bottom right; Von Moltke 1965, p. 92, cat.nr. 

119; Coremans 1950, p. 202, fig 4. 

4 Present whereabouts unknown; Coremans 1949; Kreuger 

2013, p. 135, cat.nr. F17; Lammertse 2011; see also below, ch. 

14. The Flinck composition is irretrievably overpainted and 

cannot be analysed here.

5 Bol, Noble Children (from the Trip Family?) in a Carriage 
pulled by Goats, 1654, canvas, 211 cm x 249 cm, Paris, Louvre, 

inv.nr. 1062. 

6 The Hague 1997-1998a; The Hague 1997-1998b. For 

the architectural patronage of the House of Orange, see 

Slothouwer 1945; Ottenheym 1997-1998); Tucker 2002; 

Tucker 2015.

7 An oak, ebony, and ivory cabinet by Willem de Rots, ca. 

1652-1657 (Amsterdam, Rijksmuseum, inv.nr. BK-205-19) is 

the only known intact piece of furniture owned by Amalia 

van Solms; Baarsen 2007.

8 Drossaers and Lunsingh Scheurleer 1973, I; http://resour-

ces.huygens.knaw.nl/inboedelsoranje.

9 Post 1655.

10 Lunsingh Scheurleer 1969.

11 Commelin 1652; P. van der Ploeg in Broos et al. 2004, p. 95. 

12 Hendrick de Keyser, Tomb of William the Silent, 1622, 

Nieuwe Kerk, Delft. See Vanhaelen 2008; Scholten 2003.

13 See Stern 2010. The association of the phoenix with 

Willem III is also found in a print by Cornelis II van Dalen 

celebrating Willem’s birth, itself closely based on Flinck’s 

painting of the birth of the Elector’s son (fig. 3.9).

14 Ripa/Pers 1644, p. 205 (Hope described but not illustrated). 

15 Van der Ploeg in Broos et al. 2004, p. 95.

16 Ibid., p. 98 n. 4; see also Israel 1995, pp. 728-731.

17 Israel 1995, pp. 722-724.

18 The painting is dated, but the inscription is no longer 

visible and partly cut off. My thanks to Petria Noble and 

Gwen Tauber at the Rijksmuseum for making technical 

documentation available to me.

19 See Post 1652, title page. 

20 Lunsingh Scheurleer 1969.

21 See Ottenheym 2014. 

22 For these paintings in relation to Flinck, see also ch. 1.

23 Payment document for The Annunciation, ‘Te betalen aan 

Thomas Willeboorts, schilder tot Antwerpen de somme van 

eenentwintich hondert Car. Gul. Over drij stucken schilderij 

bi hem voor sijen Hoocht gemaeckt end gelevert te weten 

een van Europe, een van de Bootschap Maria ende een van 

Andromeda’, ARA, The Hague, NDR inv no. 993, fol. 453, 

dated 11 Jan 1647. The garland was painted by Seghers in 1645 

with payment rendered to Willeboirts Bosschaert for the 

grisaille figures in 1646; The Hague 1997-1998a, pp. 208-211.

24 Drossaers and Lunsingh Scheurleer 1974, p. 281, item 

1183: ‘Ses schilderijen denoterende de liefde, geloove, 

voorsichtigheyt, justitie, matigheyt, ende constancie, door 

Verelst gedaen.’

25 Very few such documents from the Oranjezaal survive. 

Van Campen’s sketch for Jordaens is now in the Koninklijk 

Huisarchief in The Hague. Transcribed in Slothouwer 1945, p. 

200.

26 Not identified in Broos et al. 2004, p. 97, or https://www.

rijksmuseum.nl/nl/collectie/SK-A-869, accessed 3 June 2017 

(‘een allegorische vrouwenfigure’)

27 Van Dyk 1767, p. 56.

28 Van Eikema Hommes and Kolfin 2013, p. 103, without 

explanation. In both versions of Histora in Ripa, the figure 

wears green and has a book; she is sometimes also winged 
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and carrying a pen. Ripa/Pers 1644, p. 200.
29 Ripa/Pers 1644, p. 589.
30 See Johnson 1993; Galletti 2014. Parallels have been 
noted, and the two women did spend time together during 
Marie’s visit to the Netherlands in 1642, but these connec-
tions should not necessarily be read as a pretext for direct 
mimicry.
31 Galletti 2014 inverts the previously accepted order in 
which the spaces of the royal apartment at the Palais du 
Luxembourg would be accessed, which turns the gallery 
from a waiting room into a site of controlled access. This 
is consistent with the longer history of both French and 
Burgundian building practices that situate the gallery be-
yond the reach of the public; see further Strunck and Kieven 
(eds.) 2010.
32 Van Eikema Hommes 2011.
33 See http://oranjezaal.rkdmonographs.nl/cat.-nr.-42 (ac-
cessed 9 June 2017).
34 Judson and Ekkart 1999, cat.nrs. 296, 301, and 303.
35 There were as many as 20 Van Dycks; see Van Gelder 
1959, pp. 73-76. Payment records in the ARA reveal that in 
the period 1637-1659, Honthorst alone was paid f 42,834, 
primarily for portraits. Poelenburch was also a favourite: by 
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ings by him; Sluijter-Seijffert 2016, p. 33.

36 Delft 2011-2012. On Amalia van Solms and portraiture, 

see Tiethoff-Spliethoff 1997-1998; Beranek 2013; The Hague 

2014-2015.
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Paris, Musée Jacquemart-André, inv.nr. MJA-P839; Bruyn et 

al. 1982-2015, II, pp. 249-255, VI, cat.nr. 65b. 

39 In an undated letter to Amalia van Solms, Huygens 

wrote: ‘Honthorst…quelque grands seigneurs qu’il puisse 

ester, la plupart l’estime moins et beaucoup moins grands 

maistre qu’eux.’ Quoted in Judson and Ekkart 1999, p. 23.

40 Ibid., p. xxxiv.

41 Heinrich 2003, p. 23.

42 Molhuysen 1911-1937, pp. 1535-1536.

43 Vermet 1991-1992.
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above, ch. 1.

45 Geyl 1969, p. 75.
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47 Von Moltke 1965, p. 34. 

48 McKay 2001, pp. 52-57.

49 Sluijter 2015a, p. 109.
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51 Von Moltke 1965, p. 27.
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Krefeld/Oranienburg 1999-2000, p. 264.
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Flinck’. Noted again in Amalia’s Boedelscheiding of 1676 in 
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AMSTERDAM MUSE

Of the many talented artists who worked with Rembrandt van Rijn in 
Amsterdam, none were more successful than Govert Flinck and Ferdinand 
Bol. Like Rembrandt, both trained elsewhere before making the audacious 
move to Amsterdam in the 1630s, a period of dynamic growth for the city 
that was fast becoming the cultural capital of northern Europe. In this 
volume of essays, art historians and conservation scientists present recent 
research that sheds new light on the activities of both Bol and Flinck: their 
painting techniques, patronage networks, intellectual milieu, and shifting 
critical fortunes. Several chapters explore their relationships with other 
artists: Lambert Jacobsz, Flinck’s teacher in Leeuwarden, Jürgen Ovens, 
who worked closely with Flinck in Amsterdam, and Cornelis Bisschop, who 
studied with Bol. 

Each in his own way, Flinck and Bol took the lessons learned from 
Rembrandt, developed their own styles, and garnered prestigious 
commissions and esteem. Based on a landmark international conference 
and produced to accompany the exhibition Ferdinand Bol and Govert Flinck: 
Rembrandt’s Master Pupils, this book brings new attention to two brilliant 
painters who began their careers in Amsterdam as Rembrandt’s acolytes 
and stayed to become his rivals.
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