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I dedicate this book to the memory of Bart Verreijt (9 May 1969–22 April 2011), with whom I was able to share my love of art in an unforgettable way.
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Introduction

DOI: 10.5117/9789048572328-1

In the extensive art historical literature on Dutch painting of the nineteenth century, paintings of ships and the sea have received very little attention. A study of the art historical and cultural historical significance of this so-called marine painting and a representative survey of marine painters of the period are lacking. Art historical knowledge is mainly limited to the seventeenth century, when this specialised genre developed and flourished in the wake of the maritime industry. In the nineteenth century marine painting was less important than it was in the seventeenth century, but it was still alive and well and highly relevant in terms of cultural history. The lack of interest is therefore completely unjustified.

This study addresses the question of how marine painting was perceived in its own time, an essential aspect for an accurate understanding of the genre. In this context, new areas of research are artists’ associations and art criticism. During the research, it became evident that marine painting was associated with a sense of national togetherness in the nineteenth-century art world. In addition to its status in the fine arts as a traditional Dutch painting genre, it was thus also significant in the broader context of cultural-historical awareness and national consciousness in the period. For the first time, the question of how and to what extent marine painting contributed to the development of the Dutch national identity is being explored.

This book provides a thorough introduction to nineteenth-century Dutch marine painting, complete with a Reference List of Marine Painters, which represents a new survey of the true specialists in the genre of the period. It is based on the dissertation on which I obtained my Ph.D. from Leiden University in 2021. All translations are by me, including the Dutch quotations and titles of paintings. Many thanks to Frances Bycroft for proofreading the entire English text and her thoughtful comments.



Outline of the Book

DOI: 10.5117/9789048572328-2

The first chapter places marine painting in a cultural-historical context using the matrix of cultural nationalism (Leerssen 2006). It analyses how marine painting and the glorification of maritime cultural heritage became firmly embedded in national culture in the nineteenth century. This signified the branding of the Netherlands as a maritime nation, with marine painting as a hallmark.

Chapter 2 charts the place and significance of marine painting in the art-theoretical literature of the late eighteenth and early nineteenth centuries. This sheds more light on the status of marine painting and how it was possible for such a small genre to hold its own in nineteenth-century Dutch art circles.

Chapters 3 and 4 focus on the marine painters themselves. Chapter 3 discusses the scale of marine painting in the nineteenth century compared to other genres of painting and reveals who the marine painters were. By surveying the marine painters’ background, training, and studio practice, it examines their conception of the specialism. Chapter 4 further develops the perspective of marine painters based on their submissions to the Tentoonstelling van Levende Meesters (Exhibition of Living Masters) and an analysis of the choice of subject matter for these paintings.

The fifth chapter addresses the position of marine painting among professional peers. The viewpoint of fellow painters is studied using the three main artists’ associations, namely Pictura (Dordrecht), Arti et Amicitiae (Amsterdam), and Pulchri Studio (The Hague). Through an analysis of sales exhibitions of members’ work, the share of marine painters in the art market is examined.

Chapter 6 explores the angle of art criticism in the reviews that appeared between 1808 and 1900 on the occasion of the annual Tentoonstelling van Levende Meesters in Amsterdam, Rotterdam, and The Hague. The criteria used by reviewers to assess marine paintings are discussed here, in conjunction with stylistic developments in painting more broadly. It also investigates whether and to what extent the views on marine painting, in the art-theoretical literature of around 1800, persisted in exhibition reviews of contemporary art in the further course of the nineteenth century.

[image: This is the painting Ships in a Turbulent Sea by Dutch painter Johannes Christiaan Schotel.]



1 Marine Painting and Cultural Nationalism
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Introduction

The combination of painting and national consciousness is a topic that has attracted considerable attention in Dutch art historical research in the late twentieth century, but which has not received much scholarly follow-up since then. In these studies, the genre of marine painting was overlooked or marginalised. Consequently, the extent to which this genre in the Netherlands was related to the cultivation of a national sentiment was not examined at that time. In the nineteenth century, there was a strong identification of the Dutch nation with ships and the sea, an image that referred to the maritime past and its close relationship with water. This was partly fuelled by a patriotic interest in maritime heritage. Marine painting cannot be separated from this.

The significance of marine painting for the Dutch national cultural consciousness was unique within Europe, as in other countries it was mainly history painting that was used to raise awareness of one’s own history. Marine painting as a vehicle for patriotism can therefore be seen as a specifically Dutch form of cultivating the past. Of course, marine painting was also practised by other seafaring nations in the nineteenth century and before. A fundamental difference is that, unlike in the Netherlands, the genre has not sprung out of a centuries-old maritime and economic history and a directly related successful artistic tradition.1



Cultural Nationalism

The phenomena of nationalism and national identity in European countries offer a rich and complex field of research, which has been intensively studied and discussed by historians from various disciplines since the 1980s. The approach of the studies and publications is usually political, sociological, or literary and can span several centuries. Cartographic and written documents, whether illustrated or not, are the main sources of research.2

At the same time, the study of visual arts sources, that is, non-textual sources, concerning the development of Dutch national consciousness at the end of the eighteenth and into the nineteenth century, also began to emerge among art historians. The usual perspectives on the subject matter can be found in the publications of Eveline Koolhaas-Grosfeld (1982, 1992, and 2010) and Ellinoor Bergvelt (1984), among others. These art historical studies argue that encouraging the imitation of the seventeenth-century school of painting served a specific artistic purpose, namely, to save and develop contemporary art. According to the authors, only history painting was produced with deliberate patriotic intentions.

In 1982, Koolhaas-Grosfeld published an article on painting as ‘national art’, in which she describes the plea in art-theoretical literature around 1800 for contemporary artists to imitate seventeenth-century Dutch painting, and the patriotic motives and considerations behind it.3 Another article, co-authored with Sandra de Vries and published in 1992, locates the influence of national sentiment mainly in the promotion of painting, especially landscape and genre painting, and in the artistic education of the public. They explain how discussion and appreciation in the Dutch art world oscillated between a strict imitation of seventeenth-century painting and the development of its own contemporary variation.4

Koolhaas-Grosfeld explored the theme again in 2010. In this study, she examines the role of prints, in particular ethnographic prints, published by the Amsterdam book and print dealer Evert Maaskamp (1769–1834), who was known as a patriot. She addresses the question of whether and how the art practice, referred to as ‘beeldende middelen’ (pictorial means), made a constructive contribution to Dutch national awareness. As far as early nineteenth-century painting is concerned, she argues that this cannot be established: ‘Je kunt het vermoeden, maar meer ook niet.’ (You can surmise it, but that’s all.) Although the painters clearly and visibly sought to emulate the seventeenth-century masters, the lack of explicit sources articulating the painters’ intentions means that it cannot be assumed that they were constructing a national identity by doing so. According to Koolhaas-Grosfeld, this can only be said with certainty for the history paintings of Jan Willem Pieneman (1779–1853), because in them patriotic honour is actually defended, as can be seen, for example, in The Prince of Orange at Quatre-Bras, 16 June 1815, painted in 1817–1818.5

A similar picture emerges from Ellinoor Bergvelt’s 1984 study of the collecting policy for the national collections of the Rijksmuseum and Mauritshuis in the nineteenth century. She states that paintings, both history painting and traditional Dutch genres such as still life and landscape, were appreciated and subsequently acquired primarily on aesthetic and artistic grounds. The museum’s management aimed for a complete and high-quality overview of contemporary painting in the collection. Although the criteria for acquisition were directly related to the imitation of the seventeenth-century Dutch school of painting, the author concludes that national sentiments left little trace in the collecting policies of the national museums.

An important moment in the study of the use of the visual arts in the context of nation-building was marked by the speech given by the Lei den historian Jan Bank in 1989. Bank points to the deliberate use of sculpture, architecture, poetry, plays, music, and songs for the cultivation of a national consciousness.6 While he mentions the visual art form of sculpture, such as the monumental statues by Louis Royer (1793–1868) of Rembrandt (1852) and Vondel (1867), he omits painting.

This broader cultural-historical approach to the phenomenon of national identity has also been a feature of literary historian Joep Leerssen’s research since the early 1990s. He argues that a proper understanding of (European) nationalism requires the study of cultural expressions in addition to political and social history. He sees the role of intellectuals and artists as crucial in the development of a national consciousness and in the dissemination of ideas and self-images.7 In this context, he assigns a leading role to literature. By editing and publishing literary and historical sources, writing historical poems and novels and producing critical cultural and literary essays, writers and literary scholars functioned as key figures within nineteenth-century emerging nationalism. In addition to language and written sources, Leerssen, partly following Bank, also distinguishes material culture and immaterial cultural practices as cultural subfields, that were deliberately and practically cultivated in European countries in order to generate a national consciousness. For this active process of cultivation, he uses the term cultural nationalism: a Romantic-cultural subvariant of nationalism. For the concepts of nationalism, nationality, national character, and national identity, he introduces the umbrella term national thinking.8

In 2006, Leerssen published his heuristic sorting tool to map the aspects of cultural nationalism of a society and how it operates in the formation of a country’s state and nation.9 The most recent summary of the sorting method for cultural expressions is presented in The Cultivation of Culture Matrix (2017).10 This matrix identifies four sub-areas of art and knowledge production in which national consciousness-raising activities can take place. They have been briefly touched upon above: language, textual culture, material, and immaterial culture. Within the practice of cultural nationalism, the cultivation of culture can amplify in three stages of increasing intensity. Firstly, the inventory, salvage, and retrieval of cultural heritage, secondly, the inspiration for the use of cultural elements in contemporary cultural production, and thirdly, the deployment (instrumentalisation) of cultural elements in public, with the aim of propagating and supporting a collective identity.11 Until now, maritime heritage and maritime painting have not been part of this field of research.

As the following chapters will show, the views of art theorists, marine painters, their professional peers, and art critics throughout the nineteenth century reveal a unanimous idea of marine painting as a bearer of national pride, closely linked to maritime cultural heritage. To further examine the place and significance of marine painting in the context of national thinking, an overview of the manifestations of this heritage in the nineteenth-century Netherlands has been compiled. This has provided more insight into the social context in which marine painting functioned and the importance of the maritime past in the construction of the Golden Age as a shining example for the young kingdom. The clear theme of the ship and a body of water made the small specialism of marine painting, compared to other genres of painting, an indispensable player in the representation of the national cause. Maritime cultural heritage and marine painting are therefore an essential addition to the matrix of cultural nationalism. 

The following overview should be seen as an exploration of the maritime cultural aspects of Dutch society in the nineteenth century. It is by no means a complete and definitive inventory of such cultural expressions. 



Language

The interest in the history of seafaring manifested itself, among other things, in the inventory of terminology from the shipping world in the Dutch language. In the nineteenth century, this phenomenon, which had been going on for centuries, attracted the attention of literary scholars. One example is the preacher and amateur linguist H. J. P. Sprenger van Eijk, who in 1835 published his Handleiding tot de kennis van onze vaderlandsche spreekwoorden en spreekwoordelijke zegswijzen, bijzonder aan de scheepvaart en het scheepsleven ontleend (Guide to the Knowledge of our National Proverbs and Colloquialisms, Especially Those Derived from Shipping and Life on Board). Sprenger van Eijk collected proverbs from literature and he wrote them down on the basis of conversations he had with all sorts of people. Other volumes of proverbs and sayings about the animal kingdom and country life were published in the following years. The compilation of maritime expressions was his very first publication in this field. The use of the rich collection of expressions, proverbs, and sayings from shipping in everyday life reflects the considerable impact of maritime heritage on Dutch culture.

For the author and linguist Jacob van Lennep (1802–1868), Sprenger van Eijk’s publication was an inspiration for his own work. In 1856, he published Zeemans-woordeboek (Mariners Dictionary), which contained an explanation of the words used in shipping and commerce, as well as a list of general nautical laws and expressions. The book was an enhanced and comprehensive edition of Seeman by Wigardus à Winschooten published in 1681. The first edition of Winschooten’s book, together with Nicolaas Witsen’s shipbuilding and maritime glossary of 1671, marked the beginning of a tradition in the compilation of nautical dictionaries.12 The nineteenth century also saw the publication of nautical dictionaries with translations for professional seamen, such as Woordenboek der zee-, stoom- en scheepsbouwkundige termen in de Hollandsche, Fransche en Engelsche talen (Dictionary for Maritime, Steam, and Shipbuilding Terms in Dutch, French, and English) by K. P. ter Reehorst, published in three volumes in 1845.

The interest in nautical terminology in the nineteenth century was shared by a wider audience than just the maritime community. Van Lennep, in the introduction to his Zeemans-woordeboek, explained his choice of Winschooten’s work by stating that he had had an extraordinary interest in dictionaries from an early age. But more than that: ‘van zoo verre my heugt, [waren] zeegezichten, zeetochtjens, verhalen van zeegevechten en zeeavonturen, [mij] welkom en aangenaam’ (as far as my memory goes, seascapes, sea voyages, tales of sea battles and sea adventures, were welcome and pleasant to me). And he went on to declare that this love of the sea and seafaring was a natural characteristic of Dutch birth: ‘By elken Nederlander, immers by den zoodanige, die dezen naam niet uit kracht eener wet, maar uit hoofde zijner afkomst voert, bestaat, in meerdere of mindere mate, zekere ingenomenheid met het Zeewezen.’ (In every Dutchman, indeed in those who bear this name not by law but by descent, there is, to a greater or lesser extent, a certain affection for seafaring.)13


Textual Culture

In terms of national poetry, Hendrik Tollens (1780–1856) is considered the most important Dutch poet in the nineteenth century. He was extremely popular with a wide audience. At the time of French rule, his poetry was seen as an act of resistance. Tollens was awarded several times for his work, such as for Tafereel van den Vierdaagschen Zeeslag from 1807, a poem about an episode from the Second Anglo-Dutch War (1666–1667), in which Admiral Michiel de Ruijter (1607–1676) commanded the Dutch fleet.14

In 1821, he wrote Tafereel van de overwintering der Hollanders op Nova Zembla in de jaren 1596 en 1597, a piece about the voyages of Willem Barentsz and Jacob van Heemskerck to the Arctic Ocean and their attempts to find a northern passage. Many artists, including painters, were inspired by the poem. In 1850, the Rotterdam Tentoonstelling van Levende Meesters exhibited a history painting with this theme. Both the catalogue entry for the painting and the art critic’s review referred directly to Tollens’s poem.15 The reviewer’s comment shows how wellknown his work was among the population: ‘van al de gepenseelde na-

volgingen van Tollens’ dichtstuk, waar iedere Hollander iets uit van buiten kent, zagen wij er geen, dat ons zoo aangreep’ (of all the painted imitations of Tollens’s poem, of which every Dutchman knows something by heart, we saw none that has touched us so much). With the painted representation of the scene in the Behouden Huys, for him the beginning of the 

Dutch era of glory became alive.16

The significance of Tollens’s oeuvre for the national historical consciousness, is again evident in an article by W. J. Hofdijk in the Kunstkronijk of 1864, entitled ‘Het uitzeilen van Barends en Rijp, 18 mei 1596. Bij de schilderij van E. Koster’ (The departure from Barends and Rijp, 18 May 1596. On the painting by E. Koster). Everhardus Koster’s (1817–1892) painting was exhibited at the Tentoonstelling van Levende Meesters in The Hague in 1863. Fourteen lines from Hendrik Tollens’s poem about the Dutch wintering on Nova Zembla in 1596 and 1597 were added to the catalogue entry.17 The painting was not discussed in the exhibition review, but Hofdijk devoted a separate article to it. In addition to describing various highlights of maritime history, he too quotes from Tollens’s poem and he concludes with an urgent appeal to marine painters: 


	Welnu dan: de Waereldzee is een reusachtig geschiedboek, en gy kunt er geen bladzijde openslaan die niet te lezen geeft van de geestdrift, de zedelyke en stoffelyke veerkracht, den heldenmoed, de volharding der oude Nederlanders. Neerlands zeeschilders! er is nog veel voor u te doen – en het jonge Nederland heeft maar al te zeer lessen noodig!

	(Well then: the World Sea is a huge history book, and you can’t open a page that doesn’t show the enthusiasm, the moral and material resilience, the heroism, the perseverance of the old Dutch. Dutch marine painters, there is still much for you to do – and the young Netherlands needs lessons all too much!)18


In the late 1820s, the experience of the sea was used by the poet and professor of classics David Jacob van Lennep (1774–1853) as a Dutch trump card in the discussion of the Romantic movement, which was then taking place in the European literary world. The Rhine valley and the mountainous landscape of the Alps were popular subjects in Western European Romantic literature because of its rugged nature, which frightened people in a pleasant way. Van Lennep compared the chilling experience the traveller might have in the Swiss Alps to the impressive vastness and dangers of the world’s oceans. To underline his attachment to the sea, he evoked the historical connection of the sea and shipping to the Dutch nation. In his 1828 treatise on the importance of the country and its history to the imagination, he wrote:


	Het is zoo − nietig zijn de Hollandsche Duinen in vergelijking van de hemelhooge Alpen. Maar, tegen dezen stelt de Hollander het gezigt der zee, onmetelijk in ruimte, ontzettend in krachten, doch wier uitgestrektheid, sedert eeuwen, in alle rigtingen, Hollands vlaggen voerde, wier krachten, van ouds, met Holland in strijd, meer zich aan hetzelve zagen dienstbaar gemaakt, dan zij het voor haar woest geweld deden buigen.

	(It is true – the Dutch dunes are tiny compared to the sky-high Alps. But the Dutchman contrasts this with the sight of the sea, immense in space, tremendous in forces, whose vastness has for centuries carried Dutch flags in all directions, whose forces from time immemorial in their struggle with Holland, have always found themselves more subservient to it, than they have made it bow to its ferocious violence.)19


From 1806, children were taught history lessons in primary schools. The teaching of national history was made compulsory by law in 1857, with the aim of instilling a sense of patriotism through education.20 Illustrated maritime history books, such as De merkwaardigste Nederlandsche zeereizen, sinds den jare 1594. Voor de vaderlandsche jeugd, by J. A. Oostkamp from 1825, were published especially for children. A later example is De zeeman tegen wil en dank of Amsterdam in den aanvang der Eersten Stadhouderlooze Regeling 1650–1654, by P. J. Andriessen from 1877. This historical literature for young readers included the First Anglo-Dutch War (1652– 1654) and the deeds of Michiel de Ruijter.

In 1817, on the occasion of the bombardment of Algiers, Lauwerkroon voor de Nederlandsche zeehelden bij hunne betoonde moed en dapperheid in den zeeslag voor Algiers, den 28sten van Oogstmaand 1816 was published. The edition by A. Loosjes Pz. contained two long poems about the Dutch naval heroes of the Golden Age and about the events during the bombardment. The tribute was supplemented by a detailed explanation of the background and the course of the sea battle. An illustration of the encounter with a legend of the Dutch and English squadrons and the city of Algiers, as well as a number of portraits of the commanders had been added for clarification. The bombardment of Algiers also was recorded several times by marine painters (see chapters 2, 5, and 6).

Dutch Captain and Commander Jan Carel Josephus van Speijk’s (1802– 1831) blowing up of his gunboat in Antwerp, during the Belgian Revolt of 1830–1831, inspired not only visual artists (see chapter 6) but also writers and poets. Some examples of the many publications are Hulde aan de nagedachtenis van Hollands Zeeheld J. C. J. van Speyk by Jacob van Lennep and Hollands vlag. Uitboezeming, op het vernemen van den heldendood van Jan Carel Josephus van Speyk by C. G. Withuys. Also published was De heldendood van Jan Carel Josephus van Speyk; toonkundig tafereel, a poem by Johannes Kinker set to music by J. B. van Bree, which was performed in the Maatschappij Felix Meritis in Amsterdam on 11th March of the same year. C. F. de Burlett wrote Lierzang op J. C. J. van Speijk, an edition whose proceeds went to the families of the sailors killed or maimed during the event. 

As we will see in the choice of subject matter by marine painters (chapter 4) and in art criticism (chapter 6), various textual references were used and cited by painters and critics as sources of inspiration in the commendation and discussion of marine painting. A wide range of maritime literature was available for this purpose. Alongside patriotic history, scholars also made the maritime past accessible. Of great importance was the first historiography of Dutch shipping by J. C. de Jonge (1793–1853), Geschiedenis van het Nederlandsche zeewezen. This publication was cited by marine painters and art critics alike. One of the first illustrated historiographical works of the nineteenth century was Heldendaden der Nederlanders ter zee van de vroegste tijden tot op heden, the large- format album of plates and texts produced by marine painter Petrus Johannes Schotel (1808–1865).

The lives and careers of historical naval heroes have been described in, for example, Het leven en de daden der beroemde vaderlandsche zeehelden Marten Herbertsz. Tromp, Luitenant Admiral van Holland en Westvriesland, Ridder der orde van St. Michiel, en Jakob, Baanderheer van en tot Wassenaar, Heer van Opdam, Luitenant Admiraal Generaal van Holland en Westvriesland, ridder der orde van den Olifant. The biographical work was published in 1825 by J. A. Oostkamp, who also wrote history books for children. The main source for the biographers of Michiel de Ruijter was Het leeven en bedryf van den Heere Michiel de Ruiter of 1687, which was compiled by Gerard Brandt, on the basis of documents from De Ruijter’s estate and stories from eyewitnesses. Brandt’s work has been republished in several editions. Some examples of nineteenth-century biographies of naval heroes are: Het leven van Michiel Adriaanszoon de Ruijter, by T. M. Looman in 1860, Michiel Adriaansz. de Ruijter, de godvruchtige zeeheld, by H. J. van Lummel, which appeared in 1869 especially for children, and Michiel Adriaansz. de Ruijter by F. H. van Leent in 1880. De Ruijter’s life and exploits also inspired many to write songs, poems, and plays. 

In addition to completely new literature, reprints of historical ship logs were issued, such as Nederlandsche Zeereizen in het laatst der zestiende, zeventiende en het begin der achttiende eeuw. Naar de oorspronkelijke journalen of gelijktijdige berigten, op nieuw uitgegeven en met eenige aanteekeningen en de noodige ophelderingen vermeerderd by R. G. Bennet and J. van Wijk Roelandsz. It was released in five volumes between 1828 and 1830. This type of historical travel literature was based on true events, dating back to the fifteenth century and was sometimes illustrated. The genre became popular in the eighteenth century and was (re)published in the nineteenth century. The stories were used by marine painters as inspiration for painting shipwrecks and rescues.

A handbook on painting pointed out to aspiring marine painters that it was only by emulating the great Dutch masters of the seventeenth century that painting could be raised to a high level. In 1831, the Handboek voor jonge beoefenaars & liefhebbers der Schilderkunst, which had been published in France in 1827 by M. P. L. Bouvier, became available in the Netherlands. A few years later, it was translated into Dutch and published with a preface by J. C. Beijer, who taught Dutch at the Koninklijke Militaire Academie in Breda.21 With the exception of the preface, Beijer made no changes to the instructions for painters in the book. These do not discuss individual genres, but only explain general painting techniques. 

In the newly added preface, the author argues that it was nothing less than the duty of artists to contribute to the prosperity of the fatherland. For the sake of clarity, he lists the successful genres with their respective great masters. It is noteworthy that Beijer does not mention history painting, but rather marine painting first. As the most important examples for marine painters to follow, he mentions Johannes Christiaan Schotel (1787–1838), his son Petrus Johannes Schotel, Johannes Hermanus Koekkoek (1778–1851), and Martinus Schouman (1770–1848), in whose work he sees a great resemblance to the paintings of Willem van de Velde (ii) (1633–1707), and Ludolf Bakhuizen (1630–1708). He even considers Johannes Schotel to be the best marine painter in the world, which, according to the author, was proven by his winning the gold medal at the Paris Salon in 1827, where ‘de kunstwerken van alle volken’ (the works of art of all nations) were exhibited.22



Material Culture

The year 1781 saw the Battle of Dogger Bank. The fight between the English and Dutch navies had ended with no clear winner, but was nevertheless celebrated as a victory by both sides. For the Dutch, it was a memorable event that, as in the seventeenth century, the Republic had been able to put up a squadron of warships against the English and had fought a more or less equal battle. Rear-Admiral Johan Arnold Zoutman (1724–1793) and his officers were revered as national heroes.23

Historian Marianne Eekhout’s research into the memorabilia of this naval battle shows that the heroes of the combat were by no means forgotten after the event. In addition to family and friends, the King, the navy, and maritime institutions also made an effort to pay regular tribute to the naval officers who had fought for the fatherland. Until well into the nineteenth century, the battle was commemorated by a festive annual ceremony hosted by the Kweekschool voor de Zeevaart and the Vaderlandsch Fonds ter Aanmoediging van ’s Lands Zeedienst in Amsterdam. Both institutions were set up after the battle to help strengthen the naval forces. Although the heroic status of Zoutman and the other commanders as so-called victors had been reduced to more realistic proportions in the historiography of J. C. de Jonge, the centenary celebrations were still conducted in 1881.24

Decades after the battle, the officers who fought at Dogger Bank were compared to none other than Maarten Harpertsz. Tromp (1598–1653) and Michiel de Ruijter. Through the advocacy of friends and the navy, Admiral Jan Hendrik van Kinsbergen (1735–1819) was given a marble monument in the Nieuwe Kerk in Amsterdam. An honourable place, as this was also the location of De Ruijter’s tomb. When a series of bronze portrait medals of Maarten Harpertsz. Tromp, Michiel de Ruijter, and Piet Hein (1577–1629) were issued in 1820, the portraits of Zoutman and Van Kinsbergen were added. In 1841, M. C. van Hall published a biography of Van Kinsbergen. The last surviving officers and a sailor were knighted in 1843 and 1853.25

According to Eekhout, the many types of memorabilia that had been introduced shortly after 1781, such as silk ribbons, shoe buckles, needle cases, porcelain, medals, prints, liqueur glasses, hats, and other utensils, were probably still circulating to some extent at the annual celebrations in the nineteenth century. Important items from the Dogger Bank heroes’ estates were donated to the Kweekschool voor de Zeevaart by their relatives. To inspire the students to undertake great deeds for the fatherland, the school received Zoutman’s honorary sabre, which he had carried during the battles, and the flag of the ‘Piet Hein’, the former flagship of Admiral Willem van Braam (1732–1807). In this way they tried to preserve the memory of the Battle of Dogger Bank for all time.26 Of course, the naval battle was also recorded in paintings (see chapter 2).

[image: A statue of Michiel de Ruyter stands on a stone pedestal. Cannons and a decorative fence surround the monument, set against a backdrop of buildings and a blue sky.]
1 Louis Royer, Statue of Michiel de Ruijter in Vlissingen, 1841. Photo, Marc Ryckaert, 2012.
However, the star of the nineteenth-century cult of naval heroes was Admiral Michiel de Ruijter.27 Not only were there paintings of his feats of arms and accounts of his life and career, a monument to him was also erected in his native town of Vlissingen in 1841. This was more than a decade before Rembrandt (Amsterdam 1852) and Laurens Jansz. Coster (Haarlem 1856) were commemorated by public statues, all by Louis Royer. As a patriotic saviour, De Ruijter was placed on a monumental pedestal with a larger-than-life sculpture (figure 1). His courageous rescue of the Republic in the sea wars with England was hailed, but people could also appreciate his sober and pious lifestyle, as befitted the Dutch national character. The unveiling of the statue was declared a public holiday. Guests included King Willem ii (1792–1849) and his sons, senior naval officers, all kinds of other dignitaries, and as many people as possible from all walks of life. On the big day, the famous Amsterdam preacher Professor Abraham des Amorie van der Hoeven (1798–1855) delivered a speech in which he portrayed De Ruijter as an exemplary patriotic hero.28 The eulogy was later available on paper and was reprinted at least twice under the title Redevoering bij de plegtige inhuldiging van het Standbeeld van Michiel Adriaanszoon de Ruyter, te Vlissingen, op den 25 Augustus 1841, in de Groote Kerk uitgesproken door Abm. des Amorie van der Hoeven.

The festivities lasted three days and were heralded each morning by the carillon of the town hall. An exhibition of historical documents, objects, and paintings, gave visitors an impression of De Ruijter’s time and life. A commemorative medal was created, the first copy of which was presented to the King. A music and singing ensemble performed a song written and composed especially for the occasion. There were prizes to be won in mast climbing and archery, and the guild of citizen guards paraded in costume through the streets of Vlissingen. In an atmosphere of national togetherness, people were singing and dancing, eating and drinking, and toasting the legendary naval hero.29



Marine Painting as Part of Material Culture

In what ways might marine painting have contributed to the formation of a Dutch national identity? Firstly, it can be said that the genre played a significant role at all stages of the development of Dutch cultural nationalism in the nineteenth century. In the so-called inventory phase, the art theorists and later the art critics looked back on the work of the marine painters of the seventeenth century. Driven by motives of national sentiment, these paintings were presented as examples of true patriotic art. In the production phase, contemporary marine painters were inspired and judged by the same motives, using the work of the seventeenth-century masters as an artistic standard. In the phase of cultural instrumentalism, marine painting had a concrete influence as a support for collective identity through exhibition in the large-scale and publicly accessible Tentoonstelling van Levende Meesters. Several private and national museums also had work by marine painters in their collections and on display.30

Secondly, marine painting has a greater impact than history painting. In the nineteenth century, history painting was used in Europe to instil a form of national awareness in the public. Paintings often depicted an event in the life of a patriotic hero. However, a detailed knowledge of patriotic history was necessary for these paintings to be properly understood and to have the desired effect on the viewer. The development of this type of history painting had originated in France, England, and Germany in the eighteenth century and was followed in the Netherlands. Here, history painting enjoyed the highest esteem in academic ranks, but it did not prosper for long. Partly due to the often large, and therefore expensive, formats of the paintings and the lack of patrons who could afford them, the genre languished in the Netherlands.31 The result was a low level of production which made this type of painting less visible in quantitative terms than marine painting. 

Works with historical subjects, for example, were submitted to the Tentoonstelling van Levende Meesters much less frequently than paintings in the ‘marine’ category. For an indication, between 1858–1896 the share of paintings with the subject ‘history’ was only 2 per cent, as opposed to 8 per cent for ‘marine’.32 Four times as many marine paintings as history paintings found their way into well-attended exhibition halls and, presumably, to art buyers during this period. Marine painting was therefore more likely to be seen by the public. The vast majority of marine paintings in the Tentoonstelling van Levende Meesters were unspecified marine works (96.5 per cent). Through the familiar image of everyday shipping, this type of painting fostered a love of the homeland in a simpler and, above all, more accessible way than history painting.

In much the same way as marine painting, landscape painting played a role in raising national consciousness. This traditionally Dutch genre was also in close touch with the viewer through its depiction of recognisable, immediate surroundings.33 Landscape was the subject most frequently painted by Dutch artists in the nineteenth century. It therefore made up the largest category (around 34 per cent) of the works submitted to the Tentoonstelling van Levende Meesters.34 In art criticism, both genres were repeatedly associated with the original Dutch school of painting. The emulation of seventeenth-century painters was also considered equally praiseworthy for both. There is, however, a striking and essential difference with regard to the evocation of patriotism. There are several examples where the reviewer mentions the historical thrill one experiences when looking at marine paintings. This specific sensation is completely missing in the discussion of landscape painting. Unlike landscapes, seascapes with ships had an extra layer of meaning, directly evoking associations with national maritime history in the beholder.35

Marine painting and maritime heritage are closely linked. Interest in this heritage is characterised by the glorification of the Netherlands as a seafaring nation and the population’s deep attachment to the water. Within this national mindset, marine painting literally functioned as an image carrier in several respects. Both the predominantly conservative and historicising painting style of marine painting, as well as the mark of a fully traditional Dutch genre, but above all the depiction of the sea with ships, served to support a national (historical) consciousness. 

Regardless of the subject matter of the paintings, there was a fundamental cultural nationalist conception of marine painting that persisted throughout the nineteenth century, even at the time of the stylistic changes of the last decades. It was thus an admittedly small but highly relevant genre within national thinking. The marine painters, the specialist painters of Dutch shipping, must have been aware of this. Simply because this view was omnipresent, thanks in part to the great interest in maritime cultural heritage, it is therefore plausible that national sentiment formed part of the marine painters’ intentions when creating their paintings. 



The Branding of the Netherlands

In advertising, the meaning and the associative effects of images are used in a highly sophisticated way for the marketing of products. The faster a product can be recognised and the more familiar it feels, the more successfully it can be sold. The distillation of a product into a memorable logo or symbol is called branding. In the tourism industry, this process of perceiving and assigning meaning without critical reflection is used to make the national identity of countries recognisable. According to Leerssen, the branding of a country can therefore be seen at a basic level as a form of nationalism. In the case of the Netherlands, for example, he mentions clogs and windmills as typical characteristics by which this country can be immediately identified.36 For the nineteenth century, we can add marine painting to the list, along with the well-known and highly valued maritime heritage, both of which were firmly embedded in national thinking. During this period the Netherlands was branded as a maritime nation, with the genre of marine painting as its hallmark. 

Internationally, the close connection between marine painting and Dutch culture had been acknowledged since the seventeenth century. Paintings by the Dutch school were sought after by collectors throughout Europe. Marine paintings, and in some cases also the artists who made these works, were coveted imports even in the highest circles. Willem van de Velde (i) (1611–1693) and his son Willem van de Velde (ii), for example, were employed as marine painters by the English King Charles ii between 1672 and 1688 and had a studio in the Queen’s House at Greenwich. Some pen paintings by Van de Velde (i) were owned by several members of the Italian noble family De’ Medici.37 In the nineteenth century, the work of Dutch contemporary marine painters still sold well abroad, especially if it was reminiscent of Bakhuizen and the two Van de Veldes. The collections of the English Sir Robert Peel, the Russian Tsar Nicholas, and the German Franz Erwein Count von Schönborn included paintings by Johannes Schotel.38

A confirmation of the Dutch monopoly on marine painting can be found in a Belgian reporter’s question to Schotel after he received the gold medal of honour from the Salon d’ Exposition in Brussels in 1836. The reporter asked if he had any objection to being awarded the prize by Belgium. Schotel replied diplomatically: ‘De kunsten kennen geen Vaderland: zij bloeijen dààr, waar goede smaak heerscht.’ (The arts have no fatherland: they thrive wherever good taste reigns.)39 These were the years after the Belgian secession of 1830–1831, and the political relations between the two countries were difficult. The reporter’s cautious question showed that he was aware of the fact that a typical Dutch specialism was being rewarded by the seceding Belgians. Johannes Schotel, whose business interests led him to exhibit in several European countries, conveniently remained neutral. He thus fulfilled, without risk to his income, the traditional image of the artist who lived for art and did not concern himself with social issues. 

As the taste of foreign art buyers tended towards the traditional Dutch school, the nineteenth-century Dutch marine painters working in a more conservative style were successful in selling their paintings. Johannes Schotel, who exhibited and sold his works in Belgium, Germany, and France between 1821 and 1837, undoubtedly played an important role in promoting this trend.40 Another example of a marine painter who benefited from this and, like Schotel, dealt pragmatically with the foreign love of Dutch marine painting was Everhardus Koster. He seemed to succeed in selling his paintings in Germany only after he had delivered what was expected of him as a Dutch painter. In 1840, when Koster was on a study trip to the Düsseldorf area to practise drawing and painting cityscapes and harbour views, he had already offered a number of paintings for sale. However, he could not find buyers for them. His connections in the German art scene suggested that he should start painting seascapes and ships. Koster took this advice to heart, and wrote to his friend, the painter Johannes Bosboom (1817–1891), to report the good news: ‘hiermede hield ik mij dan voornamelijk bezig en dientengevolge had ik het geluk te verkoopen’ (that was the main thing I was busy with and as a result I was fortunate enough to sell).41

In France, where Hendrik Willem Mesdag (1831–1915) exhibited his paintings at the Paris Salon between 1870 and 1911, marine painting and the Netherlands were also seen as a natural and inseparable unity. French art critics wrote about Mesdag and his marine paintings: ‘Holland herkent zich in hem en Frankrijk houdt van hem’ (Holland recognises itself in him and France loves him). He had received a medal from the Salon in 1870, an important token of recognition for an aspiring foreign painter. His skills as a marine painter were praised in comparisons with the marine works of French painters at the Salon. Mesdag was regarded as a worthy successor to masters such as Bakhuizen and Van de Velde (i) by those who appreciated the seventeenth-century Dutch school. His truthful depictions of the many shapes of the North Sea, painted in a realistic style, were considered to be in accordance with the national Dutch artistic tradition. This recognition by French art critics worked in his favour in the 1870s, but turned against him in the latter years of his career when it was felt that he could not keep up with the new developments in painting.42

[image: A tall building displays a Rijksmuseum banner with a ship image and the text 'Welkom! I am amsterdam.' Logos of Philips, Bankgiroloterij, ING, and KPN are visible.]
2 Advertising campaign by the city of Amsterdam on the former Shell tower along the IJ river in Amsterdam for the reopening of the Rijksmuseum in 2013. Photo, the author, 2013. 
In the twenty-first century, marine painting and maritime heritage continue to be associated with Dutch national culture. In 2013, for example, a banner on the 100-metre former Shell tower along the IJ in Amsterdam announced the reopening of the renovated Rijksmuseum (figure 2). The image on the canvas is a detail of a painting by Willem van de Velde (ii), enlarged by tens of metres in size. We see an imposing warship preparing to set sail, with the Dutch ensign in the tops of the highest masts.43

The campaign poster encourages the public to visit the Rijksmuseum, the Netherlands’ most important and largest museum of national history and art. It shows that the nineteenth-century construct of national identification with marine painting and the maritime past is still alive today. However, the contemporary (public) debate about the social impact of colonialism, one of the results of historic global shipping, shows how painfully one-dimensional this triumphant ‘seafaring gaze’ is. In several areas of society, such as politics, education, academia, and museums, this is leading to more awareness of the need to account for the fact that the Dutch maritime past has not been fortunate for everyone.

[image: This painting is titled Warships in a Heavy Storm, created by the Dutch Golden Age artist Ludolf Backhuysen around 1695.]



2 Marine Painting in Art Theory
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Introduction

Although marine painting seems to have led a marginal existence in the nineteenth century, compared, for example, with landscape painting which had many more practitioners, it was a respected genre. There was no doubt about this in the circles of artists, connoisseurs, and art lovers concerned with the theoretical side of art practice. Marine painting was an inseparable part of the esteemed traditional Dutch school of painting. It was partly because of this solid art-theoretical foundation that such a small specialism was able to survive in the Dutch art world. But there was more to it than just an admiration for the artistic quality of the genre and the skills of marine painters.

In order to give a picture of the background against which this took place, the position of marine painting in art-theoretical publications before 1800 is first discussed. This is followed by a brief sketch of the political and cultural situation in the Netherlands from around 1750 and into the nineteenth century. After that, the extent to which these circumstances influenced the views, role, and status of marine painting in art theory around 1800 is investigated. Finally, some remarks are made on the impact of art theory publications on the production of marine painters. In what way the conceptions of marine painting, as they existed in late eighteenth-century art-theoretical texts, will persist throughout the nineteenth century is elaborated in chapter 6 (Art Criticism).



Marine Painting in Art Theory before 1800

In the current art historical literature on the national orientation of the Dutch school of painting in the period around 1800, landscape painting and history painting are discussed at length.1 Marine painting is mentioned here and there, but otherwise remains underexposed and is not discussed by the authors as a separate genre. The names of marine painters and the titles of their paintings appear only as part of quotations about landscape painting. These studies therefore do not reveal the views of art theorists on marine painting at the beginning of the nineteenth century, or its position among the other genres in relation to national ideas. The designation landscape is used as an umbrella term and under it the authors include the sea.

This approach is unjustified and incomplete, since art-theoretical sources show that marine painting was already considered an independent and respected genre long before 1800. The Haarlem artist and art theorist Karel van Mander (i) (1548–1606) first articulates this in Het Schilder-Boeck, his 1604 artist biography. He treats the painting of water, waves, the reflection of light, and the harmonious combination of sea and sky, in all kinds of manifestations, as a special artistic skill. Even before discussing the landscape, he touches on water painting in a separate chapter, using the sea as an example of how the wind can cause water to drift.2 In the biographical section, Van Mander describes the abilities of his fellow townsman Hendrik Cornelisz. Vroom (1562–1640), who today is considered the founder of Northern Dutch marine painting, as those of a true specialist. Not only is this painter, according to him, an outstanding master in depicting ships, rigging, and sails, but also in other ‘dingen, die zijn Schepen verselschappen en vercieren’ (things, which accompany and adorn his ships). For Van Mander, these ‘dingen’ include landscapes, cliffs, and cities, as well as water, air, and waves.3

Vroom, a prominent Haarlem artist, was one of the first painters to specialise and focus on marine painting around 1600. Van Mander probably described sea painting as a discipline with specific compositional characteristics and the ship as the main subject because of Vroom’s high status. As a result, he does not classify the seascape as a landscape, but rather as a genre in its own right, requiring different painting skills from landscape painting.

By the time Inleyding tot de Hooge Schoole der Schilderkonst by Samuel van Hoogstraten (1627–1678) appeared in 1678, marine painting had undergone a spectacular development. Sea painting with ships had become a thriving speciality on the international art market, thanks in part to the maritime superpower that the Republic of the Seven United Provinces had become. The genre had several variations, such as coastal views with ships on a calm sea or in a storm off a rocky shore, by Jan Porcellis (1583–1630) and Simon de Vlieger (1600–1653), merchant and war ships at a foreign port, by Adam Willaerts (1577–1664), or on the Amsterdam IJ, by Ludolf Bakhuizen, for example. A marine painter like

Willem van de Velde (ii) mastered almost all the genre subjects.4

This is reflected in Van Hoogstraten’s book. He pays particular attention to marine painting, naming it separately and describing a number of variations on the theme. In addition to the examples of mythological and biblical scenes set at sea, he also mentions a storm at sea, a shipwreck, and a naval battle. He discusses the correct representation of local and foreign types of ships and gives advice on the colours and shape of sky and water. In the hierarchy of genres established in Italian art theory since the Renaissance, he places marine painting on the second rung, together with landscape, directly below history painting.5

Like Van Hoogstraten, the Classicist artist and theorist Gérard de Lairesse (1641–1711), also treats the sea in a broader context than merely as a background for biblical and mythological scenes. His 1707 publication Het Groot Schilderboek lists the everyday subjects available to the marine painter: ‘een Zeestrand met leggende en vaarende Schepen van Oorlog en Koopvaarders: Gevecht tusschen Koopvaarders en Kaapers, Turkze en Algiersze Roovers: Zeehaavens met handelende Kooplieden: verlossing van Slaaven: Zeetriomfen’ (a beach with anchored and sailing ships of war and merchantmen: fight between merchants and pirates, Turkish, and Algerian corsairs, sea ports with trading merchants: release of slaves: sea triumphs).6 De Lairesse sees the marine painters as a distinct group and, prompted by contemporary maritime practice, mentions the characteristic subjects for these artists. Moreover, by not referring to the sea in the chapter on landscape, he effectively separates marine painting from landscape painting.

Although marine painting is mentioned separately from landscape painting in these sources, the two are closely related. This is due to the classic categorisation of subjects in fine art, in which the human figure and its actions are the most valued subject. The natural environment, the sea, and landscape, serves only as a background for biblical, mythological, and historical scenes. Since the seventeenth century however, Dutch art theorists have regarded the painting of the sea with ships a speciality alongside landscape and history paintings. The sea, with shipping and fishing as economic factors of great importance, constituted a world of its own, thematically and artistically. It was recognised that depicting this world of water, which is always in motion and has infinite manifestations, required great technical talent. Therefore, the artistic ability to create a harmonious link between the sea, the sky, and everything floating on the water on canvas was highly valued.



Cultural and Political Context of the Nineteenth Century

Between about 1750 and 1850, the cultural movement of Romanticism developed across Europe. Nature and the past were important themes in the expression of Romantic sentiment.7 In the Kingdom of the Netherlands, the Romantic longing for the past also led to an interest in the highlights of one’s own national history and culture. This search continued throughout the nineteenth century. Literary scholars and historians delved into the archives. Historical sources were discovered, edited, sometimes exaggerated to mythical proportions, and published. The teaching of history was introduced in 1806. Popular literary genres of the time were the historical poem and the historical novel, by authors such as Hendrik Tollens. In 1807, he wrote the award-winning Tafereel van den Vierdaagschen Zeeslag, a poem about an episode from the Second Anglo-Dutch Sea War (1666), in which Lieutenant-Admiral Michiel de Ruijter played a leading role as commander of the Dutch fleet. Libraries and museums were founded, such as the Nationale Konstgalerij (1800), which, after various names and locations, got its own building in 1885 as the Rijksmuseum in Amsterdam. Past events were remembered and celebrated, often in combination with the unveiling of a national monument or a statue of a patriotic hero.8 People were particularly interested in the country’s own maritime history of the sixteenth and seventeenth centuries.

On this fertile ground of growing historical consciousness, national sentiment blossomed in the Netherlands after the final defeat of Napoleon Bonaparte (1769–1821) in 1815. French rule ended and in the same year the new Dutch King Willem i (1772–1843) was inaugurated.9 In 1840 he abdicated the throne, leaving behind a huge national debt, to make way for his son, Willem ii. On his death, his son Willem iii (1817–1890) succeeded him. In the 1840s public finances were put in order and a major political transition took place. After the conservative rule of a small elite led by the king was replaced by a liberal government in 1848, which introduced a new constitution and ministerial accountability, among other things, the nation’s self-confidence recovered. The removal of trade barriers to the import and export of goods boosted economic activity. In the Indian archipelago farmers were forced to grow pre-determined crops, such as coffee, tea, and sugar, on 20 per cent of their land and to deliver them to the Dutch government free of charge. The exploitation of the colonial territories through this so-called Cultuurstelsel brought in a lot of money, which was invested in the construction of railways in the Netherlands, for example. As a result of the prosperous developments the idea of becoming a major power again, as the Republic of the Seven United Netherlands had been in the seventeenth century, began to take hold.10

The secession of Belgium, the former Southern Netherlands, after the Belgian Revolt of 1830–1831, helped to make this prosperous period of the Northern Netherlands an icon of Dutch historical consciousness in the nineteenth century. In addition to the extensive study of patriotic history, there was a keen interest in everyday life, literature, and the visual arts of the seventeenth-century Republic.11 The publication of, for example, Het land van Rembrandt. Studiën over de Noordnederlandse Beschaving in de zeventiende Eeuw, by literary critic and cultural patron Conrad Busken Huet (1826–1886) from 1882, was well received by an interested audience.12



Marine Painting in Art Theory around 1800

In art-theoretical texts and lectures published in the last quarter of the eighteenth century, the independent position of marine painting in relation to landscape painting is still evident. Many names of seventeenth-century marine painters are mentioned as artistic examples.13 The recurrent names of artists who should therefore be seen as benchmarks of quality and style for nineteenth-century marine painters, are Willem van de Velde (i), his son Willem van de Velde (ii), and Ludolf Bakhuizen. The admiration for and status of seventeenth-century marine painting thus continued into the eighteenth century, albeit based on different conceptions, and, as will be shown, into the nineteenth century as well.

Late eighteenth-century art theory must be seen against the cultural and political background of a nation seeking its own identity. The opinions on the desirability of patriotic painting which were published by literary scholars, painters, and art lovers can be roughly divided into two perspectives. One side saw the traditional Dutch genres of the seventeenth-century, such as landscape, genre, and still life, as the examples to be emulated, both in terms of content and quality. Others saw French and Italian Neoclassicism, in which history painting was considered the most important genre, as the indispensable basis for high-quality Dutch art production. More and less nuanced mixtures of these two beliefs existed.14

Both the adherents of the traditional Dutch school and of Neoclassicism, however, make remarkably clear statements about marine painting, all of which point to a connection with a nationalised cultural awareness. Examples from both perspectives are to be found in eighteenth-century publications by Roelof van Eynden (1747–1819), Cornelis Ploos van Amstel (1726–1798), and Jacob Otten Husly (1738–1796). In the nineteenth century, the work of the patriotic writer and poet Rhijnvis Feith (1753–1824) had a great influence on, among others, Adriaan van der Willigen (1766–1841). In the art-theoretical literature of these authors, three aspects stand out, which will be discussed in turn below: the high status of marine painting as a traditional Dutch genre, the intense perception of the natural elements in marine painting, and the role attributed to marine painting as so-called ‘history painting of the second kind’.



The Dutch School

In 1782, Roeland van Eynden, an amateur painter and writer, took part in a competition organised by the Teylers Genootschap (Teylers Society) in Haarlem on the national taste of the Dutch school. His essay won the gold medal and was published in 1787.15 Van Eynden followed the general, academic, Neoclassical-oriented direction, in which mythological and religious themes were the norm. He agreed with the subordination of the choice of everyday subjects in the Dutch school of painting, but at the same time he noted that seventeenth-century painting clearly surpassed the other European schools in its own field. His admiration for the old Dutch masters is also evident in his treatment of marine painting. He mentions a large number of names of seventeenth-century marine painters and he describes various subjects, such as shipwrecks, stormy seas, coastal views, seaports, warships, and ‘zeeschepen en binnewa-teren, zo geankert als zeylende …, wanneer de opkomende maan de kabbelende golfjes verlicht’ (sea ships and inland waters, both anchored and sailing …, when the rising moon lights the rippling waves).16

In the appendix he adds a description of pen-painting, a technique with oily ink using pen and brush on a white panel, applied for maritime subjects by Willem van de Velde (i) and others.17 Van de Velde (i) is portrayed as a skilled and courageous artist, who captured sea battles on the spot and successfully specialised in an authentic Dutch product.18 By referring to the glorious naval battles and the major clients, Van Eynden gives an additional meaning to the work of the marine painter: he establishes a link with the seventeenth century and the suitability of marine painting for depicting important national historical events.

He does not comment on non-Dutch marine painters, or does so only to a limited extent, and he discusses them very critically. For example, he mentions Claude Joseph Vernet (1714–1789) as the most important marine painter of the French school, but notes that he did not sufficiently master the painting of air and water, namely not at the level of Ludolf Bakhuizen and Willem van de Velde (ii), and that his depiction of ships was incorrect. Van Eynden devotes another footnote to explaining that Vernet was dependent on an unnamed Dutchman for the correct depiction of shipbuilding details in his paintings. He provided him with correct drawings of ships on request. Unfortunately, this Dutchman had died. So Vernet had no longer access to good examples and, according to Van Eynden, this was reflected in the mediocre quality of his work.19 Van Eynden devotes only one sentence to the names of the Flemish marine painters and to describe their work.20 To the marine painting of the English school he pays no attention at all.21

Despite his Neoclassical taste and his commitment to an impartial presentation of the schools of painting, the discussion of Dutch marine painting in comparison with those of the other European schools stands out clearly and particularly positively. Van Eynden fully embraces marine painting on behalf of the nation as a speciality in which the Dutch were masters in the seventeenth century. Only his fellow countrymen are capable of producing high-quality marine painting.




The Formidable Element

Like Roeland van Eynden, Cornelis Ploos van Amstel, a board member of the Amsterdam drawing academy and art collector, also had a predilection for Dutch genres. In a speech to the drawing academy in 1781, he advocated the incorporation of ‘Poëzy’ (poetry) in painting. Poetic treatment, he argued, could evoke emotion in all kinds of subjects, including the everyday and realistic scenes of Dutch painters, and they could please the viewer just as much as the elevated history painting.22

Ploos van Amstel considers a sea scene, along with a battle and a nocturnal city fire, to be equally capable of stirring the emotions. By way of example, he describes in detail the drama of an imminent shipwreck. The hollow, foaming sea, the rudderless ship in a violent storm, the crackling lightning, and the human suffering, which he vividly depicts: ‘t verbysterde Scheepsvolk hangt, met opgerezen en verwaaide hairen, wanhoopig hier en daar, in wand en rondhout’ (the bewildered ship’s crew, with their hair raised and windswept, hang desperately in the rigging and spars).23 A few years later, speaking again to the drawing academy, he reiterated the effect of the sea piece on the emotions. Silent water can bring calm and tranquillity to the imagination, but a turbulent water with shifting wave crests, against a dark backdrop of an unruly overcast sky, can move the viewer even more strongly and inspire more admiration than history painting.24

For Ploos van Amstel, the sea is the only part of Dutch nature that could deeply touch the emotions, and he placed marine painting on at least an equal footing with history painting. His idea to apply poetry, which in this period was basically about giving a work of art a dose of appealing feeling, regardless of subject, style, or form, seems to be borrowed from a Neoclassical orientation. He makes a comparison with history painting and, as was customary in academic art theory, suggests the selection of ideal parts for the composition of the sea piece. At the same time, the influence of Romanticism is evident in his description of the terrifying natural violence of the sea.

The architect Jacob Otten Husly was co-director of the Amsterdam drawing academy, a lecturer in architectural education and an outspoken advocate of national taste. In 1787 he published an article defending seventeenth-century Dutch painters against the proponents of Neoclassicism.25 In particular, he saw the great variety of subjects as proof of the quality of Dutch painting, in contrast to the monotony of the work of foreign, Neoclassical-oriented artists who always painted the same thing, namely the human figure in history paintings. In a list of subjects and painters, he mentions marine painting and its practitioners as a separate category. He then takes the reader to an exhibition hall where only works by Dutch masters are displayed and sketches the rich variety of paintings to be found here. It is noteworthy that the description of this ‘heerlyk tooneel’ (delightful scene) begins with the seascapes: ‘Daar gaat hem een kilkoude schrik over de leden op het zien van een woedende Zee; daar verrukt hem ‘t zelve onderwerp door eene aangenaame kalmte, waarin de flodderende zeilen zich in het kabbelend nat spiegelen’ (here he feels a cold shiver at the sight of a raging sea; there the subject delights him with a pleasant calm in which the fluttering sails are reflected in the rippling water).26

Pointing to marine painting, he refutes the claim that history painters are ‘kunstiger’ (more artful) because they expressed movement in their representations. The Dutch, he believes, also painted movement, namely that of a stormy sea, rocking ships, and swimming people. Otten Husly then argues that even the desired poetic content is also present in Dutch painting. As a perfect example of a moving scene he presents a painting by Bakhuizen (figure 3). The picture of a storm at sea and desperate victims, struggling for their lives and with the wreckage of the ship about to sink in the waves, is elevated and truthful and, according to Otten Husly, can be seen as a visual poem: ‘Wie der Grieksche Dichteren beschreef zulks ooit beter met den pen, dan Bakhuizen met zyn penceel?’ (Who among the Greek poets ever described this better with a pen than Bakhuizen with his brush?).27 This view is most likely a reaction to the critics in the Netherlands and abroad who, from a preference for Neoclassicism, found the realistic style of the seventeenth-century Dutch genres too plain.28

Like Ploos van Amstel, Otten Husly sees in the marine painter the same intellectual and creative abilities as in the poet and the history painter. The expression of drama in Bakhuizen’s painting surpasses even that of poetry. In doing so, Otten Husly positions marine painting as a genre that is artistically equivalent to history painting because of the great difficulty of depicting moving waves and ships. In this way, both authors give marine painting a distinctive and prominent place in the hierarchy of genres, on a par with history painting.

[image: The image shows the painting “Warships in a Heavy Storm” by the Dutch Golden Age artist Ludolf Bakhuysen.]
3 Ludolf Bakhuizen, Ships in a Storm, circa 1695, oil on canvas, 150 x 227 cm.


It should be noted that they were mainly concerned with one specific aspect of marine painting, namely the drama of storm, high waves, and shipwreck. Although Otten Husly and Ploos van Amstel represented a different perspective, they were both concerned with the emotional experience of works of art.

Remarkably, they did not refer to this particular experience in marine painting as the sublime. This concept was first described by the British philosopher Edmund Burke (1729–1797) in 1757, with an explicit reference to the overwhelming experience of natural phenomena, whether in reality or in text.29 The emotions that can accompany it, astonishment and horror, pleasure and fear, are all discussed in the speeches of Otten Husly and Ploos van Amstel. Why did they use words like poetic and elevated, rather than the term sublime, in their detailed descriptions of the emotions involved in seeing a sea piece? How did marine painting fit into late eighteenth-century Dutch thinking about the sublime?30

One clue can be found in ‘Vertoog over dichterlijke schikking’, which had appeared in 1782 in the cultural-literary journal Vaderlandsche letteroefeningen. The article was a translation of a passage from Essays on Poetry and Music by the Scottish poet James Beattie (1735–1803) from 1778. Beattie’s original text and a footnote referred directly to Burke’s sublime: ‘admiration, terror and other emotions connected with the sublime’ which was translated by the preacher and editor Petrus Loosjes Azn. (1735–1813) as ‘het verhevene’ (the elevated): the importance of the poet’s imagination in evoking ‘verwondering, schrik, en andere gemoedsbeweegingen, met het verhevene gepaard’.31

The term came into use in the early eighteenth century among Dutch linguists, theologians, and philosophers in their translations of manuals and treatises on aesthetics, literature, and poetry, among other subjects, which were largely based on Classicism. In the Dutch texts of the decades around 1800, the meaning of the elevated had a predominantly religious character. This deeply felt emotion was a means for human beings to elevate themselves, something to be found in the natural world. Nature was elevated when it was seen as a work of God’s art.32 This view was based on physico-theology, an eighteenth-century experimental scientific approach to nature in which discoveries were interpreted as proof of God’s creation of the world. In 1777–1779 the preacher and philosopher Johannes Florentius Martinet (1729–1795) published his four-volume Katechismus der Natuur, which contributed to the spreading of a religious view on nature in the Netherlands.33

Thus, the common and literal translation of the sublime at that time was the elevated. In his speech of 1781, however, Ploos van Amstel was not concerned with the religious significance of the elevated nature. He was paying tribute to the artist’s imagination and ingenuity in creating the imaginary, the poetic, from nature.34 Otten Husly reminded his audience in 1787 that ‘de daaden van den grooten, wijzen en almachtigen Schepper in de natuur veel verhevener zijn dan die der menschen of versierde goden’ (the acts of the great, wise, and almighty creator in nature are far more elevated than those of men or adorned gods), but he too did not elaborate on a religious perception of those acts.35

The overwhelming experience of nature as an aesthetic concept, as we now know it today from the Romantic fine arts of the early nineteenth century, had not yet found its way within European painting in the 1780s. These decades saw the rise of the patriot movement in the Netherlands. Dutch art theorists therefore kept the perception of the elevated in a stormy seascape entirely within their own seventeenth-century school of painting. The simplicity of the Dutch school was its greatest quality and was presented as elevated. This mode of presenting was in the Classicist literary tradition which dominated the academies in the eighteenth century, while the emotional aspects point to a form of Romantic sensibility. There may also have been a strategic use of words here to manoeuvre marine painting into a higher position in the hierarchy of genres. This was a response to the European preference for Neoclassicism, which after all set the tone of the international art debate.

It can be concluded that both Van Eynden, Ploos van Amstel, and Otten Husly were all continuing the seventeenth-century tradition in art theory by discussing marine painting as a genre in its own right. For them, this also resonated convincingly with the burgeoning national sentiment. Therefore, for art theorists, the traditional Dutch genres rather than history painting were iconic. Under the influence of the Romantic movement, the experience of personal emotion when looking at a painting became more important than the universal meaning of a biblical or mythological scene. For Van Eynden, this was apparently less important, but Otten Husly and Ploos van Amstel do address this issue, each from their own perspective on painting and their shared patriotism. Both support their argument with an appealing example of the overwhelming, sublime, effect a sea scene can have. It was not in the flat Dutch landscape, nor in the other genres, that they find this chilling experience, but in the indomitable sea.



Befitting the Nation

The connection between the Dutch people and the sea, however, went deeper than a fascination with a fearsome element of nature. In 1791, the nation’s complex relationship with water was described by the poet Rhijnvis Feith.36 In his view, the Dutch had not only created their own country, but had also managed to subdue the sea and turn it into a source of prosperity. Every sight reminded them of the greatness and success of the seventeenth-century republic. That is why the Dutch liked to see ‘een zeetje van Van de Velde’ (a seascape by Van de Velde). Feith epitomises the people’s relationship with the sea as both enemy and friend: as destroyer and creator of wealth. From this perspective, patriotism is closely linked to the economic prosperity in the seventeenth century, which came from shipping.

In another publication in 1792, Feith suggested that the painted sea battle should be restored to its former glory. To the subjects that interested the Dutch public, Feith had added the ‘heldendaden onzer landgenooten, ter zee, of te lande uitgevoerd’ (heroic deeds of our compatriots, at sea or on land). At first, he was referring to useful subjects for poetry, but in a broader sense he considered them applicable to the fine arts as well, because of their national character.37

Feith’s ideas on the relationship between the nation and the sea and on the applicability of marine painting in the promotion of a national consciousness can also be found in early nineteenth-century art theory. His influence is unmistakable in the essays submitted in response to the competition of the Teylers Tweede Genootschap in 1809. A call had been issued to consider the cause of and a remedy for the small number of history painters in the country. In the three prize-winning entries, the authors spoke with due pride about the traditional Dutch genres, despite everyone’s preference for history painting.38

Particular attention is paid here to marine painting. The winner of the gold medal of honour, draughtsman and art teacher Pieter Kikkert (1775–1855), quotes extensively from Rhijnvis Feith’s letter of 1791, which explained the Dutch love of landscape and sea in poetry and painting.39 The winner of the second silver medal of honour Jacob van Manen Adriaanszoon (1752–1822), a lover of art and poetry, praises the lifelike nature of Dutch seascapes.40 Adriaan van der Willigen, who seven years later published a biographical handbook of Dutch artists with Roeland van Eynden, was awarded the first silver medal of honour. He included marine painting among the genres that suited Dutch taste and were well received by the market, namely simple domestic subjects, landscapes, seascapes, and flowers.41

Van der Willigen goes into more detail about the national importance of marine painting than the other two prize winners. He believes that contemporary Dutch painters cannot reach the desired level in history painting, so he recommends concentrating on the genres in which they have traditionally excelled. As one of these traditional genres, he mentions the painting of the sea. Because history painting is languishing, he suggests a variant in which subjects from one’s own national history could be depicted. These so-called history paintings of the second kind could have just as salutary an effect as the first kind. In a footnote to the marine paintings, Van der Willigen expresses the hope that a war would once again be fought at sea, where the Dutch have usually been so brave and glorious. This should inspire contemporary marine painters to produce the new second kind of history painting. For like their seventeenth-century predecessors did, notably Willem van de Velde (ii) and Ludolf Bakhuizen, Van der Willigen argues that they too should devote themselves specifically to painting naval battles. The author’s patriotic sentiments are once again evident in the last sentence of his treatise, in which he calls on everyone, in the hard times the fatherland was going through, to assume the obligation to hold on with tooth and nail to ‘alles wat maar eenigszins vaderlandsch is’ (anything even slightly patriotic).42 Following Van der Willigen, I will use the term history painting of the second kind, although this is not a recognised concept in art history.

The idea of depicting one’s own past and present in history painting of the second kind was probably derived from French and English art theory developed after 1750, also to support a national consciousness.43 From a Dutch point of view, it was marine painting, in particular, that Van der Willigen considered to be an excellent vehicle for educating and strengthening the nation. Thus, in the early nineteenth century, marine painting definitively secures a special position and high status compared to the other traditionally Dutch genres. Art theorists place the genre on a par with history painting and its emotional charge made it a perfect fit for the cultural politics of the Romantic period. Thanks in part to Feith and his followers, it is also seen as an excellent way of stirring up patriotic sentiment.

In the same essay, Adriaan van der Willigen ingeniously shows how the love of the traditional Dutch school, and more specifically of marine painting, could, at least in theory, coexist smoothly with the ever-present need for a classic foundation in art.44 In fact, he treats marine painting as a perfectly suitable subject within the academic curriculum of the Hollandsche Schilder Akademie, an academy of painting that was only talked about at the time but never founded. He describes in detail the ideal study trip for a marine painter, a component that was considered indispensable in the training of artists according to the academic tradition. Van der Willigen recommends a long journey to the coasts and port cities of the North Sea, the Baltic, and the Mediterranean. He also suggests a stay in Rome of several weeks and in Paris of several months, partly to visit important collections. However, in practice, the outcome was rather different. As we shall see, marine painting never found a place in academic training.

So there seems to be some kind of consensus among Dutch art theorists, despite the extremes of the Classicist academic tradition, which was also dominant elsewhere in Europe, on the one hand, and the popular Dutch school of painting, which was collected internationally by art experts, on the other. In unison they were able to place Dutch art in a unique position by pointing to the high quality of seventeenth-century painting and use it in an inventive way within national cultural policy. The genre of marine painting plays an important role in this. But how did art theory influence the production of marine painters in practice?



Marine Painters and the National Sentiment around 1800

Remarkably, the belief that marine painting was well suited to conveying the sense of national unity proposed in late eighteenth-century art-theoretical speeches and literature does not appear to have had a widespread encouraging effect on contemporary marine painters. Indeed, the number of marine painters who painted maritime events of national importance around 1800 is limited to just two artists: Engel Hoogerheyden (1740–1807) and Martinus Schouman. Moreover, their production of such marine painting, history painting of the second kind, was minimal.

Heroic feats by the Dutch fleet were also particularly rare in this period. In 1781 the Battle of Dogger Bank was fought between the Dutch and English navy, but the outcome was a draw. Rear-Admiral Zoutman was portrayed in oil, but the sea battle itself, to my knowledge, has only been painted once by a Dutch marine painter and that was by Engel Hoogerheyden.45 Hoogerheyden produced several works for the navy and the commission may have come from a senior naval officer who wanted a record of his military career for personal reasons.46

Another opportunity to paint a significant naval event came more than twenty years later, under the reign of Napoleon Bonaparte. As he prepared to invade England, he called on the Batavian Navy to build a war fleet of frigates, transport ships, and gunboats at Vlissingen. The navy managed to deliver these ships. They were transferred from Vlissingen to Dunkirk in 1804 with little damage. After a final passage of the fleet from Dunkirk to Boulogne, the attack on England was to begin. During this journey, the British navy started their attack, but the Batavian navy managed to defend itself. Finally, in 1805, Napoleon’s entire invasion fleet was defeated by the British at Trafalgar.47

The assembly and equipment of the fleet in Vlissingen was painted by Engel Hoogerheyden (figure 4). He lived nearby and he must have been in contact with the many naval officers stationed there at the time. No doubt they were interested in buying his work. He paid great attention to the detail of the ships and the recognisability of the people depicted.48 The resistance to the English attack during the passage to Boulogne was a welcome success for the Batavian navy, despite the poor outcome of the invasion at Trafalgar. This prompted the Ministry of the Navy to commission Martinus Schouman to paint the sea battle in 1806 (figure 5). The work was placed in the collection of the naval models room, the display room for the military achievements and naval engineering of the Dutch navy in The Hague.49

[image: The artwork depicts a historically significant moment when Napoleon I and the Batavian Republic prepared a large, secret fleet in the Dutch port of Flushing (Vlissingen) for an intended invasion of England.]
4 Engel Hoogerheyden, The Secret Force in the Port of Vlissingen, 1805, oil on panel, 36 x 49 cm.



[image: This is a painting by Martinus Schouman depicting a naval engagement known as the Battle of Blanc-Nez and Gris-Nez.]
5 Martinus Schouman, Encounter of the Dutch and English Fleets during the Passage of the Dutch Flotilla to Boulogne in 1805, 1806, oil on canvas, 95 x 159 cm.


Schouman received the prestigious commission because he was considered the best Dutch marine painter of the time. He was the only representative of the genre on a list of names drawn up in 1806 to accompany a report on the state of the fine arts in Holland. The Frenchman Jean-Baptist-Denis Desprès (1752–1832), who had come with the court of King Louis Napoleon (1778–1846), wrote this report in preparation for the establishment of an academy and a museum. He added a list of the most prominent artists of the time, arranged by city.50 The commander of the squadron of Boulogne, Rear-Admiral Carel Hendrik VerHuell (1764–1845), who was in close contact with the king and the ministry, had the same list.51 The central government and the Ministry of the Navy in The Hague were keen to maintain a close link with the traditional Dutch school of painting, so only one marine painter could be considered for the honourable commission: Martinus Schouman.

It is striking that both Hoogerheyden and Schouman were liked by the navy, even though they worked in very different styles. Hoogerheyden’s paintings are characterised by a graphic and documentary style of working. This shows that naval officers did not choose a painter or a painting on the basis of style alone. They were primarily concerned with a truthful, and probably heroic, portrayal of the subject and an accurate representation of the ships. Schouman’s stylistic imitation of the seventeenth-century masters Willem van de Velde (ii) and Ludolf Bakhuizen, as propagated in art-theoretical speeches and literature, was important to the Ministry of the Navy in The Hague, but within the small circle of the Zeeland navy, it was apparently not a decisive criterion for ordering a painting. As a result, even a marine painter like Engel Hoogerheyden had a market for his work.

After French rule, the bombardment of Algiers was the first significant and successful operation of the new Dutch navy. With the arrival of future King Willem i in 1813, the Batavian-French Navy had been disbanded and the Royal Dutch Navy was established. In 1816, the Dutch fleet, together with English squadrons, carried out a bombardment of the city of Algiers, with the aim of freeing the European Christians held as slaves by the Algerians. After the battle, there appeared to be few dead and wounded on the Dutch side and more than a thousand slaves had been freed.52 The positive outcome of the fight led to the event being recorded. In 1823, Schouman was again commissioned by the Department of the Navy to paint the bombardment. The work was also added to the collection in the naval models room, which already contained the aforementioned painting by Schouman of the crossing to

Boulogne in 1806.53

In 1827, four paintings by Nicolaas Baur (1767–1820) depicting the various stages of the bombardment of Algiers were acquired for the Royal Cabinet of Paintings in The Hague, which had been founded in 1816. Although the members of the purchasing committee were divided over the artistic quality of the paintings, the decision was made to purchase them. The reasoning was that this historic event should not be missing from the collection.54 Moreover, the accuracy of the scene had been confirmed by expert eyewitnesses, namely the navy itself. This was the best possible recommendation for a history painting of the second kind.55 For the Royal Cabinet of Paintings, in this case, content took precedence over artistic quality. With the inclusion of Baur’s paintings in a public national collection, marine painting fulfilled its role in promoting national sentiment.

[image: The painting is likely by a Dutch artist from the 19th century and depicts sailing vessels in rough seas.]







3 The Specialism of Marine Painters
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Introduction

The dedication of marine painters to the study of nature was not unusual in nineteenth-century painting. It was part of the traditional training and craftsmanship of the professional painter. Landscape painters also spent many hours studying nature, and on their travels along the coastal regions they will have come across marine painters. However, it is remarkable how few painters chose marine painting, compared to the large number of working landscape painters. The main reason for this, of course, lies in the economic motives of painters to specialise in a genre. Landscapes were simply more in demand than marine paintings.1

But why then were there painters who devoted themselves exclusively to the sea and ships as their subject matters? The highly specialised nature of marine painting seems to play a role. The correct and convincing depiction of ships and nautical details requires a high degree of expertise, in addition to the problems of a natural representation of the sea in harmony with the sky. The motivation of marine painters to practise the genre, as far as we know from the scarce sources, indicates an extraordinary interest in ships and shipping.

For the study of the genre, it is important to know why and how many painters can be regarded as specialist marine painters, what was the volume of marine painting compared to other genres of painting and, of course, who these painters were. A Reference List of Marine Painters has therefore been compiled (see pp.).2 For the marine painters on this list, the personal background and the opportunities for training in marine painting were examined, as well as how they acquired the necessary specialist knowledge. The main question here was how the marine painter themselves saw the nature of their profession and what aspects they considered important in marketing their work.




Size of the Genre

The temporary annexation to France, between1806 and1810 under King Louis Napoleon, brought a centralised organisation of the Dutch art world along French lines. The central government pursued a cultural policy of support and encouragement for contemporary artists. The underlying idea here was that the flourishing of the visual arts would foster a sense of national belonging among the population. The Koninklijk Instituut van Wetenschappen, Letterkunde en Schoone Kunsten (Royal Institute of Sciences, Literature, and Fine Arts) was in charge of the implementation of this policy. Various measures were taken to stimulate and improve artistic production. For the training of artists, preparations were made for the opening of the Koninklijke Akademie van Beeldende Kunsten (Royal Academy of Fine Arts) in Amsterdam. However, this did not happen during the reign of Louis Napoleon. In several other cities, the teaching of drawing was officially reorganised. For artists who were already working, competitions were set up and scholarships were made available for study abroad.3

From 1808, the organisation of an annual exhibition of the works of contemporary Dutch artists also began, taking place alternately in Amsterdam and The Hague. This Tentoonstelling van Levende Meesters, modelled on the Paris Salon, was open to artists of all kinds, from amateur paper-cutters to professional painters. The primary objective was to introduce the public to contemporary art. This would enable people to form an opinion and develop a taste. An important effect of these exhibitions was that artists were given the opportunity to improve their skills by competing with each other and increasing their visibility and the sale of their works.4

The French control over the country came to an end in 1813. In the same year, Willem i, the son of Willem v van Oranje-Nassau (1748-1806), was installed as sovereign monarch. In 1815, he proclaimed the United Kingdom of the Netherlands, consisting of the present-day Netherlands and Belgium, and was inaugurated as king.5 The creation of the United Kingdom of the Netherlands enabled the revival of national art production, from which marine painting also benefited.

In 1800, there were around 524 professional painters working in the Netherlands. Most were versatile artists who combined a variety of subjects in their body of work.6 In that year, there were around nineteen painters who concentrated mainly on depicting the sea and ships, and who therefore can be regarded as specialist marine painters. This represented 3.6 per cent of the total number of painters working at the time.7 Compared to specialist marine painters, the number of painters who combined landscape (as a genre) with other subjects was significantly higher: 257, or almost 50 per cent of the tota1.8

From the first decade of the nineteenth century, the number of artists grew rapidly. After the abolition of the guilds in 1798, the profession was, in principle, open to everyone who could master the techniques of production and sell their work. The central government played a decisive role in the growth of the number of artists by developing initiatives in the field of visual arts, such as the organisation of the Tentoonstelling van Levende Meesters and art education. As a result, the accessibility of the profession and the prestige of artistry received a great boost.9

The increase in the number of artists can also be seen in the number of marine painters. Around 1860, the number reached a peak of about 64 marine painters working at the same time. The number of marine painters then fell to about 28 in 1900 (graph 1).10 In total, there were around 1,429, and in 1900 about 2,314 painters working in the Netherlands in 1860. Of these, 731 and 1,245 painters, respectively, were specialised in landscape (as a genre). Throughout the whole of the nineteenth century, therefore, it was the most frequently practised genre, with a constant representation of around 50 per cent.11

 
[image: A line graph plots data from 1800 to 1900. The line increases, peaks around 1860, and then decreases.]
Graph 1 Number of active marine painters, 1800-1900.
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The total number of painters, like that of landscape painters, shows a steady upward trend throughout the nineteenth century. The number of marine painters, on the other hand, shows an undulating movement, starting at 3.6 per cent in 1800, rising to a peak of 4.5 per cent in 1860, and falling to just 1.2 per cent in 1900 (graph 2). In absolute figures, there were 89 specialist marine painters working throughout the nine-teenth century and 21 marine painters about whom reference works are ambiguous, but whose subjects were mainly the sea and ships. Contrary to what artist lexicons and current art-historical literature suggest, there were not just a few dozen painters working in this genre, but around 110 painters specialised in marine painting (see: Reference List of Marine Painters).

[image: The line graph plots painters from 1800 to 1900. It includes marine, landscape, and all painters. All painters increased significantly, landscape painters increased moderately, and marine painters remained low.]
Graph 2 Number of active painters, including marine painters and landscape painters, 1800-1900.
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Background of the Marine Painter

As far as is known, seventeen of the nineteen marine painters lived in or near a port city at the beginning of the nineteenth century. In these places, with the exception of Dordrecht, the navy had established a Board of Admiralty, a war port, or a shipyard where the construction, equipping, and maintenance of warships was handled.12 Port cities and the presence of the navy apparently provided the best outlets for the work of marine painters in this period.

In Middelburg and Vlissingen lived: David Kleyne (1753-1805), Engel Hoogerheyden, Jan van Ouwerkerk (1774-1836), Johannes Hermanus Koekkoek, and Johannes Hubertus Reygers (1767-1849); in Dordrecht and Rotterdam: Johannes Hendrik Boshamer (1776-1862), Martinus Schouman, Arend Wzn. Fokke (1770-1804?), Gerrit Groenewegen (1754-1826), and Gerrit van der Pals (1758-1839); in Den Helder: Jan Mooy (1776-1847); in Hoorn and Medemblik: Klaas Cloeck (1730-1800) and Pieter Blaauw (1744-1808); in Amsterdam: Jan Roos (H) (1755-1840?), Jan van Limmen (1743-1831), and Wijbrand Schaap (1766-1821), and in Harlingen: Nicolaas Baur.13

Around 1800, a number of marine painters also had a professional connection with shipping either through family or through their own choice of profession. A few had seafaring fathers and therefore came into contact with the shipping industry at an early age. Jan Mooy from Den Helder, for example, was the son of the whaling commander Maarten Jansz. Three of his brothers and his uncle worked on his whaler. He himself, together with his brothers, went on a voyage on this ship when he was twelve years old.14 Schouman and Hoogerheyden’s fathers were both skippers on a ferryboat.15

Five marine painters were professionally involved in shipping, or they had previously worked on ships. Pieter Blaauw and Cornelis Thim (1754-1813), for example, were in the navy and produced drawings and paintings during their service.16 Roos (ii) was a naval engineer and a ship model maker, and he painted and drew ships and seascapes that could meet the approval of the experts.17 For Cloeck, his work as a civil servant in Hoorn’s Hoofdtoren, overlooking the Zuiderzee, provided an opportunity to paint the sea and ships.18 Hoogerheyden was a sailor before he started drawing and painting. He started in the navy and then worked as a sailor for the Dutch East India Company (voc). When he lost a leg in an accident and had to live with a wooden leg, he had several jobs on land before he took up painting.19

At the peak of the number of active marine painters, in 1860, far fewer of them were personally involved in shipping or through their immediate families. In 1800, these were eight out of nineteen marine painters, but in 1860, of the sixty-three marine painters active at that time, only ten had (or ever had) a connection with the shipping world. Among these ten were five naval officers: Albertus Hendricus Huysman (1821-1903), Jacob Eduard van Heemskerck van Beest (1828-1894), Adolf Jacobus August von Kellner (1836-1915), Louis Henri Wilhelmus Merckes de Stuers (1830-1869), and Gerard Voorduin (1830-1910). Two marine painters, Petrus Schotel and Maurits Frederik Hendrik de Haas (1832-1895), had taught drawing at the naval training institute in Medemblik and Den Helder, respectively. Jacob Spin (1806-1875) had worked as a merchant seaman.20 The other two marine painters came into contact with ships through their families: Jacob Plugger (1795-1871) was the son of a shipbuilder and the father of Hendrik Vettewinkel (1809-1878) was a house and ship painter.21

By the end of the nineteenth century, four out of the twenty-eight working marine painters had a seafaring background, namely the aforementioned naval officers Huysman, Voorduin, and Kellner, and the seaman Anton Fransen (1867-1954). None of these twenty-eight marine painters had direct relatives in shipping.22 This represents a decline in personal involvement in the shipping world from 42 per cent around 1800, to 14 per cent for the rest of the nineteenth century.

The decline in the number of marine painters with a personal connection to shipping is indicative of a development in marine painting in which painters without professional maritime interest also became involved in the subject. This picture is reinforced by the changes in their living and working environments, in which a port or naval base was less and less common. In 1800, only five of the nineteen marine painters chose the cities of Amsterdam and The Hague as their places of residence, for short or long periods. By1860, 41 of the 63 had done so, and by the end of the century, 22 out of the 28 marine painters were living or working in Amsterdam or The Hague.23 This represents an increase from 26 per cent around 1800, to 65 per cent in 1860, to 78 per cent around 1900.

An explanation for this geographical shift must be sought in the attraction of Amsterdam and The Hague, the leading artistic centres in the Netherlands. The main reasons for a painter to settle in these cities were the advantages of joining a professional association of artists and the opportunities to exhibit and sell work through the Tentoonstelling van Levende Meesters. In this setting was a sufficient number of wealthy citizens who might be interested in buying contemporary art. In addition, there were several important collections of seventeenth-century painting, such as the Koninklijk Museum in Amsterdam and the Koninklijk Kabinet in The Hague, which could serve as study collections. As the century progressed, personal ties to shipping and proximity to a naval port or a busy waterway seem to have become less important for choosing the profession of marine painter than the opportunities for professional practice.



Art Training around 1800

With the dissolution of the guilds at the end of the eighteenth century, the need for training artistic skill with a master painter disappeared. In the nineteenth century, aspiring artists could make their own way into professional practice. They studied drawing at a drawing academy and received painting lessons from an art painter, a house painter, a carriage painter, or as an employee of a wall hanging factory.24 In those cases where marine painters had received training around 18m, it was no different from that which was typical for other painters, then and before. Indeed, the choices marine painters made show that the old master-apprentice training structure continued to exist, even though there were no master marine painters at the beginning of the century. The fact that this meant that marine painters had to take a more circuitous route to training than, for example, landscape painters, indicates that marine painting was a marginal genre at the time.

In the eighteenth century, the production of painted wall hangings was a flourishing industry. It was used for decorating representative rooms in houses and public buildings. Wall hangings were painted in workshops, first on paper and muslin cloth and later on linen. The canvas was then mounted on a frame to the wall in a room. With the help of examples, the so-called models, the design and the size of the wall hangings could be chosen by the client. The most popular subjects fell roughly into two categories: allegorical or mythological scenes, and landscapes. Landscapes were particularly popular in the last quarter of the eighteenth century. The sea with ships was rare in wall decoration at this time.25

Nevertheless, the wall hanging factories appear to have played an important role as training centres for marine painters. Engel Hoogerheyden may have first developed his painting skills by independently restoring paintings. However, his earliest known work, The Frigate Ship Esequebo Societeit at the Vlissingen Roadstead of1772 (figure 6), also seems to indicate that he was associated with a wall hanging factory. The canvas is unsigned and it has an unusually rounded top which probably matched the design of a specific interior. Such pieces were supplied by wall hanging workshops.26 In addition to Hoogerheyden, other marine painters associated with a wall hanging factory or the studio of a carriage painter are Blaauw, Baur, Van Ouwerkerk, Johannes Hermanus Koekkoek, and Schaap.27

 
[image: An illustration of three sailing ships on a wavy sea under a cloudy sky. The ship in the center flies a Dutch flag.]
6 Engel Hoogerheyden, The Frigate Ship Esequebo Societeit on the Vlissingen Roadstead, 1772, oil on canvas, 131.5 x 96 cm.
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David Kleyne advertised twice in the Middelburgsche Courant in1780 to promote his wide assortment of chimney pieces, door panels, folding screens, and wall hangings painted with historical subjects and scenery.28 The way in which Kleyne advertised his new studio is perhaps indicative of the lack of interest in seascapes on wall hangings. Although Kleyne was a marine painter himself, he did not offer seascapes as an option to his clients, while his easel paintings, as far as we know, are almost exclusively seascapes. It is also telling how he presents himself: not as a specialist marine painter, but as a ‘Fynschilder’, a painter at home in all subjects.

Because of their specialism, some marine painters were involved in the production of wall hangings, as the records of De Vaderlandsche Maatschappij, a wall hanging factory in Hoorn, show. The director Hylko Bentes Ysenbeek (1752-1822) recorded the purchase of four drawings by Pieter Blaauw and of a seascape by ‘N. Bouwer’. On the back of one drawing are instructions for a wall hanging to be placed over a door in the home of two of the clients.29 Blaauw would have been employed by De Vaderlandsche Maatschappij, but the minutes of the company’s board of directors do not specifically mention him as a painter. As the seascape with ships was not a popular subject, the management may have bought the necessary models from Blaauw and from this N. Bouwer, who is most probably Nicolaas Baur, who, like director Ysenbeek, came from Harlingen. These models were then copied by the factory’s painters. It is unlikely that an aspiring marine painter could have gone to a wall hanging factory to learn how to paint seascapes properly.

In some cases, apprenticeship and employment in a wall hanging factory were combined with the tuition of an independent painter. Baur, for example, was taught by his father Hendricus Johan Antonius Baur (1736-1820), a portrait and genre painter. He then painted wall hangings for some time, but there are no known works by his hand that include seascapes. Between 1800 and 1817, a period when interest in wall hangings began to decline, he produced almost exclusively easel paintings of seascapes with ships. However, as evidenced by a dated drawing of ships lying offshore made at the age of fifteen in 1782, he had been interested in the subject long before. Through his father’s art gallery, Baur encountered seventeenth-century paintings by artists such as Willem van de Velde (ii). At a young age, he made several other seascapes, including a copy of a seascape by Jacob van Ruisdael (1628/29-1682).30

To learn or improve their drawing skills, aspiring artists, amateurs, and enthusiasts could enrol in a drawing academy, many of which were founded by local art societies in the eighteenth century. Here, drawing was practised in the academic tradition of the human figure, either from live models or plaster casts of Classical statues.31 Learning to draw formed the basis of the painter’s craft, regardless of the genre practised. Consequently, marine painters also attended their local drawing academy. As we shall see, between about 1825 and 1860, several marine painters also applied to the then new academies of fine arts in Amsterdam, Rotterdam, and The Hague, where similar training could be obtained.

Martinus Schouman had been apprenticed to his great-uncle Aert Schouman (1710-1792) and to Michiel Versteegh (1756-1843), before studying for several years at the drawing academy in The Hague. Both painted all sorts of subjects, but not the sea and ships. After his stay in The Hague, Schouman returned to his hometown of Dordrecht, where he dedicated himself to marine painting, studying ‘after nature’.32 David Kleyne, who, as mentioned above, was himself the owner of a wall hanging factory, took lessons at the drawing academy in Middelburg.33 Johannes Hermanus Koekkoek joined a house painter in Veere as his youngest servant. He then went to work in the wall hanging factory of Thomas Gaal (1739-1817) in Middelburg and at the same time enrolled as a student at the drawing academy there.34 Like Schouman, he was a marine painter who, in his own words, had been taught by ‘de Natuur’ and had developed in his trade by practising on his own.35

The marine painters around 1800 thus made their way through wall hanging factories and drawing academies in order to receive their general professional training as painters. To learn or improve their painting techniques, some of them visited a master painter. Gerrit Groenewegen was trained as a ship’s carpenter, but lost part of his leg in an accident at work. Like Hoogerheyden, he took up drawing and painting after becoming disabled from his work in the shipping industry. Groenewegen took drawing lessons from Nicolaes Muys (1740-1808), a painter of mainly portraits and genre scenes, and studied the paintings of Willem van de Velde (ii) and Ludolf Bakhuizen on his own.36 As a result of his training and work as a shipwright, Groenewegen, like Jan Roos (ii), had a thorough knowledge of ships.37

It is noteworthy that there is no evidence that the Dutch marine painters received any practical instruction specific to marine painting from their masters at any time during their apprenticeship. In fact, none of the independent painters from whom they took lessons were themselves marine painters. Nor, to my knowledge, did any of the marine painters train an apprentice during this period. The drawing academies and wall hanging factories were useful for the development of drawing and painting skills and for the social and professional network of artists, but an aspiring marine painter learnt little or nothing about his intended specialism there.

The marine painter around i800 was therefore self-taught. Specialist knowledge of shipping and shipbuilding was acquired through a deep, possibly professional, interest in the subject. The composition and style of a marine painting was learnt by studying and copying the work of the seventeenth-century marine painters, who were considered their true teachers. The choice of marine subject matter was a mark of distinction for a painter. The large supply of landscape painters from the wall hangings market may have played a part in this. The end of interior decoration with wall hangings, in which the seascape was not a desirable subject in any case, may have had a positive influence on the decision of a painter to specialise in this genre or to present himself as an independent marine painter. However, the decisive factor in choosing marine painting as a specialism in the late eighteenth century, seems to have been a connection with the shipping world through work or family, combined with residence on a busy waterfront, which provided inspiration and outlets for their work.




Art Training in the Nineteenth Century


Masters

In the nineteenth century, many aspiring artists received drawing and painting instruction from within their own circles. Until well into the second half of the century, networks of family, friends, and relations could greatly influence the choice, training, and practice of the craft of painting.38 Likewise, marine painters were apprenticed to family members for art training. For example, Nicolaas Baur was taught by his father, Martinus Schouman by his great-uncle, and Willem Anthonie van Deventer (1824-1893) by his uncle, the landscape painter Hendrikus van de Sande Bakhuyzen (1795-1860).39

The masters’ specialisation did not directly determine the students’ final choice of genre. In the following decades, as around 1800, marine painters received their training in painting technique from masters who specialised in all kinds of other genres. They thus followed the traditional training path that had existed for centuries for artists. Everhardus Koster, for example, was taught by landscape and townscape painter Bartholomeus Johannes van Hove (1790-1880). After his apprenticeship, Koster became primarily a townscape painter. When he moved to Amsterdam in 1850 and was confronted daily with large shipping vessels, he could no longer ignore his love of ships. As he himself said, he became a marine painter because: ‘de bedrijvigheid der scheepvaart en de aangename afwisseling op het IJ de voorliefde tot schepen zóó sterk by mij sprak dat ik van toen of mij toelegde op het schilderen van schepen en waters’ (the hustle and bustle of shipping and the pleasant variety on the IJ appealed to me so much that I devoted myself to painting ships and water).40 Hendrik Jacob Elzer (1808-1866) combined painting instructions from the city and landscape painter Hendrik Gerrit ten Cate (1803-1856), with his own study of drawings and paintings by the marine painter Johannes Schotel. In this way he was working on his own development as a marine painter.41

Some masters were versatile painters who also practised the genre of marine painting, and may have encouraged their pupils to follow in their footsteps. This path to specialisation in marine painting can be illustrated by Christiaan Cornelis Kannemans (1812-1884). As a nineyear-old boy, he took drawing lessons for two years with Johannes Hendrik Frederiks (1751-1817), a portrait and still-life painter. He was then apprenticed to his uncle, a house painter. After Kannemans established himself as a house painter, he practised easel painting himself and exhibited his work in his own painting shop. In 1840, after the sale of two panel paintings for a good price, he switched to a full-time career as a painter. In the process, Kannemans received instruction from Johannes Bosboom, a painter of, among other subjects, town and landscapes, as well as ships and seascapes.42 In 1844, Kannemans submitted two seascapes to the Tentoonstelling van Levende Meesters in Zwolle, entitled A Shipwreck on the French Coast and A Still Water, on Zeeland’s Streams.43 Apparently, in the meantime he had chosen marine painting, perhaps partly due to the influence of Bosboom.

In the 1820s, training opportunities in the genre improved considerably as the number of marine painters increased. Indeed, young artists could now be trained specifically in the trade by a specialised marine painter. Great masters such as Johannes Schotel and Louis Meijer (1809-1866) accepted several aspiring marine painters in their studios in Dordrecht and The Hague, respectively. One of the effects of being trained by specialised marine painters, was the shaping of a school of style, more than an emulation of the genre. In the extended circle of students around Johannes Schotel, the imitation of his way of working created a circulation of stylistic elements in which not much innovation could be detected. This phenomenon did not go unnoticed by art critics. Both the lack of individuality and the lower level of quality of the Schotel school were mercilessly condemned by reviewers (see chapter 6).

Johannes Schotel was the first specialist in Dordrecht who himself had been trained by a marine painter, namely Martinus Schouman. In 1824, when he was thirty-seven years old and already an acclaimed painter, Schotel moved to a house where he could have a large studio with a view of the shipping on the river Merwede.44 Here, Schotel had more room for the at least eight apprentices who worked in his studio, for shorter or longer periods of time. Hendrik van den Helm (1811-1889), for example, was taught by Schotel for three years from the age of seventeen.45 Frans Jacobus van den Blijk (1806-1876) entered his studio when he was fifteen and stayed for nine years.46 George Willem Opdenhoff (1807-1873) received his first painting lessons from the landscape painter Andreas Schelfhout (1787-1870) and he then joined Schote1.47 His other students included his son Petrus Schotel, Christiaan Lodewijk Willem Dreibholtz (1798-1861), Charles Frederik Bartholomeus de Florimont (1802-1846), Francois Carlebur (1821-1893), and Pieter Arnout Dyxhoorn (1810-1839).48 Some students also taught painting themselves. Dreibholtz had Willem Melchior Christiaan Mittelholzer (1820-after 1848) as a student in 1840 and 1841.49 Petrus Schotel taught Govert van Emmerik (1808-1882).50 None of these, however, was able to match their master’s fame.

As well as Schotel in Dordrecht, several marine painters with apprentices were active in The Hague in later years. Louis Meijer, who himself learnt to paint from the landscape and cityscape painter George Pieter Westenberg (1791-1873) and from the history and landscape painter Jan Willem Pieneman, the director of the Koninklijke Akademie van Beeldende Kunsten in Amsterdam, took a number of students under his wing.51 An established marine painter in The Hague, he trained Maurits de Haas, George Lourens Kiers (1838-1916), Maurits Verveer (1817-1903), and George Johannes Hoffmann (1833-1873) in his specialism and gave advice to Petrus Paulus Schiedges (i) (1813-1876).52 Willem Mesdag, an artist who was not known as someone who taught aspiring painters, also had a student for a number of years, by way of exception. Betzy Rezora Berg (1850-1922), a marine painter of Norwegian origin, had already taken drawing and painting lessons in her homeland and in Munich. In1885, she had moved to The Hague at Mesdag’s invitation, where she was his student until 1888.53 The style of both Meijer and Mesdag was imitated in marine painting circles, also outside their studios. I have found no evidence of an actual school, as was the case with Johannes Schotel.

During the nineteenth century, several marine painters were trained in their specialism within their own families. Johannes Jacobus Antonius Hilverdink (1837-1884) was taught by his father Johannes Hilverdink (1813-1902), who painted seascapes as well as landscapes.54 A marine painter who taught marine painting skills to several of his children was Johannes Hermanus Koekkoek, who trained two of his four sons, Johannes (1811-1831) and Hermanus (i) (1815-1882).55 Abraham Hulk (i) (1813-1897) also had among his students his own child, Hendrik (1842-1937).56 So did Johan Frederick Schütz (1817-1888), who trained his son Willem Johannes (1854-1933) in marine painting, after he had spent several years at the Middelburg drawing academy.57 Of the marine painters of whom we have information on their training (56 out of 110), almost half (25) were taught by an established marine painter. A smaller proportion (16) received their training from an artist with a background in other genres, often landscape. This suggests that aspiring marine painters preferred to learn from specialised marine painters, who could obviously offer the best possible training in the craft.



The Academy of Fine Arts

Training opportunities for artists increased in the cities during the first decades of the nineteenth century. Following the policy initiated by Louis Napoleon, art education was regulated on a national scale by the central government. In 1817, King Willem i issued a royal decree stating that every municipality should have a drawing school for artists and craftsmen. In Amsterdam, a brand new Koninklijke Akademie van Beeldende Kunsten opened its doors to aspiring artists in 1822. This Koninklijke Akademie became the Rijksacademie (State Academy) in 1870. In The Hague, the decree meant a formalised continuation of the existing private art training of the drawing academies. In1821, the Vrije Haagsche Teeken-academie, together with the School voor Burgerlijke Bouwkunde became the ’s-Gravenhaagsche Teekenacademie, and from 1859, the Academie van Beeldende Kunsten en Technische Wetenschappen.58

In this academic training for young artists, the students were taught to draw and paint from nude and dressed live models, jointed wooden dolls, and plaster replicas of statues from Greek and Roman antiquity. History painting, with its allegorical and mythological scenes, was the most important course.59 In the early decades, independent artists could also go to the academy in the evenings to draw from models. In the 1830s, for example, Anthonie Waldorp (1803-1866), already an established marine painter, took advantage of this opportunity to improve his drawing skills.60

As was the case with the municipal drawing academies, marine painting was not part of the curriculum at the academies of fine arts, and the study of the drawing and painting techniques for marine painting does not appear in the regulations. People went there to master the basic skills of the artist’s trade, after which they could possibly choose to specialise. The total number of marine painters with one or more years of academic training is at least sixteen. Of these, at least fourteen marine painters attended the Amsterdam or The Hague academies of fine arts. In a number of cases, it is certain that these students, who we now know as marine painters, were already intending or preparing for a career in marine painting at that time.

In fact, at the Amsterdam Koninklijke Akademie van Beeldende Kunsten, five out of about 350 students were enrolled with the destination marine painter. These aspiring marine painters followed the same training as the other students for two to five years: a certain Adrianus Hendrik Kress (1825-?), Nicolaas Riegen (1827-1889), Johannes Frederik Hulk (i) (1829-1911), Johannes Hermanus Bernardus Loots (1832-1910), and Willem Hendrik Eickelberg (1845-1920). They knew early on that they wanted to become marine painters. Their ages at enrolment were around thirteen, seventeen, eighteen, fifteen, and twenty-two respectively.61 Of these five students, two of them were able to practise their chosen profession independently. Riegen and Loots became marine painters, with Loots combining amateur marine painting with his work buying and tapping wine. For the others, their ambition to become marine painters must have been nipped in the bud during their time at the academy, for after their training they continued to produce mainly landscapes and townscapes.62

Of the sixty students enrolled at the Koninklijke Akademie van Beeldende Kunsten as painters, only three chose ships and the sea as subjects for their later careers: Louis Meijer, who specialised in landscape painting after his training at the academy, but turned to marine painting after a few years, Jacob Hendrik van Duinen (1840-1885), who became a marine painter as well as a drawing teacher, and Dirk Antoon Josephus Franciscus Teupken (1828-1859). The latter started as an art student, but changed his mind about his future profession and he transferred to the crafts education department in 1845 to study shipbuilding.63

Craft education formed part of the drawing school. Although it was integrated into the academy, the drawing school was classified as a lower grade.64 Here students could learn to draw for shipbuilding.65 This course in the design and construction of ships of a given tonnage and size existed until185o. Then it disappeared from the curriculum.66 After completing his academic training, Teupken specialised in ship portraits (figure 7 ).67 It allowed him to combine his naval engineering skills with his artistic aspirations. Perhaps commercial considerations also played a role, as it was relatively easy for a marine painter to earn money by producing commissioned ship portraits.

[image: This is a painting of two sailing vessels, identified as the artwork Galeasse Marie von Greifswalde birgt die Adventure af Dragør by Jakob Petersen.]
7 Dirk Antoon Josephus Franciscus Teupken, The Schooner-koff Baron van Zuylen Van Nyevelt on the Roadstead of Huisduinen, 1847, watercolour and pen in black on paper, 52 x 69.8 cm. The ship is depicted twice, which is common in ship portraits. 
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At the Academy of Fine Arts in The Hague, Petrus Schiedges (i) followed a similar path to that of Teupken. Schiedges (i) went one step further in developing his skills in the technically correct representation of ships, as between 1825 and 1830 he attended classes at both the art department and the school of architecture. For 1826-1827, he is registered at the architecture school with the entry shipwright in the occupation column.68 In the 1828-1829 registration, this is changed to draughtsman.69 In 1826, when Schiedges (i) was listed as a shipwright, he began making architectural drawings of ships under the supervision of Jochem Pieterszoon Asmus (1755-1837) in the naval models room of the Ministry of the Navy in The Hague.70 The naval models room housed a diverse collection of all kinds of ship models and scale models of naval engineering. Asmus, a former quartermaster of the navy and a passionate collector and model maker, was the curator of the collection.71 A small part of the collection consisted of paintings depicting achievements in naval history. Besides a number of works by Reinier Nooms (1623-1664), among others, these included the aforementioned sea battle near Boulogne and the bombardment of Algiers, both by Martinus Schouman.72

The paintings of Nooms and Schouman undoubtedly attracted the attention of Schiedges (i) during his drawing lessons in the naval models room, as he was already engaged in marine painting. In 1829, on the advice of others, he decided to concentrate fully on this subject matter. He was about seventeen years old at the time. The encouragement of a Mr. Kruseman, probably the painter Cornelis Kruseman (1797-1857), who had bought a painting of his that he had produced as an amateur, was crucial in his decision to pursue a professional career as a marine painter. In the years following his time at the academy, he undertook study trips along the Dutch coast and worked on his skills without a teacher.73 

Through lessons in the craft of ship’s carpentry in the architecture department and drawing in the naval models room under the direction of Asmus, Schiedges (i) acquired an excellent knowledge of shipbuilding and rigging. He recorded this achievement in 1847 in the questionnaire for the biographical lexicon of artists by Johannes Immerzeel (17761844 In doing so, he emphasised that he was well trained in drawing ships, which for Schiedges (i) was a distinctive skill of a marine painter. As we will see again later, the knowledge of and the love for ships, ship-building, and nautical matters are characteristic features of the specialist marine painter.

The passion for shipping also manifested itself at an early age in some other students at the academy in The Hague, who as we now know, became marine painters. Everhardus Koster entered the academy in The Hague at the age of sixteen with the intention of becoming a shipbuilder, as his parents had forced him to do so. Koster himself preferred to go to sea as a sailor, as evidenced by his statement that he ‘reeds vroeg eene onwederstaanbare neiging aan den dag legde tot de zeedienst’ (showed an irresistible inclination to a career as a sailor from an early age). After a few years, he switched to painting. It was not until long after his time at the academy, his training with Van Hove as a townscape painter, and moving to Amsterdam that he chose to paint ships.74

Frans Arnold Breuhaus de Groot (1824-1872) consciously concentrated on his development as a marine painter from the very beginning. From 1839, when he was about fifteen years old, until 1846, he successively studied drawing from plaster and the live nude model.75 At this time, he was already working on seascapes and harbour scenes.76 He used the academic training mainly to learn how to draw well, as did other potential marine painters. Mittelholzer, for example, took drawing lessons at The Hague academy in 1841-1842, Willem van Deventer in 1844-1846, George Hoffmann in 1850-1857, and George Kiers in 1855-1857.77

Chris Stolwijk’s research into the training of nineteenth-century artists shows that of painters (of all genres) born before 1850, 42 per cent attended an academy of fine arts or a municipal drawing academy. Among those born after 1850, this percentage rises to 76 per cent in the second half of the nineteenth century.78 As far as their training is known, the presence of marine painters in organised art education shows a lower result: only about 20 per cent of marine painters born before 1850 (99 of them) and 20 per cent of those born after 1850 (11 of them) participated in it. The fact that the course in naval architecture was included in the curriculum of the Academy of Fine Arts until 1850 may have been a reason for the enrolment of the students with ambitions to become marine painters. By supplementing the academic drawing classes with craft training in technical ship drawing it was possible to obtain a reasonably adequate preliminary training for the profession of marine painter. As far as is known, however, most of the students who went on to become marine painters learnt mainly basic drawing skills at the academy.



Drawn After Nature

One of the most important parts of the training and the craft of the nineteenth-century painter, whatever his speciality, was the direct study of the subject in nature. For the marine painter, therefore, travelling along the coast or by ship across the sea was a most obvious and indispensable component of his education. It was important to experience the phenomena of the sea and water first hand so that in the studio, although it was of course a subjective impression, nature could be painted as faithfully as possible.79

Johannes Schotel, for example, made several study trips along the North Sea with his pupils Van den Blijk, Dreibholtz, and his son Petrus. In 1828 and 1829, they visited the coasts of North and South Holland, West Flanders, and France.80 They were lucky enough to be caught in a heavy storm on the beach at Duinkerken: ‘een voor ons belangrijk toneel’ (an important scene for us), Schotel wrote in a letter to his son Koos.81 He was also interested in studying the rocky coastlines not found in the Netherlands. In 1837, he spent a month travelling along the Normandy coast. That such a study trip also served a business purpose is evident from Schotel’s remark that, already on the steamer from Rotterdam to Le Havre, he ‘een schat van studiën verzamelde [...] zulke uitnemende studiën, dat zij alleen de kosten der reis dubbel vergoedden’ (collected a wealth of studies [...] studies so excellent that they alone would have paid twice the cost of the trip). In 1838, with Dreibholtz, he made a voyage along the Normandy coast and the islands of Jersey, Guernsey, and the Isle of Wight, crossing over to Southampton in England. Their main focus was on the fishing vessels, the busy harbours, and the rocky coasts, which were studied in great detail. In London they visited several art collections.82 After his training with Schotel, Dreibholtz himself went on a study trip to Zeeland in 1835, probably together with his fellow pupil Van den Blijk. Another student, Hendrik van den Helm, travelled the coast and the major coastal towns in the Netherlands on his own.83

Such trips were highly valued by marine painters, as can be seen from their answers to the question on Immerzeel’s questionnaire about the journeys they have made: ‘Ms Gij gereisd hebt, welke Landen zijn door u bezocht? en wanneer?’ (If you have travelled, which countries have you visited? and when?). Countries are indeed mentioned by the marine painters, but they are often specified by naming the coast.84 Willem Gruyter Jr. (1817-1880) even crossed out the word `Landen’ (countries) in the question and he wrote above it: `Zeeën’ (seas).85 Those who were not trained by a marine painter and taken along by their master also would go to the sea and the ports to study ships. Arie Lammes’s pupil Johannes Hendrik Boshamer travelled through Denmark and northern Germany in 1797, visiting the ports of Bremen and Hamburg.86 Cornelis Kruseman’s pupil Jacob Plugger travelled along the Dutch Wadden islands and the coasts of England and Norway in 1834 and 1837.87 Vettewinkel, Schiedges (i), and Kannemans visited the Dutch and French coasts.88

A special and much sought-after form of a study trip was sailing on a naval ship, which was not for everyone because it was difficult to get on board. The marine painters who could go were chosen because of their reputation, having been recommended and/or because, like Petrus Schotel and Albertus van Beest (1820-1860), having connections with the navy. Schotel, for example, while teaching at the Royal Naval Institute, had the opportunity to sail in the North Sea aboard HMS Koerier, a ship that was part of a training squadron.89 On the title page of his journal in 1840, he clearly described the purpose of his voyage: `... tot vermeerdering van kennis in het vak van zeeschilder’ (to increase the knowledge of the craft of marine painting).90 The journal does not contain any specific instructions for a marine painter. It is an unillustrated and standard ship’s log, filled with practical information for the sailor. However, it shows that Schotel was completely immersed in the life of a seaman. His detailed notes on life and work on board are a functional and atmospheric complement to the drawings and sketches he made of the ship, the squadron, and conditions at sea. For Schotel, this was a whole series of experiences that enriched and deepened his skills as a marine painter.

In the years 1843-1847, Petrus Schotel was once again able to sail with a training squadron at the invitation of the naval command. This time he was on board a ship commanded by Prince Hendrik (1820-1879), the third son of King Willem ii. Schotel again used the event as a serious study trip and he returned with ‘eene zware portefeuille [gevuld met] den arbeid gedurende die expeditie verricht’ (a heavy portfolio [filled with] the work done during that expedition).91

Albertus van Beest was allowed to join the squadron during this period in the position of midshipman, just for this occasion. Alexander VerHuell (1822-1897), son of the commander of the Rijksmarinewerf in Rotterdam, describes in his diary how Van Beest came into contact with the navy: `Deze Van Beest is het eerst door mijn vader, die hem als knaap vond rondzwalkende op [de] Maas in een oud bootje, geprotégeerd, aan zijn vriend Rijk (den minister) geprésenteerd en door dezen weder aan Prins Hendrik, die hem den rang gaf van Adelborst 1ste Klasse. Mijn vader ruimde hem een paar leegstaande vertrekken in op de Werf, tot een atelier.’ (This Van Beest was first introduced by my father, who found him as a boy wandering around on [the] Maas in an old boat, to his friend Rijk (the minister) and by the latter again to Prince Hendrik, who gave him the rank of midshipman 1st class. My father gave him some empty rooms at the dockyard to use as a studio.)92 Some sketchbooks of Van Beest’s voyages with the navy have been preserved. The drawings and inscriptions in the sketchbooks show that he had already been on board naval vessels before 1843.93

In the mid-nineteenth century, as around 1800, marine painters still liked to live in the immediate vicinity of ships and boasted the practical experience of staying on board. The expertise thus suggested harks back to the impression handed down from a number of seventeenth-century marine painters, either by themselves or by others. This underlines their first-hand knowledge of ships and shipping. Artist’s biographer Karel van Mander saw the practical experience of marine painter Hendrik Cornelisz. Vroom, for example, who he said had sailed and even been shipwrecked, as an important recommendation.94 Reinier Nooms signed his works with the pseudonym Zeeman (Seaman), thus referring to his voyages at sea and his relevant knowledge.

In the late eighteenth century, artist’s biographer Roeland van Eynden described how Willem van de Velde (i) had recorded a number of sea battles from his own ship as an eyewitness ‘op de gevaarlykste plaatsen’ (in the most dangerous places).95 In a 1657 pen painting of the Battle of Terheide, Van de Velde (i) had depicted himself sitting in his galleon, with the drawing board on his knees, amidst the tumult of battle.

In this way, the marine painter demonstrated his main selling point, namely that he could guarantee a true-to-life and accurate depiction of the ships and events, by being personally present at the sea battle.96

In the nineteenth century, Van Eynden again mentioned practical experience of shipping as proof of a marine painter’s competence. In the artist’s lexicon, Geschiedenis der vaderlandsche schilderkunst, sinds de helft der xviii eeuw (1816–1840), for example, he reported that Gerardus Laurentius Keultjes (1786–1818) initially produced mainly portraits and genre scenes, but that after a two-year voyage across the Mediterranean he turned to seascapes and ships.97 In line with Van Eynden’s recommendation and the seventeenth-century marine painters who used it to distinguish themselves, Ary Pleijsier (1809–1879) also spent long periods at sea as a passenger on his father’s herring fleet (figure 8). It was this voyage that, he said, provided him with sufficient knowledge to begin a career as a marine painter.98

 
[image: This image is a painting titled A Vlaardingen Herring Hunter Sailing towards the Herring Fleet, created in 1847 by the Dutch artist Ary Pleijsier.]
8 Ary Pleijsier, A Vlaardingen Herring Hunter Sailing towards the Herring Fleet, 1847, oil on canvas, 110.5 x 172.5 cm.
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Others simply made the sea and ships part of their daily life. Johan Schütz lived with his family in Middelburg by the harbour. Behind the house was the wharf of the international trading company the Middelburgse Commercie Compagnie, where the big sailing ships were repaired. For father and son, the North Sea and the waters of Zeeland, with their seagoing and inland vessels, were close at hand. Schütz lived by the water all his life. His son Willem later visited the ports of Vlissingen, Rotterdam, Dordrecht, Antwerp, and Ostend. In Veere, he had a studio on the quay of the Veerse Gat.99

Betzy Berg settled on the island of Vlieland in 1896, where she had a studio built in the backyard of her house, with a floor above, giving her an unobstructed view of the Wadden Sea over the dike. To paint on the North Sea beach during a storm, Berg used a large open box in which she could sit and work, protected from the elements by an oilskin coat and hat (figures 9 and 10).100 In such weather conditions, not much could be seen of the ships, but the experience of the violence of the sea was optimal.

 
[image: The image displays two photographs of the Norwegian-Dutch painter Betzy Berg (Betzy Akersloot-Berg) at work around 1900. She is using a specially designed wooden box as a mobile studio or “painting box” while on the beach.]
9 and 10 Betzy Berg at work in her beach box. Photograph, circa 1900, anonymous.
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Studio practice

At first glance, the numerous and sometimes lengthy study trips of the marine painters along the coast, which also took them beyond the sandy beaches of the Netherlands, seem to reflect a need for an in-depth study of the natural forms of the sea. During these trips, both far away and close to home, observations were recorded in drawings and sketchbooks. However, the sketchbooks of Petrus Schotel, Albertus van Beest, Govert van Emmerik, and Gerrit Groenewegen, for example, appear to be largely filled with drawings of ships of all shapes, sizes, and degrees of detail, while the water and sky are often depicted in no more than a few lines. 101 It is only from about 1870 onwards that a change in the focus on ships can be observed among a small number of marine painters.

During this period, the influence of the Barbizon School on Dutch painting increased. This group of painters, who were themselves inspired by English and seventeenth-century Dutch landscape painting, became the main source of inspiration for the avant-garde of Dutch painters around 1860. Important painters included Jean Baptiste Camille Corot (1796–1875), Théodore Rousseau (1812–1867), and Jean-François Millet (1814–1875). Their hallmark was the direct study of nature and painting in the open air, in a realistic, unadorned form. In France, painters worked in the forests of Fontainebleau just below Paris, but people also travelled to Normandy for the coast and the sea, as did CharlesFrançois Daubigny (1817–1878) and Jules Dupré (1811–1889). In the Netherlands, too, landscape painters went searching for pure and unspoilt nature. Besides the forests of the Veluwe and the moors of Drenthe, the area around The Hague offered a variety of landscapes with meadows, polders, and, to the west, dunes, beach, and sea. The interplay of light, sky, and water in the vast space of the coast, was a phenomenon that was intensively studied.102 Marine painters such as Mesdag, Berg, and Willem Schütz were inspired by it, but they too were thoroughly trained in the drawing of the ship.

Like painters of other genres, marine painters spent a great deal of time in their studios. It was there that they studied the themes and motifs of their specialism and that the paintings were actually created. The sources and examples they gathered for elaborating their sketches into paintings show that marine painters saw the accurate depiction of ships as a sign of competence in the genre and as something by which they could distinguish himself from other painters.

Johannes Schotel is a prime example of a marine painter who meticulously mastered, maintained, and passed on his extensive knowledge of ships to his students. From an early age, Schotel had a keen interest in the ships on the rivers near his hometown of Dordrecht. Ideally, he would have liked to have become a sailor, but his father did not allow it, as he saw him as the successor to the yarn factory, where Schotel worked for many years. His father did, however, give him a sailing boat, a boyer, on which he spent many hours and which he used to study water views and ships.103 The drawings he made between 1810 and 1815 and the contents of his sketchbooks show meticulous studies of all types and parts of ships.104

Schotel’s estate included a large number of prints and drawings by other marine painters, such as his contemporary Gerrit Groenewegen and the seventeenth-century masters Willem van de Velde (i) and Reinier Nooms. The work of these three marine painters is characterised by the accurate and highly detailed depiction of different types of ships, which is also evident in Schotel’s work. In addition to his two-dimensional study material and to support his observations on the water, Schotel also had six ship models in his studio. One was a model of a small fishing boat which he had rigged himself. He also had models of a ship of the line, a brig, a boyer, and two boats. The painter regularly changed the rigging of his collection, according to the example he needed. Schotel also owned an extensive and practical library of books and plates on many shipbuilding and nautical subjects.105

He kept careful records of the paintings he delivered. In a concise style, he described the images and noted the buyers of his work in a list of eventually 215 titles, called Aanteekeningen betreffende de schilderijen door den heer J. C. Schotel, geschilderd van den jare 1817 tot 1838.106 In this list he mentions the types of vessels depicted about 80 times. It is striking that Schotel’s own descriptions are more specific than the titles of his paintings as listed in the catalogues of the Tentoonstelling van Levende Meesters. The entries of the exhibition catalogues use the general terms ships and vessels, or are limited to a description of the water, choppy or calm, and weather conditions. In only 5 of the 50 title descriptions of Schotel’s paintings examined, did the exhibition committee describe a ship in slightly more precise, though still general, terms such as ship of the line, three-master, and fishing boat.107 This means that in his own records, Schotel is three times more likely to use the exact name of the ship type when describing his paintings.

For Schotel, the ships were an important part of his compositions and they meant more than just a motif and a tool to enhance the expression of the sea and clouds. This view differs from what Gilles and Petrus Schotel say about their father’s work, namely that the sea and the sky were his primary subjects. This view of the ship’s minor role has been adopted in art historical literature.108 The qualification of the sky and water as the main themes of Schotel’s work by his sons, is closely related to the high appreciation of the faithful representation of natural elements in painting, as it became prevalent later in the nineteenth century.109 Schotel himself regarded ships, sea, and sky as at least equal components of his compositions. He was familiar with the characteristic technical and nautical attributes of the various types of ships, and the treatment of his ships is nautically correct in all aspects, down to the smallest detail. This is typical of his work and shows him following in the footsteps of the seventeenth-century Dutch school.

Johannes Schotel trained several marine painters. What the master marine painter considered important, the systematic study of the ship, he passed on in a direct line to the young painters who took lessons from him.110 For example, when asked about the specialisation, Frans van den Blijk, one of his students, presented himself on the Immerzeel form as a painter of ships as well as of the sea. Indeed, Van den Blijk answered the question ‘Wat is, als Schilder, uw vak?’ (what is your profession as a painter?), with a firm and precise answer: ‘Water en Schepen schilderen’ (painting water and ships).111 Another of Schotel’s pupils, his own son Petrus, according to his biographer and brother Gilles, had the knowledge of ships and nautical science equal to that of seamen.112

Just how careful Petrus Schotel was to depict nautical matters correctly is shown by a letter he wrote in 1832 to the art connoisseur and art dealer Jeronimo de Vries (1776–1853), who commissioned a painting.113 Schotel explained to De Vries what was depicted in the painting and how he had constructed the composition. He justified his choice to depict the moment of a change in the wind direction on nautical grounds. In his letter, he clarified not only the position and rigging of the ships, but even the height of the waves.

Petrus Schotel’s selection of the types of ships to be depicted was also a delicate matter, as can be seen from his description of the spatial arrangement of the ships that he had in mind for another painting. His idea differed from that of his client, again Jeronimo de Vries. Schotel explained: ‘Eene ordonnantie te maken gelijk aan die van het schilderij der tentoonstelling was onmogelijk, daar, indien ik een jacht in plaats van het fregat neem, de loodsbooten te groot moeten worden om eene goede groepering te bekomen’ (It was impossible to make an arrangement similar to that in the painting of the exhibition, because if I take a yacht instead of the frigate, the pilot boats would be too large to obtain a good grouping).114 Although Schotel hoped to satisfy De Vries with his sketch proposal, this implied a downright refusal on the part of the marine painter to make any concessions as to the correct proportions of the various types of ships.

The particular interest of marine painters in ships is underlined by the presence of the so-called ship portrait in the oeuvre of many of them. Possibly because of their specific knowledge, marine painters could not avoid this subject. In fact, even those who did not specialise in this discipline received such commissions. For example, in 1857 Christiaan Kannemans was commissioned by Admiral J. C. Rijk (1787–1854) to paint the line ship hms Zeeuw, a frigate of which Rijk had been the commander. 115 Johan Schütz was approached by naval officers and asked to portray the ship that they had been in command of. The officers provided descriptions of events from their careers and the paintings were executed by Schütz according to their instructions.116

Some marine painters, such as Jacob Spin, Dirk Antoon Teupken (1801–1845), and his son Dirk Antoon Josephus Franciscus Teupken, specialised in ship portraits. Characteristic of their work is the schematic composition with a front and a side view of the ship, which was executed in ink and watercolours on paper. 117 The wishes of the clients, such as naval personnel, shipping companies, shipbuilders, and captains of the merchant navy, were very clear. They wanted to see their ships portrayed in flawless detail, in all their splendour sailing across the sea. Other marine painters, who did not specialise in this discipline, accept-ed such commissions because the ship portrait, with its simple composi-tion, could be produced relatively quickly and was an easy way to make money (figure 11 )P.

[image: The image is an oil painting by Petrus Paulus Schiedges (I) titled The Screw Steamer and class HMS Citadel of Antwerpen.]
11 etrus Paulus Schiedges (i), The Screw Steamer 2nd class hms Citadel of Antwerpen, 1874, oil on canvas, 61.5 x 87 cm. 
⏎


Also, in the generations after Schotel, the marine painter’s specific focus on ships remained present. For some, emulating certain seventeenth-century marine painters and their impressive nautical knowledge was even a primary goal. Willem Gruyter Jr., for example, had drawings by Willem van de Velde (i and/or ii) and Ludolf Bakhuizen, among others, to consult. Besides studying seventeenth-century ships in pictures, he also used the models of historical ship types in his possession. Gruyter Jr. was particularly proud of his collection, claiming: ‘Ik geloof niet dat iemand hier te lande beter in de gelegenheid is om de schepen en figuren te leren kennen dan ik.’ (I do not believe that there is anyone here in the country better equipped to learn about the ships and figures than I am.) He boasted that he had fully mastered the construction of ships through years of study.118

Louis Meijer continued to paint the ships and water by himself until the end of his career. When Meijer began to suffer from rheumatism later in life, he only left the painting of other parts of the composition, such as the seagulls in the sky, to his pupil Jacob Maris (1837–1899).119 His studio also contained models of ships.120 He passed on the use of this type of study material to his pupil George Hoffmann. In Hoffmann’s bequest a barge, a schooner in a glass case, two anchors, and two sheaves were listed under the heading ‘painting materials’.121 The ship types, barge and schooner, were obviously not real ships, but models. The anchors may have been life-sized, but small. The sheaves were parts of a block or pulley from a ship’s rigging. As can be seen in photographs from the late nineteenth century, Schütz and Mesdag also had ship models in their studios as study material (figures 12 and 13).

 
[image: A sepia photograph depicts an artist painting a seascape. Model ships sit atop a doorway. The artist sits in a chair, holding a palette and brush.]
12 Willem Johannes Schütz in his studio. On the cabinet behind him are several ship models. Photograph, G. Hiemstra, circa 1900.
⏎


 
[image: A sepia photograph depicts an artist seated, painting at an easel in a room filled with paintings, art supplies, and decorative objects. The scene conveys a sense of artistic creation.]
13 Hendrik Willem Mesdag in his studio. A fishing net hangs from the ceiling, left on the cabinet are several ship models. The front model is probably a bomschuit, a flat-bottomed fishing barge, recognisable by the rounded corners of the square stern. Photograph, anonymous, 1889.
⏎


Photographs of a painter at work in his studio were used as means of advertising in the art trade. In the second half of the nineteenth century, the public became more and more interested in the artist as a person. Painters had themselves photographed in such a way as to convey the desired image.122 This also applies to Schütz and Mesdag, who are shown ‘working’ on a finished and framed canvas on the easel. By strategically staging the ship models in the picture, there was no misunderstanding about their specialism and the solid basis of their expertise. The presence of the ship models indicates that the paintings were created in the studio in a traditional manner.

In this way, Willem Mesdag put into practice what his teacher Willem Roelofs had taught him, namely that he had to understand ships right down to their construction.123 An example of Mesdag’s meticulous attention to nautical detail is the 1893 painting Ready for Departure (figure 14 ). In the painting, he placed two bomschuiten side by side in the surf. The ship on the right has just returned from fishing. It is anchored and its nets hang from the mast to dry. The crew are standing with baskets full of fish waiting for their colleagues, who wade through the surf to bring back the baskets they emptied on the beach. The barge on the left is being prepared for departure. After unloading the fish, as long as it was light and the tide was favourable, they sail out immediately for another catch. The mainsail is hoisted and on the foredeck a crew member is busy with the jib. The anchors have to be lifted and two men are standing by the spindle. The helmsman has taken his position at the tiller. Everything is ready to set sail. In reality, the barges were not positioned so close together in the moving waves of the surf. Mesdag took this artistic liberty to show both ships up close and, as befits a true marine painter, in perfect detail.

[image: This is the painting Ready to Leave (Klaar voor Vertrek) by Dutch artist Hendrik Willem Mesdag, created in 1897.]
14 Hendrik Willem Mesdag, Ready for Departure, 1893, oil on canvas, 141 x 181 cm. 
⏎


[image: This painting depicts a moment during the Four Days' Battle of 1666, specifically the capture of the English flagship Royal Prince by the Dutch.]
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Introduction

Following the example of seventeenth-century marine painters such as Van de Velde, Bakhuizen, and Nooms, the nineteenth-century marine painter saw ships as the main subject of his paintings, rather than water, the natural environment of shipping. As such, he presents himself as a specialist in the painting of maritime subjects, possessing a high degree of specific expertise. The marine painter’s perspective on his craft can be further clarified by focusing on his choice of subjects. What did marine painters choose to paint in the nineteenth century?

In order to answer this question, an inventory was made of the subject matter of the paintings submitted by the marine painters to the Tentoon-stelling van Levende Meesters in Amsterdam, The Hague, and Rotterdam, which were the main art centres at the time. This corpus of paintings can be considered representative of the period 1808–1900, because of the 110 marine painters on the Reference List of Marine Painters, the vast majority, namely 77, submitted works. This gives a total of approximately 1,587 paintings. Based on the content of the titles of the paintings as listed in the exhibition catalogues, a subdivision by subject has been made.1

Some examples of letters sent with the paintings for the exhibition show that the painters themselves specified the desired title of the work, sometimes in the form of a description of the picture. In 1849, for example, Govert van Emmerik sent a letter to a certain H. P. F. Hooft, secretary of the exhibition committee in The Hague. Explaining the painting he submitted, he described a scene of a steamship in distress being brought to the rescue by a fishing boat. Van Emmerik mentions several shallops with figures, the struggle against the strong surf, and the passengers on board the steamer. The exhibition catalogue uses only the first sentence of the description: ‘Een woelende zee, met eene stoomboot, welke na verschillende avarijen onder de Kreek vastraakt.’ (A choppy sea, with a steamer stuck at the creek with several damages.)2 Although it is not possible to establish for all the titles in the catalogues that they contain information about the painting provided by the painter himself, I have assumed that the titles of the painting are largely correct in terms of the content.

An analysis of the entries shows that the type of picture without a title specifying content, the ‘general’ seascapes such as Still Water with Ships, Choppy Water with Ships, or Seascape, is by far the largest category at 96.5 per cent. Within the remaining 3.5 per cent of paintings, the subjects of modern steam navigation (1 per cent), maritime history (1 per cent), and reportage (1.5 per cent) can be distinguished. Of the total number of titles, shipwrecks account for about 5.5 per cent of the paintings by marine painters. There appears to have been a huge difference between the production of paintings with more specific themes and the largest category of ‘general’ seascapes.3 The attribution of titles to paintings as printed in catalogues was obviously partly dependent on the ability of the cataloguer to assess the nautical aspects of a seascape. This undoubtedly influenced a more or less accurate description of the paintings in the catalogue entry.


‘General’ Seascapes

In the largest category of paintings (96.5 per cent) comprising some 1,533 ‘general’ seascapes, there seems to have been little variation in the treatment of the subject for the public of the time. Indeed, the lack of variety in the work of marine painters was a common complaint in art criticism. In 1832, for example, an art critic wrote in a newspaper review of Johannes Schotel’s work, much to the indignation of his biographer and son, Gilles Schotel, that it would be desirable for him to add some variety to his paintings. By occasionally painting a thunderstorm and a rising or setting sun at sea, he suggested, Schotel could get more out of being a marine painter. Gilles defended his father by saying that he, like other painters, was not usually free to choose his subject matter.4

Even in later years, art critics continued to comment on what they perceived to be the uniformity of the marine painters’ pictures. In 1848, on the occasion of the Tentoonstelling van Levende Meesters, one complained: ‘Waarom zijn nu de schilders zo monotoon in hunne zeetafreelen?’ (Why are the painters now so monotonous in their sea scenes?). In 1851, Petrus Schotel’s work was thought to be nothing more than ‘twee schepen met golven, en golven met twee schepen’ (two ships with waves, and waves with two ships). In 1869 it was claimed: ‘Altoos op hetzelfde te varieeren, gaat toch niet aan. De zeeschilders hebben daar nog al eens een handje van.’ (Always varying the same is no good. The marine painters have a habit of doing that.)5

This was the reaction of the art critics, but it is questionable whether potential buyers felt the same way. Given the large proportion of this category, the calm-looking, unobtrusive seascape, inspired by a seven-teenth-century composition and painting style, was probably exactly what the art buyers wanted. An example of a ‘general’ seascape is a work by George Willem Opdenhoff, with a scene of everyday life and the Dutch flag at the centre of the painting (figure 15). On the left are two ponen, probably used as ferryboats, on the right a schouw is sailing and in the background a koff, a coaster, can be seen. Such a composition, which can be traced back to the work of, for example, Willem van de Velde (ii), appealed to patriotic feelings in a pleasant and discreet way. For the connoisseur, such a painting offered the familiar sight of ships that could all be named and whose truthfulness of representation could be properly judged.6

[image: This is the oil painting Sailing Vessels in a Calm (or Ships on calm water) by the 19th-century Dutch painter George Willem Opdenhoff.]
15 George Willem Opdenhoff, Ships on Calm Water, circa 1860, oil on canvas, 42 × 47 cm.⏎
In order to sell as much of their work as possible, marine painters, like other painters, had to take account of the demands of the market in a businesslike and flexible manner. Johannes Schotel, for example, had no problem making adjustments to size, composition, and detail, such as changing an English flag to a Dutch one, at the request of customers. When delivering a piece depicting stormy weather, he himself suggested making a still water as a pendant.7 Louis Meijer is also known for adapting to the customer’s wishes.8 

 By showing examples, the client could be given ideas. Christiaan Kannemans had an album with elaborate drawings in ink, washed in brown and black with a brush, that may have served as a book of examples or models for clients. A selection could be made from the compositions, in which different parts and details could be incorporated according to the client’s taste.9

The very high proportion of ‘general’ seascapes, in combination with the critics’ comments on the lack of variety in marine paintings and the willingness of marine painters to make changes, as outlined above, provides an insight into the production practices of marine painters. For them, the variety within the 96.5 per cent of painting submissions depicting calm and turbulent waters most likely lay in the different types of ships, how the ships reacted to weather conditions, and the actions of the crew. One example is A Ferry Stuck on the Windward Side by Hermanus Koekkoek (i), which shows a barge trying to sail out of a harbour against the wind (figure 16). The crew attempt to manoeuvre away from the shore by means of a line, running through the boat mooring. For the marine painter with a knowledge of maritime matters, such details made the scene interesting, as they allowed him to demonstrate his nautical expertise. From his point of view of his craft, in which much attention was paid to ships, there was thus plenty of variation within the theme of the ‘general’ seascape.

[image: The image is a painting by Hermanus Koekkoek (1) titled A Ferry Stuck on the Windward Side, painted in 1849.]
16 Hermanus Koekkoek (i), A Ferry Stuck on the Windward Side, 1849, oil on panel, 35 × 52 cm.⏎


Shipping Disasters

Of the total number of entries by marine painters for the Tentoonstelling van Levende Meesters in the period 1808–1900, about 5.5 per cent of the paintings can be categorised as strandings, rescues, and/or shipping disasters. This is about 90 paintings. Between 1835 and 1860, paintings with these themes were submitted almost every year. A peak was reached in the years 1850–1854 (see chapter 6, graph 6). The interest in the subject was fuelled by a number of social and cultural developments that helped marine painters to distinguish themselves from other painters by their expertise and provided a market for their work. Some of the marine painters who focused on the theme of the shipping disaster were Ary Pleijsier, Christiaan Kannenmans, and Louis Meijer.

The Dutch marine painter of the nineteenth century, like his compatriots, was regularly confronted with the grim reality of the many casualties caused by shipping at that time. Newspapers and magazines reported in detail on the accidents, the harsh weather conditions, and the fate of the crews, rescuers, and ships. The course and outcomes of rescue operations were discussed, as were the rewards for the rescuers and the support for the bereaved families. In short, the shipwreck was the talk of the day among those who experienced it first-hand and among the reading public.

Indicative of the involvement of the population was the private initiative that led to the establishment of two rescue companies in 1824: the Noord- en Zuid-Hollandsche Reddings Maatschappij and the Zuid-Hollandsche Maatschappij tot Redding van Schipbreukelingen, in accordance with the division of the coast into pilotage districts. Compassion for the victims and the great admiration for the rescuers ensured widespread public support. From the outset, the costs were covered by fund-raising campaigns throughout the country. In the eyes of the people, the courageous rescuers were nothing less than patriotic heroes.10

Meanwhile, in the first half of the nineteenth century, the influence of the European Romantic movement was slowly seeping into art and literature. However, there was no large-scale imitation of Romantic painting among Dutch painters, either in subject matter or style.11 It was mainly through the work of English, German, and French painters, that the Dutch public was introduced to the Romantic style of painting. They visited the Netherlands to study the landscape painters of the seven-teenth century and exhibited regularly at the Tentoonstelling van Levende Meesters in the decades around 1850. The paintings of the French painters Théodore Gudin (1802–1880) and Eugène Isabey (1803–1886), and the German Andreas Aschenbach (1815–1910), who devoted themselves wholly or largely to marine painting, were appreciated and purchased by Dutch art lovers.12 

Storms at sea were a popular subject during the Romantic period, but here they reverted to a theme that had been part of the Dutch school of painting for over 200 years and was highly appreciated by connoisseurs (figure 17) .13 The work of foreign marine painters undoubtedly stimulated the production of paintings depicting maritime disasters in the years 1835–1855. For the Dutch marine painters, however, it was not a matter of emulating a Romantic theme and style. First and foremost, they placed themselves in a genre-specific Dutch tradition, which enabled them to stand out as true specialists in the subject. The appropriation of Dutch marine painting by foreign painters was observed with suspicion by art critics (see chapter 6).

[image: The image is a painting titled Ships Wrecked on a Rocky Shore, a marine painting by the Dutch artist Hendrick Staets.]
17 Hendrick Staets (1626–1659), A Herring Barge and a Merchantman in Stormy Weather, 1650–1659, oil on canvas, 43.5 × 62.6 cm.⏎
The extensive coverage of recent maritime disasters and rescue operations in newspapers and magazines provided an easily accessible source of information and inspiration for the marine painters. A clear indication that they were following the news in the press is the presence of specific details in the titles of the paintings submitted, such as the names of the captain and of the ship, the date, and the location. Ary Pleijsier, for example, sent a painting to the exhibition in The Hague in 1845, entitled The Sinking of the Ship, the Hervatting, from which some fifteen crew members are rescued by the Helmsman Wouter Pleijsier, sailing the Buss De Goede Hoop, on 25 October 1834. (See Rotterdamsche Courant 4 November 1834).14

Pleijsier will have heard the story at first hand from the helmsman, his brother Wouter, but for the sake of completeness he added a reference to the newspaper report to the title. This was Pleijsier’s debut painting at the Tentoonstelling van Levende Meesters and it sold immediately.15 Apart from the fact that Pleijsier was dealing with a traditional theme of the sixteenth- and seventeenth-century school of painting, the precise description of the true story of the shipwreck and the rescue in the title of the painting also indicates the special status that the marine painter attached to these works. Indeed, such detailed information about the picture was only included in the titles of history paintings, which were at the top of the painting hierarchy.

The stranding of the Jan Hendrik on St Paul’s Rock in 1845 prompted several marine painters, including, once again, Ary Pleijsier, to create a painting. Art critics encouraged the marine painters to capture the scene.16 The wrecking of the barque off the coast of Brazil had caused a sensation. Newspapers published articles on the circumstances of the disaster, the return home of the crew, and the reward for the brave and tenacious rescuers.17 In 1847, the Reverend and poet Bernard ter Haar (1806–1880) published a best-selling edition of his poem De St. Paulus Rots, which was supplemented by the logs of the ship’s doctor J. Hanou Jz. and the first mate H. Vierow, both eyewitnesses to the shipwreck.18

Pleijsier’s repeated choice of the well-documented maritime disaster stemmed from his fortunate debut with this type of painting at the Ten-toonstelling van Levende Meesters in 1845. By now he was well aware of the prestige and popularity of the subject, for in 1847 he wrote: ‘Onlangs ben ik op het idee gekomen om eenige mijner schilderijen op steen te brengen, zoo als historischen schipbreuken’ (Recently I have come up with the idea of putting some of my paintings on stone, such as historic shipwrecks).19 He is referring to lithography, a reproduction technique that flourished in the nineteenth century and allowed images of paintings to reach a wider audience.20 Pleijsier found that shipping disasters, strandings, and rescues were a good source of income, regardless of the period.

Christiaan Kannemans’s approach to a commission from the pilotage authority of Brouwershaven, Zeeland, also points to the high status of the maritime disaster on canvas. The Austrian brig Pegno d’ Amicitia had run aground off the coast of Schouwen on 25 October 1852. Pilots had managed to bring the entire crew safely to shore, but a lifeboat from Hellevoetsluis, which had also set sail, never returned from the sea. Kannemans travelled to Zeeland to study the situation on the spot, talk-ing to eyewitnesses and collecting newspaper reports. The two paint-ings he produced were to be raffled off to benefit the widows and orphans of the drowned rescuers. The lottery never took place, but Kannemans managed to get both works into respectable places. He offered the larger one to King Willem iii, who accepted it. He had tried in vain to give the smaller one to the Austrian emperor. The latter dclined his offer, probably because he had already received a painting of the same incident from Ary Peijsier earlier that year. In 1853, Kannemans obtained a respectable location for his painting in the council chamber of Brouwershaven (figure 18).21 


[image: The image is a painting titled The Rescue of the Crew of the Austrian Brig “Pegno D'Amicizia” on October 25, 1852 by the artist Christian Cornelis Kannemans.]
18 Christiaan Kannemans, The Stranding of the Austrian Brig Pegno d'Amicitia, 1853, oil on canvas, 131 × 220 cm.⏎

He had painted the dramatic rescue on canvases of considerable size that were usually reserved for history paintings. Kannemans’s attempt to have the two paintings included in the royal collections shows that he himself regarded them as special and prestigious works. He was not alone in that opinion. Indeed, his fellow painters in the Amsterdam artists’ association Arti et Amicitiae were interested in exhibiting the canvas in the association’s art gallery in April and May 1853. Arti’s exhibition programme in those years was largely determined by a predilection for history painting.22 After the exhibition, Arti included a print of the painting in the assortment of reproductions, which were sold for the benefit of the widows and orphans fund of the association. Historical scenes formed an important part of this collection of prints after paintings. The print depicting the shipwreck of the Pegno d’Amicitia easily held its place among them for many years.23

The view of the shipwreck as a history painting automatically entailed a higher status for the maker. Louis Meijer demonstrates this with his self-portrait of 1838 (figure 19) .24 In 1833, Meijer had begun to paint seascapes. The grounding of the Willem i on Lucipara in 1837 was, in his own words, the decisive moment to specialise in marine painting.25 He was able to find all the details in the extensive press coverage of the shipwreck.26 He also published a booklet in 1839 especially to accompany the painting with the title Verklaring der schilderij, voorstellende de schipbeukelingen van Z.M. Stoomschip Willem i. op de Lucipara.27 He thus provided his painting with an extra historical and literary reference, as was customary in history painting.

[image: An illustration features a partial self-portrait with a dog, alongside an easel displaying a seascape painting of a boat near land under a cloudy sky.]
19 Louis Meijer, Self-Portrait, 1838, oil on canvas, 136 × 120 cm.⏎

In this self-portrait, which recalls seventeenth-century portraiture, Louis Meijer poses in front of his easel holding the painting of the Lu-cipara grounding. Meijer looks polished and wears a large ring on his finger. He is dressed in an expensive cape and a velvet beret, very remi-niscent of the headgear that Rembrandt wore when he painted himself. Contemporary viewers would have immediately understood that he was identifying himself with the most famous history painter of the Golden Age. With this pictorial claim to fame, Meijer not only made it clear that he was a marine painter, but he also presented himself as a successful artist who possessed the skills to produce a high-quality historical marine painting.

In addition to current news events, historical travel accounts based on true events were often used as a source for painting a maritime disaster. Such historical travel literature, which dates back to the fifteenth century and is sometimes illustrated, became popular in the eighteenth century and was also (re)published in the nineteenth century. The often elaborate stories featured travellers, ship’s crews, and passengers who had to deal with all kinds of misfortune.

An example of a painting of such a disastrous historic voyage is the work by Ary Pleijsier, which was exhibited in The Hague in 1847, entitled The Wrecking of the Dutch ship the Cormandel, in the Gulf of Bengal, depicting the moment when the ship ran aground and two of its boats are busy rescuing some passengers and crew. (Histoire de naufrages par Deperthes).28 The merchantman Coromandel was part of a voc fleet that had sailed from the east coast of India in 1660. Pleijsier mentioned his source of inspiration for this painting: a collection of travel accounts, the full title of which was Histoire des naufrages, ou recueil des relations les plus intéressantes des naufrages, hivernemens, délaissemens, incendies, et autres evénements funestes sur mer; qui ont été publiées depuis le quinzième siècle jusqu’à présent. Jean-Louis Hubert Simon Deperthes (1730–1792), a lawyer and literary scholar in Paris, was the editor of the three-volume edition. This late eigh-teenth-century French collection of true stories, was compiled from eyewitness accounts of shipwrecks, forced over-wintering, abandoned crews, ship fires, and other calamities that could occur at sea. The books were republished in several supplemented editions during the nine-teenth century. Pleijsier submitted another painting of a historic shipping disaster in 1848, The Shipwreck of the English Galleon the Bottingham in 1710. In order to depict this scene, he had drawn on the same literature as the previous year.29


Maritime History

The nineteenth-century focus on the history of the seventeenth-century Republic gave marine painters the opportunity to expand their oeuvre with historical scenes from an illustrious period when shipping had brought power and prosperity to the Netherlands. However, only a small number of marine painters had the interest and skills to paint historic ship types, especially large warships. Just over 1 per cent of the entries by marine painters in the Tentoonstelling van Levende Meesters in the period 1808–1900, amounting to about nineteen paintings, were related to maritime history. As with the actual reporting of maritime disasters, marine painters positioned themselves as history painters by painting the actions of historical and contemporary navies. In this choice of subjects, they aligned themselves with marine painting of the seven-teenth-century, in which the deeds of the sea heroes of the time were immortalised by great masters such as Bakhuizen and the father and son Van de Velde (figure 20) .

[image: This painting is titled The Surrender of the Royal Prince, painted by Willem van de Velde the Younger around 1670.]
20 Willem van de Velde (ii), The Surrender of the Royal Prince during the Four-Day Sea Battle, circa 1670, oil on canvas, 97.5 × 128 cm.⏎
In the 1853 painting, Scene from the Four-Day Sea Battle of 1666 by Aegidius Clemens August Schönstedt (1812–1881), the imitation of the style and composition of these marine painters is clearly present (figure 21). Elements borrowed by Schönstedt include the design and tonal differences of the waves, the low horizon, and the placement of the warships in the composition. Notable deviations from the seven-teenth-century works include the more colourful palette of the nine-teenth-century marine painter, the stronger contrasts in the treatment of light, and the incited heroism of the battle scene. Schönstedt, Hendrik Vettewinkel, Willem Gruyter Jr., and Eduard van Heemskerck van Beest submitted several marine history pieces from the 1830s to the 1870s. The addition of historical names, events, and specialist literature to the titles indicates an active interest in maritime history on the part of these marine painters. Famous naval heroes were mentioned, such as Lieutenant-Admiral Michiel de Ruijter, Vice-Admiral Aert van Nes (1626–1693), and Admiral Cornelis Tromp (1629–1691). Quotations and references were made to the ten-volume publication Geschiedenis van het Nederlandsche zeewezen by historian J. C. de Jonge from 1833–1848 and Het leeven en bedryf van den Heere Michiel de Ruiter, a seventeenth-century biography by Gerard Brandt. 




[image: This painting depicts the Battle of Texel (also known as the Battle of Kijkduin), fought on August 21, 1673.]
21 Aegidius Clemens August Schönstedt, Scene from the Four-Day Sea Battle of 1666, 1853, oil on canvas, 99 × 141 cm.⏎
Besides the title, a marine painter could also be elaborate in the accompanying text he sent with a painting. Thus, for the exhibition in The Hague in 1849, Schönstedt added a four-page letter to his canvas, which was entitled The Last Moments of the Naval Battle at Kamperduin, between the Batavian Fleet under the Command of Vice-Admiral de Winter, and that of the English under the Command of Admiral Duncan, on 11 October 1797. (For further details, see ‘De Jonge’, Geschiedenis van het Nederlandsche zeewezen Volume 6, 11th piece, p. 242, and following).30 To be sure, in his letter he copied the ‘further details’ in Geschiedenis van het Nederlandsche zeewezen to explain the exact moment of the sea battle depicted in the painting. This shows how much Schönstedt had studied the subject. No doubt he had done his utmost to ensure that every factual detail in his painting corresponded to the historical sources.

Petrus Schotel went one step further than producing a painting and an accompanying letter. By publishing an impressively illustrated work of history, he positioned himself as a serious documenter of maritime history. Between 1849 and 1855, his large-format album of plates entitled Heldendaden der Nederlanders ter zee van de vroegste tijden tot op heden was published in Amsterdam. Schotel not only produced the 45 lithographs but also wrote the texts. He used De Jonge’s Geschiedenis van het Nederlandsche zeewezen as a basis for choosing the subjects and explaining the prints, and did some additional research of his own. His biographer praised the depth of his research, which went back even further than J. C. de Jonge’s, and the accuracy of his depictions of the historical details of ships, rigging, and manoeuvres in naval battles. In his opinion, Schotel had thus proved that he had a thorough knowledge of nautical science and that he was also a true historian, otherwise he would not have been able to produce this work.31

The various editions of De Jonges Geschiedenis van het Nederlandsche zeewezen were only sparsely illustrated, mainly with portraits and nautical charts.32 As a result, Schotel’s maritime-historical Heldendaden der Nederlanders ter zee was one of the first fully illustrated historical publications of the nineteenth century. In the foreword, addressed to King Willem iii, he emphasised the royal family’s connection with historic seafaring and stated that his aim with the work was to disseminate ‘Neêrlands Oorlogsen Kunstroem’ (Holland’s great fame in war and arts) in a dignified manner. Petrus Schotel saw the visual documentation of maritime history as an important part of the marine painter’s specialism. This is why, after his name on the title page, he first mentioned that he was a marine painter, and could therefore be considered an expert on the subject, before listing his other social functions and achieve-ments.33

For a number of marine painters, this choice of subject and their conception of their profession as maritime chroniclers was clearly motivated by national sentiment. This is demonstrated by the fact that they not only painted historical victories, but also recorded the operations of the contemporary Dutch navy in the East Indian Archipelago, also known as the East.34 While only the bombardment of Algiers (1816) and the Belgian Revolt (1830–1831) had required the use of warships, the navy in the East was involved in a military operation almost every year in the nineteenth century. Following the transfer of the former VOC colonies from England to the Netherlands in 1816, the navy was faced with a task far from home in a vast area of great economic importance. The Koloniale Marine set up for this purpose, called the Gouvernements Marine after 1861, provided all kinds of services in terms of communication, transport of people, goods, and money, and coastal security from the sea when troops landed. On the routes between the islands, they had their hands full fighting local pirates, who often outwitted the large, cumbersome sailing ships with their small praus and escaped with the loot. Around 1850, the fleet was reinforced and modernised with steamers, which proved more effective than sailing vessels in fighting the pirates and transporting infantry.35

After the colonial fleet became more efficient with the addition of steamships, paintings of naval action were submitted to the Tentoon-stelling van Levende Meesters by a few marine painters, most of them (former) naval officers.36 The earliest example is a work by Christiaan Kannemans at the Rotterdam exhibition in 1858. He painted a rescue after a drawing by Louis Merckes de Stuers, a marine painter and also a naval officer who had been present at the scene. The catalogue mentions the collaboration after the appropriately detailed title for a history painting: The Rescue of 62 Alfoer Warriors by HMS Steamship Celebes, Commander J. E. de Man, in Moluccan Waters, 30 April 1856 (sketched on the spot by Lieutenant L. de Stuers).37 Eduard van Heemskerck van Beest, who also produced history paintings of seventeenth-century naval battles, exhibited Pirates in the Indian Sea Pursued by a Dutch warship, at the Amsterdam exhibition in 1865.38 For these marine painters, the motivation for the creation of this type of painting, was obviously more closely linked to the heroism and successes of the crews of the ships fighting for the fatherland, than to the period in which this took place.


Steamers

Already in the early nineteenth century, paddle steamers were plying Dutch waters. Commercial steamship companies were established in many towns for the domestic transport of people and goods. The use of steam technology, developed in England, marked a revolutionary step in ship propulsion. By the middle of the century, a functioning network of steam ferry services had developed, providing passenger and freight transport throughout the country and on the coastal waters. Sea links with other countries were still limited to England, France, and northern Germany. Steamships were used for military purposes because they were reliable and fast, mainly for activities along the coast of the Netherlands and in the colonial territories of Indonesia.39 After the improvement of steam engines, the substitution of paddlewheels by propellers and the opening of the Suez Canal in 1869, more and more steamships took to the seas, gradually replacing sailing ships.40

As we have seen, Dutch painters of the seventeenth century were highly regarded by art experts, even internationally. From the last decades of the eighteenth century, the traditional genres in painting were the examples to follow, both in terms of content and quality.41 For the marine painter, therefore, following seventeenth-century marine painting remained a guiding principle in the practice of his profession until well into the second half of the nineteenth century. It is not surprising that it must have been difficult to incorporate the modern development of steam navigation into marine paintings. Only about 1 per cent of the entries by marine painters in the Tentoonstelling van Levende Meesters in the period 1808–1900 can be placed in the category of paintings with steamships. This is a total of about fifteen paintings.

In the 1820s and 1830s, marine painters submitted only three steamship paintings.42 Steamships were painted much less frequently than traditional sailing ships, and they tended to be depicted in a composition and style close to seventeenth-century painting. An example of this is the painting The First Steamboat on the IJ by Nicolaas Baur, which is probably the earliest painting of a steamship by a Dutch marine painter (Figure 22)
.43 The focus of Baur’s composition is not the paddle steamer Defiance, the first steamship to be seen in the Netherlands (1816), but the yacht on which the royal family was travelling. King Willem I had come from The Hague with his family to see the maritime innovation in person.

[image: This painting, titled The First Steamboat on the IJ, depicts the arrival of the first steam-powered vessel in the port of Amsterdam on September 24, 1816.]
22  Nicolaas Baur, The First Steamboat on the IJ, before 1820, oil on panel, 53.5 x 74 cm.⏎
The Defiance is on the left, near the edge of the painting. The steamship, despite its tall funnel and a long plume of black smoke, is almost indistinguishable from the background of sailing ships. It was not the steamboat but the presence of the King that prompted Baur to record the event. The painting is executed in the style of Willem van de Velde (II), as can be seen from the treatment of the light on the sails and the colours. With this work, Baur shows that he was more concerned with emulating this seventeenth-century marine painter than with recording the new developments in shipping.

In the first decades of steam navigation marine painters were not very interested in the subject. A steamship was almost always painted when a commission could not actually be refused. The clients were the owners of steamers who wanted a portrait of their ship. An example of this is Johannes Schotel’s panel, which he made for the opening of the very first Dutch steam ferry service across the Hollands Diep in 1823. He portrayed the paddle steamer Wilhelmina arriving at the Moerdijk in 1823 (Figure 23).44

[image: This painting is titled The Steam Ferry at the Moerdijk (or De veerstoomboot bij de Moerdijk in Dutch) by the artist Johannes Christiaan Schotel.]
23 Johannes Christiaan Schotel, The Steam Ferry at the Moerdijk, 1823, oil on panel, 40 x 54.5 cm.⏎
According to his son and biographer Gilles Schotel, Johannes Schotel is known to have had no interest at all in steamships. Exceptionally and reluctantly, he had accepted a commission from Frans Jacob Otto Boijmans (1774–1847), a collector who owned a large collection of old and modern Dutch paintings. Schotel probably did not want to disappoint this client, as his biographer noted: ‘Hoe zou hij anders eene stoomboot hebben kunnen afmalen?’ (How else could he have painted a steamer?).45 In fact he never painted steamers again. Another indication of Schotel’s disinterest in modern steam navigation may be the fact that, in the administration of his paintings, he referred to the Wilhelmina as a steamboat in general rather than as a paddle steamer in particular. Although, unlike Baur’s Defiance, the Wilhelmina plays a central role in the picture and the steamer has a more or less active role, this scene is also similar in composition, style, and atmosphere to the work of Willem van de Ve l d e (II) (Figure 24).46

[image: This image displays the oil painting Ships off the Coast (also known as Dutch Ships in a Calm), created by Willem van de Velde (II) after 1670.]
24 Willem van de Velde (II), Ships off the Coast, after 1670, oil on panel, 42 x 46 cm.⏎
Baur’s and Schotel’s strong orientation towards seventeenth-century painting styles and their lack of interest in new developments in shipping is emphasised in the composition by the absence of any relationship between the modern and traditional ships. During the same period, a contemporary of these marine painters also depicted the combination of sailing and steam navigation in a very different way. Johannes Boshamer, probably commissioned by the steam ferry company, painted the paddle steamer Prince Frederik around 1825, which was operating a ferry service between Rotterdam and Dordrecht (Figure 25).47 The Prince Frederik is shown in full length, as is appropriate for a ship’s portrait. In front and behind the funnel, the deck is filled with passengers. On the water, to the left and behind the steamer, a tjalk tacking and a poon can be seen, vessels that were used for passenger transport in traditional ferry services. The Prince Frederik steams at a steady pace, straight ahead of the sailing ships.

[image: The painting depicts a scene of shipping on the River Mersey on the Wirral side, near Liverpool's Perch Rock Fort and Lighthouse.]
25  Johan Hendrik Boshamer, The Paddle Steamer Prince Frederik, around 1825, oil on canvas, 46.5 x 39.5 cm.⏎
Boshamer shows the advantages of steam-powered shipping, which, incidentally, would have been his patron’s explicit wish. For example, the modern ship was no longer dependent on wind direction and currents. In his composition, Boshamer placed the two types of ship in an equal and dynamic interaction. To my knowledge, he was the first marine painter to develop the combination of sailing and steam navigation as a main theme in this way.48 The rapidly changing shipping industry was depicted by Boshamer in a contemporary, more linear style. Thus, in contrast to Baur and Schotel, he was right at the centre of his time.






Traditional sailing ships continued to dominate marine painting for a long time. From around 1850, however, marine painters also featured steamboats in leading roles in ship disasters or groundings, as well as in the other marine subjects.49 As steam navigation became an increasingly important part of everyday life and of the military fleet, more and more marine painters sent paintings with steamers to the Tentoon-stelling van Levende Meesters. Compared to the period 1808–1839, when the number of such works could be counted on one hand, the increase is clearly noticeable. Between 1840 and 1900, at least twenty paintings with steamships were submitted by marine painters, with a peak of fourteen entries in the years 1858–1870.50 The steamer, either as a motif or as a detail in the background, was most probably even more common in the paintings than the titles would indicate. The growth of works depicting steamships shows that there was a public interest in such paintings. The new type of ship was therefore also accepted by a proportion of the marine painters.


[image: This painting is widely attributed to the Russian-Armenian marine artist Ivan Aivazovsky, known for his dramatic seascapes. The artwork is generally titled Stormy Sea at Night.]
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Introduction

To what extent does the marine painter’s perception of his craft coincide with other painters’ views of the genre? The position of marine painters and the opinions about marine painting among their peers are examined through three elements of the artists’ association. I chose the artists’ association for this study because here we find the highest concentration of fellow painters. We will take a closer look at Teeken-genootschap Pictura (Dordrecht), Arti et Amicitiae (Amsterdam), and Pulchri Studio (The Hague).

For the professional artist, artists’ associations were of great importance as they provided access to a network of commercial, artistic, and social contacts. The association, as the guilds had done until 1798, sometimes even offered financial support in the event of work incapacity, or money was paid to widows and orphans on the death of a member. Most painters were therefore keen to be members of one or more associations. For a painter, it not only meant an acknowledgment of his artistic ability, which gave him a certain status, but above all it was an opportunity to exhibit and sell his work. In the second half of the nineteenth century, membership exhibitions were the main stage on which the associations demonstrated their preference for certain artists and art forms.1

The first element addressed is the representation of marine painting and marine painters within the organisation’s aims, its structure, and the events at which a painter or a specialism could receive particular attention. Members gathered for honorary dinners, feasts, and funerals and on such occasions the nature and quality of a painter’s work was expressed through laudations, eulogies, and festive speeches. This is not so much about the appreciation of the paintings, but about the interest in the marine painter in comparison to other artists. The second element is the membership of the artists’ associations and the proportion of the marine painters within them. These data are linked to the third element: the sales exhibitions consisting exclusively of members’ works. The developments within these sales exhibitions reveal the position of marine painters on the art market in the second half of the nineteenth century.2


The Artists' Association

Until the end of the eighteenth century, an artist had to be a member of the St Luke’s Guild, the fraternity of painters and associate craftsmen. As well as overseeing the quality of the training for aspiring painters, the guild protected the production of local masters from competition from outside the city and facilitated the sale of their work. In Amsterdam, for example, by the second half of the seventeenth century, the guilds had set up art rooms for their members, where they could meet potential buyers. Part of the income, including membership fees, was used to support impoverished members and their family in case of death. With the dissolution of the guilds under French rule in 1798, this social provision also disappeared.3

Alongside the guilds, art societies emerged in the eighteenth century, but they did not play a significant role as representatives of a profession, though they did attract the attention of commissioners. These societies brought together artists, amateurs, and art lovers for artistic study and recreation. They drew from models and organised meetings to contemplate works of art. The oldest Dutch artists’ association, for both amateurs and professional artists, originated from such an art society, namely Teekengenootschap Pictura (Pictura) in Dordrecht, founded in 1774.4

In the 1830s, artists began to feel the need for mutual organisation and to receive more material support. The poor economic situation in the country worried many artists. The number of art purchases by the government and private individuals had fallen and prices for art were low, while the supply was high. In 1839, a group of artists in Amsterdam took the initiative to found Arti et Amicitiae (Arti), the first Dutch association for professional visual artists. Pulchri Studio (Pulchri), another association for professional artists, was founded in The Hague in 1847.5 These artists’ associations are important because Amsterdam and The Hague were the most influential art centres in the nineteenth century.

From 1840 to around 1870, the most prominent artists in the Dutch art world were connected to Arti.6 From 1870, with the development of the Haagse School, Pulchri took this prominent role from Arti in terms of both artistic scope and size.7 Pictura was a small artists’ association, but it is interesting because Dordrecht was the home town of Johannes Schotel and his pupils, and the surrounding region was traditionally strongly linked to shipping.8

On paper, all professional artists were welcome to join these three associations, regardless of their specialism or art discipline. In the wording of the aims and regulations, the board made no difference in terms of membership. This would also be inconsistent with the intended promotion and flourishing of the visual arts. In order to manage the subjective nomination of potential members, the assessment and the preferences, strict voting procedures were put in place. The main criterion for membership was the quality of the work. Whether it was of a sufficient standard was judged by artists who were already members. This indicates that artists knew each other’s work and had opinions about it. That marine painters were also recognised and respected as artists by their fellow artists is shown by the fact that they were accepted as members and even appointed as chairmen.9

Throughout the nineteenth century, a number of marine painters were members of one or more artists’ associations at the same time, and they also exhibited at the members’ sales exhibitions. Of course, in the membership files we find familiar names such as Schotel, Meijer, and Mesdag. But we also see, for example, Kiers, Dreibholtz, and Breuhaus de Groot, all marine painters who produced high-quality work but do not appear in the current art historical literature. For each of the elements studied, the three artists’ associations will be discussed below in chronological order of the year in which they were founded, successively: Pictura, Arti, Pulchri.






Aims, Organisation, and Activities

Pictura was founded in the Classicist tradition, with the aim of drawing from live models or plaster sculptures three times a week and to have regular art gatherings.10 The association organised competitions in which participants were challenged to draw from dressed live models, plaster sculptures of the human Figure, and architectural objects such as a capital of the Ionic order.11 The choice of subjects for drawing competitions remained unchanged throughout the nineteenth century. Although genre and landscape were the most common disciplines in Dordrecht, there were no separate competitions for the different specialisms of the members. There is no indication of the artists’ specialism in the membership register. Even on the list drawn up for the centenary in 1874, the only information given in the ‘Bijzonderheden’ (special details) column was the members’ date of birth.12 For a long time, the chairmanship of Pictura was held by marine painters Martinus Schou-man (from 1800 to 1815), Johannes Schotel (from 1831 to 1837), and Frans van den Blijk (from 1837 to 1851).13 It demonstrates that marine painters were considered prominent members of this artistic community.

Despite the neutral attitude towards specialisation, the work of certain marine painters stood out within the association, as shown by the reactions to an exhibition organised by Pictura in Dordrecht in 1819. This exhibition, which was only open to artists born in Dordrecht, featured the work of the three marine painters who were members at the time: Johannes Boshamer, Johannes Schotel, and Martinus Schouman. The latter two had submitted a collaborative painting of the bombardment of Algiers (Figure 26).14 Special attention was paid to the painting in the poems of praise and homage composed by fellow citizens. A certain A. Vogel even dedicated an entire verse to it.15

[image: This image depicts the Battle of Trafalgar, a pivotal naval engagement that took place on October 21, 1805.]
26 Johannes Schotel and Martinus Schouman, The Bombardment of Algiers, 27 August 1816, 1818, oil on canvas, 107.5 x 163 cm.⏎
Another tribute was devoted to praising the artistic talent the anonymous author had come across. In two stanzas, the marine paintings were extensively discussed.16 There is, of course, no critical note in the poems of praise, but it is possible to deduce how a painting like the bombardment of Algiers was perceived. In fact, this painting is given special attention compared to the more general wording used for the other subjects. It is seen as a contemporary history painting, showing a decisive naval action against an enemy of the motherland. This view is consistent with the way in which marine painters themselves positioned such paintings.

The poem also refers to the painting of nature. This theme can be seen as Pictura’s signature, as it is mentioned again in the speeches of a later festive occasion. At the celebration of Pictura’s 50th anniversary in 1824, several painters were honoured in the tributes. Schouman and Schotel were generously applauded. Schouman’s skill in depicting the sea and the sky in stormy weather was described as: ‘Hij, die de zee daar zweept en roert; Hij, die dien zwarten wolkenwagen Door ’t luchtruim, voor den wind, doet jagen, En schepen slingeren doet, en neêr- en opwaarts voert’ (He, who whips and stirs the sea; He who makes that black cloud chariot rush through the skies, before the wind, And makes ships sway, and toss them up and down).17 More lines are dedicated to Schouman’s ability to express nature, the sea, and the clouds, than to that of the landscape painters. Ships are not given much attention in the poem, and even in the stanza about Schotel, the sea is given the leading part. In these scenes, according to the author, the ships only play a supporting role. This is in contrast to the view of marine painters’ themselves, where the ship is central or at least treated as equal to the elements (Figure 27).

[image: This painting is titled Het fregat Zr.Ms. IJssel, onder noodtuig lenzende, 27 december 1814 (The frigate Zr.Ms. IJssel, scudding under jury rig, 27 December 1814).]
27 Johannes Schotel, The Frigate HMS IJssel Sailing with Emergency Rigging, 27 December 1814, 1835, oil on canvas, 51 x 68 cm.⏎

During the celebrations, Schotel was awarded a gold medal for his painting A Calm Sea at a Harbour Pier, which was on display there at the time.18 Both Schotel and Schouman were lauded artists and enjoyed widespread fame for their joint paintings The Bombardment of Dordrecht by the French and The Bombardment of Algiers, two important historical events on a local and national level. The banqueting hall was decorated with one painting by Schouman and two paintings by Schotel, and other works. Pictura was proud of such successful members and it showed. The jubilee was an excellent opportunity to present Schotel, in particular, as a shining example to all Dordrecht painters.


At that time, Schouman and Schotel were not the only important painters in the artists’ association. Abraham van Strij (I) (1753–1826), one of the founders of Pictura and a prominent portrait painter, was still active in 1824. Other famous Dordrecht masters were Michiel Versteegh (1756–1843) and Gillis Smak Gregoor (1770–1843), who were known for genre scenes of candlelit interiors and cattle paintings, respectively. Both were strongly inspired by seventeenth-century painting.19 The attention paid to the marine painters was not only due to their specific artistic skills. It is also an indication that the special status of marine painting as a form of history painting was recognised by other painters as well.

The deaths of the two marine painters, Schotel in 1838 and Schouman in 1848, received more attention at the board and members’ meetings than the deaths of other Pictura members. In the case of Schotel it was written that ‘zijne schildereijen (sic) wedijveren met de beste in dit genre van vroeger dagen, en inzonderheid munten die uit, waar stormachtige luchten en hooggaande zeeën op zijn afgemaald’ (his paintings compete with the best of this genre in earlier times, and especially those that excel in depicting stormy skies and high seas). It was also reported about Schouman that he had distinguished himself in painting turbulent seas.20 At Scho-tel’s funeral on 27 December 1838, a delegation of Pictura was prominently present. Several members had complied with the deceased’s wish to carry his coffin. Frans van den Blijk and Christiaan Dreibholtz, both former pupils of Schotel, together with two directors of Pictura, held the ends of the shroud.21 In this way, the artists’ association bade a dignified farewell to their former chairman and to a great marine painter.

Perhaps due to the lack of leading and successful marine painters, marine painting in Pictura faded into the background in the following years. This can be illustrated, for example, by the booklet published when the new Pictura medal of honour was announced in 1864. It contained a brief history of the artists’ association and an explanation of the origins of the so-called Dordrecht school of painting. According to the author Johan Anthony Smits van Nieuwerkerk (1820–1893), a Dordrecht lithographer, draughtsman, and art collector, who was also a member of Pictura, the painters were united by their love of drawing after nature in Dordrecht and the surrounding area.22 After a detailed description of the city and the region with the river Merwede, and a list of the characteristic elements of the landscape, he concluded that the beauty of the surroundings provided the best study material that the Dordrecht painters could wish for. He focused entirely on landscape painters. Sea painting or marine painters do not appear in this account. In 1874, the same author compiled another publication, this time on the occasion of the 100th anniversary of Pictura, in which he again clearly wanted to present the Dordrecht school primarily as a stronghold of landscape painters.23

Until 1848, Pictura could count among its members Martinus Schou-man and Johannes Schotel, the most important contemporary marine painters. Despite the neutral treatment of members’ specialisations within the board, the drawing competitions, and in the membership registration, they took pride in marine painters and their specialism. This was perhaps partly fuelled by Dordrecht’s age-old connection with shipping, but it is remarkable that these successful marine painters and their works received by far the most attention. They produced paintings that were considered a successful imitation of the realistic painting style of the seventeenth-century and, in a number of cases, depicted important historical events. The perception of these marine works as history paintings contributed to the prestige of marine painters. The work of a marine painter such as Johannes Boshamer, who also contributed to the exhibition in Dordrecht in 1819, probably did not meet these qualifications. Consequently, not a word was said about him in the poems of praise that circulated in the association. Although they were attached to the stylistic continuity of the Dutch school of the seventeenth-century, the Pictura circle did not refer explicitly to examples such as Willem van de Velde (II) or Ludolf Bakhuizen in relation to marine painting.

Arti et Amicitiae was founded in Amsterdam in 1839 under the motto ‘Gelijkheid, openhartigheid en vrolijkheid’ (Equality, sincerity, and joy).24 Its nineteen founders included painters, engravers, architects, and sculptors. Almost all of these artists were associated with the Koninklijke Akademie van Beeldende Kunsten in Amsterdam, either as members, teachers, or because they had been trained there.25 In January 1840, a draft of the regulations was drawn up. These described the aim of the association and how it was to be achieved.26 Any professional artist could become a member, regardless of specialisation. Like the eighteenth-century art societies, Arti offered the opportunity to engage with art on an intellectual level by attending its educational meetings, art viewings, and lectures, and by visiting the library. One difference from Pictura was that Arti, from the very beginning, also took care of the economic side of being an artist. Members had the option to participate in the associations’ national and, later, international sales exhibitions and, as with the guilds, there was a support fund for the widows and orphans of members.

The list of members was published in the very first annual report and continued to appear in subsequent years. The artists’ names were followed by their place of residence and a simple indication of their profession: architect, engraver, sculptor, or painter, without further specialisation. A distinction was made between different types of mem-bership.27 The first 89 honorary members included the royal family, ministers, (former) mayors, professors, and well-known artists from the Netherlands and Europe. Such persons of high stature contributed to the prestige of the association. On 2 April 1840, the Dordrecht marine painter Martinus Schouman was enrolled in this category with serial number three. Just like at Pictura, he also enjoyed the prestige of a renowned artist at Arti.

Among the first 112 working members, which included 92 painters, were 6 marine painters: Abraham Hulk (I), Louis Meijer, Christiaan Dreib holtz, Anthonie Waldorp, Everhardus Koster, and Petrus Schotel, who lived in Brussels, Paris, and The Hague. Schouman, Dreibholtz, Waldorp, and Schotel were also members of the Koninklijke Akademie van Beeldende Kunsten in Amsterdam at that moment. Presumably that is why they joined Arti early. Of the seventeen painters living in Amsterdam, the so-called regular members, none specialised in marine painting.

As the large number of Koninklijke Akademie van Beeldende Kunsten staff among Arti’s founders indicates, history painting was the association’s most highly regarded specialism, and the seventeenth-century Dutch school was cherished as a source of inspiration. This was reflected, for example, in the decoration of the ceremonial opening of the association’s building at the Rokin in 1840. In the corridors and halls, where as many paintings by members as possible were displayed, works depicting national-historical heroic epics and mythological and biblical scenes were given the best places. Between the paintings were five large mirrors inscribed with the names of sixteenth- and seventeenth-century Dutch and Flemish masters surrounded by laurel garlands and oak leaves. A painting by Louis Meijer also hung in this gallery of honour. The works of several other marine painters, Breuhaus de Groot, Petrus Schotel, and Dreibholtz, were hanging elsewhere in the building.28 The atmosphere was very different from that at Pictura, where there were no direct links with academic circles and the emphasis was on the expression of nature in landscape and marine painting.

Arti’s predilection for history painting is also reflected in an initiative that was launched specifically for its members. One of the association’s projects was the so-called Historische Galerij, in which the paintings of its members were assembled and exhibited exclusively.29 The first half of the gallery was opened by King Willem III in 1862 in the new art exhibition rooms of the association building. The then-incomplete second half followed in 1864. The historical gallery eventually consisted of a series of 103 paintings depicting subjects from patriotic history, beginning with ‘Neerlands woeste toestand’ (The Netherlands in savage state), a landscape, and ending with a portrait of the eighteenth-century physician and professor Petrus Camper. The decision to depict the history of the Dutch people stemmed from Arti’s intellectual aims. The gallery was intended to raise the level of civilisation among the general public, as well as to promote fraternal cooperation among artists and the flourishing of the visual arts. In fact, the series of scenes was painted by 77 members of Arti, who had been selected by an in-house vote.30 In addition to the deeds of patriotic heroes, the paintings also depicted the highlights of economic, cultural, and scientific history.31

Of course, in such a wide range of subjects, naval warfare, overseas exploration, and fishing could not be left out. Of the original 103 paintings, 11 canvases can be classified as marine (as a genre) because of the title, such as catalogue number 19, Herring Fishing on the Maas and along the Coast, 1152, catalogue number 46, Battle of Vlissingen, 1672, and catalogue number 55, Cornelis Houtman’s Attempt to Sail past the Cape of Good Hope to Java, 1595.32 Six of the eleven works were produced by five different specialised marine painters, while the remaining five were by painters not listed as such.33 The members of Arti apparently did not have sufficient confidence in the historicist skills of the marine painters to execute all the works relevant to maritime history for the gallery.

History painting was also well represented at Arti in the collection of prints used to generate income for the widows and orphans’ fund.34 The prints on offer were mainly reproductions of paintings. The 1860 list of works of art included twenty titles, ranging from biblical scenes and reproductions of seventeenth-century paintings, to portraits of members of the royal family. One title can be said with certainty to have been a marine (as a genre), namely the aforementioned print The Stranding of the Austrian Brig Pegno d’Amicitia, after the 1853 painting by Chris-tiaan Kannemans. Ten years later, in 1870, the assortment had been extended to 31 prints, including engravings after paintings from Arti’s historical gallery.35 No more marines (as a genre) had been added to the sales list, but the shipwreck of the Pegno d’Amicitia was still being sold, as were the other nineteen prints that had also been available earlier. The perception of the shipwreck as a history painting, which was also found among marine painters and art critics, was thus shared by this artists’ association.

Marine painting took a more prominent place at Arti in the execution of another special project. To mark the 25th anniversary of his reign in 1874, the members put together a gift for King Willem III. Arti had enjoyed a good relationship with the Royal Family for many years. Successive Dutch monarchs had indeed shown an interest in art, purchasing works, and supporting young artists with grants and awards. King Willem II and Queen Anna Paulowna (1795–1865), and after them King Willem III and Queen Sophie (1818–1877), were patrons and patronesses of Arti and regularly visited the art gallery. Willem III had a penchant for drawing and was particularly interested in seascapes. In 1860, for example, he bought 26 of the 163 drawings in an exhibition, including works by marine painters Willem van Deventer and Christiaan Dreib-holtz.36

When the jubilee was celebrated in 1874, the King was presented with 7 frames containing a total of 99 small oil paintings on panel, a frame with 16 medals and 7 engraved copper plates, and an album comprising drawings and photographs of the architects’ work. More than two thirds of the working members contributed to the gift on their own initiative. The King had already purchased from most of them something for his collection in the past.37 Many painters sent representative examples of what they specialised in. Genre scenes formed the largest group with 29 works, followed by 18 landscapes and 16 animal paintings.38 Eight of the 99 painters who contributed were specialists in marine painting, and they too provided a sample of their ingenuity. There were also six more panels with an image that could be classified as marine (as a genre) but were not painted by marine painters.39 This gave a total of fourteen marines (as a genre) (14.1 per cent) in the painters’ gift to the King.


[image: This elaborate piece is a miniature cabinet by the Morgenstern family of painters. Completed around 1830, this specific item is known as the “Morgenstern Family Miniatures Cabinet”.]
28  Gift of Arti to King Willem III. One of eight frames with contributions by marine painters Nicolaas Riegen (top left), Willem Gruyter Jr. (top right), and Everhardus Koster (bottom right), 1874, oil on panel, 140 x 210 cm, individual panels 25 x 40 cm.

In the case of one marine painter, his choice of subject was linked to the royal anniversary. Everhardus Koster’s On the IJ, 12 May 1849, for example, depicts the festivities that had taken place on the IJ in Amsterdam 25 years earlier during the coronation of the King (figure 28). The other marine paintings probably reflected the King’s taste, which was well known to the painters: seascapes and river scenes with fishermen, merchant shipping, the navy, and sailing inland vessels. It is noteworthy that, unlike the landscapes, for example, the marine paintings were given a clear position in the centre, along a continuous diagonal line, symmetrically on the side or at the four corners of a frame. Possibly this was simply to suit his majesty’s taste, or perhaps the arrangement was based on a programmatic idea, demonstrating the importance of marine painting within the Dutch school. After all, the subject matter and style of the 99 panels evoke associations with traditional seventeenth-century Dutch genres. In any case, the members had come up with a gift for the King that was artistically conventional and therefore worthy of Arti.

With its neutral attitude towards the specialisations of individual members upon admission to the association, on the one hand Arti fully lived up to its motto and aim of equality and the fraternisation of artists. On the other hand, the various activities showed a clear preference for history painting and the human figure, both academic subjects, and the emulation of the seventeenth-century Dutch school. Marine painters did not receive any special attention at Arti. This contrasted with Pictura, where marine painting was given more space, partly due to the interest in the expression of nature and the greater distance from academic circles.

The third and final artists’ association is Pulchri Studio in The Hague. Its aims and organisation are not very different from those of Pictura and Arti. Pulchri was founded in 1847 on the initiative of eight artists. The first regulations described the aim of the association in a clear and practical way: to promote art by drawing from dressed live models and by hosting art gatherings.40 Among the founders were landscape painters and also the marine painter Willem van Deventer. Louis Meijer was chairman of Pulchri from 1853 to 1863 and Mesdag held this important position from 1889 to 1907.41 As was the case at Pictura, marine painters were held in high esteem. The presence of landscape painters and the interest in depicting nature may have contributed to this.

Candidates for Pulchri membership were nominated by its own members. During the ballot for admission as a working member, the artist’s oeuvre was studied. The submitted work was exhibited for several weeks and members were urged to view it, in order to make an informed judgement when voting. The strict balloting process showed that the quality of the artist’s work was Pulchri’s main consideration for admission.42

The annual reports presented the state of membership in a matter-offact manner.43 The lists of names were published and a brief report was given on the current number of living members. Deceased members were also listed. In both cases there was no information on the details of the artist’s career and work. Unfortunately, there are no known sources that offer an insight into the appreciation of marine painting or marine painters within Pulchri’s activities.


Membership

In some cases, the marine painters were registered simultaneously and sometimes alternately, with one society as external members and the other as regular members, depending on where they lived. This allowed them to take full advantage of the opportunity to sell their work by exhibiting at the members’ exhibitions. As Willem Schütz explained in an interview in 1929: ‘Ik ben lid geweest van Pulchri, Arti, Sint Lucas, de schildersgenootschappen in Holland, en als zoodanig waren m’n werken op tentoonstellingen in onze groote steden en in het buitenland. Als je op goede exposities uitkomt, verkoop je ook.’ (I have been a member of Pulchri, Arti, Sint Lucas, the painting societies in Holland, and as such my works were at exhibitions in our big cities and abroad. If you are in good exhibitions, you are also going to sell.)44

This sales strategy was not only used by marine painters but was widespread among artists. For the marine painters, as for the other painters, however, this approach did not prove to be sufficient to maintain their position in the art market of the nineteenth century, as their painting style and choice of subject matter later required drastic adjustments. In order to clarify their position in the art market, the following section describes the proportion of marine painters in the membership files and then relates this to the representation of marine painting in the members’ exhibitions.

In the nineteenth century, at least 31 of the 110 marine painters were members of one or more of the artists’ associations Pictura, Arti, and Pulchri (graph 3). Ten marine painters belonged to Pictura in the first few decades. In later years, there were never as many marine painter members of this association at the same time.45 From the foundation of Arti in 1839 until 1900, a total of fifteen marine painters were members.46 At Pulchri, twelve marine painters were admitted between 1847 and 1900.47

[image: A bar chart shows the time periods during which various named painters were members of one or more of these three art societies.]
Graph 3 Membership of marine painters at Pictura, Arti et Amicitiae, and Pulchri Studio, 1800–1900.⏎
A comparison of the membership lists shows that in the period from its founding in 1847 to 1870, Pulchri had more marine painters than Arti, namely an average of 2.5 marine painters per year out of a total of 55 working members, which is an average of 4.5 per cent per year (graph 4).48 During the same period, Arti had an average of 3.6 marine painters per year out of a total of 130 working members, which is equivalent to 2.8 per cent.49 From 1870 to 1900, the proportion of marine painters in both artists’ associations declined. At Pulchri there was an average of 1.8 marine painters out of 127 working members per year (which is 1.4 per cent) and at Arti there were still 3.6 but out of a higher number of working members of 220 (which is 1.6 per cent) on average per year. Thus, in the last decades of the nineteenth century, the percentage of marine painters in these associations was almost the same.50 In the last fifteen years of the nineteenth century, Pictura had an average of 69 working members per year. The proportion of marine painters was then represented by only one person (which is 0.4 per cent).51

[image: The graph illustrates the average percentage of marine painters within the membership rolls of three Dutch art societies: Pictura, Arti et Amicitiae, and Pulchri Studio, between 1840 and 1900.]
Graph 4 Average percentage of marine painters in the membership rolls of Pictura, Arti et Amicitiae, and Pulchri Studio by year, 1840–1900.⏎

The higher percentage representation of marine painters at Pulchri compared to Arti in the period 1847–1870, is probably explained by the interest of Pulchri members in landscape painting and the personal experience of nature. The proximity to the coast of Scheveningen also contributed to this. This interest was more in line with marine painting than the ambience of Arti, an artists’ association with an academic signature, where history painting and the study of the human figure were promoted.

Nevertheless, as evidenced by the highest average number of working members per year, Arti was as popular with marine painters as with other artists. The preference for Arti was linked to the well-organised facilities and larger size of the society, which offered favourable conditions for professional practice and sales results. Shortly after the founding of Arti, Christiaan Dreibholtz and Petrus Schotel joined as external members in 1842. Schotel was not a member of Pictura at the time, but Dreibholtz switched directly from Pictura to Arti and he also joined Pulchri five years later. Given their ages, Louis Meijer and Anthonie Waldorp could have been members of Pictura before Arti and Pulchri were founded. However, they shunned Pictura and immediately joined Arti and, a few years later, Pulchri as well. Willem van Deventer, Hendrik Willem Mesdag, and Eduard van Heemskerck van Beest were also members of both Arti and Pulchri, but not Pictura. Some marine painters were listed as honorary members in the records of Pictura: Schouman, Johannes Schotel, Meijer, and Mesdag received this token of appreciation in the last days of their careers. Schouman was also an honorary member of Arti after his active life as a marine painter.

Membership of more than one artists’ association gave the marine painters a wider geographical reach. This was particularly important for specialist painters such as marine painters, who needed to bring their work to the attention of a small group of enthusiasts. In the period 1870–1900, the first choice for membership among marine painters was still Arti and then Pulchri, albeit with a slight difference. Pictura lost its significance as an artists’ association for marine painters over the years, possibly because of its orientation towards landscape painting, which became stronger after the death of Johannes Schotel in 1838.


The Sales Exhibition

Although Pictura, Arti, and Pulchri had different preferences for particular genres, the artists’ associations were basically neutral towards the specialisms of their members. Nevertheless, as we have seen, marine painting in general, and a number of marine painters in particular, enjoyed a certain artistic authority among their peers in various ways within the activities of the associations. It is worth noting that the fact that there were so few marine painters did not seem to have a negative effect on the position of the genre within the artists’ association. However, this situation did not continue through to the end of the nineteenth century.

It appears that the status and nautical expertise of the marine painter were not sufficient to guarantee continued participation in the members’ exhibitions. Indeed, during the last decades of the nineteenth century, there was a declining trend in the number of marines (as a genre) by marine painters displayed at the sales exhibitions of the three artists’ associations. At the same time, there was an increase of this type of paintings by other painters.52

This development is revealed by an analysis of the catalogues of the members’ exhibitions of the three artists’ associations and the Tentoonstelling van Levende Meesters, organised in the second half of the nineteenth century.

The exhibition catalogue published for Pictura’s centenary in 1874 explicitly stated that only works by painters who had been or were currently members of the association were to be displayed.53 Sixteen marines (as a genre) were on view, all but one produced by ten of the twelve marine painters who were members of Pictura in the nineteenth century.54 Twenty years later, the catalogue of a members’ exhibition in 1895 shows that there were no marine painters among the participating artists at that time, but nine of the paintings exhibited belonged to the category marine (as a genre).55 The marine (as a genre) was therefore still practised by the members of Pictura, but by the end of the nineteenth century they no longer specialised in this particular type of painting. Artists adapted their production to the demands of the market, which could mean a broadening of their field, but also better sales results.

Arti began organising exhibitions exclusively for its members in 1889.56 Every few years, the committees responsible for organising and curating the exhibitions were elected from among the members.57 In this way, the personal preferences of committee members for genres or artists did not have the chance to determine taste, or only for a short time. This gave the artists’ association the opportunity to respond accurately to market demand with its offerings in the members’ exhibition.

As at Pictura, in the seven members’ exhibitions held at Arti between 1889 and 1900, the entry of marines (as a genre) shifted from the marine painters to the other painters. In Arti’s members’ exhibitions, the decline in the number of participating marine painters did not mean, as at Pictura, that there were proportionately fewer marines (as a genre) on display.58 Willem Mesdag is a good example of a marine painter whose choice of subjects and style did indeed fit in well with developments in the art market. Arti therefore made room in the exhibition programme for a solo exhibition by this marine painter, who was an external member of Arti and at the same time also chairman of Pulchri Studio. He was given the opportunity to show 67 paintings and drawings in the art rooms on the Rokin during the summer of 1895.59

Pulchri’s exhibition policy was different. There, exhibitions with members’ work began in 1867.60 The 1870 catalogue shows that works by former members who had recently died were also presented that year.61 The exhibition featured 24 paintings in the subject category of the marine (as a genre) and they were all by marine painters. Meijer and Waldorp, both of whom had died in 1866, were represented by nine paintings each.

From 1886, Pulchri had its own association building on the Prinsengracht in The Hague. Exhibitions of paintings by working members were held there almost every year.62 A major exposition of paintings, sketches, drawings, and etchings was organised in 1888 to mark the opening of the art gallery.63 The fact that only one marine painter, Mesdag, participated with two paintings whereas twelve marines (as a genre) were displayed, shows that the position of marine painters had changed during the last decades of the nineteenth century.

The low participation of marine painters at Pulchri continued. The number who took part in nine members’ exhibitions between 1889 and 1900 remained at around three, including Schütz and Mesdag. Together, they submitted an average of three works each time. The total number of marines (as a genre) was slightly higher, with an average of four to five works per exhibition (graph 5).64 In contrast to Pictura and Arti, at Pulchri the specialised marine painters were almost entirely responsible for the presence of marines (as a genre) in the members’ exhibitions in these years.

[image: The image displays a graph illustrating the frequency of “marines” as a genre in art exhibitions between 1870 and 1900. The data is broken down by whether the paintings were submitted by artists specializing in marine art or by other painters.]
Graph 5 Number of marines (as a genre) in the members' exhibitions of Pictura, Arti et Amicitiae, and Pulchri Studio, submitted by marine painters and by other painters, 1870–1900.⏎
A comparison with the Tentoonstelling van Levende Meesters of the same period reveals a similar scenario. There, too, the number of paintings that could be categorised as marine (as a genre) exceeded the number of works produced by specialist marine painters. According to research by Chris Stolwijk, between 1858 and 1896 the marine category represented 8 per cent of the entries in the Tentoonstelling van Levende Meesters.65 His calculation is based on the titles of the paintings. A count of the works by marine painters, however, yields less than half that, with 3.5 per cent of the entries.66 This indicates that painters who did not specialise in ships and the sea were interested in the theme of the marine (as a genre).

It is noteworthy that in this period, according to Stolwijk, the ‘marine’ at the Tentoonstelling van Levende Meesters was among the top three most highly priced works. The history pieces were the most expensive with an average asking price of 600 guilders. The ‘marine’ shared second place with ‘genre en figuur’ and sold for an average of 350 guilders.67 The prestige of the subject and the difficulty of execution were factors in the price of the paintings. In this respect, there was a relationship between marine, figure, and history paintings, which was also consistent with the view that marine painting was a branch of history painting. The painterly technique of telling a story in both types of painting, through the complexity of a scene with figures or the depiction of ships and the sea, helped to determine their high value on the art market.

Unfortunately for both genres, this elaborate approach and the corresponding themes of patriotic history and the world of shipping fell out of fashion at the end of the nineteenth century. In the last decades of the century, public interest in both history paintings and paintings by specialist marine painters declined. So, while the average asking price for a marine (as a genre) was high, the question is whether the marine painters, the true specialists, benefited from this.68 How can we explain the increase in the marine (as a genre) at the above-mentioned exhibitions and the decrease in the number of marine painters who participated in it? And what did this mean for the position of marine painters?

The development of the marine (as a genre) as a favourite subject of painters other than marine painters was based on the realist-orientated landscape painting of the Barbizon School. The new approach to nature and working ‘en plein air’ meant that the coastal region and its inhabitants, the sea, and ships, literally opened up a new territory to which many painters, both Dutch and foreign, were attracted. From the 1880s, several villages on the North Sea coast of the Netherlands hosted thriving international colonies of artists who worked intensely with the natural environment. The fishermen and fisherwomen and their activities on the beach around the ships, nets, and the catch of the day were also included in the painters’ compositions. The locals who had to deal with the elements on a daily basis were captured as a harmonious part of nature (figure 29).69

The coastal scenery and the beach as the working place of the fishermen was a theme that had already been a focus of Dutch painting in the seventeenth century.70 The introduction of the Barbizon School and the subsequent development of landscape painting led to a radical refreshment in the staging and style of this traditional subject. The dune landscape, the sea, and the beach, with the occasional ship, and genre scenes of coastal dwellers at their daily activities were painted. A swift style of painting and, above all, the depiction of atmosphere and the conveyance of the painter’s personal feelings, were of paramount importance. The sea and the ship were sometimes depicted only as symbols of the fishermen’s hard life, as in the work of Jozef Israëls (1824–1911) (figure 30). In Children of the Sea, the fishermen’s children look at a ship made from a clog, a shabby toy representing the tough existence at sea, the boy’s destiny.

These painters were not necessarily interested in nautical subjects. Although, like the marine painters, they were to some extent inspired by the seventeenth-century school of painting, this is a completely different form of marine painting. Through the new artistic impulse, the sea conquered a niche in Dutch painting, but this was not due to the specialised marine painters. On the contrary, specialised marine painters did not manage to gain a foothold in this development in painting, in which various painters broadened their subject area under the influence of new art movements and the market. The blurring of the boundaries between genres hit them hard. Professional colleagues, especially landscape painters, saw no obstacle to entering the field of marine painting.

In addition, the conservative and traditional orientation of many marine painters towards their specialism, as in the case of Nicolaas Riegen, for example, contributed to the decline of their market share (figure 31). 71 Consequently, most marine painters, with exceptions such as Willem Mesdag, Betzy Berg, or Willem Schütz, did not find or seek a connection with the painting style or atmosphere of the new movement, or only to a limited extent. The nineteenth-century artists’ association functioned as an efficiently organised exhibition factory, that had to generate as much income as possible for the association, the artists themselves, and the support fund for widows and orphans. The selection of works for the sales exhibitions therefore followed market demand in a strategic-commercial manner.


[image: This is a painting by Dutch artist Nicolaas Riegen (1827-1889), which is also known as A Steamship In The Distance or Shipping near the shore.]
31 Nicolaas Riegen, A Screw Steamer, a Brig, and a Koff, circa 1875–1889, oil on panel, 28.8 x 40 cm.⏎
[image: The image is a painting titled Schelpenvissen (Shell Fishing) by the Dutch artist Jacob Maris.]
29 Jacob Maris, Shellfisher, 1885, oil on canvas, 113.5 x 129.3 cm.


[image: The image is the famous 1872 oil painting titled Children of the Sea (or Kinderen der zee) by Dutch realist painter Jozef Israëls.]
30 Jozef Israëls, Children of the Sea, 1872, oil on canvas, 48.5 x 93.5 cm.

In the last decades of the nineteenth century the specialist paintings of most marine painters did not seem to satisfy the wishes of the art-buying public. As a result, they were no longer eligible for a place in the members’ exhibitions. Membership of an artists’ association was therefore no longer lucrative for them, and the number of marine painters among the members was therefore low during this period. The nautical expertise of the specialist marine painters was of marginal significance in the artists’ association and their artistic status and position was reduced to a minimum. As will be explored in the next chapter, this situation corresponds to developments in art criticism. It shows the close relationship between these important parties in the art world.


[image: The painting is an oil on canvas painting that depicts a dramatic scene of a ship foundering on a rocky coastline during a violent storm.]


6 Art Criticism
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Introduction

As we have seen, marine painting was consistently represented in the Tentoonstelling van Levende Meesters. This allowed art critics to follow the development of the genre in detail. Of the 110 marine painters, 77 submitted their works to the exhibitions in Amsterdam and The Hague, the most important art hubs of the country at that time, and Rotterdam. The majority of nineteenth-century marine painters thus participated in this exhibition circuit. In the period from 1810 to 1899, the average proportion of their work was 4.5 per cent of the total entries.1 Despite this small percentage, marine painting always received attention. Almost half of the exhibiting marine painters, 37 out of 77, were mentioned in the reviews (see: Reference List of Marine Painters).2

From the beginning of the Tentoonstelling van Levende Meesters in 1808, there had been a steady stream of articles about the work on display. The main purpose of these articles was to inform people and encourage them to visit the exhibition halls. Various cultural periodicals helped people to get to grips with the ‘new’ art. The magazines provided an opportunity for a fairly diverse group of authors to comment on contemporary art production. Government officials, poets, writers, art lovers, and art collectors sent in their written opinions. The reviews helped to establish the prevailing views on art at the time, even though the number of visitors to the exhibitions was much larger than the number of people that actually read the reviews. The readers belonged to the section of the public that played an active role in the art world: those interested in art, including the artists themselves, and the art-buying upper classes.3

Among the leading critics were Jeronimo de Vries, Josephus Albertus Alberdingk Thijm (1820–1889), Tobias van Westrheene (1825–1871), and Jacques van Santen Kolff (1848–1896). Many other authors cannot be identified because the reviews were not signed, or were simply signed with a single letter, such as X., or with only a first name. 

De Vries’s reviews appeared in Vaderlandsche letteroefeningen, a renowned literary journal that existed between 1760 and 1876, and contained articles on art and artists.4 Alberdingk Thijm worked for the cultural journal De Spektator, of which he was one of the founders and which ran under various titles between 1843 and 1850. He then wrote for the Kunstkronijk, the only periodical to feature exhibition reviews between 1850 and 1875. The Kunstkronijk was a widely read magazine for the general public which appeared between 1840 and 1910.5 In the years 1857–1870, it published articles on exhibitions signed with the initials W., v. W. Wz., and T. v. W. This author is most likely Tobias van Westrheene Wz., who was active in the circle around De Spektator from 1850 onwards.6

In the period 1808–1838, the most discussed marine painters were Nicolaas Baur, Martinus Schouman, and Johannes Schotel. Between 1839 and 1869, Martinus Schouman was still one of the big names, along with Louis Meijer and Willem van Deventer. From 1870 until the end of the nineteenth century, Willem Mesdag was the only representative of the genre who was considered important by art critics. This perception partly corresponds to the canon of nineteenth-century marine painters in current art historical literature, which roughly consists of the triumvirate Schotel-Meijer-Mesdag. This means that many more marine painters were mentioned in the reviews than are currently known. Not all of the 37 marine painters whose names appear in the art criticism were discussed, either positively or negatively. Nevertheless, it is clear that more marine painters were working successfully in the nineteenth century than the art historical literature suggests.

However, the exact state of marine painting cannot be determined from contemporary art criticism. If, for example, the low level of interest in marine painting by 1900 is taken as a yardstick, by the end of the century the genre seems to have been practised by only a few and to have collapsed as a painting specialism. Between 1870 and 1900, however, 63 marine painters were still alive and almost half (28) of them submitted their work to the Tentoonstelling van Levende Meesters.7 This proves that at the end of the nineteenth century marine painting was still a specialism among painters and that there was some demand for these paintings. It also shows one effect of art criticism on the canon of fine art: if you are not written about, you do not exist. The marine painter apparently managed to survive, probably precisely because of his specific knowledge of the depiction of ships and, not least, thanks to the Dutch national identification with shipping and the sea.8

The following examination of the art reviews is guided by the three aspects of the art-theoretical literature already mentioned in chapter 2: the interest in seventeenth-century painting, the representation of the natural element of the sea and water, and the perception of marine painting as history painting of the second kind. Each aspect is discussed below in a chronological order, preceded by a brief introduction.


Imitation of Seventeenth-Century Marine Painting

In the eighteenth and early nineteenth centuries, a diverse range of European thinkers, writers, and art lovers were engaged in the reflection of Dutch taste and art practice, both in writing and in speech. The nationalist ideas of the art theorists Ploos van Amstel, Otten Husly, Van der Willigen, and Feith on marine painting are thus situated in a vast network of beliefs and opinions. These treatises linked local art production to national character, climatic conditions, landscape, and political identity. The publications had a major influence on ideas about seventeenth-century painting and its imitation in contemporary art practice, as reflected especially in early nineteenth-century art criticism. Among other things, they led to the description of the painting style of the traditional Dutch school as realistic, in which landscape and genre were seen as the main subjects. In accordance with the supposedly down-toearth and hardworking nature of the Dutch people, this style is characterised by a truthful depiction of nature and a selection of simple scenes in and around the house and its immediate surroundings. The atmosphere in these paintings is calm and charming, evoking a pleasant, patriotic, feeling.9

The idea of the kinship between a country’s geography and art practice is illustrated by the reaction of a certain B. to the contributions of marine painters to the Amsterdam exhibition of 1816. The reviewer found the quantity of marine paintings in the galleries disappointing and complained: ‘Wanneer men de waterrijkheid van ons Vaderland (bijzonder der Noordelijke Provincien) in aanmerking neemt, moet men zich intusschen verwonderen, dat dit vak zo schraal bezet is.’ (When one considers the abundance of our Fatherland (especially of the Northern Provinces), one must wonder, nevertheless, that this subject is so sparsely represented.) But he was pleased with the quality of the paintings: ‘In Zee-en Watergezigten is deze Expositie niet rijk, maar de weinige voortbrengsels in dit vak zijn daarom niet te versmaden.’ (This Exposition is not rich in seascapes and waterscapes, but the few creations in this field are not to be sneezed at.) Six years later he was again surprised that marine painting did not find more practitioners in his fatherland by the sea.10

The reviewer’s comments emphasise the position of marine painting as an independent and inseparable part of the traditional Dutch school of painting. What was the view of art critics on the imitation of the seventeenth-century realistic painting style in contemporary marine painting? What criteria were applied to the genre and what importance was attached to it in the context of national consciousness?

Although there are only a few marine painters at the start of the first Tentoonstelling van Levende Meesters in 1808, they are among the participants right from the beginning. Their work is discussed in the reviews thanks to the strong position of marine painting as a characteristic Dutch genre, which moreover recalled the glorious times of the seventeenth century. The view of marine painting that emerges from art criticism in the period 1808–1838 is in line with the prevailing art-theoretical conceptions of the last decades of the eighteenth century. The genre also suits the national art policy of the government under King Louis Napoleon at the beginning of the nineteenth century. During this first edition of the art event, contemporary marine painting is deliberately used by the government to cultivate a national consciousness, as evidenced by the press coverage and the purchase of certain marine paintings. 

The choice of location for the first Tentoonstelling van Levende Meesters, the newly founded Koninklijk Museum (1808), housed in what is now the Amsterdam palace on Dam Square, was no accident either. Paintings depicting episodes from sea battles by Ludolf Bakhuizen, Willem van de Velde (i), and Jan van de Cappelle (1626–1679), among others, were exhibited under one roof with the exhibition in the museum rooms. Several portraits of admirals by Aert van Nes and others were to be seen.11 The paintings testified to the important role of shipping in national history. 

The report of this exhibition was written by Johan Meerman (1753– 1815) and was intended for the King’s information. Meerman was Director-General of the Koninklijk Instituut van Wetenschappen, Letterkunde en Schoone Kunsten, founded under Louis Napoleon, and was responsible for organising the exhibition. The Algemeene konst-en letterbode published this government report for the public to read. It contained no critical discussion of the artworks.12

Meerman was a well-travelled and internationally minded art lover. In his opinion, the foundation of contemporary national art should be Italian-French academic Classicism. Although he believed that the old Dutch masters should be honoured, he felt that the traditional Dutch genres were not sufficiently refined. As a top cultural official, he was naturally expected to fully promote the art policy, which was aimed at boosting art production.13

In line with this policy, Meerman’s report carefully emphasised the national perspective on art. He introduced marine painting as ‘die stukken, die onze Natie door eene meerder dagelykse ondervinding eigener zijn’ (those works which befit our Nation by virtue of what is familiar). This phrase shows the influence of Rhijnvis Feith, who in 1791 had described the Dutch people’s special bond with the sea. Meerman noted that visitors were satisfied with the quality of the marine paintings on display. One work, in particular, attracted a lot of attention, Meerman said, because it was not inferior to the paintings of the seventeenth-century masters. He dutifully concluded by reiterating the aim of the art policy: ‘het herstel namelijk van den ouden luister der Hollandsche Meesters’ (namely, to restore the old glory of the Dutch Masters).14 

[image: The painting depicts the warship Amsterdam in choppy waters near the city of Amsterdam. The city's notable buildings, such as the Oude Kerk and the Royal Palace, are visible in the background. This piece is considered a pendant to another work by Baur, suggesting it was part of a pair, possibly contrasting stormy and calm scene.]
32 Nicolaas Baur, The Navy's Man-of-War Amsterdam off the Westerlaag on the IJ off Amsterdam, 1807, oil on canvas, 81.6 × 103.5 cm.
The painting, which was so popular with visitors to the exhibition, was awarded a prize by the jury, of which Meerman was a member, and purchased for the Koninklijk Museum’s collection by order of the King. Nicolaas Baur was the creator of this marine painting. He received it for his painting of a sailing yacht and a three-master on a stormy sea. The prize was originally reserved for the best sculpture, the most prestigious category, but could not be awarded due to a lack of suitable entries.15 In a letter to Johan Meerman, on the occasion of the award, Baur wrote that he would make every effort to perfect his artistic skills in order to restore the Dutch school to its former glory.16

Baur was clearly well informed about art policy, and he had probably read Meerman’s review. The fact that the highest prize was awarded to a marine painter demonstrates respect and a special interest in the genre. Obviously, Baur’s painting met the criteria for winning the competition, both in terms of painting style and choice of subject. But what did these criteria involve? 

In his recommendation for the acquisition of a painting by Martinus Schouman, which was shown in the same exhibition, Meerman specified one of the stylistic elements he was looking for: the water should be transparent. He considered Schouman’s painting to be of a lesser quality than Baur’s, but he suggested that it should be bought anyway. Meerman did say that the water was not clear enough, but he felt that this could not be criticised because Schouman had painted a different kind of water.17 This description is not further explained, but perhaps he was referring to the opaque, foaming water of a turbulent sea. It is remarkable that Schouman’s failure on this point is justified by Meerman, but he was the only marine painter on the government’s list of important artists at the time. His work could therefore not be omitted from the Koninklijk Museum.18

In addition to style, the subject matter of marine paintings was also a criterion of importance in the planned scheme of the national art policy, and purchases were made accordingly. In early 1808, Baur’s The Navy’s Frigate Rotterdam on the Maas off Rotterdam and The Navy’s Man-ofWar Amsterdam off the Westerlaag on the IJ off Amsterdam had been acquired (figure 32). The last two acquisitions, made at the end of the same year, depicted three-masters, most probably merchant ships. This theme complemented the previously purchased paintings of naval vessels.19 Because of their nationalistic significance, the marine paintings, which evoked associations with the merchant ships of the seventeenth century, were of more interest to the museum than a seascape of everyday small water traffic. 

After the departure of the French King Louis Napoleon in 1810, the organisation of the Tentoonstelling van Levende Meesters continued with an unchanged aim: to stimulate contemporary art production and the development of public taste. After the accession of Willem i to the throne in 1813, several critics became active.20 A more elaborate system of stylistic criteria for marine paintings unfolded. Still leading was the similarity to seventeenth-century painting in the treatment of natural elements. These were discussed and assessed in detail. As well as the transparency of the water’s surface, the colour of the sky, horizon and clouds, the shape of the waves, and the harmonious interaction between sky and water were all considered. It was also important to have a correct representation and a sufficient number of ships in the paintings. The specific identification of ship types in the titles of the paintings, which were provided by the marine painters for the catalogue, was not adopted by the critics. Most of them were primarily interested in the style and technique of the marine paintings rather than the nautical details. Nevertheless, all reviews expressed a sense of belonging to the water and shipping, and they perceived marine painting as fitting to the nation. The national sentiment in marine paintings was intensified by the historicising effect of the seventeenth-century stylistic imitation.

The main advocate of emulating the seventeenth-century school of painting was Jeronimo de Vries, a well-read art connoisseur, who published under various pseudonyms in the Vaderlandsche letteroefeningen. De Vries supported the official government policy of preserving the traditional character of Dutch painting. He was involved in the organisation of the Tentoonstelling van Levende Meesters in Amsterdam, which he saw as an important means of promoting contemporary art. Through his reviews, De Vries consciously sought to influence public taste and opposed anything that was not, in his opinion, typically Dutch.21

In 1816, De Vries began writing reviews under the pseudonym J. H. S.22 In his first publication, he set the seventeenth-century marine painter Ludolf Bakhuizen as an example. Since the late eighteenth century Bakhuizen’s work had been used as a standard of quality by art theorists and connoisseurs. De Vries was undoubtedly aware of this. For him, the style of the Dutch school was a decisive criterion. Therefore, in his reflections on marine painting, which he referred to as ‘dit waarlijk moeijelijk vak’ (this truly difficult profession), he elaborated most on aspects such as colour, tone, execution, and composition. 

A few years later, he introduced Willem van de Velde (ii) as an artistic benchmark alongside Ludolf Bakhuizen.23 The comparison with the more restrained style and compositions of Van de Velde (ii) sharpened the criteria. De Vries now demanded an accurate depiction of nautical aspects, in a stylistic imitation of the seventeenth-century marine painters. He also expected a naturalistic rendering of water and sky that would stir the emotions but, above all, not too much. De Vries thus turned away from the ideas about the sea as a conveyor of emotions. These had been put forward by art theorists in the late eighteenth century and had regained ground in the early nineteenth century under the influence of the Romantic movement. The fact that other reviewers were interested in this is discussed in this chapter’s section on the Representation of Nature.

Most of De Vries’s views were echoed by Jacobus Andries Weiland (1784–1869), a lawyer with an active interest in drawing, painting, and graphic techniques. He published extensive articles in the art journal Magazijn voor schilder-en toonkunst. In 1828 he contributed a 53-page review of the 1827 exhibition in The Hague. He defended at length Johannes Schotel, who, according to another critic, a certain R. P., Kunstliefhebber from Rotterdam, depicted too few ships compared to Willem van de Velde and Ludolf Bakhuizen.24 Weiland pointed out that Schotel was working in the spirit of these seventeenth-century marine painters, who also did not place many ships in their storms. Moreover, he argued, it actually showed greater artistic skill to paint fewer ships in a complicated perspective with high waves, than to paint a large number of ships on a flat sea. As a matter of fact, Schotel was still able to correctly depict ships and rigging from the most unusual angles (figure 33).25

In Weiland’s review, we can find the criteria for a good marine painting: the work should be able to stand comparison with the seventeenth-century masters of marine painting, the painting technique should be orderly in terms of composition, proportions, and use of colour, and the water should appear fluid and translucent. They probably read each other’s critiques, because the influence of Jeronimo de Vries’s opinion in these terms is evident. So, they are not new. Weiland, however, uses the term ‘scheepsschilder’ (painter of ships) for the first time in a review of a marine painting, which accurately reflects his view of the genre. He demands that the characteristics of the type of ship be unerringly recognisable and that nautical details, such as the way a ship lies in the waves, be correctly rendered. For Weiland, the ships are the main focus, the sea and sky the background. His interest in and knowledge of ships on such a specific level was not shared by other art critics, but is in line with the way marine painters saw their craft.

After the secession of Belgium in the early 1830s, the art and culture of the seventeenth-century Republic became more dominant and marine painters had to conform more closely to the example of traditional marine painting in the Northern Netherlands. Prompted by patriotic motives, now by certain commentators X. and A., Johannes Schotel was given an admonition.26 Once again, his economical number of ships was the focus of attention. In contrast to the paintings by Willem van de Velde, Ludolf Bakhuizen, and Simon de Vlieger, which showed an abundance of ships of various kinds, Schotel’s scenes were sparsely, and sometimes poorly, furnished with them, it was reported.27 The name of Simon de Vlieger was added to Van de Velde (ii) and Bakhuizen, as another example of a master to follow. This indicates the growing interest in the seventeenth century and an expansion of the knowledge of marine painting at that time. De Vlieger had been the teacher of Willem van de Velde (ii) and their work shows some similarities. This is probably why he caught the eye.

[image: This image is of the painting Ships in a Turbulent Sea, an oil on canvas masterpiece by the Dutch painter Johannes Christiaan Schotel.]
33 Johannes Christiaan Schotel, Ships on a Stormy Sea, 1826, oil on canvas, 159.6 × 220.2 cm.
The focus on one’s own history is also perceived as stifling and even ridiculed in cultural circles. In art criticism, this can be found in a review published by Everhardus Johannes Potgieter (1808–1877) in 1834.28 The young writer and critic wrote the article in the form of a lively conversation. In doing so, he was following examples from the French and Italian Romantic literature of the eighteenth century. Dialogue and conversation were favourite stylistic techniques, as they allowed the reader to be naturally drawn into the opinions of the characters. Each of them represented a particular section of the exhibition’s visitors and critics of the time.29 The I-character (Potgieter), his friend and art lover Willem and his sister Maria, discuss the artworks during a tour through the exhibition’s halls. A fourth person, a verbose poet, joins them as they have tea with Mr and Mrs F., who have no understanding of art but like to get involved in the cultural world.30

Wittily, Potgieter uses a passage about marine paintings to launch his comment on contemporary art. The poet is asked for his opinion on the works on display and Potgieter makes him use all sorts of patriotic clichés.31 The ironic way in which Potgieter mocks the poet shows how he thought about the preoccupation with the past that dominated the art world at the time. Referring to Rhijnvis Feith, he taunts the historical connection of the Netherlands to water which is mentioned in this patriotic vision. In doing so, Potgieter identifies marine painting as a means of expressing patriotism, thereby emphasising its role in the search for national identity.

After the death of Johannes Schotel in 1838, art critics had to rethink marine painting. Schotel’s work, modelled on the realistic style of the seventeenth-century Dutch school, had until then served as a clear criterion of quality for art criticism. On the occasion of the 1839 exhibition in The Hague, the journal De Beeldende Kunsten takes stock of the state of marine painting. The anonymous reviewer notes that the times in which seventeenth-century marine painters practised their craft were over. There were no more sea battles to fight and no more fleet returns to record. But, he argues, the sea has always remained the sea, even if what the water now offers for sketching is less rich and less proud than it used to be.32

Did Schotel’s death change the criteria for marine painting? Not directly, because for this reviewer, Schotel’s exemplary role remains undiminished. The marine paintings submitted are all compared to his work and, in one case, to that of Willem van de Velde (ii). The explicit remark that what was happening on the water at the time was of less interest to today’s marine painter does not condone the less successful marine paintings. On the contrary, he now sees it as a task for marine painters to bring the sea to life on canvas in a truthful way, just as Schotel had done.

As demonstrated by the recommendation to follow Schotel’s example, it is difficult for art criticism to abandon the tradition of seventeenth- century marine painting. At the same time, the critic demands a certain degree of originality and attempts to place marine painting more in its own time, by pointing out that the glorious seventeenth century is over. Potgieter had already addressed this issue in his 1835 review. In doing this, art criticism was breaking new ground in assessing marine painting.

The reactions fit into a development of the demands that were made on painting in general and that were discussed in art criticism in the 1840s. In landscape painting, for example, truthfulness and simplicity were no longer the most important criteria. Critics were also concerned with originality through the artist’s own invention and the feeling that a landscape could evoke. The latter aspect, the experience of nature, was partly fuelled by the influence of the international literary Romantic movement, with which the literary-minded reviewers were familiar. The ever-expanding Tentoonstelling van Levende Meesters provided an artistic incentive to develop one’s own invention. Painters had to ensure that their work was distinctive enough to stand out from the crowd and remain interesting for the reviewers to talk about. They also had to compete with works by French landscape painters, in particular, who, inspired by traditional Dutch landscape painting, took study trips to Holland. They created variations on the seventeenth-century themes that were on show at Dutch exhibitions from 1839.33

Even in marine painting, the stylistic continuity of seventeenth- century marine painting was no longer the absolute standard for the critics, and there was some room for contemporary influences and individual invention. Nevertheless, traditional criteria for the genre were still strictly observed. This ambiguous attitude is evident in several aspects. For example, the work of Johannes Schotel’s former pupils was no longer appreciated. The zealous imitation of their master was seen as too uniform.34 Especially when discussing the paintings of his son Petrus Schotel, who continued to work in his father’s style, the work of the old Schotel was used as a criterion of quality. Petrus’s paintings, however, were considered boring and nothing more than ‘twee schepen met golven, en golven met twee schepen’ (two ships with waves, and waves with two ships), according to a certain reviewer R., a pseudonym that may have denoted Alberdingk Thijm. They were disappointed that he had not proved worthy of succeeding his father, and that he lacked originality.35 Apparently, Johannes Schotel’s traditional style of painting was still appreciated by some art critics.

The persistent tendency towards tradition can also be seen in the way art critics treated paintings of steamships during this period. Although steamers were already on Dutch waters in the first decade of the nineteenth century and were depicted on paintings in the Tentoonstelling van Levende Meesters, they do not feature in art criticism at the time.36 The explanation for ignoring steam navigation lies in the anomalous appearance of the steamship compared to traditional sailing. In the eyes of some anonymous critics, anything that did not conform to the image grafted onto seventeenth-century ship types was an undesirable aberration. For them, modern life did not belong in marine painting.37

The steamship did not become accepted in art criticism as a common type of vessel painted by marine painters until around 1850. This can be inferred, for example, from the commentary of a certain reviewer R. about the choice of subject matter by marine painters.38 He lists the steamship along with a number of traditional ship types. No attention is paid to the characteristics or appearance of steamers, either positively or negatively. But they are no longer concealed. The mere mention of a steamship can therefore be seen as a relaxation of the traditional criteria imposed on marine painting.

After 1850, a direct comparison with the seventeenth-century marine painters Bakhuizen and Van de Velde (ii) was occasionally made. It was Louis Meijer and Anthonie Waldorp who received this honour in a review of the Amsterdam exhibition.39 That new points of reference were indeed being used in art criticism, despite the comparison with seventeenth-century Dutch marine painting, is clear from the anonymous reviewer’s detailed commentary. Artists, he wrote, were breaking away from the rules and traditions of painting and were now claiming their individual freedom in the conception and execution of their subject matter. Art criticism should therefore also judge works of art according to the impression they make, independently of academic laws and conventions. There was a certain danger in this individualistic approach to art, which could degenerate into mannerism, but as long as nature was used as a guide, nothing could go wrong. He went on to reflect on whether the beauty of art was determined by the degree to which it expressed the feelings, passions, and sufferings of the mind, for which the sea was a perfect subject, or whether a realistic style and textural expression would lead to the highest form of beauty. For the time being, he opted for the middle ground, which he described as a juste milieu, while also pointing out the importance of the right form of art for the expression of strong feelings. For the latter, incidentally, the author considered poetry more appropriate than painting.40

The reviewer’s response shows that he is well informed about the Paris art world and the debate over the acceptance of Romanticism in the Classicist circles of the Paris Salon. He also adopts the term juste milieu from French art, a name used to describe a well-marketed category of paintings, in a style that was midway between art movements.41 His discussion of the work of Meijer and Waldorp shows that he believes it meets the norm of the juste milieu, through the appropriate, restrained, way in which emotions are addressed and the careful and skilful execution of their paintings. In doing so, he acknowledges the influence of French Romanticism on Dutch marine painting, something that was previously unthinkable to many. At the same time, by mentioning the old masters, he manages to preserve the unshakable foundation of the seventeenth-century Dutch school, which was of great importance not only to art critics but also to the marine painters themselves.


The Representation of Nature

The sea or water, Holland’s inalienable natural element, is a much-discussed aspect of marine painting among art critics. Reviews constantly weigh up the degree of truth and nature in the paintings, concepts that were closely related to the recognisability of the natural environment in the depiction. The desired imitation of seventeenth-century marine painting, which seems to be clear and unambiguous in eighteenth-century art theory, proved to be a tricky issue for the art critics in nineteenth-century art practice, due to the influence of French and German Romantic aesthetics. How to judge a realistic depiction of the sea, which was allowed to be impressive but not exaggerated? At what point does the recognisability of Dutch water come into play? And do the marine painters of the last decades of the nineteenth century succeed in satisfying art critics’ demands for a purely personal expression of nature?

At the same time as the emulation of the seventeenth-century school of painting was being proclaimed in early nineteenth-century art criticism, another opinion was being heard. Indeed, some made cautious attempts to modernise contemporary marine painting. For example, a certain reviewer B. reported on the Amsterdam exhibition of 1813, that it was too easy to compare the works on display with those of the old masters such as Bakhuizen. In order not to discourage the artists, he did not want to do so.42 Commenting on a painting by Nicolaas Baur, he noted that the realistic nature of the scene implied that Baur must often have been an eyewitness to ships in distress on a raging sea. He describes with admiration the transparency of the water, the sprays of water on the crests of the waves, the heavily overcast, black sky with a single streak of light and even a rainbow. People are standing on the pier, ready to come to the rescue. The ships are not specified but are referred to as ‘een rank vaartuig tegen eene golf opworstelende’ (a slender vessel struggling against a wave).43

Despite the fact that the reviewer mentions Bakhuizen, whose storms serve as an example from the outset, Baur’s painting can stand comparison with the seventeenth-century master because of its own quality. It more than meets his criteria of truth and nature, and he states that contemporary painting is already ahead of the best art of the eighteenth century and worthy to compete with the seventeenth.44 Although reviewer B.’s frame of reference is based on the seventeenth century, his choice of words argues for a new marine painting that goes beyond the mere representation of reality.

This is even more explicit in his report on the 1820 Amsterdam exhibition, where he compares not Nicolaas Baur, who died that year, but Johannes Schotel to Ludolf Bakhuizen. The reviewer expresses his appreciation for the effect of the raw sea scene on the mind, and he describes the high demands marine painting makes on the painter’s artistic skills: ‘Ik beken gaarne, dat hetzelve [de zeeschilderkunst] niet gemakkelijk te beoefenen valt, maar het is niet ondankbaar; onwillekeurig boeit ons, hoe we ‘er van terugdeinzen, een zware storm op zee met levendige verwen afgemaald; en dezelve behoort juist onder die onderwerpen, welke aan het genie en scheppend vernuft moet behagen.’ (I readily admit that it [marine painting] is not easy to practise, but it is not without reward; it involuntarily fascinates us, as we recoil from it, a heavy storm at sea painted with lively colours; and it is precisely one of those subjects, which must please genius and creative ingenuity.)45

B.’s expressive description of the paintings can be traced directly back to the speeches of Otten Husly and Ploos van Amstel at the end of the eighteenth century, texts that testify to an emerging Romantic sense of art. In his selective praise of the stormy marine painting, reviewer B. shows his interest in the force of the sea, which corresponds to the Romantic experience of nature. He describes the high artistic status of this type of marine painting, which for art theorists met the criteria of the elevated and ‘Poëzy’ (poetry), with a double reference to the skills required: genius and creative ingenuity. In Romanticism, these qualities were considered essential to the expression of the artist’s personal imagination.

In contrast to reviewer B. is the poet and writer Willem Hendrik Warnsinck (1782–1857). Influenced by Rhijnvis Feith, he promoted more conventional art-theoretical ideas that explicitly pointed to the national character of painting. Although he too was in awe of Holland’s inalienable sea, Warnsinck, on the contrary, advocated serenity. For him, this state of mind matched with the modesty and peacefulness of the Dutch natural environment. Warnsinck had strong opinions about which subjects were suitable for marine painting. In 1817, he expressed them in a poem he recited to the department of drawing at Felix Meritis, a society for art, culture, and science in Amsterdam. The raging of a hurricane at sea and the ship in distress were not the right subjects for marine painters, he argued. They had to be busy painting the return of fully loaded merchantmen to their homeland and the quietly bobbing fishing boats in the moonlight off the coast.46

The different views of B. and of Willem Warnsinck on marine painting represent two important characteristics of Romanticism: the intense experience of nature and the awareness of the history of one’s own country. Both find something they like in the genre, in the emotional effect of a stormy sea, executed in the style of the traditional Dutch school, and in the representation of the homeland in shipping. Warnsinck’s view, however, does not indicate an interest in the Romantic movement, but rather the search for and need to develop a new national school of painting, which the art critic Jeronimo de Vries also promoted.

Typical of the situation is the conclusion that the poet and literary critic Adriaan van der Hoop Jr. (1802–1841) draws about the work of Johannes Schotel in a lecture given in 1834. He explained that painters, unlike poets, should stay far away from Romantic effects and strictly pursue the representation of truth. In his opinion, Schotel had done this well in his proud seascapes, which was why his works were displayed in museums.47 As a literary critic in those years, Van der Hoop measured many a poet against the Romantic yardstick.48 In his lecture, he does the same with painters, concluding that Johannes Schotel is the ideal follower of the seventeenth-century Realistic school, entirely in line with the desired national character of painting. While reviewer B. is enthusiastic about the Romantic intensity of the forces of nature in Schotel’s work, Adriaan van der Hoop sees the paintings as traditionally Dutch.

For a long time, art critics managed to ignore the influence of the Romantic movement in their assessments of marine painting. Slowly but surely, however, Romanticism makes its appearance in reviews, though rarely and without being directly named. How this happened can be traced by focusing on paintings that depict shipwrecks or a ship in a heavy storm at sea.

From 1820 onwards, paintings depicting shipwrecks, strandings, and rescues were regularly exhibited at the Tentoonstelling van Levende Meesters (graph 6). With a single exception, for example paintings by Andreas Schelfhout and Wijnand Nuijen (1813–1839), these works were all by marine painters.49 Throughout the nineteenth century, marine painters collectively sent in about 90 paintings of this type. Between about 1835 and 1860, several works depicting shipwrecks were presented at the exhibition almost every year. During this period around 60 paintings were submitted by marine painters such as Louis Meijer, Ary Pleijsier, Christiaan Kannemans, Abraham Hulk (i), and Christiaan Dreibholtz (figure 34).50 So the Tentoonstelling van Levende Meesters had clearly a considerable supply of paintings with this poignant theme. Until 1844, however, with the exception of a few, such as the critic B. in the years 1813 and 1820, no one in Dutch art criticism articulates the emotional impact of seeing ships in danger of sinking in a turbulent sea. The paintings are judged almost exclusively on the technical aspects and evaluated according to the stylistic characteristics of the Dutch school.

[image: The graph displays the minimum number of paintings featuring shipwrecks, strandings, or rescues submitted by marine painters to the Tentoonstelling van Levende Meesters between 1808 and 1900.]
Graph 6 Minimum number of paintings with a reference to stranding, rescue, and/or shipwreck in the title in the Tentoonstelling van Levende Meesters, submitted by marine painters, 1808–1900.⏎
[image: The painting depicts a dramatic scene of several ships in distress during a violent storm along a rocky coastline. Rescuers in a small rowboat are attempting to reach the stranded vessels near a coastal tower.]
34 Christiaan Lodewijk Willem Dreibholtz, A Shipwreck on the English Coast, 1839, oil on canvas, 118 × 160.5 cm.⏎
In 1844, after the exhibition of Louis Meijer’s The Sinking of the English Transport Ship De Snelheid, 25 October 1832, the subject and its effect on the viewer is first discussed. In the anonymous review of the Amsterdam exhibition, the author even describes the work as a masterpiece. Little more of the ship can be seen than the top of the mast, but this does not bother him at all, as he is seized with emotion by the painting:


Ziet, dat is grootsch, dat is verheven! We moeten ronduit verklaren, dat we de zee nog nimmer zoo wáár, zoo dichterlijk-natuurlijk hebben zien afgemaald. Zij is hier niet de blaauwe hemelspiegel, de zacht- schitterende sluier, van spelende kreukels bewogen, die de schepen draagt als vercierselen, en heur witte franjes af en aan doet fladderen, tegen ’t welriekende strand: neen, ’t is de eenzame, de ontembare, de vernielende oceaan; het vreeslijk element met zijn eindelooze waterbergen en zijn peillooze afgronden, le grand mystère, de wereld midden in de onze en het drie vierde deel der onze, en waarvan we toch alleen maar de oppervlakte kennen!



(Behold, that is grand, that is elevated! We must confess that we have never seen the sea so true, so poetically natural. Here she is not the blue mirror of the sky, the softly shining veil, moved by the play of folds, which carries the ships like ornaments, and lets her white fringes flutter back and forth, against the fragrant beach: no, it is the lonely, untameable, destructive ocean; the fearful element with its endless mountains of water and its unfathomable abysses, le grand mystère, the world in the middle of ours and three-quarters of ours, and of which we yet know only the surface!)


Shuddering, the reviewer leaves the room, he says, and a poem by George Gordon Byron (Lord Byron) (1788–1824) remains in his mind long after his visit. He adds this, translated into Dutch, at the end of his review of the marine paintings.51

Between 1830 and 1840, Romanticism developed in the Dutch literary world, influenced by international literature. Byron’s work was studied, translated, and imitated.52 Obviously, the author of the review, possibly a literary scholar, had been inspired by it. He was familiar with the concept of the sublime, the elevated, that could be experienced in nature, and he understood how this could be expressed in the visual arts. In painting, for example, the sublime nature could be seen in Germany in the work of Caspar David Friedrich (1774–1840), who was inspired by mountain landscapes from around 1810.

While the number of paintings depicting maritime disasters at the exhibitions peaked between 1844 and 1855, it was not until 1859 that an anonymous review evoked the experience of a dramatic rescue attempt: ‘Ziet ge wel hoe ginds in het verre verschiet de vreeselijkste catastrophe plaats grijpt, welke de menschelijke verbeelding zich voorstellen kan?’ (Do you see how, in the distance, the most terrible catastrophe that the human imagination can conceive is taking place?).53 This time it was again a painting by Louis Meijer, A Lifeboat Coming to the Rescue of a Burning Ship, which was shown at the Amsterdam exhibition in 1858.54

One explanation for the low number of emotionally appealing reviews, is that in the 1840s, the tone of Dutch art criticism was set by a Neoclassical-oriented view of marine painting. The art world was looking beyond its own borders, especially to France. Critics, who included the most important writers and poets of the time, were concerned with the elevated expression of the sea rather than with raw emotion. But how was an elevated expression of the sea judged? What criteria were used here and how did this relate to the truthful representation of natural elements that was still the basis of Dutch painting?

Typical of the period are the critical reviews of marine paintings, with and without stormy scenes, by the writer and art lover Josephus Albertus Alberdingk Thijm. He regularly published exhibition reviews under the semi-French pseudonym of Pauwels Foreestier, thus demonstrating his orientation towards Paris, the most important cultural centre of Europe at the time.55

In France, the admissions committee and critics of the Paris Salon had been engaged since the 1820s in the process of getting used to and discussing the modern Romantic works submitted. The Salon’s biennial exhibition of works by living artists was organised by the Académie des Beaux-Arts, an elite bastion of Classical art and culture. From the point of view of academic art, the paintings’ intense emotions, loose, colourful style, and personal interpretation of non-classical subjects were contrary to good taste. Eventually, Romantic painting was accepted by the Salon and the art critics, and took its place alongside established art. It was recognised that the artists could meet the demands of Classical art, but above all that they were engaged in an artistic development that appealed to a new audience.56

In the Netherlands, an innovation in marine painting was tentatively gaining momentum in the 1840s, but not fast enough for Alberdingk Thijm. In 1843, he opened his review of marine painting with an interpretation of some lines from Lord Byron’s poem, which the anonymous reviewer also quoted in 1844. Alberdingk Thijm concluded with regret that the marine painters had failed to portray the image of eternity mentioned in the poem and that, unfortunately, the majority of painters in this profession had stagnated.57 Art critics called for a break with the traditions of the Dutch school and compared the painter to a poet: ‘De waarachtige schilder is waarachtig dichter. De kunst is geen daguerotype [sic] der natuur. De onsterfelijke gedachte moet de penseel beroeren en louteren.’ (The true painter is a true poet. Art is not a daguerreotype of nature. Immortal thought must move and purify the brush.)58

Erudite art critics such as Alberdingk Thijm are more interested in the poetic and universal expression of ideas in painting, rather than the realistic representation of nature. This is still consistent with the notions of Ploos van Amstel and Otten Husly, but with the important difference that what is now evolving is an art concept without reference to the seventeenth century. A mechanical imitation of reality, such as the daguerreotype, the early type of photography that existed for a few years at the time, is out of the question. Before a painting can be created, the painter must achieve inner purification and the refinement of a poetic vision. This view is derived from the Classical idea ut pictura poesis, which parallels poetry and painting: a poem is seen as an articulated painting and a painting as a visual poem. Alongside the image, there is also room for emotion.

The French marine painter Théodore Gudin was therefore praised by Alberdingk Thijm, among others, for his ability to express this treasure of deep feeling in his work at the 1843 exhibition. Although Alberdingk Thijm had much to criticise about the sloppy execution of the painting, he nevertheless labelled Gudin a genius.59 In 1844, he also complemented a work by Abraham Hulk (i), because he saw colour effect, novelty, thought, and poetry. He also liked Louis Meijer’s painting from the same year, because of his comprehensive vision. Gudin impressed again, but he felt that this painter was now fantasising too much.60 In 1845, however, his admiration for Gudin again prevailed over his scepticism: ‘Zie twintig schilderijen van hem – en gij vindt twintig verschillende opvattingen der zee – twintig onderscheidene gedachten.’ (Look at twenty of his paintings – and you will find twenty different views of the sea – twenty distinct thoughts.) It did not matter that the clear water was a free interpretation of, for example, the opaque river Schelde, because painting was not allowed to be a literal imitation of nature.61

Alberdingk Thijm wanted the painters to be imaginative, but the realistic style of the Dutch school continued to play a role. Looking at a painting by Anthonie Waldorp, he felt pleasantly enchanted by the scene: ‘Gij hoort het flap-flap-flap van het om haar boeg spelend element. ’t Is of gij meê vaart en de wind u om de ooren waait.’ (You hear the flap-flap-flap of the natural element playing around her bow. It is as if you are sailing along, and the wind is blowing in your ears.) At the same time, he told several marine painters to consult their sketchbooks when the colours did not match reality. They were admonished to make more studies before painting, especially of the human figure, and to render the ships more accurately.62

It is clear from the above that over the years Alberdingk Thijm adjusted his premise that a painting should express a thought or an idea. ‘De geest is meer dan het stof; de genie is meer dan de techniek; de konceptie is iets zonder de uitvoering – de uitvoering is niets zonder de konceptie’ (The mind is more than matter; the genius is more than the technique; the conception is already something without the execution – the execution is nothing without the conception) he wrote in 1843, in a statement of his principles, to explain his exhibition reviews.63 Five years later, he realised that a painter could not infuse his work with as much imagination as a poet. Within his medium, the painter simply lacks the means to do so, no matter how complete and correct a picture may be. His appreciation for the precise realistic style and technical quality of Dutch painting therefore gradually grew.64

Alberdingk Thijm was not the only critic to admire Gudin’s genius, but to what extent did the Dutch art critics go along with this? The popularity of Théodore Gudin, who exhibited regularly in the The Hague, Rotterdam, and Amsterdam Tentoonstelling van Levende Meesters from 1839 to 1846, must have been great. From the beginning, his paintings were noticed and praised in reviews. During this period, he lived and worked for several years in Scheveningen and Vlissingen, among other places, and mingled with prominent artists, high officials, and the court. In 1842, King Willem ii made him a Knight of the Order of the Dutch Lion for his artistic merits. The art critics, however, remained somewhat reserved towards the Admiral of the French marine painters, as the French newspapers called him. They followed him closely, with the criteria of traditional Dutch marine painting at hand, and in 1846 it was noted that Breuhaus de Groot, Van Deventer, Dreibholtz, Meijer, Petrus Schotel, Brondgeest, Waldorp, and Johannes Hermanus Koekkoek had nothing to fear from Gudin.65 So art criticism did not leave marine painting to a Frenchman. The basis for this was the national sentiment that accompanied the genre.

The Dutch marine painters were firmly supported by several critics. Again, they praised the truthful depiction of Dutch waters and clouds. Even the emulation of the seventeenth-century masters was mentioned. Careful drawing of ships, sails, and rigging was also important.66 Those who succeeded in this complied with the criteria of good marine painting. Louis Meijer mastered these aspects of the craft like no other. He was regarded as the undisputed master and proved himself to be a true Dutch marine painter through the neat and deliberate execution of his paintings. When compared to Gudin, he was presented as the pride of the fatherland. Where the Frenchman too often exaggerated for the reviewer’s liking, Meijer convinced with his phenomenal rendering of the water and his use of the right colours, which effortlessly drew the viewer into the painted scenes.67

Compelling, elevated marine paintings were thus well received by art critics, provided they were painted in the proper, realistic Dutch style. Gudin’s popularity and temporary recognition as a master marine painter, nevertheless, reveals the influence of the Romantic movement on the reviewers’ criteria for marine painting. It was during this period that other foreign Romantic marine painters such as Eugène Isabey and Andreas Aschenbach also exhibited their paintings of stormy seas at the Tentoonstelling van Levende Meesters. Romanticism is not literally mentioned in the discussion of marine paintings in general, and of shipwrecks in particular, but a sensitivity to the themes and atmosphere certainly seems to have been present. However, the debate over the criteria for marine painting between the adherents of Romanticism, Neoclassicism, and the seventeenth-century realistic painting style, was settled by the genre’s entrenchment in the traditional Dutch school of painting.

But changes were afoot. By the end of the 1850s, Louis Meijer’s fame seemed to be waning. While everyone else was doing less well than him, his work was no longer necessarily exciting the critics.68 Nevertheless, the conservative section of art critics continued to praise Meijer as the ‘primus’ among Dutch marine painters right up to the end of his life.69 For years after his death in 1866, emulating Meijer’s work remained a worthy goal. By working in his style, marine painters could prove that they understood what marine painting was all about.70

As early as the 1850s, art critics were beginning to appreciate a new realistic painting style, which differed from earlier ‘realism’ in a harsher treatment of light and sharper contours. The realistic merits of painting were widely debated in art and literary criticism. Proponents argued for a freer choice of subject matter and for the artists’ personal input into the creation of paintings. This was in contrast with the earlier view of the idealisation of composition through selection, careful arrangement, and the use of appropriate colours.71 The fact that Willem van Deventer, almost twenty years younger than Meijer, was considered by art critics at the time to be one of the most talented Dutch marine painters, is a clear indication that the new realistic style was also gaining ground in marine painting.72 Van Deventer’s development was closely followed, and in 1851 he was acclaimed for his personal and innovative style, referred to as a ‘frischheid van opvatting’ (freshness of conception). In a comparison with Meijer, the scales tipped in his favour.73

In the 1860s, there was still a mixture of old and new criteria for marine painting. Alongside the tradition that the ships should be properly drawn, the water preferably transparent, and the colours as true to reality as possible, art critics were again expressing admiration for Van Deventer’s anomalous treatment of light (figure 35). His work ‘schittert er en tintelt er van licht’ (sparkles and tingles with light), wrote Tobias van Westrheene, a literary critic who had also been trained as a painter. In terms of truthfulness, he said, the picture could rival the work of Jan Weissenbruch (1822–1880), a townscape painter whose style art critics considered modern realistic.74

[image: The painting depicts the aftermath of a storm on the coast of Scheveningen. Unlike earlier Romantic works that focused on the violence of the storm itself, Van Deventer's generation of artists, including Jozef Israëls and Louis Meijer, chose to portray the deceptive tranquility and emptiness of the beach after the event.]
35 Willem Anthonie van Deventer, After the Storm, circa 1860, oil on canvas, 67.5 × 99.2 cm.⏎
The meaning of a truthful rendering of nature first changed under the influence of Romanticism and then by this new realistic style. Truth was no longer the straightforward and recognisable representation of the environment based on direct observation. More important was the painter’s sense of nature and the way in which this was conveyed to the viewer. Truth and nature thus became a personal creation of the painter.

As painting became freer from tradition, art criticism also takes a decisive step towards a new appreciation of nature. In marine painting, for example, this is illustrated by the fact that several reviewers valued the ability of Van Deventer and others to give the water a shimmering light effect and to paint a wide space realistically in vibrant colours.75 The light and atmosphere of a seascape were now more often discussed than the precise drawing of the details of ships and a close comparison with actual colours. Van Westrheene saw in painting a confirmation of ‘ons gevoelen dat de tijd van conventie voorbij is; dat de gedachte is ontwaakt, de opvatting verruimd, de uitvoering zich heeft vrij gemaakt van routine en recepten. Waarheid, waarheid bovenal!’ (the feeling that the time of convention is over; that thought has awakened, conception has broadened, execution has freed itself from routine and recipes. Truth, truth above all!).76

Thus, although painting was judged by art critics throughout the nineteenth century according to the standard of ‘truth’, it appears to have lost none of its significance. Van Westrheene aptly uses the concept as a criterion for the great innovation that took place in the second half of the century under the influence of the Barbizon School. Truth was now not merely the correct representation of material reality, but above all the painter’s palpable emotion about the nature he was depicting.

In the last decades, positive attention has been given to the marine painters who engaged in modern realistic painting, such as Willem Mesdag, Willem van Deventer, and Eduard van Heemskerck van Beest. The art critic and painter Jacques van Santen Kolff, who was a passionate supporter of the modern realistic style, wrote an extensive review about the 1875 The Hague exhibition. In marine painting, a ‘nationaal-oorspronkelijk’ (originally Dutch) genre, he presented Mesdag as an example of an artist who, in his opinion, executed the new style perfectly (figure 36). To make his point, he compared Mesdag’s work to that of Meijer, Gudin, and Schotel, none of whom were alive at the time.77 For Van Santen Kolff, they represented the conventional style, which he considered to be completely passé.

[image: The painting showcases the everyday life of the fishing community in Scheveningen. The flat-bottomed fishing boats, known as 'pinks,' were specifically designed to be pulled onto the beach since there was no harbor at the time. The scene captures the moment the boats arrive and the fresh catch is distributed, with men and women gathered around fish baskets on the sand.]
36 Hendrik Willem Mesdag, Pinks in the Surf, 1875–1885, oil on canvas, 90 × 181 cm.⏎
Van Santen Kolff thus explicitly distanced himself from the traditional execution of marine scenes that were modelled on seventeenth- century marine painting. In 1880, another, anonymous, reviewer remarked: ‘Onder de zeeschilders is Mesdag de baas.’ (Among the marine painters, Mesdag is the boss.)78 In this conception of art, marine painting lost its significance as a thematic specialism, a development that also took place in artists’ associations. Whereas until then the art critics had pointed to the special skills of marine painters, such as the lifelike reproduction of water, the door was now open to any painter who could give the sea a purely personal expression.

The 1880s saw the emergence of a new generation of art and literary critics. In the critical reviews of this group of writers and painters, including Jan Veth (1864–1925) and Willem Witsen (1860–1923), traditional painting was denigrated and the old critics disdained. Because they were not painters, they were portrayed as amateurs who did not understand art and delivered unreadable, meaningless judgements. The young art critics concentrated on analysing and explaining to the reader the essence of innovative painting. They were less concerned with the subject matter of the paintings than with their personal experience of the scene, the painter’s probable state of mind and how it was being expressed.79

In 1885, a certain P., in his review of the Rotterdam exhibition, gave a definition: ‘een schilderij dat werkelijk een kunstwerk is, bestaat uit een ontvangen indruk, een gedachte, een begrip, harmonisch uitgedrukt, op een wijze, eigen aan één persoon, die bewijst, dat die kunstenaar een persoonlijken indruk kreeg van de natuur, en niet door eens anders oogen zag.’ (a painting that is truly a work of art consists of an impression, a thought, an understanding, harmoniously expressed, in a way that is unique to one person, which proves that this artist received a personal impression of nature, and did not see it through the eyes of someone else.) For him, in the midst of ‘een modderzee van ziel- en begriplooze doeken’ (a muddy sea of soulless canvases devoid of concept), only a few true works of art shone through, created by painters who were completely original, had a personal style, and were masters of their technique. Along with Bernardus Johannes Blommers (1845–1914), Anton Mauve (1838–1888), and Jozef Israëls, Mesdag was named.80

From 1886 onwards, he was the only marine painter to be mentioned in the reviews of the Tentoonstelling van Levende Meesters.

In the end, however, even Mesdag could not keep pace with the turbulent development of painting. For art critics, marine painting no longer played a significant role in the latest developments in painting, in which the work of art is seen as an autonomous product of the artist. The focus on the personal experience of the artwork and the representation of the artist’s emotions, led to a subjective and highly critical style of judgment, which could be devastating. Painters who thrived because they have a ‘divine’ or ‘aristocratic’ talent for rendering light and atmosphere, were for example the brothers Willem (1844–1910) and Jacob Maris. Marine painting, as practised by the specialist marine painters, was then seen as a genre suitable for conservative art buyers.81

In 1890, the painter-critic Joseph Jacob Isaacson (1859–1942) gave the final verdict on Mesdag’s work: ‘Geen spoor van natuurindruk, geen zweem van gevoel voor ‘t er-op-aan-komende van zoo’n stram-kouden dag met veel wind en volle wolkenkoppen.’ (Not a trace of an impression of nature, not a hint of the sensation of such a rough and stiff-cold day with much wind and full clouds.) In his opinion, Mesdag had delivered a meaningless image of the sea. Only the rendering of the ships was good. Not because these were painted in a modern style, but because of their significance for industrial art.82 Isaacson’s compliment was highly dubious, because by industrial art he meant smooth, conventional painting. For the avant-garde, Mesdag was no longer relevant.

Painters such as Jacob Maris and Jan Hendrik Weissenbruch (1824– 1903), whose subjects included both the coast and the sea, followed the example of the Barbizon School by painting with a visible, wide brushstroke, adding few details and using natural colours in close-set tones. Specialised marine painters, on the other hand, often worked out the ships in great detail, and colourful and smooth surfaces generally remained part of their style. These differences created a huge gap between marine painters and art critics. While 28 marine painters submitted their works to the Tentoonstelling van Levende Meesters between 1875 and 1900, none of them were discussed by the art critics. This indicates that they could not let go of the conventions of their specialism. Although marine painters such as Mesdag, Schütz, Van Heemskerck van Beest, and Carlebur made efforts to modernise their style of painting, their love of ships prevented any real engagement with the new movement.


History Painting of the Second Kind

We have seen that several marine painters stepped forward as dedicated chroniclers of naval history. Some continued to use the actions of the historical and contemporary Dutch navy as subjects for these history paintings until the late nineteenth century. Others even presented the subject of the shipwreck as a history painting. But how important were such marine paintings to art critics? What were the conditions for marine painting to be considered history painting of the second kind, the special form Adriaan van der Willigen had proposed in 1809 in his theoretical treatise on Dutch painting?

By 1818, the notion that marine painting responded to a sense of national belonging was widespread among art critics. The painting of the bombardment of Algiers that Nicolaas Baur submitted to the Tentoonstelling van Levende Meesters that year was therefore well received (figure 37). Baur had already sold several works with this subject to the Koninklijk Kabinet van Schilderijen. In the exhibition review, the painting was discussed not among the marine paintings, but among the history paintings in the category ‘Helden ter Zee’ (Heroes of the Sea).83 The work was appreciated for the high degree of difficulty in the depiction of the night-time bombardment. It was particularly important that, as a naval officer among the visitors to the exhibition had pointed out, it had been painted entirely in accordance with actual events. The reviewer therefore recommended the painting for its successful attempt ‘om Neêrlands herlevenden Zeeroem te vereeren’ (to honour the revived Dutch glory at sea). Baur’s painting thus indeed functioned as a history painting of the second kind. The criteria that can be deduced from the reviewer’s approval are an accurate depiction of the scene in a high-quality rendering that, in terms of style and composition, evokes associations with seventeenth-century marine painting.

[image: The painting captures the dramatic night-time scene as the wharves are engulfed in flames and smoke, illuminated by the fire and the ongoing battle. The large ship on the right appears to be one of the capital ships of the attacking fleet.]
37 Nicolaas Baur, The Fire in the Yards of Algiers, Shortly after the Start of the Bombardment by the Anglo-Dutch Fleet, 27 August 1816, 1816–1820, oil on panel, 55 x 76 cm.⏎
Another momentous maritime event took place after the outbreak of the Belgian Revolt of 1830–1831, which preceded the secession of the Southern Netherlands. King Willem i did not surrender easily and mobilised the army and navy. During a period of truce, several gunboats of the Dutch navy were stationed on the river Schelde off Antwerpen. When the gunboat of Captain and Commander Jan Carel Josephus van Speijk was about to fall into Belgian hands, he blew it up with himself and his crew aboard. Van Speijk was hailed as a hero who had done a great deed out of patriotism.84 This sparked off a huge production of prints and paintings, mainly by the history painters, which were exhibited in the Tentoonstelling van Levende Meesters.85 The works of the marine painters were practically ignored by the art critics.

Three paintings of the blowing up of the ship by Petrus Schotel were on display in The Hague in 1833 and one by Martinus Schouman in Amsterdam in 1834 (figure 38). In 1835, Louis Meijer in Utrecht completed the series with a representation of the solemn journey of Van Speijk’s corpse across the river IJ in Amsterdam, a work that had already been exhibited in Amsterdam in 1832.86 Because of the unconventional way in which the explosion on the ship was depicted, no sailing frigates were involved in this event, for example, the paintings did not evoke an association with seventeenth-century marine painting. They therefore failed to meet an important requirement for history painting of the second kind. The actual historical content turns out to be of secondary importance.

[image: This painting depicts the explosion of Dutch Gunboat No. 2 at the port of Antwerp on February 5, 1831, commanded by Lieutenant Jan van Speyk.]
38 Martinus Schouman, The Explosion off Antwerp of Gunboat No. 2 under the Command of Jan van Speijk, 5 February 1831, 1832, oil on panel, 53 x 76 cm.⏎
The reviewer of the Algemeene Konsten Letterbode, a certain A., commented briefly and not very positively on Schotel’s three works at the exhibition in The Hague in the marine painting category. The art critics did, however, discuss the history paintings in which the protagonist is heroically captured at the critical moment of his decision. These scenes with figures in the classical tradition of history painting ‘of the first kind’ were preferred to the interpretation with the exploding ship. In Potgieter’s review of the Amsterdam exhibition, Schouman’s painting was not even mentioned.87

The loss of Belgium in the 1830s had been a setback for the Kingdom’s sense of national identity which was thus in need of restoration. The crisis provided marine painters with an opportunity to add scenes from the maritime history of the Northern Netherlands to their oeuvre. In 1833 and 1834, only two maritime history paintings were on display, both entries by Hendrik Vettewinkel, depicting an episode from the Eighty Years’ War of an attack by the Watergeuzen on Spanish ships.88 I have not been able to trace these works, but they were probably executed in a style and composition similar to seventeenth-century marine painting. Vettewinkel, a mediocre marine painter, was not mentioned, perhaps because his paintings were of such quality that critics preferred to keep quiet.

After the political and economic crisis caused by the debacle of Belgian secession, the nation’s self-confidence recovered in the 1840s. Economic activity picked up, thanks in part to revenues from the colonies in the East. The Netherlands refocused on the idea of becoming a firstrate power again, following the example of the prosperous seventeenth-century Republic.89 One of the consequences of this was that in art criticism, as in art theory around 1800, marine painters were actually encouraged to delve into maritime history. The writer Potgieter, for example, did so in his article Het Rijks-Museum, published in 1844. He promoted his ideas about the visual art appropriate to this new patriotic sentiment, to be exhibited in a national museum. In painting, he envisioned a combination of the traditional Dutch school of the seventeenth century with a full commitment to history painting. The most courageous scenes of patriotic history were to be depicted, not myths or biblical history.90 Potgieter was looking for the inspiring effect of national painting on Dutch identity. Several times, he recalls the heroic vanguards of maritime history. The successes of whaling, exploration, and warfare at sea, from the time ‘dat de Hollandsche vlag werd begroet als de meesteresse der zee’ (when the Dutch ensign was acclaimed as the mistress of the sea), were, in his opinion, very suitable subjects.

But did this new national self-confidence also lead to more attention in art criticism to the role of marine painting as history painting of the second kind? In 1850, a certain critic R. addressed himself directly to the marine painters. He wondered why the marine painters themselves did not come up with the idea of recording ‘de bloei onzer geschiedenis’ (the flowering of our history). He urged Waldorp, Meijer, Van Deventer, and Hulk to take his suggestion to heart. The reviewer believed that marine painters could contribute a useful service. They could make national history accessible in a visual way to those who were not familiar with ‘Wagenaar’ and ‘Kok’. By these names he meant the historian Jan Wagenaar (1709–1773) and his 24-volume Vaderlandsche Historie (1749) and the historical publications of Jacobus Kok (?–1788), a bookseller and historian.91

It seems that there were marine painters who followed his suggestion, because around 1850 there was indeed an increase in the submission of paintings depicting the exploits of the historical navy. In 1849, 1851, and 1853, Aegidius Schönstedt sent three maritime history paintings of the Anglo-Dutch naval wars to the exhibition in The Hague. These paintings successively depicted the Battle of Kamperduin in 1797, the Battle of Solebay in 1672, in which he had mounted portraits of four commanders in medallions, and the Four-Day Sea Battle of 1666.92

Two of Schönstedt’s paintings were completely ignored. The third, with the portraits of the naval heroes on the frame, was given a prominent place in the exhibition hall, much to the indignation of reviewer R. The commemoration of the admirals Michiel de Ruijter and Adriaen van Trappen Banckert (1615/1620–1684) commanded due respect, but he had nothing good to say about the painting itself, which he described as amateurish.93 The same critical treatment was reserved for Willem Gruyter Jr., who in 1865, 1867, 1868, and 1870 submitted his maritime history works to the exhibitions in Amsterdam and Rotterdam.94 On the occasion of the submission to the 1868 Amsterdam exhibition of a painting of the Council of War aboard the Zeven Provinciën with De Ruyter, the anonymous reviewer wrote with disdain about the colourful and meticulous style, the gilded decoration of the stern of the ship, and the historical subject.95

Art critics showed no interest in the maritime historical representations, while they were very busy with the other history paintings with scenes from patriotic history. Although Michiel de Ruijter and other commanders were popular naval heroes at the time, they ignored the maritime historical content of the marine painters’ works. The reviews discussed only aspects of the painting technique, and, in the eyes of some reviewers, the works were of too moderate a quality in this respect. In addition, by the late 1860s, the emulation of seventeenth-century marine painting was no longer a standard criterion, whereas these paintings were most likely executed in that style. In those years, paintings depicting the historical navy were mainly appreciated in conventional art circles and their galleries for history painting.

Around 1850, several marine painters also presented the contemporary shipwreck as a history painting. What did the art critics think of this? In 1838, Louis Meijer had taken the initiative by painting The Stranding of the Steamboat Willem i on the Lucipara Coral Reef (figure 39). The work was heavily criticised at the time.96 An anonymous reviewer judged the stranding scene according to the criteria of a history painting, but he was not particularly pleased with the result. He found it praiseworthy that Meijer was trying to develop his skills but felt that the marine painter had aimed too high with a subject that, in his opinion, was more suitable for a history painter. The marine painter had made the wrong choice of events and had not captured the decisive moment of the shipwreck. The reviewer explained that the sea and the storm were not the most important parts of the scene, but that the fate of the castaways on the rock was the main theme. Along with instructions on proper composition, Meijer was strongly admonished to stick to his own craft. About ten years later, the art critics had a very different view. The critic R. who in 1850 called on marine painters to paint national history in order to educate the public, in the same article recommended the contemporary shipwreck as a suitable subject.97 Art critics defended Dutch marine painters against their French and German colleagues during this period. For them, patriotic motives played a role in their appreciation of the subject. They preferred to see their ‘own’ marine painters working on this traditionally Dutch theme. As long as the paintings showed similarities with seventeenth-century marine painting, art critics had little objection to the shipwreck as a history painting.

[image: This image is a detail from the painting Self-Portrait with a Dog by the Dutch Golden Age painter Hendrick Martensz Sorgh.]
39 Louis Meijer, detail from his self-portrait, 1838, oil on canvas, 136 x 120 cm, with The Stranding of the Steamboat Willem 1 on the Lucipara Coral Reef on the easel. The painting itself has been lost.⏎
Since the 1830s, art critics have been reserved in their attitude to the paintings by marine painters that depicted the contemporary Koninklijke Marine. Their works of Van Speijk’s exploding gunboat, for example, were received rather cold-heartedly. Yet Dutch marine painters were given moral support by art critics when paintings depicting naval action appeared at the Tentoonstelling van Levende Meesters in the 1840s. But this was only because the royal family was involved in the work. At the time, the navy was carrying out squadron exercises in the Mediterranean. On board was Prince Hendrik, which was the reason for all the attention and caused quite a stir among the art critics.

Prince Hendrik, son of King Willem ii, took part in some exercises with the frigates Rijn and Prins van Oranje. He led the fleet in European waters, initially as Commander and later as Squadron commander. He was the first member of the royal family to complete a full naval career, earning him the nickname ‘de zeevaarder’ (the mariner). Probably for propaganda reasons, the Minister of the Navy, J. C. Rijk came up with the idea of allowing artists to travel on the Prince’s ship during exercises. It had been common practice for centuries for naval personnel, professional draughtsmen and other crew members, amateurs, and artists to draw on board ships, both for navigational and recreational purposes. Minister Rijk had drawn himself while serving in Napoleon’s fleet in 1806, and he personally intervened in the choice of artists.98

In 1843, the King commissioned Théodore Gudin to paint his son’s departure from the naval port of Vlissingen. There was an outcry in the Kunstkronijk that a Frenchman should be given the honourable task of painting such a national subject. People pleaded in favour of the Dutch marine painters, because, according to an anonymous reviewer, they still had the ability to paint ‘dat element waarin en waardoor wij als ‘t ware leven en zijn’ (that element in which and through which we live and exist), as was proven at almost every exhibition of patriotic art.99 To calm tempers after this embarrassing mistake by the sovereign, Ary Pleijsier, who had connections with Minister Rijk, was given a commission similar to Gudin’s. Pleijsier was asked to paint Prince Hendrik’s departure in 1845, when he set sail on a training voyage across the North Sea to Scotland and across the Atlantic to Iceland and New Foundland.100

A total of four Dutch marine painters were then invited to sail with the Prince and record the squadron’s activities. In 1843, Petrus Schotel and Albertus van Beest boarded the Rijn. In 1844, Van Beest sailed again, this time together with Willem van Deventer. Louis Meijer was the only artist on board the Prins van Oranje in 1846–1847.101 Schotel had already exhibited a painting of Prince Hendrik’s naval activities at the exhibition in The Hague in 1839.102 Perhaps this was also why Minister Rijk decided to ask him and the other marine painters to accompany the Prince. Between 1845 and 1852, Schotel, Van Deventer, and Meijer exhibited some of the paintings they had made during or after the voyages at the Tentoonstelling van Levende Meesters in Amsterdam and The Hague (figure 40).103

[image: This is the painting Man overboord tijdens een eskaderreis naar de Middellandse Zee, 1846, by Dutch marine painter Louis Meijer.]
40 Louis Meijer, Man Overboard during a Squadron Voyage, 1847, oil on canvas, 129 x 198 cm.⏎
In 1845, Schotel’s paintings of the 1843 voyage were present at the same exhibition as Gudin’s depiction of the Prince’s departure. Opinions about Gudin’s painting were divided.104 Reviews were mainly concerned with the previously discussed debate in art criticism about the demand for truthful representation and the desire to be carried away by the picture. The critics show no interest in the efforts of Prince Hendrik and the navy, despite the earlier protests that Gudin had been commissioned to paint such a national subject.

Thanks to the presence of the Prince, the paintings of the naval exercises attracted considerably more attention from the art critics than those of the actual activities of the navy in the Indian Archipelago. From 1858, the Tentoonstelling van Levende Meesters also featured paintings of the contemporary Dutch navy’s military operations in the East. An example of this is the work Pirates in the Indian Ocean Pursued by a Dutch Warship, which Eduard van Heemskerck van Beest submitted in 1865 to the Amsterdam exhibition (figure 41).105 These paintings have received very little attention in art criticism. Although it is a genuine naval action, a certain reviewer B. does not consider the content important, and the works are discussed only in terms of style and execution.106 

[image: The artwork depicts a dramatic maritime scene with a small, crowded native vessel navigating rough waves, pursued by a larger European warship visible in the distance.]
41 Jacob Eduard van Heemskerck van Beest, Tabellorese Pirates Fleeing from an Approaching Dutch Warship, 1864, oil on canvas, 67 x 107 cm.⏎
In keeping with the lack of interest of art critics, Jacob van Lennep, a writer and art critic, noted that marine painting as history painting had its best days in the seventeenth century. In 1853, he gave a tribute at Arti et Amicitiae in memory of Jan Willem Pieneman, one of the founders of the Amsterdam artists’ association and a celebrated history painter in his own lifetime. In front of the assembled members, Van Lennep gave a brief retrospective, explaining the decline of history painting due to the lack of great patriotic achievements. As the last good example of this, in his opinion, superior kind of painting, he pointed to seventeenth-century marine painting:


	Alleen de zeeschilders − en hoe kon dit anders, toen het tooneel van Hollands roem op den oceaan verplaatst was? − maakten nog een loffelijken uitzondering op den algemeenen regel: en hunne voorstellingen van die tochten en zeeslagen, welke zij niet schroomden persoonlijk bij te wonen, leveren nog de schoonste bladzijden op, waar, in dat tijdperk, zich de Nederlandsche kunst op mocht verheffen. Dan, onze zeetriomfen namen een einde, en, met hen, voor langen tijd althands, de bekwaamheid onzer zeeschilders.107

	(Only the marine painters – and how could it be otherwise, when the stage of Holland’s glory had moved to the sea? – were a praiseworthy exception to the general rule: and their representations of those voyages and sea battles, in which they did not hesitate to take part in person, still provide the most beautiful pages, on which Dutch art was allowed to rise in that era. Then, our naval triumphs came to an end, and with them, at least for a long time, the skill of our marine painters.)


While some marine painters have long been engaged in the activities of the contemporary and historical navy, in later years there was no substantial interest in marine painting as history painting of the second kind in art criticism. This sub-genre of history painting, which Adriaan van der Willigen had so hopefully launched with the intention of encouraging national sentiment, flourished only briefly in the early nine-teenth century. However, the national significance of marine painting itself remained intact, without the need for a historical subject. 

[image: The painting depicts a fishing boat, in the breaking waves near the shore with fishermen on board and one man in the surf.]


Summary
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Dutch Marine Painting in the Nineteenth Century fills a gap in current knowledge and research on the genre of marine painting, which until now has been mainly limited to the seventeenth century. The aim of this research was to understand nineteenth-century marine painting in the context of the time in which the paintings were created. The central question was how marine painting was perceived in the Netherlands in the nineteenth century.

Within the art historical context of the nineteenth century, the status of marine painting in art theory as a specialism of the traditional seventeenth-century Dutch school of painting was examined, as well as the scale of the genre, its practitioners, and its stylistic developments. Three perspectives on the genre in the contemporary art world were used: that of the marine painters, that of their professional peers in the artists’ associations Pictura, Arti et Amicitiae, and Pulchri Studio in Dordrecht, Amsterdam, and The Hague respectively, and that of the art critics at the Tentoonstelling van Levende Meesters which took place in Amsterdam, Rotterdam, and The Hague between 1808 and 1900. In the field of nineteenth-century marine painting, artists’ associations and art criticism are new areas of research.

This research also provides the first representative overview of the names of specialised marine painters of the period. The result is a corpus of 110 painters who worked in the Netherlands between 1800 and 1900 and whose oeuvre consisted almost exclusively of depictions of the sea and/or ships (see: Reference List of Marine Painters). During the course of the nineteenth century, the number of marine painters active at the same time rose and fell. As a percentage of the total number of painters active, it started at 3.6 per cent in 1800, rose to a peak of 4.5 per cent in 1860, and fell to 1.2 per cent in 1900. In absolute numbers, there were 19 marine painters working simultaneously in 1800, 64 at the peak in 1860, and 28 at the end of the century.

In the art-theoretical circles of the late eighteenth and early nineteenth centuries, the position of marine painting was very strong. Marine painting was not regarded as (part of) landscape painting, but as a separate and distinctive genre of Dutch painting that required specialist (nautical) knowledge on the part of the painter. The genre had a history of development going back to the late sixteenth century and flourished at the highest level of painting in the seventeenth century. The paintings were seen as symbols of the growing economic prosperity and political power of the Republic, and as such were closely linked to the culture and identity of the Dutch people. The high status of marine painting in art theory was reflected in the proposal to use the genre as so-called history painting of the second kind. Indeed, some of the marine painters presented paintings that were factual representations of historical and contemporary disasters and actions at sea as history painting. National consciousness played an unmistakable role in the production of paintings with a (historical) maritime documentary character. This history painting of the second kind was practised by a few marine painters until the 1880s.

The marine painter of around 1800 was an autodidact. He acquired his specialist knowledge of shipping and shipbuilding from a deep, possibly professional, interest in ships. The composition and style of marine painting was learnt by studying and copying the work of the seventeenth-century marine painters, who were considered their true teachers. The choice of marine painting was a way for a painter to stand out among the many landscape painters emerging from the wallpaper market. By the end of the eighteenth century, the decisive factor in choosing marine painting was a connection with the shipping world through work or family, combined with a residence on a busy waterfront.

In the mid-nineteenth century, as around 1800, marine painters still liked to live close to ships and boasted the practical experience of spending time on board. This implied knowledge of ships and shipping was an element of the image conveyed by some seventeenth-century marine painters. The special interest of marine painters in ships is also evident in the presence of ship portraits in the oeuvre of many of them and ship models in their studios.

A thematic analysis of the entries by marine painters for the Tentoon-stelling van Levende Meester in Amsterdam, The Hague, and Rotterdam, showed that the subject matter of the paintings could be categorised as modern steam navigation (1 per cent), maritime history (1 per cent), and reportage (1.5 per cent). The type of picture without a title specifying content, such as Still Water with Ships, Choppy Water with Ships, or Seascape, was by far the largest category at 96.5 per cent. This included the serene, unobtrusive paintings, inspired by a seventeenth-century composition and style of painting. Art critics sometimes found the paintings boring, but for marine painters the variety lay in the depiction of different ship types, the ship’s reaction to weather conditions, and the actions of the crew. The ship was at least as important as the natural elements and the effect of light and weather on the sky, clouds, and waves. It was mainly this type of painting that was sufficient to maintain the patriotic charge of the genre throughout the nineteenth century, even during the stylistic changes of the last few decades.

Shipwreck accounted for around 5.5 per cent of the total number of entries by marine painters. Production in this category peaked between 1835 and 1855. The influence of the Romantic movement and the popularity of French and German marine painters stimulated the increase in paintings with stormy scenes and ships in distress. With these works, however, the Dutch marine painters placed themselves first and foremost in a genre-specific Dutch tradition, in which they could present themselves as true specialists. Art critics would unanimously defend them, as long as they met the standard of impeccable painterly execution according to the Dutch school. Nevertheless, the influence of the Romantic movement in the Netherlands was clearly visible in the attitude toward marine painting. Both admiring eighteenth-century art theorists and critical nineteenth-century art critics had an outspoken interest in the maritime and art-historical heritage. Moreover, no one was insensitive to the intense, sublime emotion that a natural element like the sea could evoke. By creatively dealing with ‘mistakes’ and innovations in marine painting, they managed to keep marine painting alive as a traditional Dutch genre.

At least 31 of the 110 marine painters were members of one or more of the three main artists’ associations Pictura, Arti et Amicitiae, and Pulchri Studio. Marine painting in general, and some marine painters in particular, enjoyed a certain artistic respect among their peers. However, as can be seen from the participation in the members’ exhibitions, this situation did not last. In the last decades of the nineteenth century, there was a tendency towards a decrease in the number of marines (as a genre) submitted by marine painters, and an increase in the number of submissions of this type of painting by other painters. This blurring of the boundaries between the practice of different genres was due in part to the influence of the Barbizon School.

This new approach to nature and working en plein air literally reopened a territory with the coastal area and its inhabitants, the sea, and ships, to which many native and foreign painters were attracted. These painters did not necessarily have a nautical interest. Although, like the marine painters, they were to some extent inspired by the seventeenth-century school of painting, they developed a completely different form of marine painting. The conservative and traditional orientation of many marine painters towards their specialty, in which ships were the main subject, contributed to the decline of their market position. As the work of most marine painters no longer met the needs of the art-buying public, they no longer qualified for a place in the members’ exhibitions. By the end of the nineteenth century, the nautical expertise of the specialised marine painters in the artists’ association was of marginal significance and their artistic status and position was reduced to a minimum.

The majority of nineteenth-century marine painters (77 out of 110) took part in the exhibition circuit of the Tentoonstelling van Levende Meesters. In the period from 1810 to 1899, the average proportion of their works was 4.5 per cent of the total entries in the three major cities. Despite this small percentage, marine painting has always attracted the attention of art critics, thanks to its strong position as a characteristic Dutch genre which, moreover, recalls the glory days of the seventeenth century.

In the first decades of the nineteenth century, a comprehensive system of stylistic criteria for marine painting was developed in the reviews. The guiding principle was the similarity to seventeenth-century marine painting in the treatment of the natural elements, with the work of the great masters Ludolf Bakhuizen and Willem van de Velde (11) as benchmarks. The transparency of the water’s surface, the colours of the sky, horizon and clouds, the shape of the waves, and the harmonious relationship between sky and water were all subjects of contemplation. Although art critics were more interested in the style of the seascapes than in the nautical details, they were also concerned with the accuracy of the rendering and the number of ships in the paintings. The reviews expressed a sense of attachment to ships and the sea, and the genre was perceived as befitting the nation. The patriotic feeling was reinforced by the historicising effect of the stylistic imitation of seventeenth-century marine painting. The genre was recognised and appreciated by art critics as history painting of the second kind, provided the criteria were met.

This changed in the 1840s with the evolution of painting in general. A certain amount of space was created for contemporary influences and own inventions. In marine painting this was evident at several points. The zealous imitation of the seventeenth-century masters was no longer appreciated because of too much uniformity in composition, and after 1850 this traditional realistic style was no longer the absolute artistic standard. It was only around this time that the steamer was accepted by art critics as one of the common ship types in the paintings of marine painters.

The 1860s saw a continuation of the mixture of old and new criteria. Some marine painters were admired for their new realistic treatment of the natural elements. By the last decades of the nineteenth century, however, they could no longer satisfy the highly personal expression of nature desired by knowledgeable art critics who were themselves painters. In art criticism, marine painting was seen as a genre for conservative art buyers, and little attention was paid to it. Nevertheless, the marine painters were able to hold their own precisely because of their expertise in depicting ships and, not least, thanks to the Dutch national identification with shipping and the sea.

During this research, a picture of the interaction between art and society began to emerge. The role of marine painting within the development of a national consciousness was an important and striking aspect of this, but it also became clear what effect the label of national genre had on its practice and appreciation. It appears that marine painters began to work according to this. Despite foreign influences, as can be seen with Meijer, Van Deventer, and Mesdag, the majority adhered to the conventions. Art critics took this into account in their judgements by using traditional Dutch criteria for the genre and shunning innovation. As we have seen, the seventeenth century was constantly present in various ways. It was significant that modern life, in the form of steamships, was for a long time absent and ignored in the paintings. Marine painting was framed by a certain artistic tradition, which led to an inability to keep up with innovation, especially among the practitioners of the genre. The marine painters’ love of the ship and their specialist nautical knowledge was for a long time a unique quality, but it eventually proved to be their Achilles heel. As a result, when the artistic tradition of the seventeenth-century Dutch school was finally abandoned in the late nineteenth century, marine painting disappeared from the canon of fine art.

By placing the research results in a broader cultural-historical context, it was investigated whether and in what way marine painting was significant within nineteenth-century national thinking. The theoretical framework of cultural nationalism (Leerssen 2006) was used to analyse the role of the genre in this context. During the course of this research, it became apparent that art theorists, art critics, and marine painters and their peers throughout the late eighteenth and nineteenth centuries, shared a common idea of marine painting as a carrier of national pride. The significance of marine painting for the Dutch national cultural consciousness was unique within Europe, as in other countries it was mainly history painting that was used to raise awareness of one’s own history. Marine painting as a vehicle for patriotism can therefore be seen as a specifically Dutch form of cultivating the past.

An inventory of the maritime cultural heritage of the nineteenth century revealed the importance of the maritime past in the construction of the Golden Age. The interest in this particular heritage, as can be seen in historical editions, historiographical works, commemorative objects, statues, songs, speeches, but also in the production of marine painters, art-theoretical literature and art criticism, was characterised by a glorification of the Netherlands as a seafaring nation with a deep attachment to the sea. Within this national mindset, marine painting literally functioned as an image carrier in several respects. Both the predominantly conservative and historicising painting style of marine painting, as well as the mark of a fully traditional Dutch genre, but above all the depiction of the sea with ships, served to support a national (historical) consciousness.

At all stages of the development of cultural nationalism, the genre of marine painting played a role. It was thus an admittedly small but highly relevant genre within national thinking. The marine painters, the specialist painters of Dutch shipping, must have been aware of this, simply because this view was omnipresent, thanks in part to the great interest in maritime cultural heritage. It is therefore plausible that a national sentiment was part of the marine painter’s intentions when creating their paintings.

This book has been focused on Dutch marine painting within its own national borders. In the field of genre studies, this can be complemented, for example, by researching marine painting and its significance within nineteenth-century national identity of the other seafaring countries of Europe with a rich maritime history. In addition, the position of Dutch nineteenth-century marine painting in the international art world, such as the participation of marine painters in exhibitions outside the Netherlands, deserves more attention. This also applies to the market and collectors of the genre, both nationally and internationally, both of which have received limited attention in this book. Lastly, Dutch marine painting of the eighteenth century also awaits further systematic study.

[image: The image appears to be a painting depicting a shipwreck scene at a beach during sunset or sunrise. The specific artist or title of the artwork is not identifiable with the available information.]

Reference List of Marine Painters

110 marine painters, of whom 21 are not unanimously listed as marine painters in the reference works. These are marked with a lavender bar. in the exh. lm = in the Tentoonstelling van Levende Meesters catalogues art criticism = mentioned or discussed in art criticism
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	Bal, Gerardus Lodewijk Franciscus Jacobus
	 1872–1912
	
	
	
	
	


	 Baur, Nicolaas
	 1767–1820
	
	
	
	
	


	 Beest, Albertus van
	 1820–1860
	
	
	
	
	


	 Berg, Betzy Rezora
	 1850–1922
	
	
	
	
	


	 Berlage, Thomas Nicolaas
	 1819–1875
	
	
	
	
	


	 Blaauw, Pieter
	 1744–1808
	
	
	
	
	


	 Blijk, Frans Jacobus van den
	 1806–1876
	
	
	
	
	


	 Boshamer, Johannes Hendrik
	 1776–1862
	
	
	
	
	


	 Brakel, Simon van
	 1816–1884
	
	
	
	
	


	 Breuhaus de Groot, Frans Arnold
	 1824–1872
	
	
	
	
	


	 Brouwer, Menno Nicolaas Anne
	 1846–1907
	
	
	
	
	


	 Carlebur, Francois
	 1821–1893
	
	
	
	
	


	 Cloeck, Klaas
	 1730–1800
	
	
	
	
	


	 Comte, Pieter le
	 1802–1849
	
	
	
	
	


	 Coolhoven, Dirk Wilhelmus
	 1817–1902
	
	
	
	
	


	 Deventer, Willem Anthonie van
	 1824–1893
	
	
	
	
	


	 Dreibholtz, Christiaan Lodewijk Willem
	 1798–1861
	
	
	
	
	


	 Duinen, Jacob Hendrik van
	 1840–1885
	
	
	
	
	


	 Dyxhoorn, Pieter Arnout
	 1810–1839
	
	
	
	
	


	 Elzer, Hendrik Jacob
	 1808–1866
	
	
	
	
	


	 Emmerik, Govert van
	 1808–1882
	
	
	
	
	


	 Fikken, Nicolaas jr.
	 1818–1876
	
	
	
	
	


	 Florimont, Charles Frederik
	 1802–1846
	
	
	
	
	


	 Bartholomeus de
	
	
	
	
	
	


	 Fokke, Arend Wzn
	 1770–1804?
	
	
	
	
	


	 Fransen, Anton
	 1867–1954
	
	
	
	
	


	 Genderen, Arnout Marinus Cornelis van
	 1814–1879
	
	
	
	
	


	 Graaff, Barend Willem van der
	 1798–1886
	
	
	
	
	


	 Groenewegen, Gerrit
	 1754–1826
	
	
	
	
	


	 Gruijter, Jacob Willem
	 1856–1908
	
	
	
	
	


	 Gruyter, Willem (jr.)
	 1817–1880
	
	
	
	
	


	 Haas, Maurits Frederik Hendrik de
	 1832–1895
	
	
	
	
	


	 Haccou, Lodewijk Gillis
	 1792–1826/46
	
	
	
	
	


	 Heemskerck van Beest, Jacob Eduard van
	 1828–1894
	
	
	
	
	


	 Helm, Hendrik van den
	 1811–1889
	
	
	
	
	


	 Herder, Eibert den
	 1876–1950
	
	
	
	
	


	 Herweijer, Bartholt Johan
	 1832–1909
	
	
	
	
	


	 Hilleveld, Adrianus David
	 1838–1869
	
	
	
	
	


	 Hilverdink, Johannes Jacobus Antonius
	 1837–1884
	
	
	
	
	


	 Hoffmann, George Johannes
	 1833–1873
	
	
	
	
	


	 Hoogerheyden, Engel
	 1740–1807
	
	
	
	
	


	 Huijer, Jan David
	 1790–1858
	
	
	
	
	


	 Hulk, Abraham (i)
	 1813–1897
	
	
	
	
	


	 Hulk, Hendrik
	 1842–1937
	
	
	
	
	


	 Huygens, Johannes
	 1833–1911
	
	
	
	
	


	 Huysman, Albertus Hendricus
	 1821–1903
	
	
	
	
	


	 Kannemans, Christiaan Cornelis
	 1812–1884
	
	
	
	
	


	 Kellner, Adolf Jacobus August von
	 1836–1915
	
	
	
	
	


	 Keultjes, Gerardus Laurentius
	 1786–1818
	
	
	
	
	


	 Kiers, George Lourens
	 1838–1916
	
	
	
	
	


	 Kleyne, David
	 1753–1805
	
	
	
	
	


	 Koekkoek, Hermanus (i)
	 1815–1882
	
	
	
	
	


	 Koekkoek, Hermanus (ii)
	 1836–1909
	
	
	
	
	


	 Koekkoek, Johannes
	 1811–1831
	
	
	
	
	


	 Koekkoek, Johannes Hermanus
	 1778–1851
	
	
	
	
	


	 Kooij, Pieter Johannes
	 1821–1857
	
	
	
	
	


	 Koster, Everhardus
	 1817–1892
	
	
	
	
	


	 Kruyt, C.
	 1780–1824
	
	
	
	
	


	 Laar, Bartol Willem van
	 1818–1901
	
	
	
	
	


	 Limmen, Jan van
	 1743–1831
	
	
	
	
	


	 Loots, Johannes Hermanus Bernardus
	 1832–1910
	
	
	
	
	


	 Lutgers, Petrus Josephus
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	 Maandag, Jan
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	 Maas, Hendricus Johannes
	 1821-?
	
	
	
	
	


	 Maas, Hendrik
	 1793–1873
	
	
	
	
	


	 Meijer, Johan Hendrik Louis
	 1809–1866
	
	
	
	
	


	 Mendlik, Oscar
	 1871–1963
	
	
	
	
	


	 Mesdag, Hendrik Willem
	 1831–1915
	
	
	
	
	


	 Meylink, Jacobus Philippus Carolus
	 1820–1862
	
	
	
	
	


	 Miedema, Rein
	 1835–1912
	
	
	
	
	


	 Mittelholzer, Willem Melchior Christiaan
	 1820–1848
	
	
	
	
	


	 Mock, Johannes
	 1800–1884
	
	
	
	
	


	 Mooy, Jan
	 1776–1847
	
	
	
	
	


	 Morel, Casparus Johannes
	 1798–1861
	
	
	
	
	


	 Nachenius, Benjamin
	 1844–1915
	
	
	
	
	


	 Noordwijns, Johannes Adrianus
	 1825–1901
	
	
	
	
	


	 Opdenhoff, George Willem
	 1807–1873
	
	
	
	
	


	 Ouwerkerk, Jan van
	 1774–1836
	
	
	
	
	


	 Pals, Gerrit van der
	 1758–1839
	
	
	
	
	


	 Pleijsier, Ary
	 1809–1879
	
	
	
	
	


	 Plügger, Jacob
	 1795–1871
	
	
	
	
	


	 Poppe, Jan
	 1817–1887
	
	
	
	
	


	 Rees, Richardus Philippus Arnoldus van
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	 Reygers, Johannes Hubertus
	 1767–1849
	
	
	
	
	


	 Riegen, Nicolaas
	 1827–1889
	
	
	
	
	


	 Roos, Jan (ii)
	 1755?-1840?
	
	
	
	
	


	 Roosmalen, Willem van
	 1819–1885
	
	
	
	
	


	 Schaap, Wijbrand
	 1766–1821
	
	
	
	
	


	 Schiedges, Petrus Paulus (i)
	 1813–1876
	
	
	
	
	


	 Schild, Gerrit
	 1858–1921
	
	
	
	
	


	 Schönstedt, Aegidius Clemens August
	 1812–1881
	
	
	
	
	


	 Schotel, Johannes Christiaan
	 1787–1838
	
	
	
	
	


	 Schotel, Petrus Johannes
	 1808–1865
	
	
	
	
	


	 Schouman, Martinus
	 1770–1848
	
	
	
	
	


	 Schut, Jean Essaie
	 1807–1845
	
	
	
	
	


	 Schütz, Johan Frederick
	 1817–1888
	
	
	
	
	


	 Schütz, Willem Johannes
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	 1787–1852
	
	
	
	
	


	 Slooten, R. van
	 1820?
	
	
	
	
	


	 Smith, Corstiaan Willem
	 1861–1954
	
	
	
	
	


	 Spin, Jacob
	 1806–1875
	
	
	
	
	


	 Stuers, Louis Henri Wilhelmus Merckes de
	 1830–1869
	
	
	
	
	


	 Teupken, Dirk Antoon
	 1801–1845
	
	
	
	
	


	 Teupken, Dirk Antoon Josephus Franciscus
	 1828–1859
	
	
	
	
	


	 Thim, Cornelis
	 1754–1813
	
	
	
	
	


	 Veder, Hendrik
	 1841–1894
	
	
	
	
	


	 Verveer, Maurits (Mozes Leonardus)
	 1817–1903
	
	
	
	
	


	 Vettewinkel, Hendrik
	 1809–1878
	
	
	
	
	


	 Voorduin, Gerard
	 1830–1910
	
	
	
	
	


	 Vries, Emanuel de
	 1816–1875
	
	
	
	
	


	 Waldorp, Anthonie
	 1803–1866
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	rpka, Vraagpunten Immerzeel, Petrus Johannes Schotel, 2-1841; rpka, Vraagpunten Immerzeel, Christiaan Lodewijk Willem Dreibholtz, 17-7-1840; Scheen 1969; Schotel 1840, p. 132. According to the biographer, Johannes Schotel trained only four marine painters: his son Petrus Schotel, Frans van den Blijk, Christiaan Dreibholtz, and Hendrik van den Helm. Others he mainly provided with advice; Eynden and Van der Willigen 1816–1840, vol. 4, p. 83.⏎

	Scheen 1970.⏎

	Scheen 1969.⏎

	rpka, Vraagpunten Immerzeel, Johan Hendrik Louis Meijer, 20-8-1840; rpka, letter from L. Meijer to C. Kramm, 17-10-1859.⏎

	[Anonymous] 1868, p. 8; Scheen 1969; Scheen 1970.⏎

	Bell 2000, pp. 15, 18, 25; Willem Mesdag himself learnt to paint from Johannes Warnardus Bilders (1811–1890) and Willem Roelofs (1822–1897), both of whom had mainly landscapes as subjects, see: Scheen 1970.⏎
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	Pol 1997, s.p.; sab, album of models by C. C. Kannemans, 38 sheets, 10.2 x 15.5 cm, inventory number st18389.⏎

	For the history of sea rescue around Dutch coastal waters, see, for example: Vandersmissen, Zeeman, and Brinkman 1999. In 1991, the rescue companies merged to form the Koninklijke Nederlandse Redding Maatschappij.⏎
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	Goedde 1989; Goedde in: Giltaij and Kelch 1996; Russell 1983, pp. 78–80; Gaschke 2008; On the subjects in Romantic painting, see: Leeuw, Reynaerts, and Tempel 2005. On the sea, see: Ibid., p. 232.⏎

	 Lijst der schilder- en kunstwerken …, The Hague 1845. Catalogue number 270.⏎

	rpka, autobiography of Ary Pleijsier, 8-6-1847. Another example of a marine painter who followed the press reports is Christiaan Kannemans, who gave information about the route and destination of the shipwreck in the title of his painting for the Rotterdam exhibition in 1850. He also described the exact moment he had captured in his painting, as follows: The Shipwreck of the Geertruida (Barque), Captain H. C. G. Behrens, bound for Amsterdam from Banjoewangie and Pangool, at the moment when the English Captain Moir picks up the first three rescued castaways to transfer them to the Minerva. Kannemans found everything he needed for his painting in the newspaper, which accurately described the events of 28 August 1849. See: Tentoonstelling van schilder- en kunstwerken …, Rotterdam 1850. Catalogue number 171; Coverage, for example, in Algemeen Handelsblad, 21-11-1849; Pleijsier and Kannemans both painted their own version of Le Radeau de la Méduse, by Théodore Géricault (1791–1824) of 1818, in the 1840s. Thanks to Claudia Steur, Museum Vlaardingen, for bringing this to my attention.⏎

	R. 1850, p. 56. Paintings of the grounding on St Paul’s Rock were made, for example, by: Christiaan Kannemans, The Shipwreck of the Barque Jan Hendrik on St Paul’s Rock, 1845, oil on canvas, 90 x 130 cm, nbm, inventory number 15889. Kannemans painted the shipwreck shortly after the event in 1845, but he did not exhibit it at the The Hague, Amsterdam, or Rotterdam Tentoonstelling van Levende Meesters; Lijst der schilder- en kunstwerken …, The Hague 1851. Catalogue number 390: Ary Pleijsier; Schotel 1866, p. 35. Petrus Schotel painted the shipwreck on St Paul’s Rock twice, in 1861 and in 1862. The locations of both paintings are unknown.⏎

	For example in: Utrechtse provinciale en stadscourant, 21-7-1845; Nieuwe Rotterdamsche courant, 16-8-1845; Algemeen Handelsblad, 23-10-1845; Nederlandsche Staatscourant, 24-10-1845.⏎

	The booklet was reprinted three times within a year.⏎

	rpka, autobiography of Ary Pleijsier, 8-6-1847.⏎

	The spread of marine painting by means of lithography is beyond the scope of this research.⏎

	Keikes 1972, pp. 509–517.⏎

	Heij 1989, pp. 142–144: List of exhibitions organised by Arti.⏎

	See also chapter 5.⏎

	rma, Louis Meijer, Self-Portrait, 1838, oil on canvas, 136 x 120 cm, inventory number sk-a-1406.⏎

	rpka, letter from L. Meijer to C. Kramm, 17-10-1859; rkd-explore/artists&, accessed 24-12-2016: Louis Meijer had been in Paris on a study visit between 1827 and 1830 and had undoubtedly seen there Théodore Géricault’s Le Radeau de la Méduse of 1818. It is possible that this painting was an inspiration to his approach to the stranding on Lucipara.⏎

	Honings 2010. An account of Francois de Stuers, the governor of the Moluccas, who was on board on his way to his post, was printed in two editions of the Javasche Courant and the Leydse Courant. The story was subsequently published as an independent publication in The Hague. The literary society, the Hollandsche Maatschappij van Fraaije Kunsten en Wetenschappen, also held a competition in 1838 for a poem about the stranding. The verses submitted, which combined religious and national content with the horrors of survival on a razor-sharp coral reef, portrayed the shipwrecked as brave patriots and heroes.⏎

	Meijer 1839, pp. 3–4, 9. In compiling the story and composition of the painting, he stated that he had used The Hague publication of De Stuers’s report. His conception of his role as a history painter is also evident from the booklet he published.⏎

	 Lijst der schilder- en kunstwerken …, The Hague 1847. Catalogue number 336, Ary Pleijsier.⏎

	The first edition of Histoire des naufrages by Deperthes was published in 1781. The first Dutch translation was published in 1864 by A. J. Dieperink, under the title Geschiedkundige verhalen van schipbreuken, verlaten van zeelieden, overwinteren, scheepsbranden en andere zeerampen. Johannes Schotel, for example, also used the 1775 Reistogt door en naar Oostindiën, a reprint of Wouter Schouten’s seventeenth-century travelogue, which included a description and illustration of the shipwreck, to paint the shipwreck of the Coromandel. See: Schouten 1775, pp. 109–114, illustration: plate no. 16. See also: Schotel 1840, p. 8 and Groot 1989, p. 115; incidentally, Schotel’s painting was not exhibited at the Tentoonstelling van Levende Meesters; Lijst der voortbrengselen …, Amsterdam 1848. Catalogue number 241, Ary Pleijsier. In the catalogue entry, the ship’s name Bottingham undoubtedly refers to the Nottingham. The edition of Histoire des naufrages that Pleijsier probably used is the 1815 edition by Jean Baptiste Benoit Eyriés, as it contains both the story of the Coromandel and that of the Nottingham. See: Eyriés 1815, vol. 2, pp. 24–36 and pp. 252–281 respectively. Neither story is illustrated.⏎

	kb, letter from E. C. A. Schönstedt to the exhibition committee in The Hague, 23-4-1849, inventory number 133 c 13; Lijst der schilder- en kunstwerken …, The Hague 1849. Catalogue number 517. Another example is: Tentoonstelling van schilder- en andere werken …, Amsterdam 1868. Catalogue number 201, W. Gruyter Jr., The ship Zeven Provinciën, commanded by Vice- Admiral Van Nes, joins Lieutenant-Admiral De Ruyter on the 11th of October 1665 with the yacht of P. Wijnbergen, and a convoy under the captains J. A. Loffer, A. L. Poort and P. J. Klein.⏎
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	This type of painting is part of the category of reportage, which accounted for 1.5 per cent of the total number of entries by marine painters in the Tentoonstelling van Levende Meesters in the period 1808–1900.⏎

	Bruijn and Wels 2003, pp. 245–263.⏎

	This claim is based on the inclusion of geographical and topographical indications, as well as the names of ships in the colonial and government navy fleets, in the titles of works submitted by marine painters to the Tentoonstelling van Levende Meesters in Amsterdam, Rotterdam, and The Hague between 1816–1900.⏎

	 Catalogus der schilder- en kunstwerken …, Rotterdam 1858. Catalogue number 171.⏎

	 Tentoonstelling van schilder- en andere werken …, Amsterdam 1865. Catalogue number 199. The catalogue gives the name C. van Heemskerck, but given the title of the painting and Utrecht as the place of residence of the artist, this is most likely Jacob Eduard van Heemskerck van Beest. This painting is now known by a different title: Tabellorese Pirates Fleeing from an Approaching Dutch Warship, 1864, oil on canvas, 67 x 107 cm, hsm, inventory number a.4902(01).⏎
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	Carasso 1998; Hoogenboom 1992, pp. 28–36; Knolle 1992; Koolhaas 1992; Koolhaas- Grosfeld 1982 and 1986; Reynaerts 2001, pp. 111–119.⏎

	The three entries of paintings with steamships by marine painters up to 1840: two by Sipkes (Amsterdam 1826 and Rotterdam 1836), one by Dyxhoorn (The Hague 1837).⏎

	am, Nicolaas Baur, The First Steamboat on the IJ, undated, oil on panel, 53.5 x 74 cm, inventory number sa 26004. As Baur died in 1820, the painting must have been produced between 1816 and 1820.⏎

	bvb, Johannes Christiaan Schotel, The Steam Ferry at the Moerdijk, 1823, oil on panel, 40 x 54.5 cm, inventory number 1793(ok). Another example of a ship’s portrait of a steamer is: mmr, Jan van Ouwerkerk, The Paddle Steamer Princess Marianne (i), 1825, oil on canvas, 39.5 x 52.7 cm, inventory number p1136. This ship sailed for the Commissie der Negotiatie van het Beurtveer tusschen Middelburg en Rotterdam, one of the first private steam ferry companies to operate a domestic ferry service. Presumably, the steam ferry company commissioned this ship’s portrait.⏎

	Groot 1989, pp. 89–118, number 47 in Aanteekeningen betreffende de schilderijen door den heer J. C. Schotel, geschilderd van den jare 1817 tot 1838 (transcription by J. Erkelens). The original manuscript of the Aanteekeningen can be found in: rad, access number 168, inventory number 60; Schotel 1840, pp. 37, 94; The preliminary study of this painting is in: tm, J. C. Schotel, The Steam Ferry at the Moerdijk, 1823, pen, brush in grey and brown, 38.6 x 48.8 cm, inventory number z 52. F. J. O. Boijmans’s collection formed the basis of the Museum Boijmans, which was founded in Rotterdam after his death.⏎

	A later example is a painting by Hendrik Vettewinkel, The Merchant Ship Flevo, 1837, oil on canvas, 65.5 x 94.5 cm, am, inventory number sa 8340. Vettewinkel painted the homecoming of the merchant ship, the frigate Flevo, in the Nieuwe Diep between Den Helder and Texel, after a voyage to the Indonesian archipelago. The sailing ship is surrounded by rowing boats, small sailing ships, including the Texel pilot boat, and a steamer. In the foreground, on a beach, various people are standing and waving to the crew. The safe return of the Flevo after this first long-distant voyage, was probably painted by Vettewinkel at the commission of the shipowner or captain. It is a ship’s portrait, with the owner’s name clearly legible on the owner’s pennant and the captain’s registration number on the red captain’s flag. The composition is reminiscent of the work of Adam Willaerts. See: Nederlandsche Staatscourant, 17-11-1837 and hsm, Nederlandse koopvaardijschepen 1800–1860. Bound photocopy of the handwritten card index by J. van Sluijs, 1935–1955, inventory number hs-2175 (i-iii).⏎

	mmr, Johan Hendrik Boshamer, The Paddle Steamer Prince Frederik, around 1825, oil on canvas, 46.5 x 39.5 cm, inventory number p2520.⏎

	An example of an imitation of this dynamic composition is the painting by Willem Gruyter Jr., The Paddle Steamer Arti et Amicitiae Turning, around 1850, oil on canvas, 90.5 x 129 cm, hsm, inventory number a.0017.⏎

	Examples of shipwrecks and groundings of steamers: Lijst der schilder- en kunstwerken …, The Hague 1849. Catalogue number 151, Govert van Emmerik, A Churning Sea, with a Steamer Running Aground under the Creek after Several Damages; Tentoonstelling van kunstwerken …, The Hague 1866. Catalogue number 234, Hermanus Koekkoek (i) or (ii), The Wreck of a Steamship, with Castaways on a Rock, Nursing Each Other; Tentoonstelling van kunstwerken …, The Hague 1890. Catalogue number 438, Hendrik Veder, A Steamer, Stranded near the Dutch Coast.⏎

	Entries of paintings with steamboats by marine painters between 1840–1900 to the Tentoonstelling van Levende Meesters in The Hague: 1847 - De Vries, 1849 - Emmerik and Meijer, 1859 - Gruyter Jr. and Van Heemskerck van Beest, 1861 - Dreibholtz and Schiedges, 1866 - Hermanus Koekkoek. In Amsterdam: 1848 - Meijer, 1856 - De Haas, 1860 - Schiedges, 1862 - Schiedges (2x), 1865 - Schiedges, 1868 - Nachenius and Voorduin, 1890 - Veder. In Rotterdam: 1858 - Kannemans, 1860 - Gruyter Jr., 1867 - Van Heemskerck van Beest.⏎



Chapter 5


	Stolwijk 1998, pp. 97–106, 184.⏎

	The art viewings with art lovers and amateurs hosted by the artists’ associations are beyond the scope of this research because they mainly showed drawings and prints and not paintings.⏎

	Hoogewerff 1947, pp. 213–224. According to Hoogewerff, in Amsterdam, for example, a poor fund of the guild of Saint Luke continued until the twentieth century as an exception; Heij 1989, p. 17; Hoogenboom 1993, p. 15.⏎

	Hoogenboom 1993, p. 14.⏎

	Heij 1989, pp. 12–17.⏎

	Ibid., pp. 17, 25.⏎

	Ibid., pp. 28–29.⏎

	The Rotterdam Tekengenootschap Hierdoor tot Hooger (1773–1851) and its temporary split-off Schilderkunstig Genootschap Arti Sacrum (1831–1837) were also considered for this research because of their connection with shipping. Due to the bombing of Rotterdam in 1940, no archival material has survived from either society, with the exception of two cashbooks (from 1781–1834), see: Giersbergen 2012, pp. 13, 33–34. For this reason, the Rotterdam artists’ associations were not included in the study.⏎

	This respect from peers is also evident, for example, in the admission of marine painters as members of the Koninklijke Akademie van Beeldende Kunsten in Amsterdam, see: saa, access number 681, inventory number 77, Naamlijst der leden van de Koninklijke Akademie van Beeldende Kunsten te Amsterdam. Sedert hare oprichting in 1820, Amsterdam 1865. From its foundation until 1865, eighteen marine painters were members of this cultural and artistic elite, namely: Johannes Schotel, Martinus Schouman, and Gerrit van der Pals (1822), Johannes Hermanus Koekkoek and Johannes Mock (1828), Petrus Schotel and Christiaan Dreibholtz (1833), Anthonie Waldorp and Hendrik Elzer (1836), Charles de Florimont (1837), Hendrik van den Helm (1839), Hermanus Koekkoek (i) (1840), Abraham Hulk (i) (1844), Willem Gruyter Jr. (1845), Frans Breuhaus de Groot (1847), Everhardus Koster and Willem van Deventer (1852), Hermanus Koekkoek (ii) (1864).⏎

	rad, access number 206, inventory number 257, Smits van Nieuwerkerk, J. A., Beschrijving van den nieuwen eere- of prijspenning van het teekengenootschap ‘Pictura’ te Dordrecht, met een korte beschrijving van de geschiedenis van dat genootschap, Dordrecht 1864, pp. 4–5.⏎

	rad, access number 206, inventory number 254, documents relating to the drawing competitions in Pictura 1801–1901, regulations of 1803, 1804, 1838, 1863, 1880, 1895.⏎

	rad, access number 206, inventory number 241, Naamlijst der Werkende leden van het Teekengenootschap Pictura te Dordrecht opgerigt in den jare 1774, 1774–1872; rad, access number 206, inventory number 552, Smits van Nieuwerkerk, J. A., De Dordrechtsche schilderschool, bevattende levensberichten der Hollandsche en Vlaamsche Kunstschilders, Beeldhouwers, Graveurs, Bouwmeesters, enz. in Dordrecht geboren of gewoond hebbende van den vroegsten tijd tot op 1 October 1874, Dordrecht 1874 (proof), p. 52–67, period 1774–1874; rad, access number 206, inventory number 242, Pictura members list, period 1884–1901. Sample years 1884–1885, 1889–1890, 1895, 1900.⏎

	rad, access number 206, Introduction to the Inventory.⏎

	 Lijst der kunstwerken …, Dordrecht 1819. Catalogue number 72, J. C. Schotel and M. Schouman, The Bombardment of Algiers, by the Combined English and Dutch Squadrons, in the Year 1816. Current location of the painting: hsm, inventory number s.2016(01). Schotel, Schouman, and Boshamer together submitted twenty paintings. For comparison: in the landscape category, 15 painters submitted 38 works. The remaining 80 or so works in the exhibition fell largely into the genre category. Count based on titles in Lijst der kunstwerken …, Dordrecht 1819.⏎

	rad, access number 206, inventory number 503, Vogel, A. de, Gedachten bij het beschouwen der schilderijen en teekeningen van nog in leven zijnde Dordrechtse meesters, gevonden op derzelver tentoonstelling binnen deze stad in den jare 1819, Dordrecht 1819, p. 3.⏎

	rad, access number 206, inventory number 503, Hulde aan mijne kunstbeoefenende stadgenooten, bij de beschouwing hunner tentoongestelde kunstwerken te Dordrecht in den jare 1819., Rotterdam 1819, p. 5:

‘Hier dobbert zacht op ’t spieglend water De kiel, gedwarsboomd door den vloed; Terwijl geen ritslend zeilgeklater, Geen stroomgeruisch zich hooren doet; Daar slingren, half in zee bedolven, Galjoten door de ontstoken golven, Ten zwarten hemel opgezweept: Men beeft – men ziet den scheepelingen Om plank en kabel armen wringen, En naar den afgrond voortgesleept Hier naadren aan verheugde stranden De ontelbre kielen, zwaar van vracht, Uit ’s aardrijks vruchtbre Morgenlanden Door noeste koopvlijt aangebragt; Daar vliegt het zwaard weer uit de schede, En randt de zeevaart en den vrede Met plunderzucht en bloeddorst aan; ’t Geschut brandt los van kiel en wallen, Maar om Barbaren, maar om Gallen Den doodschrik diep in ‘t hart te slaan.’


‘Barbaren’ is the name given to the inhabitants of Barbary, the coastal area of North Africa (Libya, Tunisia, Algeria, and Morocco) from the sixteenth to the nineteenth century. The area was notorious for the many pirates who attacked merchant ships and owed allegiance to the Dey of Algiers. The ‘Gallen’ are the inhabitants of Gallia, the Greek name for France, and are thus a reference to the French. With this, the author is referring to two joint paintings by J. C. Schotel and M. Schouman, see: Lijst der kunstwerken …, Dordrecht 1819. Catalogue number 72, The Bombardment of Algiers, by the Combined English and Dutch Squadrons, in the Year 1816 (current location of this painting: hsm, inventory number s.2016(01)), and catalogue number 73, The Bombardment of Dordrecht by the French, from the Veerdam at Papendrecht, on 24 November 1813, in particular the Moment of their hasty Retreat, as a Result of the more effective Firing of the Gunboat, during the planting of an old Flag on the Tower of the Rietdijkschen Poort (current location of this painting: dm, oil on canvas, 118 x 166 cm, inventory number dm/975/505).
⏎

	rad, access number 206, inventory number 546, Kist, A., B. F. Tijdeman, Feestviering van het vijftigjarig bestaan van het genootschap ‘Pictura’ te Dordrecht op den 17 Augustus 1824, Dordrecht 1825, p. 60–62.⏎

	rad, access number 206, inventory number 546, Kist, A., B. F. Tijdeman, Feestviering van het vijftigjarig bestaan van het genootschap Pictura’ te Dordrecht op den 17 Augustus 1824, Dordrecht 1825, p. 76–77. In 1824, Schouman’s A Stormy Sea with a Ship in Peril and Schotel’s The Dunes, by Storm, with Shipwrecked Sailors and Fishermen and the award winning A Calm Sea at a Harbour Pier, were exhibited in the banqueting hall of Pictura.⏎

	Erkelens 1976, pp. 186–200.⏎

	rad, access number 206, inventory number 2, minutes of the Pictura board and members’ meetings, 1836–1862.⏎

	 De Avondbode, Algemeen Nieuwsblad voor Staatkunde, Handel, Nijverheid, Landbouw, Kunsten en Wetenschappen, 31-12-1838.⏎

	rad, access number 206, inventory number 257, J. A. Smits van Nieuwerkerk, Beschrijving van den nieuwen eere- of prijspenning van het teekengenootschap Pictura, teekengenootschap Pictura, te Dordrecht; met een korte beschrijving van de geschiedenis van dat genootschap, Dordrecht 1864, pp. 3–4.⏎

	rad, access number 206, inventory number 552, [J. A. Smits van Nieuwerkerk], De Dordrechtse Schilderschool, bevattende levensberichten der Hollandsche en Vlaamsche kunstschilders, beeldhouwers, graveurs, en bouwmeesters, in Dordrecht geboren of gewoond hebbende van den vroegsten tijd tot op 1 October 1874, Dordrecht 1874 (proof). In this celebratory edition, he had included, in a 48-page lexicon, the biographical details of all the artists who, in his opinion, had once been part of the Dordrecht school of painting. Smits van Nieuwerkerk made a distinction between water painters on the one hand and river and seascape painters on the other. Among the water painters, he included Van den Blijk, Boshamer, Van Brakel, Carlebur, Dreibholtz, Van Emmerik, Van den Helm, and Mittelholzer. Among the river and seascape painters, he included De Florimont, Schouman, De Vries, Johannes Schotel, and Petrus Schotel. He thus reduced the number of marine painters from thirteen to just five. He did not explain the distinction between the two types of painters, who, according to my research, are all considered to be marine painters, and it is unclear what criteria he used.⏎

	aaa, box 55, Kennisgeving. Alle zaken vorderen een begin, 29-11-1839.⏎

	rkd-explore/artists&, accessed 6-1-2014.⏎

	aaa, box 82, Reglement der Maatschappij Arti et Amicitiae, 23-1-1840.⏎

	aaa, box 78, Verslag en naamlijst der leden van de Maatschappij onder de zinspreuk Arti et Amicitiae, gevestigd te Amsterdam, 1842, 1843, and 1844. French marine painter Théodore Gudin was registered as honorary member number 81 in October 1842.⏎

	 De Avondbode, 11-12-1840.⏎

	Heij 1989, pp. 142–143, list of exhibitions at Arti et Amicitiae.⏎

	Ibid., pp. 24–25; Fleurbaay and van der Wal 1984, p. 15; Exhibition catalogue, Onderwerpen der Historische Tafereelen …, 1881; By 1872, partly due to a changing view of history, the historical gallery had fallen into disrepute and the paintings were finally removed and sold in 1893. In 1895, the new owner managed to organise an exhibition of what he considered to be 50 of the most important paintings in the Pulchri art gallery in The Hague. The (four) naval battles were not among them. See: Historische Galerij …, 1895; A private initiative for a historical gallery, which unlike Arti’s was not open to the public, was undertaken by Jacob de Vos Jacobszoon (1803–1878), an art and culture enthusiast, and patron in Amsterdam. His aim was not to educate the public, but to inspire painters with history painting. His history gallery consisted of 253 oil sketches. Among the 30 painters involved were 2 marine painters, Everhardus Koster and Christiaan Kannemans, who together produced 6 paintings between 1859 and 1863. The current location of these paintings is: am, Koster: inventory number sa 1693, sa 4952, sa 4953, sa 4954, and Kannemans: inventory numbers sa 4946 and sa 4947. For the background and creation of the historical gallery of Jacob de Vos, see Carasso 1991.⏎

	Exhibition catalogue, Het vaderlandsch gevoel 1978, p. 233; Lennep (1868–1872), 4 volumes. These contain steel engravings made after the paintings in Arti’s historical gallery, with an explanation of the historical event depicted.⏎

	Exhibition catalogue, Onderwerpen der Historische Tafereelen …, 1881; The assessment of a marine painting is based on the thesaurus term ‘marine (als genre)’ (marine [as a genre]) as defined by the rkd (rkd-explore/artists&, accessed 28-9-2013): ‘De term ‘marine’ wordt gebruikt in samengestelde termen (zoals stad in landschap/ marine) en omvat een groep voorstellingen, zoals ‘zeegezichten’ en ‘riviergezichten (overwegend water)’. Onder ‘zeegezichten’ worden verstaan voorstellingen, waarin zee, lucht en schip/schepen het onderwerp vormen. Daarnaast worden ook havengezichten, kustgezichten en zeeslagen hiertoe gerekend.’ (The term ‘marine’ is used in combined terms (such as city in landscape/marine) and includes a group of representations, such as ‘seascapes’ and ‘river views (predominantly water)’. ‘Seascapes’ are representations, in which the sea, the sky, and a ship or ships are the subject. It also includes harbour views, coastal views, and naval battles.)⏎

	The marine painters who contributed to the historical gallery are: Koster, Waldorp, Meijer, Hilverdink, Gruyter Jr., Van Deventer. The more broadly oriented painters who produced the rest of the maritime history paintings are: Salomon Leonardus Verveer (1813–1876), Johan Adolph Rust (1828–1915), Johan Conrad Greive Jr. (1837–1891).⏎

	Heij 1989, pp. 17–21.⏎

	The print was published by the Vereeniging tot Bevordering van Beeldende Kunsten, a division of Arti; aaa, box 78, Verslag en Naamlijst der Leden van de Maatschappij Arti et Amicitiae, gevestigd te Amsterdam, 1860, p. 64–65; aaa, box 78, Verslag en Naamlijst der Leden van de Maatschappij Arti et Amicitiae, gevestigd te Amsterdam, 1870; The print is in: hsm, Carel Christiaan Antony Last after C. C. Kannemans, The Stranding of the Austrian Brig Pegno d’Amicitia, 1853, lithograph P. Blommers, The Hague, paper, 37.5 x 48.7 cm, inventory number a.0132(02)07; Algemeen Handelsblad, 27-12-1852. The brig Pegno d’Amicitia ran aground in a flying storm off the coast of the island of Goedereede on 25-10-1852. The ship sank completely but the entire crew was rescued by pilots from Brouwershaven.⏎

	Fleurbaay and van der Wal 1984, pp. 8, 26–38, 50, appendix 1.⏎

	Ibid., pp. 40–47 and 52–53, appendix 3. In total, about 80 per cent of the regular members and about 60 per cent of the external members of Arti contributed to the gift for the King; Heij 1989, pp. 25–26; The current location of the frames is: Stichting Historische Verzamelingen van het Huis Oranje Nassau, The Hague, inventory number al-72 i to al-72 viii.⏎

	Fleurbaay and van der Wal 1984, pp. 44–45. Fleurbaay’s inventory: genre scenes form the largest group (29), followed by landscape (18), animals (16), marine (as a genre) (12), city scape (7), foreign scene (6), church interior (3), still life (3), history painting (2), military scene (2), biblical representation (1); The preference for traditional painting was again evident when, in 1880, the Willink van Collen competition was held for the first time, intended for beginner artists among the members of Arti. The prize money came from the estate of painter Wilhelm Ferdinand Willink van Collen (1847–1878), a former member of Arti. At first, the choice of genre of the painting could be chosen freely, but from 1887 on, the subject was specified in advance. Until 1900, the human figure, whether in a historical scene or not, was the main subject. See: Heij 1989, pp. 30 and 158, list of the Willink van Collen competitions at Arti et Amicitiae.⏎

	The eight marine painters are: J. E. van Heemskerck van Beest, W. A. van Deventer, W. Gruyter Jr., E. Koster, A. Pleysier, N. Riegen, H. Koekkoek (i), and H. Koekkoek (ii).⏎

	Delft 1980, p. 147; gag, access number 0059-01, inventory number 2, Reglement van het schilderkundig genootschap, onder de zinspreuk: Pulchri Studio gevestigd te ’s Gravenhage, signed by the members on 19-2-1847; gag, access number 0059-01, inventory number 5, Reglement van het schilderkundig genootschap, onder de zinspreuk: Pulchri Studio. Opgerigt te ’s Gravenhage, in het jaar 1847, from 1856, 1859, and 1862.⏎

	Gram 1897, pp. 2, 13, 32; rkd-explore/ artists&, accessed 18-10-2017.⏎

	gag, access number 0059-01, inventory numbers 237, 241, and 246, documents on the ballot of members of Pulchri Studio, 1894–1895, 1897–1898, 1900.⏎

	gag, access number 0059-01, inventory number 590, annual reports of Pulchri Studio, 1885 to 1900.⏎

	Platier-van England 1998, p. 26. The quotation is taken from here. Interview in: Ons Zeeland, 7-9-1929; Stolwijk 1998, p. 116. The artists’ association Sint Lucas was founded in 1880 by students of the Rijksacademie voor Beeldende Kunsten in Amsterdam, out of dissatisfaction with Arti’s conservative policy towards new developments in art. Sint Lucas was initially a private artists’ association and open only to (former) students of the Rijksacademie. This only changed in 1887; As no marine painter was trained at the Rijksacademie, this artists’ association has not been included in this research.⏎

	Due to the incompleteness of the sources, it is not possible to determine how many working artists were members of Pictura throughout the nineteenth century. Consequently, it is not possible to calculate the proportion of marine painters among Pictura’s members. For an idea of the number of members, see: Lijst der kunstwerken …, Dordrecht 1819. Together with the names of the exhibiting artists, there is also an indication of who belonged to Pictura: in 1819 at least 23 artists were members, including 3 marine painters. According to Hoogenboom, in the first half of the nineteenth century Pictura had about 30 working members and 15 to 30 honorary members. See: Hoogenboom 1993, pp. 81–82.⏎

	aaa, boxes 78 and 79, Verslag en naamlijst der leden van de maatschappij Arti et Amicitiae gevestigd te Amsterdam. Period 1840–1900, sample years: 1842–1844, 1850, 1860, 1870, 1890, 1900. In the period 1878–1886 no annual reports with lists of members were published.⏎

	gag, access number 0059-01, inventory number 229, 590, annual reports Pulchri Studio, 1855 to 1900. Sample years: 1855–1856, 1864–1865, 1875–1876, 1885–1886, 1889–1890, 1899–1900.⏎

	gag, access number 0059-01, inventory number 229, annual reports Pulchri Studio, 1855 to 1876. Period 1847–1870, sample years: 1855–1856, 1857–1858, 1864–1865, 1867–1868. For the years 1857–1858 and 1867–1868, consulted: Delft 1980, p. 152. Throughout its existence, Pulchri’s membership registration system alternated between many types of members: honorary members, working members, regular members, external members and extraordinary members, art-loving members, and members of social gatherings. Following changes in the regulations, around 1860–1870, some artloving members received a note that they had become working members. Working members became regular members and the category of external members was introduced. The result was a confusing registration in which working members were not always clearly identifiable, except by the names of well-known artists. To varying degrees, the membership files of Arti and Pictura suffered from the same shortcomings. The numbers of working members given are therefore not exact. Unfortunately, this also applies to the marine painters: in addition to the 31 identified marine painters, N. Riegen, J. W. Gruijter (both Arti), and J. Huygens (Pulchri) may also have been members of an artists’ association.⏎

	gag, box 78, Verslag en naamlijst der leden van de maatschappij Arti et Amicitiae gevestigd te Amsterdam. Period 1840–1870, sample years: 1842–1844, 1850, 1860; Stolwijk gives lower numbers of working members, see Stolwijk 1998, p. 104, note 19. His figures do not include external members.⏎

	gag, access number 0059-01, inventory number 590, annual reports Pulchri Studio, 1885 to 1900. Sample years: 1885–1886, 1889–1890, 1897, 1899–1900. For the year 1897, consulted: Gram 1897, p. 27; aaa, boxes 78 and 79, Verslag en naamlijst der leden van de maatschappij Arti et Amicitiae gevestigd te Amsterdam. Period 1870–1900, sample years: 1870, 1890, 1900. For the period 1878–1886, no annual reports with lists of members were published.⏎

	rad, access number 206, inventory number 242, Pictura membership lists by year, period 1884–1901. Sample years: 1884–1885, 1889–1890, 1895, 1900. How many working members Pictura had on average per year cannot be determined until 1884 due to the incomplete membership files. The lone marine painter was Francois Carlebur.⏎

	This development varied from one artist association to another and can sometimes only be partially reconstructed due to a lack of sources in the form of exhibition catalogues. Nevertheless, a careful survey of the works and artists provides some insight into the changing position of marine painters in late nineteenth-century painting and the share of their genre in the art market. The art trade is treated in this study only briefly and quantitatively, and only concerns sales through the members’ exhibitions and the Tentoonstelling van Levende Meesters. There is even less, if any, source material available for a study of the perception of marine painting in the private art trade. For an explanation of the market of contemporary art and art dealers in general, see: Hoogenboom 1993, pp. 129–156 and Stolwijk 1998, pp. 187–221.⏎

	rad, access number 206, inventory number 504, Catalogus der Tentoonstelling van Schilderijen en andere kunstwerken ter gelegenheid van het honderdjarig bestaan van het Teekengenootschap Pictura, te Dordrecht. 1 October 1874. Unfortunately, no catalogues have survived of any other members’ exhibitions (since 1817) at Pictura. There are also no catalogues of the 50th and 125th anniversary exhibitions in 1824 and 1899.⏎

	The assessment of a marine painting is based on the thesaurus term ‘marine (als genre)’ (marine [as a genre]) as defined by the rkd (rkd-explore/artists&, accessed 28-9-2013): ‘De term ‘marine’ wordt gebruikt in samengestelde termen (zoals stad in landschap/ marine) en omvat een groep voorstellingen, zoals ‘zeegezichten’ en ‘riviergezichten (overwegend water)’. Onder ‘zeegezichten’ worden verstaan voorstellingen, waarin zee, lucht en schip/schepen het onderwerp vormen. Daarnaast worden ook havengezichten, kustgezichten en zeeslagen hiertoe gerekend.’ (The term ‘marine’ is used in combined terms (such as city in landscape/marine) and includes a group of representations, such as ‘seascapes’ and ‘river views (predominantly water)’. ‘Seascapes’ are representations, in which the sea, the sky, and a ship or ships are the subject. It also includes harbour views, coastal views, and naval battles.) For the count of marines (as a genre), I have noted the paintings whose titles contain the words (or names of) ships, ship, water, sea, beach, coast, river or harbour.⏎

	rad, access number 206, inventory number 451. Catalogus van Tentoonstelling van Kunstwerken, door het Teekengenootschap ‘Pictura’ te Dordrecht, 1895.⏎

	Heij 1989, pp. 19, 32.⏎

	Taurel 1889, pp. 104–105.⏎

	Arti et Amicitiae 1890, 1891, 1894, 1896, 1897, 1898, 1899. In 1890, five marine painters participated in the exhibition with a total of seven works, but there were twenty marines (as a genre) on display. At the 1891 exhibition, only one marine painter was present with one work. In contrast, the number of marines (as a genre) was sixteen. In 1894, three marine painters were represented with three works and a total of eleven marines (as a genre) were exhibited at that year’s exhibition. In 1896, 1897, 1898, and 1899, there was only one marine painter, Willem Schütz or Willem Gruyter Jr., among the exhibiting artists and he had submitted one or two works at a time. In contrast, the number of marines (as a genre) in those years was usually seven or eight per exhibition.⏎

	Arti et Amicitiae 1895. About two-thirds of Mesdag’s solo exhibition consisted of marines (as a genre); gag, access number 0059-01, inventory number 590. Annual reports of Pulchri Studio, 1885 to 1895.⏎

	Gelder 1947, p. 32.⏎

	61 [Pulchri Studio] 1870. This is the only surviving catalogue up to 1888.⏎

	Delft 1980, p. 150.⏎

	63 [Pulchri Studio] 1888.⏎

	Pulchri Studio 1889, 1891, 1893, 1895, 1896, 1897b, 1898, 1899, 1900.⏎

	Stolwijk 1998, p. 154, table 6: Aanbod van de Nederlandse eigentijdse kunst op de Tentoonstellingen van Levende Meesters 1858–1896, naar voorstelling, aantallen (n) en percentages (%), in Amsterdam and The Hague. The proportion of other genres mentioned by Stolwijk is: history, 2 per cent; genre and figure, 28.7 per cent; (self) portrait, 0.6 per cent; landscape, 34 per cent; animals, 3.6 per cent; cityscape, 12.1 per cent; still life, 9.5 per cent; other/unknown, 1.5 per cent.⏎

	Calculation of the 3.5 per cent share of marine painters in the Tentoonstelling van Levende Meesters, in the period 1858–1896, based on a sample of seventeen catalogues for Amsterdam (1860, 1865, 1874, 1880, 1886, 1892), The Hague (1861, 1863, 1866, 1872, 1878, 1881, 1887, 1891, 1893, 1896), and Rotterdam (1862). The proportion of marine painters in the preceding period 1808–1857 is 4.7 per cent. Calculation based on a sample of 30 catalogues from the Tentoonstelling van Levende Meesters in Amsterdam (1808, 1810, 1814, 1816, 1818, 1820, 1822, 1826, 1832, 1834, 1838, 1840, 1846, 1852, 1856), The Hague (1811, 1817, 1823, 1827, 1830, 1833, 1835, 1837, 1843, 1847, 1849, 1853, 1857), and Rotterdam (1832, 1836). A small sample of ten catalogues for Amsterdam (1810, 1816, 1822, 1840, 1852), The Hague (1811, 1830, 1849, 1857), and Rotterdam (1836) indicates that the total number of marines (as a genre) is only about a 0.5 per cent higher in these years. The development of marines (as a genre) by painters other than marine painters began around 1840. This is largely due to the influence of Romanticism, as can be seen in themes such as shipwrecks and storms at sea, as well as the entries by German and French painters, who also painted these subjects. In all calculations of the production of marine painters, the few village or cityscapes, and the portrait of Michiel de Ruijter are not included. Examples of painters who did not specialise in marine painting, but who regularly submitted marine pieces to the Tentoonstelling van Levende Meesters, are: Johannes Hilverdink (1813–1902), Gerard van der Laan (1844–1915), Jacobus Hendrikus Johannes Nooteboom (1811–1878), and Hobbe Smith (1862–1942).⏎

	Stolwijk 1998, p. 153, table 5: Gemiddelde vraagprijs (f) Nederlandse eigentijdse kunst op Tentoonstellingen van Levende Meesters 1858–1896, verdeeld naar periode en voorstelling. Unfortunately, to my knowledge, the same research has not yet been carried out for the years 1808–1857, so no comparison can be made between the two periods; In the art trade of, for example, Goupil & Cie. the marine was not among the best-selling paintings of the period, see: Stolwijk 1998, p. 212, table 13: De verkoop van Nederlandse eigentijdse kunst door Goupil op de Nederlandse markt 1861–1900, verdeeld naar genre en periode, aantallen (n) en percentages (%). Marine ranks fourth or fifth, after genre and figure, landscape, cityscape, animals; The art gallery E. J. van Wisselingh & Co sold works by Mesdag and Meijer. Quantitative data on these sales have not been published. See: Heijbroek and Wouthuysen 1999.⏎

	The asking price of paintings by specialist marine painters is beyond the scope of this research.⏎

	For the development of artists’ colonies along the North Sea coast of the Netherlands, Denmark, and Germany between 1880 and 1920, see: Barrett 2010. For Katwijk aan Zee as an example of an international artists’ colony in the Netherlands, see: Wagter and Deckers 2011. See the lists of names on pp. 247–271: the number of Dutch artists, born before 1916, who worked in Katwijk aan Zee is 491. The number of foreign artists, born before 1916, who worked in Katwijk aan Zee is 644. Among the Dutch there are a number of seventeenth-century artists, such as Jan Abrahamsz. Beerstraten (1622–1666) and Jan van Goyen (1596–1656), as well as nineteenth-century marine painters such as Johannes Schotel, Van Deventer, Hoffmann, and Waldorp. They were in Katwijk long before 1880. For the development of the fishermen genre, see: Dekkers 1994.⏎

	For example: nmm, Simon de Vlieger, The Beach at Scheveningen, 1633, oil on panel, 68.6 x 106.7 cm, inventory number bhc0774 and hsm, Adam Willaerts, Ships at a Dutch Roadstead, 1627, oil on canvas, 137.5 x 188.2 cm, inventory number s.4165.⏎

	An example from the practice of Nicolaas Riegen shows how attached a marine painter could be to his speciality. Together with George Kiers, he was commissioned by the management of the Stoomvaart Maatschappij ‘Nederland’ (smn), to produce paintings for the salons of three large passenger ships, that the smn launched in 1881–1882 for regular service to Asia. Riegen and Kiers were asked to produce paintings according to their specialism, such as Bomschuit on the Beach, Warship De Zeven Provinciën, Calm Water by Moonlight, and Boyer on Choppy Water near Spaarndam. But they were also expected to deliver paintings such as Sawmill in Tarasp (Switzerland), Belvedere in Nijmegen, Waterfowl Hunting, and Partridge Hunting. Riegen wrote to the management of the smn that he accepted the honourable and kind commission, but that he hoped to be consulted on the choice of subjects. See: hsm, Lijst met kunstenaarsnamen en schilderijtitels voor de mailschepen Prins Alexander, Prins Frederik en Insulinde van Stoomvaart Maatschappij ‘Nederland’, 1881–1882, inventory number hs 2157. hsm, letter from Nicolaas Riegen to the management of Stoomvaart Maatschappij ‘Nederland’, 1-5-1881, inventory number hs 2158.⏎



Chapter 6


	Calculation of the percentage of participating marine painters on the basis of a sample of 46 catalogues of the Tentoonstelling van Levende Meesters, mainly in Amsterdam and The Hague, covering the period from 1810, the year in which the first catalogue was published with the names of the artists, to 1899. For some years, the catalogue of the Rotterdam exhibition (from 1832) was used when a catalogue from Amsterdam or The Hague was missing. On average, five catalogues per decade were examined. Broken down into the three time periods, the results are as follows. Between 1808–1838, marine painters accounted for about 4.1 per cent of the entries in the Tentoonstelling van Levende Meesters. Calculation based on a sample of nineteen exhibition catalogues from Amsterdam, The Hague, and Rotterdam. Between 1839–1870, their share was about 5.8 per cent of the entries. Calculation based on a sample of fifteen exhibition catalogues, period 1839–1869, from Amsterdam, The Hague, and Rotterdam. Between 1870–1900, their share was about 2.8 per cent of the entries. Calculation based on a sample of twelve exhibition catalogues, period 1870–1900, from Amsterdam, The Hague, and Rotterdam.⏎

	Divided into the three periods, the picture is as follows. Between 1808–1838, at least 31 marine painters exhibited and 13 were mentioned in art reviews: (in order of year of birth) Nicolaas Baur, Martinus Schouman, Jan van Ouwerkerk, Johannes Boshamer, Johannes Hermanus Koekkoek, Johannes Schotel, Christiaan Dreibholtz, Casparus Morel, Frans van den Blijk, Petrus Schotel, Pieter Dyxhoorn, Hendrik van den Helm, Petrus Schiedges (i). Between 1839–1870, at least 56 marine painters exhibited and 28 were mentioned in art reviews: (in order of year of birth) Martinus Schouman, Johannes Hermanus Koekkoek, Christiaan Dreibholtz, Charles de Florimont, Anthonie Waldorp, Frans van den Blijk, George Opdenhoff, Petrus Schotel, Louis Meijer, Hendrik Vettewinkel, Ary Pleijsier, Christiaan Kannemans, Petrus Schiedges (ii), Abraham Hulk (i), Hermanus Koekkoek (i), Willem Gruyter Jr., Everhardus Koster, Maurits Verveer, Willem Mittelholzer, Frans Breuhaus de Groot, Willem van Deventer, Eduard van Heemskerck van Beest, Maurits de Haas, George Hoffmann, Hermanus Koekkoek (ii), Johannes Hilverdink, Adrianus Hilleveld, George Kiers. Between 1870–1900, at least 28 marine painters exhibited and 7 were mentioned in art reviews: (in order of year of birth) Willem van Deventer, Nicolaas Riegen, Eduard van Heemskerck van Beest, Willem Mesdag, Hermanus Koekkoek (i) or (ii), Johannes Hilverdink, Hendrik Veder.⏎

	Ouwerkerk 2003, pp. 22, 36–37, 92, 116, 152.⏎

	Ibid., pp. 126–127.⏎

	Ibid., pp. 77, 134–137.⏎

	Aa 1852/1877.⏎

	Count of living marine painters based on my Reference List of Marine Painters: 63 marine painters were born before 1880 and died after 1900.⏎

	The art of marine painting is still practised in the Netherlands. The Nederlandse Vereniging van Zeeschilders (nvz) was founded around 1950 (http://www.zeeschilders.com). Today its members also include sculptors, ceramists, and graphic artists inspired by the maritime world. The nvz organises exhibitions around the globe.⏎

	Eveline Koolhaas-Grosfeld, among others, has published extensively on the conception of seventeenth-century northern Dutch painting. Koolhaas- Grosfeld (1992) refers, for example, to: Montesquieu, De l’esprit des lois, 1748, on the relationship between national character, climate, and type of government; W. A. Ockerse, Ontwerp tot eene algemeene characterkunde, 1788–1797, on national character and the perception and practice of art. Dedalo Carasso (1998) refers, for example, to: Roger de Piles, Du gout, et sa diversité, par rapport au différentes Nations, 1699; J. B. Du Bos, 1719, on the influence of climate on national art. In Dutch art-historical literature, the term ‘naturalisme’ is often used to describe the realistic style of traditional seventeenthcentury Dutch painting.⏎

	B. 1822, p. 379.⏎

	This is evident from the various published purchase lists and receipts relating to the Koninklijk Museum, dated before 15 September 1808, the opening date of the exhibition, see: Moes and van Biema 1909, pp. 111–117. Among the portraits of admirals were those of Aert van Nes and of his wife Geertruida den Dubbelde, painted by Bartholomeus van der Helst (1613–1670). Both paintings show ships in the background, painted by Ludolf Bakhuizen: the admiral is backgrounded by a naval battle, his wife by a harbour. Present location of the paintings: rma, inventory numbers sk-a-140 and sk-a-141.⏎

	Ouwerkerk 2003, p. 37.⏎

	Koolhaas-Grosfeld 1982, pp. 620–621; Bergvelt 2005/2006, pp. 258–260; Burg 2013.⏎

	14 [Meerman] 1808, pp. 292–295, 307–311; Lijst der schilderstukken …, Amsterdam 1808. Catalogue number 73, A Ditto [Turbulent Water] with a Sailing Yacht, a Three-Masted Ship in the Distance, Together with Some Boats. Without attribution [Nicolaas Baur]. Present location unknown.⏎

	Bergvelt 2005/2006, p. 273; na, access number 2.01.12, inventory number 901, draft report on the purchases at the Tentoonstelling van Levende Meesters, 1808, for Louis Napoleon by J. Meerman, 24-11-1808; nha, access number 175, inventory number 141, Notulen IVe Klasse, 1808–1816, p. 24–26, Extra Vergadering on 7 and 8-11-1808 and p. 29–31 Extra Vergadering on 17-11-1808.⏎

	na, access number 2.01.12, inventory number 908, letter from N. Baur to J. Meerman, 12-12-1808.⏎

	na, access number 2.01.12, inventory number 901, draft of the report on the purchases at the Tentoonstelling van Levende Meesters in 1808, with recommendations for further aquisitions, for King Louis Napoleon by J. Meerman, 24-11-1808; Lijst der schilderstukken …, Amsterdam 1808. Catalogue number 72, A Choppy Water, with a Sailing Kopjagt and a Three-Masted Ship, Flying the American Flag. Without attribution [Martinus Schouman]. Present location unknown.⏎

	For the list of artists compiled by Desprès for King Louis Napoleon in 1806, see chapter 2.⏎

	On acquisitions for the Royal Museum, see: Bergvelt 2005/2006, pp. 266–274. Bergvelt argues that Louis Napoleon’s purchase of Baur’s and Schouman’s marine paintings in 1808 was an arbitrary choice, falling into the category of landscapes, and was based on nothing other than the artistic quality of the paintings; na, access number 2.01.12, inventory number 908, letter from N. Baur to J. Meerman, 12-12-1808, referring, among other things, to the purchase of the two paintings for the Koninklijk Museum, early 1808. Present location of these paintings: rma, inventory numbers sk-a-1004 and sk-a-1005.⏎

	Ouwerkerk 2003, pp. 22–26.⏎

	Ibid., pp. 44–45; Koolhaas 1992, pp. 132–134; Koolhaas-Grosfeld 1982, pp. 622–627.⏎

	J. H. S. 1816, pp. 761–781.⏎

	Vries 1823, pp. 131–132.⏎

	Weiland 1828, pp. 1–53; R. P. 1827, p. 7. ‘R. P., Kunstliefhebber’ is an unidentified reviewer from Rotterdam, who gave his opinion on the works exhibited in The Hague in a pamphlet sold for 15 cents; Lijst der schilderwerken …, The Hague 1827. The exhibiting marine painters were Petrus Paulus Schiedges (i), Martinus Schouman, Johannes Hermanus Koekkoek, Johannes Schotel, and Petrus Schotel.⏎

	Weiland 1828, pp. 41–42.⏎

	X. 1832, p. 205; X. 1834, p. 190; X. 1835, p. 333.⏎

	A. 1833, p. 300; X. 1836, p. 174.⏎

	Potgieter 1834–1835, pp. 175–185, 244–267.⏎

	Ouwerkerk 2003, pp. 65–66, 94.⏎

	In this review, one of his first publications, Potgieter presents himself more as an internationally orientated and well-read literary scholar than an art critic. Given his interest in English and French Romantic poetry and literature, he was undoubtedly familiar with Jacob Geel’s Gesprek op den Drachenfels, published in 1835. In it, the then important cultural issue of the Romantic movement in literature is addressed through a conversation between three friends. The three main characters Potgieter introduces in his review, the spontaneous Maria, the art-lover Willem, and the neutral I-figure, could, as with Geel, represent Romanticism, Neoclassicism, and the open-minded outsider, respectively, but I found no concrete indication of this in the text.⏎

	Potgieter 1834–1835, pp. 257–258.⏎

	[anonymous] ‘Tentoonstelling te ’s Gravenhage’ 1839–1840, pp. 138–141.⏎

	Reynaerts 2019, pp. 132–136; Loos et al. 1997, pp. 74–76.⏎

	[anonymous] ‘Tentoonstelling te ’s Gravenhage’ 1842-1843, pp. 78, 80; [anonymous] ‘Tentoonstelling van schilder- en kunstwerken van levende meesters, te Rotterdam’ 1844–1845, p. 8.⏎

	R. 1851, p. 68; A. N. P. G. 1852, p. 83.⏎

	The observation that paintings with steamers were shown at the Tentoonstelling van Levende Meesters is based on the presence of the word ‘steam’ in the titles of works submitted by marine painters in the catalogues, period 1808–1839. For example: Lijst der kunstwerken …, Amsterdam 1826. Catalogue number 375, Joseph Sipkes, View of the Y with a Steamboat; Lijst der kunstwerken …, Rotterdam 1836. Catalogue number 131, Joseph Sipkes, A Still Water on the IJ near Pampus, with a Steamboat and Other Vessels; Lijst der schilder- en kunstwerken …, The Hague 1837. Catalogue number 82, Pieter Arnout Dyxhoorn, The Disembarkation of Some Passengers from a Steamboat at the Harbour of a Seaport.⏎

	[anonymous] ‘Tentoonstelling te Amsterdam. 1848’ 1848, p. 79. The reviewer mentions the title in which the steamer appears, but otherwise he only discusses the tone of the work, which he find somewhat greyish, and does not say a word about the steamship. The work in this case is: Lijst der voortbrengselen …, Amsterdam 1848. Catalogue number 503, Louis Meijer, A Steamboat Lying at Anchor, in a Rising Storm, on the French Coast; [anonymous] [discussion …] 1839–1840, p. 1–4. One painting of a steamship that did receive a critical response was Louis Meijer’s The Stranding of the Steamboat Willem i on the Lucipara Coral Reef, of 1837. However, the reviewer was mainly concerned with assessing the work as a history painting and he did not consider the depiction of the steamer. For this painting, see rma, Louis Meijer, Self-Portrait, 1838, inventory number sk-a-1406. Self-portrait of Louis Meijer, sitting behind an easel with the painting The Stranding of the Steamboat Willem i on the Lucipara Coral Reef. The painting of the stranding was lost in a fire in the Koninklijk Tehuis voor Oud-Militairen Bronbeek in Arnhem in 1958.⏎

	R. 1850, p. 56; W. Wz. 1861, p. 48. In this review, a steamer was mentioned for the first time in the description of a painting. The work in this case is: Catalogus der schilder- en kunstwerken …, Rotterdam 1860. Catalogue number 210, Louis Meijer, Dutch Barque Stranded on the Coast of the Island of Jersey. The crew is rescued by the French steamer the Komeet.⏎

	[anonymous] ‘De Rotterdamsche tentoonstelling …’ 1859, p. 38; [anonymous] ‘De tentoonstellingen te Amsterdam …’ 1859, p. 70.⏎

	[anonymous] ‘De tentoonstellingen te Amsterdam …’ 1859, p. 73. For the development and appreciation of the art of the juste milieu in Paris, see: Adang and van Steenderen 1999, pp. 136–137.⏎

	Adang and van Steenderen 1999, pp. 134–136.⏎

	B. 1813, pp. 297–304, 299.⏎

	B. 1813, p. 303; Lijst der kunstwerken …, Amsterdam 1813. Catalogue number 12, Nicolaas Baur, A Violent Storm.⏎

	B. 1813, p. 299.⏎

	B. 1820, p. 287. Johannes Schotel submitted two paintings to the exhibition, both of which were storms: Lijst der kunstwerken …, Amsterdam 1820. Catalogue number 344, J. C. Schotel, View on the Vlissingen Harbour Head, with a Turbulent Sea and Lijst der kunstwerken …, Amsterdam 1820. Catalogue number 345, J. C. Schotel, A Choppy Water.⏎

	Warnsinck 1818, pp. 16–18.⏎

	Hoop 1834, pp. 339–342. For art criticism regarding the influence of the Romantic movement on Dutch painting, see, for example: Sillevis, Smets, and Stumpel 2007, p. 39.⏎

	Mathijsen 2004, pp. 53–59.⏎

	A shipwreck, for example, by Wijnand Nuijen: rma, Shipwreck on a Rocky Coast, circa 1837, oil on canvas, 154 x 206 cm, inventory number sk-a-4644.⏎

	Submissions of shipwreck paintings by marine painters were concentrated in the period 1835–1860. The marine painters whose work or names were mentioned in the reviews, submitted eight paintings of this type between 1820–1834 and five between 1860–1900 (a total of about seventy-four paintings). rkd-explore/ excerpts/domain: living masters, accessed on 3-5-2017.⏎

	 Lijst van voortbrengselen … Amsterdam 1844. Catalogue number 604, Louis Meijer, The Sinking of the English Transport Ship De Snelheid, 25 October 1832; [anonymous] ‘De tentoonstelling te Amsterdam. Voor den jare 1844. Een blik op de nagezonden stukken’, 1844–1845, p. 60. The poem to which the reviewer refers is by George Gordon Byron (Lord Byron), Childe Harold’s Pilgrimage, second canto, clxxix, 1812:

Roll on, thou deep and dark blue Ocean – roll! Ten thousand f leets sweep over thee in vain; Man marks the earth with ruin – his control Stops with the shore; – upon the watery plain The wrecks are all thy deed, nor doth remain A shadow of man’s ravage, save his own, When for a moment, like a drop of rain, He sinks into thy depths with bubbling groan, Without a grave, unknelled, uncoffined, and unknown.
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