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ABSTRACT

This dissertation examines the acquisition and dissemination of the famous
Brazilian collection of Johan Maurits of Nassau$Siegen (1604-1679), the
governor$general of Dutch Brazil from 1637 to 1644. Maurits amassed an extraordinary
collection of ethnographic images and objects while governing the Dutch colony, which
he then distributed as a series of diplomatic gifts to the Elector of Brandenburg Frederik
Wilhelm I, Danish King Frederik 111, and French King Louis XIV. | argue that Maurits’s
Brazilian gifts—which traveled from Brazil to The Hague, Berlin, Copenhagen, Cleves,
Paris, Malta, and St. Petersburg—acted as temporal registers of alterity, responding to
and initiating nuanced narrative shifts when they changed hands.

It is a fundamental argument of this dissertation that the cross-cultural circulation
of people, objects, and ideologies in the early modern period yielded dynamic shifts in
meaning resulting from disparate geographic and temporal trajectories. My approach,

therefore, situates Maurits’s gifts within a broad spectrum of exchange that extends from
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Brazil to Western Europe. First, | examine the significance of Maurits’s role as governor-
general, arguing that he carefully constructed an identity as a colonial ruler based on his
experiences and education in both Europe and Brazil, which provided the foundation for
his participation in an exchange culture in both contexts. Then, | examine the practice of
exchange in The Netherlands and Brazil, demonstrating that gift-giving became a vehicle
for articulating fluctuating narratives of social order that could neutralize political
tensions or amplify the appearance of authority. | also contend that visual representations
of exchange encounters, which were underwritten by European notions of imperialism
and dominance, played an essential role in imagining complex systems of social
negotiation. Finally, | closely examine Maurits’s gifts to Frederik Wilhelm, Frederik 111
and Louis X1V, arguing that these presentations initiated alternate modes of display and
reception, which underscores the importance of geographic and temporal distance as

meaningful factors in exchange.
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INTRODUCTION

In 1647, three years after Johan Maurits of Nassau-Siegen (1604-1679) returned from
Brazil, Caspar Barlaeus (1584-1648) published a lengthy account lauding Maurits’s
tenure as governor-general of the former Dutch colony. The text, first published in Latin
under the title Rerum per octennium in Brasilia et alibi nuper gestarum, sub praefectura
illustrissimi Comiti I. Mauritii...Historia (The History of the Recent Activities in Brazil
and Elsewhere over a Period of Eight Years under the governorship of Count Johan
Maurits) describes the indigenous people living in Dutch Brazil, the negotiations initiated
to form alliances with them, and the battles fought to maintain peace. Not surprisingly, a
great deal of the text focuses on Maurits, who commissioned Barlaeus to write the
account and who paid for its publication. However, regarding what is arguably Maurits’s
greatest contribution—commissioning a visual record of the people, flora and fauna of
the region—only the following is written:
He had not only left proof of his military prowess in Brazil but, once returned to
the United Provinces, he displayed many of Nature’s wonders and materials that
are a help to scientists and physicians in the halls of learning. He also wanted
representations of these materials to be shown in paintings and woven into
tapestries, to be remembered by later generations, so that when these specimens
had perished there would still be images revealing the marvels of the New
World.!

Although his remarks regarding Maurits’s Brazilian collection are brief, they are

significant, for they articulate themes with which any study of the collection must

! Caspar van Baerle [Caspar Barlaeus], The History of Brazil under the Governorship of
Count Johan Maurits of Nassau, 1636-1644, translated by Blanch T. van Berckel-Ebeling
Koning (Gainesville, FL: University Press of Florida, 2011), 298. All subsequent
references to The History of Brazil refer to this translation.



engage: distances traveled in space and time. Geographically, Barlaeus writes of two
regions—the New World and the Old—between which Maurits and his Brazilian
collection traveled. Temporally, he speaks of contemporary “scientists and physicians,”
but alludes to “later generations” who will benefit from Maurits’s foresight. Barlaeus’s
prediction was most prescient indeed, although one wonders if he envisioned the extent to
which the circulation of Maurits’s Brazilian collection would both enrich and complicate
modern conceptions of seventeenth-century Brazil.

When Maurits was ordered by the West India Company (WIC) to take control of
the failing Dutch colony in Pernambuco, situated in the northeast corner of Brazil, he
enlisted the help of two professional Dutch artists to accompany him, Frans Post (1612-
1680) and Albert Eckhout (1610-1665). Post recorded the landscapes of Dutch Brazil,
while Eckhout recorded the people, flora and fauna. He also hired Willem Piso (1611-
1678), a physician, and Georg Marcgraf (1610-1644), a naturalist and cartographer, who
co-authored Historia Naturalis Brasiliae in 1648. It is the works produced by these
artists and natural historians to which Barlaeus refers in the passage above. The efforts of
their labor while in New Holland, as Dutch Brazil was called, provided a crucial source
of information for years to come.

Contemporary scholarly interest in Maurits’s Brazilian activities has crossed
disciplinary boundaries, engaging scholars of anthropology, ethnography, history, and art
history. As a result, the content and meaning of the collection itself, as well as the copies
made after it, have been frequently reconfigured and reshaped across disciplines. For

example, art historians, botanists, historians, and anthropologists contributed to the



essential text, Johan Maurits van Nassau-Siegen, 1604-1679 (1979).> Ten years later,
natural scientists P.J.P. Whitehead and M. Boseman’s A Portrait of Dutch 17" century
Brazil: animals, plants and people by the artists of Johan Maurits of Nassau, which was
prompted by Whitehead’s discovery of Brazilian drawings attributed to Eckhout in the
Biblioteka Jagiellonska in Krakow, advanced our understanding of the contents of
Maurits’s collection.* The majority of critical scholarly attention in recent years,
however, has been directed towards the works of Albert Eckhout and Frans Post. In 2004
the Mauritshuis organized an exhibition titled Discovering Brazil with Albert Eckhout
(1610-1666), which was accompanied by the catalogue Albert Eckhout: A Dutch Artist in
Brazil.* More recently, Rebecca Parker Brienen deals with Eckhout’s paintings in her
2006 monograph Visions of Savage Paradise: Albert Eckhout, Court Painter in Colonial
Dutch Brazil, which includes a critical evaluation of the meaning and content of the

artist’s Brazilian works.” Frans Post, to whom two monographs had been dedicated in

2 Johan Maurits van Nassau-siegen, 1604-1679. Essays on the occasion of the
tercentenary of his death, eds. E. van den Boogaart, H.R. Hoetink, P.J.P. Whitehead (The
Hague: The Johan Maurits van Nassau Stichting, 1979).

® The drawings found in Krakow include the Theatrum Rerum Naturalium Brasilia,
which consists of over 400 studies in oil and drawings; the Handbooks/Libri Principis,
which includes 350 watercolors and drawings; and the Miscellanea Cleyeri, which is
made up of 30 miscellaneous drawings and studies. Whitehead, P.J.P and M. Boseman.
A Portrait of Dutch 17" century Brazil: Animals, plants and people by the artists of
Johan Maurits of Nassau (Amsterdam: North-Holland Publishing Company, 1989).

* Quentin Buvelot, ed., Albert Eckhout: A Dutch Artist in Brazil (Zwolle: Waanders
Publishers, 2004).

> Rebecca Parker Brienen, Visions of Savage Paradise. Albert Eckhout, Court Painter in
Colonial Dutch Brazil (Amsterdam: Amsterdam University Press, 2006).



1962 and 1973, has more recently been the focus of a beautifully illustrated catalogue
raisonné.’

Striking in their life-sized dimensions, Eckhout’s figural paintings, which
represent the people living in Brazil under Dutch rule, have drawn the most critical
attention. Although often described as “ethnographic portraits,” they should be
understood more properly as ethnographic types that combine realistic renderings of
known artifacts, such as weapons, clothing, and botanical and animal specimens, with
European compositional conventions associated with full length portraiture, like
contrapposto, repoussoir motifs, and distant background vistas. Considering Eckhout’s
figural works as embodiments of ethnographic types rather than records of actual people
underlines the political force of the paintings, and suggests that the series was conceived
as an allegorization of Maurits’s authority, visualized by the hierarchical ordering of the
people over whom he ruled. Seen in this context, the paintings took on heightened
significance when they were subsequently distributed among his powerful
contemporaries. For when Maurits returns to Europe in 1644, these paintings, as well as
other objects and images from his collection, became the primary means by which
Maurits negotiated his own social and political position upon his return from Brazil:
beginning in 1652 the former governor-general presented his Brazilian collection as a
series of diplomatic gifts to Elector of Brandenberg Frederik Wilhelm I, Danish King

Frederik 111, and French King Louis XIV.

® On Post, see Erik Larsen, Frans Post. Interpréte du Brésil (Amsterdam/Rio de Janeiro:
Colibris, 1962); and Joaquim Sousa-Ledo, Frans Post, 1612-1680 (Amsterdam: A.L. Van
Gendt & Co., 1973). Pedro and Bia Corréa do Lago, Frans Post, 1612-1680. Catalogie
Raisonné (Milan: 5 Continents, 2007).



The study of gift exchange had long been the domain of anthropologists, until
more recent decades when historians and art historians have taken a noted interest. The
subjects of these studies have varied greatly, ranging from the so-called archaic societies
of the Maori in New Zealand to the elite members of Medici court in early modern Italy.’
Few studies, however, consider exchange on a cross-cultural and cross-disciplinary
spectrum.® Maurits’s Brazilian collection provides an exceptional opportunity to pursue
such a study, for the contents of his collection, which included ethnographic objects and
images, traveled from Brazil to western Europe, and an analysis of their significance
must consider both anthropological and art historical scholarship.

It is a central assumption of this study that gift exchange is a social behavior that
can be compared across cultures, and that such comparisons are especially fruitful in the
context of the early modern colonial period, when examples of the global circulation of

objects are abundant. Unlike previous studies of Maurits’s gifts, | broaden the

’ See, for example, Marcel Mauss, The Gift: Forms and Reason for Exchange in Archaic
Societies, trans. W.D. Halls (New York and London: W.W. Norton, 1990); Mario
Biagioli, Galileo, Courtier: the practice of science in the culture of absolutism (Chicago:
University of Chicago Press, 1993). See also Irma Thoen, Strategic Affection? Gift
Exchange in Seventeenth-Century Holland (Amsterdam: Amsterdam University Press,
2007), 18-19; Natalie Zemon Davis, The Gift in Sixteenth-Century France (Madison: The
University of Wisconsin Press, 2000); James Carrier, Gift and Commaodities: Exchange
and Capitalism since 1700 (London & New York: Routledge, 1995); Annette Weiner,
Inalienable Possessions. The Paradox of Keeping-While-Giving (Berkeley: University of
California Press, 1992); and Sharon Kettering, Patrons, Brokers and Clients in
Seventeenth-Century France (New York: Oxford University Press, 1986), among many
others.

® A notable exception is Nicholas Thomas’s Entangled Objects. Exchange Material
Culture, and Colonialism in the Pacific (Cambridge, MA: Harvard University Press,
1991). See also Linda Komaroff, et al. Gifts of the Sultan: The Arts of Giving at the
Islamic Courts (Los Angeles; New Haven: Los Angeles County Museum of Art; Yale
University Press, 2011).



geographical and temporal scope of this dialogue, which extends from Brazil to The
Netherlands, Germany, Denmark, France, Italy, Malta and Russia, over a period of more
than a century. This dissertation aims to contribute to the scholarship of gift theory in the
early modern period by uniting an anthropological interest in the practice of exchange
with an art historical consideration of its representation. Therefore, | not only examine
the tradition of exchange as a social practice, but also as a conspicuous textual and visual
means of negotiating relationships in both colonial Brazil and Europe. By examining the
interplay between practice, text, and image, | assert that exchange rhetoric provided a
means by which rulers could establish and enforce power structures, particularly in
instances of cross-cultural encounter. The acquisition and distribution of Maurits’s
Brazilian collection provides a compelling case study in which to explore these dialogues
of exchange for, as | demonstrate, sustained engagement with the visual and textual
language of exchange existed on both sides of the Atlantic.

Despite the ubiquitous presence of exchange rhetoric between rulers in the major
courts of Europe and beyond, the significance of Maurits’s gifts to the Elector, Frederik
I11 and Louis X1V have been dealt with cursorily, if at all. Two notable exceptions are
Rutger Joppien’s seminal 1979 essay, “The Dutch Vision of Brazil,” and Rebecca
Brienen’s 2006 monograph.®® Of these two texts, only Brienen’s attempts to situate
Maurits’s gifts in the context of contemporary theories of exchange. But while Brienen

acknowledges that Maurits’s gift-giving “operated on a fundamentally social and political

% Joppien, R. “The Dutch Image of Brazil,” in Johan Maurits van Nassau-Siegen, 1604-
1679.
19 Rebecca Parker Brienen, Visions of Savage Paradise, 204-207.



level,” she suggests that once gifted, Maurits’s Brazilian paintings became “highly
desirable images of the “‘exotic’ New World, whose connection to Johan Maurits was of
secondary importance.”*! In contrast, this study attempts to account for and understand
the shifts in meaning that accompanied the distribution of Maurits’s collection, focusing
especially on the transformation of some of Eckhout’s paintings into the tapestry series
called Les Anciennes Indes (The Old Indies), a group of works that is not addressed by
Brienen. Thus, while Brienen’s insightful research has been essential to my
understanding of Eckhout’s paintings, it does not embrace the full geographical and
temporal spectrum of the gifts’ travels, nor does it consider the ways in which the elite
practice of tapestry manufacture could yield different realms of signification.

Scholars generally situate Eckhout’s paintings among other early modern
examples of images that visualize the exotic, a justified categorization given the nature of
the paintings. However, this focus on European representations of the exotic often
overshadows the equally important iconographical tradition of gift exchange. Brienen is
again a notable exception in this regard. In her study, she suggests that Eckhout’s so-
called ethnographic portraits in Copenhagen should be seen as visualizations of gift
presentations, a consideration that | explore in great detail in chapter three. But whereas
Brienen suggests that this gift presentation should be seen primarily as a means to honor
Maurits, | argue that this visual representation of exchange is indicative of a much
broader rhetoric of reciprocity used to categorize exchange encounters in the early

modern period. The visual aspect of gift exchange is an area that has received very little

1 Brienen, 204.



theoretical attention in art historical scholarship, with the notable exception of Brigitte
Buettner’s 2001 article, “Past Presents: New Year’s Gifts at the Valois Courts,” one of
the few studies that acknowledges the long iconographic history of gift exchange.* It is
with Buettner and Brienen’s studies in mind that | situate Eckhout’s Copenhagen series
within the tradition of exchange imagery.

Gift exchange is not only an essential mode of social negotiation, but it also
facilitates the circulation of objects, often in disparate cultural contexts. Scholars who
consider the trajectories initiated by exchange have been especially influential in shaping
my own understanding of the circulation of Maurits’s collection. Claire Farago, for
example, has recently argued that to get a full picture of the complex cultural influences
enacted on a given object, we must “decentralize” our view of artistic production and
“consider the entire arc of cultural production from point of origin to ultimate
destination.”™® In her examination of The Mass of St. Gregory (1539), a featherwork
produced under the guidance of Franciscan missionary Pedro de Gante at the Nahua
school San José de los Naturales in Mexico City, she considers both the impact of
converging visual styles and technologies on artistic production and also the often
disparate modes of thinking that inform the production of material culture in the
multicultural landscape of New Spain. Eva Hoffman has also drawn attention to the ways

in which the mobility inherent to portable objects can weaken traditional center-periphery

12 Buettner, Brigitte. “Past Presents: New Year’s Gifts at the Valois Courts, ca. 1400,”
The Art Bulletin, Vol. 83, No. 4 (Dec. 2001): 598-625.

13 Claire Farago, “Objects in the Era of Globalization,” in Cultural Contact and the
Making of European Art since the Age of Exploration, ed. Mary Sherrif (Chapel Hill:
University of North Carolina Press, 2012), 19.



dichotomies. In her study “Pathways of Portability: Islamic and Christian interchange
from the tenth to the twelfth century,” she argues that “while portability destabilized and
dislocated works from their original sites of production, it also remapped geographical
and cultural boundaries, opening up vistas of intra- and cross-cultural encounters and
intersections.”* These studies have provided important models for understanding the
geographic and temporal trajectories initiated by Maurits’s presentations, for they explore
the multivalency of cross-cultural dialogues.

Recent interest in the mobility of objects has drawn further attention to the ways
in which the meanings of objects can change in the contexts of their new environments.
This change occurs not only as a result of the agendas of the new owners, but it is also
enabled by the agency of objects and their ability to construct identities and shape the
environments into which they move. Scholars such as Arjun Appadurai, Alfred Gell,
and, more recently, Bruno Latour and Monica Blackmun Visona have written studies that
explore the capacity of objects to initiate change as they travel between hands, and for
that reason have been essential inspirations for my work on Maurits’s collection.™
Visona’s article, “Agent Provocateur? The African Origin and American Life of a Statue
from Cote d’lvoire,” which explores the movement of a late nineteenth-century African

statue from the Ivory Coast to Paris, New York and then Tennessee, has been especially

 Eva R. Hoffman, “Pathways of Portability: Islamic and Christian interchange from the
tenth to the twelfth century,” Art History Vol. 24, No. 1 (February 2001): 17.

> Arjun Appadurai, The Social Life of Things: commodities in cultural perspective (New
York: Cambridge University Press, 1986); Alfred Gell, Art and Agency. An
Anthopological Theory (Oxford: Clarendon Press, 1998); Bruno Latour, Reassembling
the Social. An Introduction to Actor Network Theory (Oxford: Oxford University Press,
2005); Monica Blackmun Visona, “Agent Provocateur? The African Origin and
American Life of a Statue from Cote d’lvoire,” Art Bulletin (March, 2012): 99-129.
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useful for it deals with an object as it navigates across distinct cultural, geographic, and
temporal zones, during which time it relinquishes its original function, but also actively
acquires a new set of meanings. Like this nineteenth-century African object, the
Brazilian objects and images distributed by Maurits throughout Europe upon his return
also went through a process of re-identification that was determined in part by their new
owners and in part by the agency of the objects themselves.

This dissertation is organized in a fashion that attempts to account for the multi-
faceted, cross-cultural circulation of physical objects, people, and ideologies in the early
modern period, which must by necessity take into consideration disparate geographical
locations. In chapter one, for example, “Fashioning a Brazilian Court: Johan Maurits in
New Holland, 1637-1644,” | consider Maurits’s role as governor-general in Dutch Brazil,
but I place it within the context of his experience and education in the courts of Europe,
an education grounded in the Neostoic principles typical of the of the young ruling elite.
| subsequently argue that his carefully constructed identity as a colonial ruler provided
the foundation for his participation in diplomatic gift culture back in Europe.

Chapter two, “The Dutch Gift in Europe and Brazil,” also considers a broad
geographical scope, as | examine the practice of gift exchange in the New World and the
Old, demonstrating that gifting practices employed in Europe also found their way to the
Americas, where they interacted with preexisting gift cultures. In both Europe and
Brazil, gift exchange could be used to affirm social relationships or reinforce power
inequalities, demonstrating that exchange encounters engaged participants across cultures

in complex systems of social negotiation. This approach to understanding gifting culture
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in a colonial context can accommaodate subtle shifts in agency between gifting parties,
thereby complicating earlier binary models, which have focused on dualities of power
and submission. By examining the textual record of exchange in both Europe and Brazil,
| identify a conspicuous rhetoric of reciprocity that was used to neutralize tensions
between conflicting social and political factions.

Chapter three, “Visualizing Exchange in Dutch Brazil: Albert Eckhout’s
Copenhagen Series,” resituates Eckhout’s famous series of ethnographic portraits in the
context of the iconography of exchange. Though gift exchange has long been recognized
as a mode of social negotiation in early modern Europe, much less attention has been
paid to the ways in which its visualization could characterize relationships resulting from
colonial encounters. | argue that Eckhout’s ethnographic portraits, the iconography of
which recalls the many colonial exchange encounters discussed in chapter two, visualizes
an ideal form of behavior designed to honor the legacy of Johan Maurits in a complex
pictorial language underwritten by European notions of imperialism and dominance. As |
argue, images of exchange—Iike text-based exchange narratives—could be implemented
as a means of defining power structures and imagining social and political allegiances
between parties.

Chapter four, “Maurits’s Brazilian Collection in Europe: The Ethnographic Gift in
Time and Space,” reviews the contents of Maurits’s gifts and elaborates on the
circumstance of their exchanges, which sheds light on how these works were received
and into what epistemological constructs they were incorporated. The modes of

displaying ethnographic material, which included wunder and kunstkammers, libraries,
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tapestries, and paintings, played an important role in distinguishing the networks in which
ethnographic gifts were exchanged. | argue that while ethnographic collections could be
shaped by external factors such as narratives provided by the gift-giver, contemporary
notions of exotic material, and subsequent displays and iterations, they could also initiate
alternate registers of signification. Thus, these objects, although initially inalienable from
Maurits’s Brazilian legacy, subsequently facilitated subtle narrative shifts that
acknowledge and embody the ideological needs of their new owners. As a case study, |
closely examine Maurits’s gift to Louis X1V, which included paintings by Eckhout that
were intended as models for the tapestries series Les Anciennes Indes. Teeming with
abundant flora and fauna, the tapestries also include evidence of cultivation, colonization
and exploitation through a combination of directly observed Brazilian specimens and
conventionalized exotic motifs. For Maurits, the works would have functioned as
reminders of his success in Dutch Brazil; for Louis X1V, however, they would have
spoken to the economic potential of colonial expansion, made visible by abundant natural
specimens, evidence of cultivation, and botanical and zoological discovery. The
ideological shifts initiated by subsequent copies of the tapestries will also be explored. In
particular, | examine the copy made on commission for the Supreme Council Chamber of
the Grand Master’s Palace in Valletta, Malta and the copy given by Louis XIV as a
diplomatic gift to Russian Tsar Peter the Great. As these examples demonstrate, when
Maurits presented his Brazilian gifts to Frederik Wilhelm, Frederik I11 and Louis X1V, he
catapulted his collection into a state of perpetual renegotiation, characterized by

momentary connections and oscillations of alienability. The narrative shifts that are
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activated by the objects’ translocations emphasize the importance of geographic and
temporal distance as meaningful factors in exchange, factors which continue to enrich our

understanding of these works today.



14

CHAPTER I:
Fashioning a Brazilian Court: Johan Maurits in New Holland, 1637-1644

A 1647 engraving of Johan Maurits of Nassau-Siegen (1604-1679) prominently displays
the prince’s motto in a frame that encircles his likeness: Qua patet orbis (Figure 1.1).
This statement, “Wherever the world extends,” is both a testament to his extensive
travels, which took him as far as Brazil and Africa, and a concise reflection of the identity
he constructed for himself throughout his lifetime.*® This chapter will consider Maurits’s
role as governor-general in Brazil, and how this position provided an opportunity to mold
a unique identity as a colonial ruler, which advances an argument presented by Rebecca
Brienen in her monograph on Maurits’s court artist, Albert Eckhout.” Whereas Brienen
rightly argues that the images produced by Eckhout “demonstrated Johan Maurits’s
position as a colonial and cultural leader in Brazil,”*® | suggest that Maurits’s experience
and education in the courts of Europe shaped and was shaped by the character of his court
in Brazil, which was located in the city of Mauritsstad, a Dutch enclave on the Island of
Antonio Vaz in northeastern Brazil. Aware of the importance of city planning,
architecture, and landscape for demonstrating authority, Maurits implemented a

regularized urban design and built two palaces, which were surrounded by extensive

1% Translation is from H.R. Hoetink, “Introduction: Some Remarks on the Modernity of
Johan Maurits,” in Johan Maurits van Nassau-Siegen, 1604-1679. Essays on the occasion
of the tercentenary of his death, eds. E. van den Boogaart, H.R. Hoetink, P.J.P.
Whitehead (The Hague: The Johan Maurits van Nassau Stichting, 1979), 10.

7 Brienen, Visions of Savage Paradise (Amsterdam: Amsterdam University Press, 2006),
20. On self-fashioning in the early modern period, see Stephen Greenblatt’s seminal text,
Renaissance Self-Fashioning. From More to Shakespeare (Chicago & London: The
University of Chicago Press, 1980).

8 Ibid.
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European-style gardens, all of which served to demonstrate his powerful position within
the colony. He also collected and displayed specimens from both Africa and Brazil in his
cabinet of curiosities, and he commissioned artists to record the people, flora, fauna, and
landscape of the Brazilian countryside. Maurits’s manner of governance in New Holland,
as Dutch Brazil was called, was a conscious attempt to construct a court based on

European ideals, but tailored to the unique cultural and political climate of Brazil.

The Dutch in Brazil

The colonization of the northeastern region of Brazil was initiated by the Antwerp
merchant, Willem Usselincx (1567-1647), who believed that the Dutch were entitled to
trade in the Portuguese colony. Usselincx recognized that the Spanish-owned colony
(Portugal would remain under Spanish control until 1640) did not earn the majority of its
wealth from the gold and silver mines of Central and South America; rather, most of the
kingdom’s colonial income came from agriculture and trade, sugar yielding the highest
profit.*® Ultimately, Usselincx persuaded the States-General that both the formation of
the West India Company (WIC) and the subsequent colonization of Brazil would be
financially beneficial to the Dutch; however, whereas Usselincx, perhaps naively,
imagined a peaceful appropriation of the colony where the Spanish, Portuguese, and
Amerindian inhabitants would anxiously welcome the opportunity to trade with the
Dutch, the States-General envisioned a military conquest of the weaker Portuguese
regions, anticipating that the Portuguese would be hostile to their Spanish king and easy

to conquer and that African slaves would revolt against their masters. After unsuccessful

9 C.R. Boxer, The Dutch in Brazil, 1624-1654 (Oxford: Clarendon Press, 1957), 3.
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and financially devastating sieges of Bahia in 1625 and 1626, the Dutch conquered
Pernambuco in 1630, a region rich in sugar production.?’ Maintaining peace and stability
in the Brazilian region, however, was not easy. Concerned that constant revolts and
uprisings would impede sugar production, the WIC appointed Johan Maurits as governor-
general of Pernambuco in an effort to maintain order. Maurits’s success in the States
army, highlighted by his role in the successful siege of Den Bosch in 1629 under the
command of Stadholder Frederik Hendrik, and his own success in the capture of
Schenkenschans in 1636, made him a promising candidate to rule the Dutch colony.?
The Dutch presence in Brazil in the second quarter of the seventeenth century has
been characterized as “an imperialist commercial undertaking...amounting to economic
exploitation,” but also celebrated for its unprecedented religious tolerance.?> More recent
scholarship notes the pragmatic roots of these freedoms, which were never
conceptualized on theoretical terms, but instead “tailored to suit the harsh circumstances
of an embattled colony.”®® The exceptional freedoms enjoyed by Sephardic Jews in the

Dutch colony, for example, stemmed from Dutch reliance on their financial support of

29 Boxer’s The Dutch in Brazil provides a thorough history of the Dutch period of
occupancy.

21 Quentin Buvelot, Albert Eckhout. A Dutch Artist in Brazil, ed. Quentin Buvelot
(Zwolle: Waanders Publishers, 2004), 131. This catalogue, which was published in
conjunction with an exhibition at the Mauritshuis, includes a reproduction of the
proclamation of Maurits’s appointment in Brazil, for which he received “more than
ample salary.”

22 G. Freyre, “Johan Maurits van Nassau-Siegen from a Brazilian Viewpoint,” in Johan
Maurits van Nassau-Siegen, 1604-1679, 237.

23 Jonathan lsrael, “Religious Toleration in Dutch Brazil (1624-1654),” in The Expansion
of Tolerance. Religion in Dutch Brazil, 1624-1654 (Amsterdam: Amsterdam University
Press, 2007), 30.
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the sugar mills.?* Moradores, the name used to designate the Luso-Brazilian colonists
skilled at operating the sugar plantations, were welcomed into the Dutch colony and
promised freedom of religion, with the understanding that they would aid the Dutch in
running the mills.?®

Maurits’s legacy as governor-general of the Brazilian colony has long benefited
from the acts of pragmatic tolerance that were in place well before his reign. Although
he is often credited with a sincere interest in cultivating tolerance, his correspondence
suggests that he acquiesced to religious plurality for the same pragmatic reason as the
WIC.?® In a document written by Maurits for his successors, he recommends the most
effective treatment of the Portuguese:

The Portuguese will be very submissive to you if they are treated with courtesy
and benevolence, and in this way you will obtain more benefit and obedience
from them than from our own people. | know from experience that the
Portuguese attribute more importance to courtesy and good treatment than to
material benefits.?’

On matters of religion, he continues:

In ecclesiastical matters of affairs of the Church, tolerance or compliance is more
necessary in Brazil than with any other people which has been granted religious

2> Michiel van Groesen, “Introduction,” in The Expansion of Tolerance, 8-9. On the
Dutch inexperience with running the sugar mills, see comments by Johannes Nieuhof
(1618-1672), a employee of the WIC, who said, “Our people were up to this point so
inadequately practiced or experienced in the making of the sugar that the Company had to
be served in this area: they always had to keep Portuguese on hand to be deployed in
order to make good sugar.” Quoted in Julie Berger Hochstrasser, Still Life and Trade in
the Dutch Golden Age (New Haven and New London: Yale University Press, 2007), 191.
Originally from Nieuhof, Gedenkwaerdige Brasiliaense Zee-en Lantreize (Amsterdam:
widow of Jacob van Meurs, 1682a).

28 J.A. Gonsalves de Mello, “Vincent Joachim Soler in Dutch Brazil” in Johan Maurits
van Nassau-Siegen, 253.

27 Ibid.
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freedom. If fervour and Christian zeal for the true worship urges you to think
otherwise, it is better if you do not manifest it. Every one of you should suppress
personal feelings in this matter in order to avoid great inconvenience.?®

As these two passages make clear, Maurits’s tolerance was rooted in a desire to maintain
the stability of the colony and “to avoid great inconvenience,” not in heart-felt
humanitarianism. Nevertheless, this approach to governing the colony was duly noted
and admired by his contemporaries. For example, Vincent Joachim Soler, a minister of
the Reformed Church and resident of the Dutch colony, proudly said of Maurits,

If a soldier or a craftsman of the company or any poor person becomes ill, he
himself gives him food twice a day, serving him better than he is served
himself... Thanks to his kindly treatment, he conquered the Indians, who are so
necessary to this State. The Portuguese, upon whom he has showered
forgiveness, although they are a perfidious and evil race, say openly that only the
Nassau family could have produced such an affable, humane and lenient man.?

Such admiration seems to have been felt also by the Amerindians under his jurisdiction,
who, upon his departure to Holland, supposedly carried him to his ship on their
shoulders; some even returned to the Netherlands with him.*® The Portuguese, too,
lamented the Prince’s departure. When Maurits resigned his post as governor-general in
October of 1642, due in part to his frustration with the directors of the WIC,* they wrote

a letter to its board members, the Heren XI1X, voicing their concern:

%8 |bid.

*% 1bid, 251-252.

%0 Referenced in Hochstrasser, Still Life and Trade, 358, n. 153. From Spruit, Rudd J.
Zout en Slaven: De Geshiedenis van de West-Indische Compagnie/Salt and Slaves: the
History of the West Indies Company (Houten: De Haan, 1988), 53-6.

31 Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 132. Maurits was frustrated by the
lack of resources and support from the WIC. The directors of the WIC, on the other
hand, dubbed the Mauritshuis the “maison du sucre” because they thought that Maurits
had profited excessively from the Brazilian sugar trade.
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We have heard that the intention is to take away from us the illustrious Johan
Maurits, who is governing us and who has enlarged, pacified and protected this
State, which, we are certain, cannot be preserved without his presence.*

Their fears were well grounded: stability within the Dutch colony was maintained for
only ten more years after Maurits’s departure.*®

Instead of celebrating Maurits’s pragmatic tolerance as a personal expression of
ethical fortitude, it is essential to consider his governance in the context of early modern
princely ideals, the study of which was an important part of any young noble’s education.
In addition, the connection between Maurits’s practical tolerance and seventeenth-century
Neostoic principles has been noted as a possible source of inspiration for his governing
style, a notion that should be explored further.®* The popularity of Stoicism in the late
sixteenth and early seventeenth century was advanced significantly by the work of Justus
Lipsius (1547-1606), who emphasized especially the notion of ideal virtue coupled with
practicality. Artists and intellectuals, such as Peter Paul Rubens, his brother Phillip, and
Nicolas Poussin, incorporated Neostoic precepts into their lives and art, but the principles

of Neostoicism also provided a model for the ruling elite.*®

32 Quoted in de Mello, 252. This is one of three letters to the Heren X1X that requested
Maurits stay on as governor-general, suggesting a collaborative initiative. The other two
are from the Town Council of Mauritsstad (significantly, this letter was signed by the
future leaders of the Pernambuco revolt) and The Councillors of Iguaracu. Excerpts from
both of these letters are published in de Mello, 252.

% Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 135. In 1654, the Dutch were
defeated once and for all by the Portuguese and they were paid 63 tons of gold to forfeit
the colony.

% H.R. Hoetink mentions this connection in his introduction to Johan Maurits van
Nassau-Siegen, 1604-1679, 10. See also M.E.H.N. Mout, “The Youth of Johan Maurits”
in Johan Maurits van Nassau-Siegen, 1604-1679, 13-38.

%> On Rubens and Neostoicism, see Mark Morford, Stoics and Neostoics. Rubens and the
Circle of Lispius (Princeton, NJ: Princeton University Press, 1991). On Poussin’s
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Johan Maurits’s Education in the Courts of Europe
Maurits’s early education, which was supervised by his father at the court of his family in
Siegen, was guided by humanist principles and shaped by contemporary currents in

Neostoicism.*® Although little is known about Maurits’s life at Siegen, which has been

137

described as a “small court in a small German town,”*" there is one text that seems to

have played an important role in his education: a Furstenspiegel, or guidebook for young
princes, called Horologium Principum, which was a bound collection of excerpts based
largely on Antonio’s de Guevara’s (c. 1481-1545) popular text Reloj de principes, first
published in 1529.% The Reloj de principes is a moralistic, Neostoic text based on the
life of Marcus Aurelius, the ancient Roman Emperor most famous for his stoic musings
in his well-known Meditations. Through the life of Marcus Aurelius, Guervara
emphasizes aspects of good government, such as justice, clemency, concern for the well-
being of the state, and a love of learning, and encourages contemporary rulers to follow
the same path. In his dedication to Charles V, he encourages the king to,

take this wise philosopher and noble emperor as a master in your youth, as a
father in your government, as a guide in our wars, as a friend in your labors, as an
example in your virtue, as a master in your learning as a clear light for your
desires, and as a competitor in your undertakings.*

possible use of Neostoic concepts in his art, see Sheila McTighe’s Nicolas Poussin’s
Landscape Allegories (Cambridge, UK/New York: Cambridge University Press, 1996).
% For a discussion of Maurits’s early education see Mout, 13-38.

*"bid., 17.

%8 |bid., 19. Guevara’s text was reproduced in many editions and languages throughout
the sixteenth century. Mout suggests that the Horologium Principum was based on a
Latin edition of the text that may have been in the Nassau library.

%% Quoted in Michael P. Mezzatesta, “Marcus Aurelius, Fray Antonio de Guevara, and the
Ideal of the Perfect Prince in the Sixteenth Century,” Art Bulletin, Vol. 66, No. 4 (Dec
1984): 625-626.
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If this text were truly a guiding principle of Maurits’s education, as it appears to have
been,” it is easy to see how these Neostoic precepts based on effective, fair, practical,
and virtuous actions informed Maurits’s style of governance in Dutch Brazil. For
example, as governor-general of the Dutch colony, Maurits has been credited with calling
together what is often referred to as the first Latin American Parliament, attended by both
the Dutch and the Portuguese.*! Furthermore, he also created a separate Amerindian
general assembly composed of elected indigenous representatives.*> Given the
importance of the Portuguese in running the sugar mills, and the significant aid various
indigenous groups provided in defending the colony, Maurits’s decision to permit them a
limited role in its government seems imminently practical. This type of practical
rationalism exemplifies Neostoic sentiment in the seventeenth century, and reflects an
education that was grounded in its principles.*®

As an heir of noble birth, Maurits’s broad humanist education also covered
cultural studies, including music and art. Therefore, in addition to his formal education,**
Maurits spent a considerable amount of time at the court in Kassel, where he attended the

Collegium Mauritianum, an elite school exclusively for noble offspring between the ages

0 See Mout, 20. Mout identifies the Horologium Principum as a “special item of his
educational programme,” which was used to “prepare [him] for life at court.”

* Frans Leonard Schalkwijk, The Reformed Church in Duch Brazil, 1630-1654
(Zoetermeer: Boekencentrum, 1998), 53. This, too, can be seen as an act of practical
necessity, since the Portuguese outnumbered the Dutch two to one. Schalwijk, 47.

“? Ibid., 53.

* Hoetnik, 10.

* He may have also attended the Calvinist school Herborn and Basel University. See
Mout, 20-22.
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of nine and seventeen.” Founded by Maurits’s brother-in-law, Moritz of Hessel-Kassel,
the curriculum combined a classical education with traditional courtly activities, such as
dancing, music and fencing.*® The court at Kassel, which was modeled after Emperor
Rudolph 11’s court in Prague, no doubt left a lasting impression on Maurits, who, years
later, would form his own court in Dutch Brazil. Also influential were the years Maurits
spent at the courts in The Hague, which included not only the court of Stadholder
Maurice, but also of the exiled Winter King and Queen. While the Stadholder’s court
certainly did not exude the splendor of the court at Kassel, the exiled Bohemian rulers
lived more extravagantly.*’

Maurits’s connections to European nobility would play a significant role in his
future career. Not only did these contacts provide him with educational opportunities
reserved for members of an elite group, but they also led to his first appointment in a
cavalry regiment commanded by Frederik Hendrik.** These connections would also
facilitate his appointment as governor-general of Brazil, and grant him access to a

powerful social network later in his life, which will be discussed in greater detail below.

Maurits’s Brazilian Court

** Ibid., 23-31.

“® Ibid., 23.

" Mout, 36. On the modest patronage of Stadholder Maurice, see Peter van der Ploeg
and Carola Vermeeren, eds. Princely Patrons, The Collection of Frederik Hendrick of
Orange and Amalia of Solms in The Hague (The Hague: Mauritshuis/Zwolle: Waanders
Publishers, 1997), 14-17.

*8 Mout, 36. At the funeral of his uncle, Stadholder of Friesland, Willem Lodewijk, who
had previously denied him the position of officer in the Dutch army, Maurits had a
fortuitous encounter with the future Stadholder, who gave him the assignment.
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It is against the backdrop of Maurits’s privileged education and access to the courts of
Europe that one should consider his court in Dutch Brazil, located on the island of
Antonio Vaz near the capital city of Recife.** This land, which was in a low lying,
swampy area that would not have been appealing to most colonial settlers, was an
environment with which the Dutch were of course accustomed, and it is here that Maurits
built the city of Mauritsstad. Through the establishment of canals, right angled streets
and “tall, facaded, closely spaced houses similar to those of Holland,”*® he created an
ideal city based on European, specifically Dutch, urban design principles.*

There are few remnants of Dutch Brazil today. Architecturally, almost nothing
remains of Maurits’s legacy:*? neither Vrijburg, his official residence, nor Boa Vista, his
pleasure palace and retreat, still stand, although drawings and plans made by Frans Post
and Caspar Barlaeus record aspects of their appearance (Figure 1.2-1.4).>® Nevertheless,

Vrijburg, with its surrounding gardens, and Boa Vista, with its cabinet of curiosities,

*9 On Maurits’s buildings in Brazil and elswhere, see J.J. Terwen, “The Buildings of
Johan Maurits,” in Johan Maurits van Nassau-Siegen, 1604-1679, especially 87-104.

> Ron Van Oers, “The Dutch Urban Heritage of Recife, Pernambuco, in Brazil,” Journal
of Architectural Conservation, No 1 (March 2001): 60. Terwen describes Recife as “an
untidy agglomeration of all kinds of tall narrow houses, huddled together; sometimes
they were three storeys high, because the area of the spit was very small and land was at a
premium,” 87. This description can be contrasted with the relative regularity of
Mauritsstad.

> It has been suggested that architect Pieter Post, who likely spent a short time in Brazil
with his brother Frans, designed the layout for the city of Mauritsstad, as well as
Vrijburg. See Terwen, 88.

>2 The only architectural structure that survives from the Dutch period of occupancy is
Forte do Brum (Fort de Bruin). Van Oers argues that although no architecture remains
from the period of Dutch occupancy, there are “remnants of Dutch building practices,”
such as Ponte Mauricio. Van Oers, 65-66.

>3 On Vrijburg, see Terwen, 89-98. The discovery of a drawing of a fortified tropical
house suggests an additional structure built under Maurits’s rule, although the drawing’s
provenance cannot be confirmed. See Terwen, 98-104.
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demonstrate that Maurits was intent on creating a princely court in Brazil based on
contemporary European fashions.

Vrijburg, which housed members of his court and provided public spaces for
entertainment and diplomacy, was situated on the northern side of Fort Ernestus on the
island of Antonio Vaz. From Post’s drawings we learn that the main portion of Vrijburg
was conceived in the classical style of a Palladian villa.>* But the design of Vrijburg was
also functional, accounting for the needs of the governor-general and his court. On either
side of the main structure were two conspicuous towers: one was used as a lighthouse and
the other as an observatory to aid in astronomical research.>® From these towers, one
could also view Vrijburg’s gardens and the river Capibaribe, which was adjacent to Boa
Vista.”® J.J. Terwen’s reconstruction of Vrijburg, which is based on Post’s drawing,
Barlaeus’s plan, and an unsigned architectural plan in Kassel, suggests the existence of a
large central hall used for official business and entertainment.>” The design of this hall,
which was unusually tall, was likely intended to provide a cool sanctuary, offering relief
from the tropical climate of Brazil.*®

Surrounding Vrijburg were acres of gardens intended to preserve nature, to

provide food, and to serve as a pleasure retreat for the prince and his guests (Figure

> Terwen, 96.

>> Maria Angelica da Silva and Melissa Mota Alcides, “Collecting and Framing the
Wilderness: The Garden of Johan Maurits (1604-79) in North East Brazil,” in Garden
History, Vol. 30, No. 2, Dutch Influences (Winter 2002):157; see also Terwen, 89.

*® Da Silva and Alcides, 158.

>" Terwen, 96. This hall would have been large enough to house Eckhout’s Copenhagen
series (see discussion below). On Terwen’s reconstruction of Vrijburg, see also Rebecca
Parker Brienen, Visions of Savage Paradise, 180-181.

*® Terwen, 96-97. Terwen suggests that the windows were specifically designed for a
tropical climate.
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1.4).>° Maurits’s gardens not only included the flora of Brazil, but also Europe, Africa
and the other lands with which the Dutch had trading contacts.”® Included in the gardens
were oranges and other citrus trees, pomegranates, bananas originally introduced from
Guinea, as well as specimens unknown to most Europeans, such as mamao, jenipapa,
araticu and Brazil nuts.®*

Maurits’s gardens not only offered an abundant harvest of local and exotic
agriculture, but they also provided a stage for the enactment of courtly leisure activities.
As described by Manuel Caldo, a Portuguese friar living in New Holland, the gardens at
Vrijburg contained,

many trellised vines and beds of vegetables, and of flowers, with some gaming
houses, and entertainment, where the ladies and their friends would go to pass the
summer festivals and to have their treats, and make their picnics and drinks as
they do in Holland.?

Maurits’s gardens, then, were public spaces visited by guests and residents of the
Brazilian colony.®® Considering Maurits’s interest in garden design, evident in his future

projects in The Hague and Cleves, Vrijburg’s gardens, like his later projects, were likely

> On the Vrijburg gardens see da Silva and Alcides, 153-176. See also, Wilhelm
Diedenhofen, “Johan Maurits and his Gardens,” in Johan Maurits van Nassau-Siegen,
1604-1679, 197-200.

% Da Silva and Alcides have suggested that Maurits may have been trying to bring
together an “ideal and complete garden, a sort of earthly Paradise.” Da Silva and Alcides,
160.

%! Caspar Barlaeus, The History of Brazil, 142.

%2 Da Silva and Alcides, 158.

% On Maurits’s gardens, see Diedenhofen. On gardens in the Netherlands, see especially
Erik de Jong, Nature and Art: Dutch Gardens and Landscape Architecture, 1650-1740
(Philadelphia: University of Pennsylvania Press, 2000); Journal of Garden History, An
International Quarterly, Vol. 8, No. 1, January-March 1988; Vanessa Bessemer Sellers,
Courtly Gardens in Holland 1600-1650: The House of Orange and the Hortus Batavus
(Amsterdam: Architectura & Natura Press; Woodbridge: Garden Art Press, 2001).
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conceived around a central theme or iconographic program, as was typical in garden
design in the early modern period.** Erik de Jong and Chandra Mukerji have shown how
garden design could be used as propaganda to communicate the power of the ruling
party.® Such a scenario could certainly be envisioned in the case of Maurits, whose post
was created to tame this wild and sometimes hostile region. By including specimens
from other areas of colonial expansion, and by demonstrating significant engineering
feats, as he did when he famously transplanted numerous coconut trees,*® he suggests
both his power over the natural world through his ability to shape nature, and Holland’s
achievements in global exploration and trade. But Maurits’s gardens were not simply an
exercise in colonial authority. Calado suggests the Prince’s gardens at Vrijburg also
provided an outlet for contemplative retreat:

...the desire of the Prince was that all should go see its curiosities, and for

pleasure he himself walked to show them off, and to live happier left the houses
where he lived and moved to his garden with the greater part of his servants.®’

% On the iconography of gardens see especially, Erik de Jong, Chapter 3, “The Garden of
Venus and Hercules: Het Loo as Political Propaganda for Stadholder-King William I11,”
in Nature and Art, 41-66.

% Chandra Mukerji, Territorial ambitions and the gardens of Versailles (Cambridge, UK;
New York: Cambridge University Press, 1997).

% Barlaeus describes this event:

The Count ordered them [coconut palms] carefully dug out, transported on a four-
wheeled vehicle over a distance of three or four miles, and brought to the island
on a pontoon boat. Against everyone’s expectations, the ancient trees that had
been transplanted so cleverly and with so much labor took root very well in the
fertile soil and bore large quantities of fruit, even during the first year. Barlaeus,
The History of Brazil, 141-142.

%" Quoted in da Silva and Alcides, 158.
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Here the Prince’s love of his gardens reflects contemporary notions of a garden as a
respite and retreat from worldly duties, which could have restorative benefits.?®

Like the gardens, Maurits’s Brazilian residences included repositories for exotic
and domestic specimens: Vrijburg contained a menagerie and Boa Vista housed a cabinet
of curiosities. His menagerie featured diverse species such as parrots, tigers, araras, jacis,
Guinea fowl, ducks, peacocks, turkeys, Angolan sheep, Cape Verde goats, wild pigs and
rabbits.® Caspar Barlaeus describes Maurits’s cabinet of curiosities at Boa Vista as his
“museum, his treasure house, to which ships coming from the Indies, Africa, and other
regions brought foreign animals, plants, household goods, clothing, and weapons of
barbarian tribes that formed a pleasing and unusual spectacle for the Count.”™
Collections of exotic material, much like the animals in menageries, were considered
appropriate, and even necessary, components of princely status, for it was thought that by
representing a microcosmic segment of the known world, such collections would
symbolically demonstrate the breadth of a ruler’s power. Among the social and political
elite, therefore, menageries, gardens, and cabinets of curiosities, could embody concepts

associated with prestige and power.” Like the gardens and the menagerie, Maurits’s

cabinet of curiosities should be considered in the context of princely self-fashioning, as it

% For example, in 1669 Jan van der Groen, “Gardener of his Serene Highness, Lord
Prince of Orange,” published his book Den Nederlandtsen Hovenier, an informative text
extolling life in the country. See Erik de Jong, “Country Life as an Ideal,” 3-17.

% Da Silva and Alcides, 167.

"% Barlaeus, The History of Brazil, 149.

> On a more practical level, the gardens, museum, and menagerie provided a source from
which his court artists and natural historians could base their drawings, paintings and
scientific research. Brienen suggests that the gardens and cabinet of curiosities were the
source for Eckhout’s works in Krakow. Brienen, Visions of Savage Paradise, 54
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is a continuation of elite collecting practices in the early modern period, which

simultaneously attests to the far reaches of his, and the WIC’s, power."

Maurits’s Courtly Retinue & Their Works: Marcgraf, Piso, Eckhout, and Post

As is well known, Maurits’s interests lay not only in the collecting of Brazilian material
culture, but also in preserving and recording life in Brazil through drawings, paintings,
and scientific publications. According to Caspar Barlaeus, the historian who chronicled
Maurits’s time in Brazil in the 1647 Rerum per octennium in Brasilia et alibi nuper
gestarum, sub praefectura illustrissimi Comiti I. Mauritii...Historia (The History of the
Recent Activities in Brazil and Elsewhere over a Period of Eight Years under the
governorship of Count Johan Maurits),”® Maurits sought “representations of...[Nature’s
wonders] to be shown in paintings and woven in tapestries to be remembered by later
generations, so that when these specimens had perished there would still be images
revealing the marvels of the New World.”™ For Maurits, then, mimetic representation
served as a mode of preservation, one that would provide the world with visual access to

the wonders of Brazil. The success and value of these imitations seems to have been

"2 That these elements of Maurits’s Brazilian court reflect the regions occupied by the
WIC suggests the ways in which self-fashioning can be rearticulated in the context of
cross-cultural encounters, recalling Stephen Greenblatt’s astute observation: “...self
fashioning occurs at the point of encounter between an authority and an alien, that what is
produced in this encounter partakes of both the authority and the alien that is marked for
attack, and hence that any achieved identity always contains within itself the signs of its
own subversion or loss.” Greenblatt, 9.

"® This book was very popular, being first translated into German, and then into Dutch in
1923. An English version was published in September 2011 by Blanch T. van Berckel-
Ebeling Koning under the title The History of Brazil under the Governorship of Count
Johan Maurits of Nassau, 1636-1644. All citations of this text refer to the English
translation.

" Barlaeus, The History of Brazil, 298.
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strongly linked to the fact that they were painted from life, a point that Maurits made
repeatedly in documents relating to his Brazilian collection.”

When Maurits arrived in Brazil he brought with him an entourage of artists and
scientists who were charged with the task of recording the many aspects of life in Dutch
Brazil. This group of professionals included Willem Piso (1611-1678), Georg Marcgraf
(1610-c.1644), Albert Eckhout (1610-1666),”® and Frans Post (1612-1680).”" Willem
Piso, Maurits’s court physician, specialized in tropical medicines,’® and Georg Marcgraf,
a natural historian, made significant advancements in astronomy.”® Together Piso and
Marcgraf co-authored Historia Naturalis Brasiliae, published in Amsterdam in 1648,
which was the only publication dedicated to all matters of life in Brazil for many years to

come (Figure 1.5).%°

’> See Brienen, Visions of Savage Paradise, 68-71.

’® In light of the fact that baptismal records from Groningen from before 1640 no longer
exist, there has been some disagreement as to the date of Eckhout’s birth. Egmond and
Mason maintain the traditional date of 1610 originally suggested by H.E. van Gelder in
his study of the artist, while Brienen adheres to R. Joppien’s suggestion of 1607.

" These men are listed, by order of their status in the court, in a 1643 list accounting for
the people with whom Maurits dined at his court in Brazil. Buvelot, 117.

"8 For more on Piso’s medical accomplishments in Dutch Brazil, see F. Guerra,
“Medicine in Dutch Brazil,” in Johan Maurits van Nassau-Siegen, 1604-1679, 483-491.
" For more on Marcgraf see J.D. North, “Georg Markgraf, An Astronomer in the New
World,” in Johan Maurits van Nassau-Siegen, 394-423; P.J.P. Whitehead, “Georg
Markgraf and Brazilian Zoology,” in Johan Maurits van Nassau-Siegen, 424-471. See
also Brienen, “Art and natural history at a colonial court: Albert Eckhout and Georg
Marcgraf in seventeenth-century Dutch Brazil”” (PhD dissertation, Northwestern
University, 2002).

8 Buvelot, 132. Historia “...contains zoological, botanical and ethnographic studies,
treatises on medicinal plants, the first astronomical observations form the New World,
and lexicons of local languages.” Some of the drawings are based on images by
Eckhout, including the male and female Brazilians featured on the frontispiece.



30

Little is known about Albert Eckhout, one of two court painters in Maurits’s
entourage, who stayed in Brazil approximately for the duration of Maurits’s rule from
1636/7-1644.%" Born in Groningen, he spent at least part of his pre-Brazilian years in
Amersfoort, where he may have met and worked with Jacob van Campen, who, as one of
the architects of the Mauritshuis in The Hague, could have introduced him to Maurits. It
has also been suggested that Eckhout’s connection to Maurits may have been through
Frans or Pieter Post, whom he could have met in Amsterdam, where he may have lived in
the 1630s.2? Despite the likelihood of either of these scenarios, it is unclear how
Eckhout, who had not attained any notoriety at this point, was appointed Maurits’s
Brazilian court painter.®®

Despite Eckhout’s anonymity and seeming lack of experience prior to his
departure, the visual record of Brazil that he left behind has been credited with “largely

determin[ing] in European minds the essential image of this part of the world.”® The

81 For a biography of the artist before, during and after his time in Brazil, see Florike
Egmond and Peter Mason’s “Albert E(e)ckhout, court painter,” in Albert Eckhout. A
Dutch Artist in Brazil, 109-127. Their study is based on their extensive archival research.
See also Rebecca Parker Brienen, Visions of Savage Paradise, 27-44.

82 Brienen, Visions of Savage Paradise, 31. See also Egmond and Mason, who have an
alternative interpretation. Brienen also suggests, based on a suggestion by R.E.O. EkKart,
that Eckhout may have worked as an illustrator of natural history texts, which would have
made him a desirable employee for Maurits. Brienen, Visions of Savage Paradise, 31.

% Brienen suggests that Maurits may have based his decision more on “availablility,
youth, and desire for adventure than on maturity or clearly demonstrated talent.”

Brienen, Visions of Savage Paradise, 32. Buvelot believes that it was Van Campen who
introduced Eckhout to Maurits, 38. He points out that Maurits visited van Campen at
Randenbroek estate in May 1636 perhaps about both the design for the Mauritshuis and
documenting Brazil.

8 Hans Hoetink, preface to Portrait of Dutch 17th century Brazil: animals, plants, and
people by the artists of Johan Maurits of Nassau, P.J.P Whitehead and M. Boseman
(Amsterdam: North-Holland Publishing Company, 1989), 7.
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extant paintings securely attributed™ to the artist include his famous series in the National
Museum in Copenhagen of eight so-called ethnographic portraits (Figures 1.6-1.13),
twelve still-lifes (Figures 1.14-1.16), and one large painting of a Tapuya dance (Figure
1.17), all dated between 1640 and 1643. The ethnographic portraits consist of four
male/female pairs featuring the people of Brazil with whom the Dutch had contact: the
so-called Tapuya,® the Tupi,®’ two Africans,?® and a mulatto and mameluke pair.?® The
twelve still-lifes represent the fruits and vegetables of Brazil, Europe and Africa,
illusionistically painted on ledges in an outdoor setting. Tapuya Dance, which is over

five feet tall and nine feet wide, features eight men performing a dance, while two

® These attributions are based on Rebecca Parker Brienen’s recent monograph on the
artist, Visions of Savage Paradise, 228-230.

% The term “tapuya,” as is often noted, is a Tupi term for anyone who is not Tupi, and is
therefore pejorative nomenclature, which was also adopted by Europeans.
Anthropologically, Eckhout’s Tapuyas have often been identified as Tarairiu, a semi-
nomadic group that lived in the Brazilian interior. Brienen, however, rightly notes the
“slippage” that occurs when discussing Eckhout’s portraits: although it is acknowledged
that the works contain many ethnographic inaccuracies, we are still somehow inclined to
assign a specific ethnic group to the works. Brienen, Chapter 4, “Between the Savage
and the Civilized,” in Visions of Savage Paradise, 95-129.

8 Here, Brienen also differs from traditional scholarship, identifying this group as
Brasilianen. Brienen, Chapter 4, “Between the Savage and the Civilized,” in Visions of
Savage Paradise, 95-129.

% Brienen argues that the male figure represents an African trader from the Gold Coast of
Guinea, whereas the female represent an African slave living in Brazil. See Brienen,
Visions of Savage Paradise, 133-154. Buvelot asserts that both figures were meant to
represent slaves in Brazil, arguing that the man’s loincloth and the woman’s skirt
resemble the clothing worn by slaves in Brazil. Buvelot, Albert Eckhout. A Dutch Artist
in Brazil, 20.

8 According to Zacharias Wagener, in Dutch Brazil a mulatto was the offspring resulting
from the union of an African woman and a European man, whereas a Mameluke was the
offspring of a Brasilian woman and a European man. See facsimile of Wagener’s text
reproduced in Dutch Brazil, Vol. 11. The “Thierbuch’ and “Autobiography” of Zacharias
Wagener (Rio de Janeiro: Editora Index, 1997), 179-183.
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women cover their mouths as they watch.®® These paintings, especially the ethnographic
portraits, will be discussed in detail in chapter three.

Eckhout also produced hundreds of drawings and sketches of Dutch Brazil. The
Jagiellon University Library in Krakow houses two important collections: the four
volume Theatrum rerum naturalium Brasiliae, whose subjects include a range of
Brazilian flora and fauna, and the Miscellanea Cleyeri, a smaller volume of chalk
sketches used as models for his still lifes.”> The Staatsbibliothek Preussischer
Kulturbesitz in Berlin holds five chalk drawings of Amerindians. The works in Krakow
and Berlin were likely the models for Piso and Marcgraf’s Historia Naturalis Brasiliae.
In addition, after his return from Brazil, Eckhout seems to have used these same sketches
and drawings as models for three still-lifes picturing African baskets filled with Brazilian
fruit, which are currently housed in the Flehite Museum. The attribution of these works,
however, varies: sometimes they are attributed to Jacob van Campen and his studio, and
sometimes they are identified as a collaboration between Eckhout and van Campen.®?
Eckhout was also responsible for eighty ceiling paintings of Brazilian birds at
Hoflossnitz, the country house of Elector of Saxony, Johan Georg Il. These paintings

were also based on sketches from Theatrum rerum naturalium Brasliae.*®

% \What ceremonial dance, if any, is being performed is also a matter of debate. See
Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 21-22,

% The drawings in Krakow were rediscovered in 1978 by British natural historian Peter
Whitehead.

%2 See Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 41. Cf. Brienen, Visions of
Savage Paradise, 38-41.

% On the ceiling paintings of birds, see Buvelot, Albert Eckhout. A Dutch Artist in Brazil,
22-24 and Brienen, Visions of Savage Paradise, 42-43. In addition to the extant works by
the artist, there are a number of lost works, which are known primarily from seventeenth-
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While Eckhout was responsible for recording the people, flora and fauna of Dutch
Brazil, the visual representation of the landscape of the newly occupied region was
placed in the hands of the Haarlem-born artist Frans Post. Although it has often been
assumed that Frans was educated by his older brother, architect Pieter Post, no
documentation survives which could account for his artistic training. Furthermore, neither
Johan Maurits nor the WIC mentions Post by name in letters or in documents prior to the
journey.” Although details on his life are scarce and nothing is known about Post’s life
or training before he left for Brazil in 1636, the young artist very likely would have been
influenced by the works of his contemporaries in Haarlem.

Like Eckhout, it is not clear why Post was selected to join Maurits in Brazil. In
Arnold Houbraken’s 1719 Groote Schouburgh der Nederlantsche Konstschilders en
Schilderessen, the author identifies the artist’s brother, Pieter, as the likely connection:

Frans has a brother who was a famous master-builder, through whom he got to
know Prince Maurits, who later had a house built on the Vijverberg in the Hague.
The Prince, recognizing his skill, persuaded him to come to the West Indies,
where he spent several years drawing and painting from life those views of the
countryside.*

century descriptions and inventories. Of particular interest to this study are the two
portraits of Maurits which were originally given by Maurits to Frederik I11 along with the
series in Copenhagen, but which were lost in an eighteenth-century fire in the royal
kunstkammer. Of these two portraits, one featured Maurits surrounded by Brazilians.
This work will be discussed further in chapter three.

% Buvelot, Albert Eckhout: A Dutch Artist in Brazil, 132. See also: Egmond & Mason,
“Albert E(e)khout, Court Painter,” in Albert Eckhout: A Dutch Artist in Brazil, 118.
Egmond and Mason make reference to a letter written by Maurits where he claims to
have had six court painters with him in Brazil. The authors are uncertain of the
authenticity of this claim, suggesting that it may have been an exaggeration aimed at
impressing a contemporary. Frans Post is not mentioned by name.

% Quoted in Pedro and Bia Corréa do Lago, Frans Post (1612-1680). Catalogue
Raisonné (Milan: 5 Continents, 2007), 18.
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Despite Houbraken’s assertion of Post’s skill, there are no extant works by Post that
indicate his manner prior to his assignment in Brazil.

The dearth of paintings prior to Post’s departure is reconciled by his later oeuvre,
which can be divided into two categories: those he painted during the Brazilian
expedition and those painted upon his return to the Netherlands.*® Only seven of his in
situ Brazilian landscapes survive, all datable to a period between 1637 and 1640 and
painted with oil on canvas (Figures 1.18 & 1.19).”” His Brazilian landscapes painted in
Europe are distinguished both in number and in support: over 140 landscapes survive
and—uwith a few exceptions—are painted with oils on wood panel (Figure 1.20).*® Post’s
paintings often include representations of local Brazilian people, vegetation, or animals in
the foreground or middleground, juxtaposed with distant vistas of the Brazilian
landscape. The variety and copiousness of the foreground flora and fauna increases after
his return from Brazil, as does his dependence on increasingly dramatic repoussoir

motifs. In addition, many of Post’s landscapes include military strongholds, churches,

% |n their recent catalogue raisonné, Pedro and Bia Corréa do Lago divide his works into
4 phases: First Phase (1637-1644), Second Phase (1645-1660), Third Phase (1661-1669),
Fourth Phase (1670-1680).

%7 Joaquim de Sousa-Ledo, Frans Post (Amsterdam: A. L. van Gendt, 1973), 23, 97. To
this group Sousa-Ledo adds a work which is known only in photographic reproduction,
having been destroyed in World War Il. The painting, titled Engenho Real, showed
African slaves working in a large sugar mill in the foreground of a wide panorama of the
Brazailian landscape.

% See catalogue raisonné in Sousa-Le&o, 54-139. It has been estimated that Post’s
original production may have been between 250 and 300 paintings over the course of 40
years. See Correa do Lago, 22.
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and, especially, sugar mills.®® Furthermore, Post did a series of landscape drawings,
currently preserved in an album in the British Museum, which were the models for
Caspar Barlaeus’s Rerum per octennium in Brasilia.

In addition to Eckhout and Post’s paintings and drawings, the governor-general
returned to the Netherlands in 1644 with an enormous amount of ethnographic material
originating from South America. These objects included both animal and plant
specimens, which, as discussed above, likely came from Maurits’s Brazilian gardens,
menagerie, and cabinet of curiosities. We know from contemporary descriptions that this
naturalia was housed in the Mauritshuis upon his return, until he eventually distributed
portions of it as diplomatic gifts (see discussion below). In addition to the objects of
nature, Maurits’s collection was also comprised of man-made works, such as hammocks,
featherworks, ivory-carved furniture, baskets, and weapons. *® These artificialia were
housed in the Mauritshuis for a period of time before they were presented as gifts. In

some cases, these works seem to reflect colonial attitudes within the Dutch colony, as is

% R. Joppien, “The Dutch Vision of Brazil,” in Johan Maurits van Nassau-Siegen, 1604-
1679, 300. Joppien suggests that Post may have been commissioned by Maurits to record
these structures for the WIC. Also see Whitehead and Boseman, A Portrait of Dutch 17"
century Brazil, 21.

100 5ee Bente Dam-Mikkelsen and Torben Lundbaek, eds. Ethnographic Objects in the
Royal Danish Kunstkammer, 1650-1800 (Copenhagen: Nationalmuseet, 1980) for the
inventory descriptions of the extant objects in the collection. Many of the objects
currently housed in the National Museum in Copenhagen and often associated with
Maurits’s gift to the Danish King, such as the African baskets, “Tapuya” weaponry, and
African sword, cannot be definitively linked to Maurits. Nevertheless, Maurits gave the
king objects similar to these works, even if these works are not the exact ones.
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the case with a coconut cup in a silver frame, onto which are carved images of “savage”
and “civilized” Brazilians, suggesting Maurits’s role in stabilizing the region.'®*

Perhaps one of the most important products of Maurits’s Brazilian legacy is
Barlaeus’s history of Dutch Brazil, Rerum per octennium in Brasilia, which has already
been cited several times. Although the text has been translated into German, Dutch,
and—most recently—English, Maurits’s decision to have the original written in Latin by
the well-known scholar Caspar Barlaeus suggests that the work was intended for a
cultivated audience who might play a role in furthering his post-Brazilian career.!%? The
text presents a fascinating account of many facets of life in Dutch Brazil under Maurits’s
rule, but must be read cautiously, for, as the translator of the English edition, Blanche T.
van Berckel-Ebeling Koning, correctly notes,

Barlaeus had to rely on documents selected and supplied by his patron, on the

accounts of eyewitnesses who are not identified other than to say that “they were

there” and on such narratives of events as Johan Maurits wished to divulge and
include while he quite possibly chose to exclude others.**

As would be expected of such an account, Rerum per octennium in Brasilia presents

Maurits in a generous light, emphasizing his capable and successful leadership.

The Artistic Legacy of Eckhout and Post’s Brazilian Works

191 On the coconut cup, which will be discussed in greater detail in chapter three, see
Virginie Spenle, “’Savagery’ and ‘Civilization,” Dutch Brazil in the Kunst- and
Wunderkammer,” in Journal of Historians of Netherlandish Art, VVol. 3, Issue 2 (2011).
192 \/an Berckel-Ebeling Koning in The History of Brazil, x-xi. See also note 58.

1% Ibid, xiii.
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Despite their unique content, Eckhout and Post’s Brazilian works were, surprisingly, of
limited artistic importance in the Netherlands."® Nevertheless, although scarce,
references to the artists” Brazilian oeuvres do occur in the Low Countries. For example,
familiar motifs appear in Jan van Kessel’s America from 1666 (Figure 1.21), which
includes painted statues of Amerindians very similar, although hardly identical, to

Eckhout’s Tapuya figures.'®> Behind van Kessel’s Tapuya man is a representation of the

Dutch Fort Keulen, which was likely based on a copy of a landscape by Post.!®® In

addition, some of the animals on the floor of this imaginary wunderkammer suggest van
Kessel’s familiarity with Piso and Marcgraf’s Historia naturalis Brasiliae.*”’

Notable paintings by the artist Jacob van Campen, with whom Eckhout likely had
a close relationship, also reveal the influence of the latter’s Brazilian works. As
mentioned above, the three still-lifes from the Flehite Museum have caused a
disagreement of attribution due to the obvious similarities to Eckhout’s Brazilian works.
It is ultimately unclear, however, whether the two artists collaborated, or whether van
Campen borrowed freely from his younger colleague. Similarly, van Campen’s

Triumphal Procession with Treasures from East and West in the Oranjezaal of Huis ten

194 On copies after both artists, see Joppien, 330-370. Joppien rightly points out the
surprising “lack of any substantial traces in Dutch art of the 17" and 18" century.”
Joppien, 353.

1% For Jan van Kessel’s other possible sources of inspiration, see Joppien, 351-352. See
also Hugh Honour, The New Golden Land. European Images of America from the
Discoveries to the Present Time (New York: Pantheon Books, 1975), 99. Honour rightly
notes the fantastic nature of van Kessel’s painting, which includes in the surrounding
smaller panels, elephants in Vera Cruz and unicorns in Buenos Aires, to name two of the
many inaccuracies included in the work.

1%j0ppien suggests that van Kessel could have visited the Mauritshuis and seen works by
Post, although there is no supporting documentary evidence. Joppien, 353.

197 Joppien, 351. See also Honour, The New Golden Land, 99-101.
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Bosch, about which more will be said in chapter three, also reveals the use of
“Eckhoutian” motifs (Figure 1.22).2%® This work, like the still-lifes in the Flehite
Museum, features similar African baskets, as well as stiff frontal postures, both of which
recall the women in Eckhout’s Copenhagen series.**

Outside of the Netherlands, Eckhout and Post’s Brazilian works garnered more
artistic attention. Perhaps one of the most important copies of Eckhout’s Copenhagen
paintings can be found in the personal notebook of Zacharias Wagener, who acted as
Maurits’s steward for a period of time in Brazil."'° Wagener’s Thierboek combines
images and text to record various aspects of Dutch Brazil, including the people living
within the colony. His drawings, which include male/female pairs of Tapuyas, Tupis,
Africans, and Mestizos, are based on Eckhout’s paintings in Copenhagen (Figures 1.23 &
1.24).

Perhaps the most famous objects based on the Eckhout works are the French
tapestries collectively referred to as the Tentures des Indes (Figures 4.8, 4.11-4.13,

4.16)." The Tentures des Indes was produced in two editions: the Anciennes Indes

1% Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 43.

199 Byvelot points out other instances in the Huis ten Bosch in which it seems likely that
van Campen borrowed motifs from Eckhout, as seems to be the case in the former’s
decpition of a red ibis in his Apollo and Aurora, which was likely based on a lost drawing
by Eckhout. Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 43. R. Joppien
recognizes another quotation of Eckhout’s works in a Delft tile panel currently in the
Rijksmuseum: in the center of the panel a woman wears a hat, jewelry, and a clay pipe in
her waistband that indicates the artist had direct exposure to Eckhout’s African woman in
Copenhagen or a related drawing. Joppien, 353.

19 For a facsimilie of Wagener Thierboek, see Dutch Brazil, Vol. II. The “Thierbuch”
and ““Autobiography’” of Zacharias Wagener (Rio de Janeiro: Editora Index, 1997).

11 On the Tenture des Indes see Michael Benisovich, “The History of the Tenture des
Indes,” The Burlington Magazine, Vol 83, No. 486 (Sept. 1943): 216-25; Joppien, 354-
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(1687-1730) and the Nouvelles Indes (1740-1800), each consisting of eight tapestries.
Although it has been debated whether the cartoons for the Anciennes Indes were made by
Eckhout or by a French painter from the Gobelins manufactory, there is no doubt that
their source material lies in Maurits’s gift of Brazilian objects and paintings to Louis
XIV.1*? The tapestries feature animals, plants and humans familiar from Eckhout’s
Brazilian works. In some cases these Brazilian motifs are combined with wildlife from
Africa, Peru and Chile, producing “an entirely imaginative, uncultivated and irrational
view of nature.”**® For example, the Getty’s Le Cheval Raye from the Anciennes Indes
series features a rhinoceros, gazelle, armadillo, and a zebra, which is being attacked by a
jaguar (Figure 1.25). On the far right and left of the tapestry two Amerindian hunters are
poised with weapons.*** The Anciennes Indes, or Old Indies, as the series is often called,
will be discussed in detail in chapter four.

In addition to the works produced outside of the Netherlands, there are also copies

after Post and Eckhout made by artists visiting the Low Countries. The Bibliotheque

360; Whitehead and Boseman, 108-143; Charissa Bremer-David, “L Cheval Raye: A
French Tapestry Portraying Dutch Brazil,” The J. Paul Getty Museum Journal, Vol. 22
(1994): 21-29; Nello Forti Grazzini, “The Striped Horse,” in Tapestry in the Baroque,
Threads of Splendor (New Haven and London: Yale University Press), 390-3396;
Gerlinde Klatte, “New Documentation for the ‘Tenture des Indes’ tapestries in Malta,”
The Burlington Magazine, (July 2011): 464-469.

112 Most scholars now agree that the cartoons were made by Eckhout and perhaps also
Frans Post. See Grazzini, 392-393. The cartoons for the Nouvelles Indes, on the other
hand, made in 1735 after the original cartoons had fallen into disrepair, were painted by
Francois Desportes, animal painter to the King, who reworked the original cartoons into
designs that combined faithful reproductions of the older series with more fantastic
motifs in accordance with contemporary tastes.

113 joppien, 354.

% For more on Le Cheval Raye, see Bremer-David, 21-29.
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Nationale houses eight gouaches made by the amateur French artist de Thiery after Frans
Post, which, although made 125 years later, are valuable in that some of them reproduce
lost works.™> There are also numerous watercolors in the British Library after Eckhout
that comprise part of a larger bound book of works representing non-European people
copied from various sources. According to Joppien, six of the works are related to
Eckhout’s Copenhagen series, possibly made from a set of drawings after the paintings.
These six watercolors are described in a 1687 letter from John Locke, who commissioned

them, to collector William Charleston.!®

Maurits’s Brazilian Collection: Reception and Display

Joppien’s observation that Eckhout and Post’s Brazilian paintings were seldom copied by
Dutch artists prompts questions of reception: who saw Maurits’s Brazilian collection
upon his return? Initially Maurits’s collection was housed in his home, the Mauritshuis in
The Hague.™” Access to his collection was presumably limited to Maurits’s associates;
nevertheless, there are contemporary sources that recall the former governor-general’s
collection with great excitement. The most extensive description of the original interior
of the Mauritshuis, which was destroyed by fire in 1704, is from Professor Adolph
Vorstius (1597-1663), who after a visit to Maurits’s home with Constantijn Huygens in
1644, wrote the following to the Secretary:

I cannot express, my lord, how much pleasure you afforded me by deigning to
take me, eight days since, to that great warrior, fresh from America, the laurelled

1> On the gouaches see R. Joppien, 330-331; and Correo do Lago, 54-67.

116 Excerpts from the letter are quoted in Joppien. Joppien, 331.

117 Maurits’s home, for which Jacob van Campen and Pieter Post served as architects,
was built while he was in Brazil.
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Maurits, and to this dazzling enviable house. There | saw with eager eyes, and
heard with rapt ears—endlessly enthralled by that incomparable war hero—things
that rendered us both speechless with astonishment [...] | am giving you my
honest and unadorned opinion, dear Huygens: my amazement at the riches of the
West and all the magnificent and monstrous things that the skies and seas and the
land there produce, and that the count of Nassau has brought here with great care
[...]. This amazement is surpassed by my wonder at his heroic deeds [...] and
[...] his extraordinary interest in scholars, learning and art. In a word: he himself
appeared to me the principal jewel of his house. How greatly did it invigorate me
to see so many skillfully painted fish, four footed creatures, birds, insects and
plants from America [...]. How great was his courtesy to us, while we sat with
him, in passing them to us, one picture after another, with that illustrious hand
[...]. The buildings fortifications and fortresses, the Brazilian landscape spread
out there in all its charm, and linked to the powerful mainland by a very long
bridge, the island of Mauritia—this entire panorama, painted in vivid colors on
panels with great artistry: how much pleasure did all this give us. And it was not
only with painted or beautifully conceived scenes that the great hero amazed us,
but also with the objects depicted in them. What a treasure of unwrought and
carved ivory, of highly precious timber, or extremely rare hides, and colorful
feathers, was to be seen there. With what skill were those coverlets and
decorations of his noble sofa harmoniously made from the feathers of
varicoloured Indian birds. 1 recall in particular that admirable bird which has a
feather for its tongue, and the other one with those horns [...] Everything we saw,
handled and tasted at the hero’s home was delightful and pleasurable. | would
make an exception for that Brazilian drink seasoned with pepper, which was
neither to your taste nor mine [...] In this letter | have enumerated everything |
was able to recall from that overwhelming abundance of things [...]l shall always
remember that day, that house, that hero and you yourself, and I shall not miss
any opportunity to extol and to publicize the excellence of you both.!*?

Vorstius gives a compelling description of what a seventeenth-century visitor may have
experienced upon visiting Maurits’s house. Not only did Maurits pass around painted
plants, animals and insects, but there were also representations of the local landscape,
including European architectural structures “painted in vivid colors on panel.” Vorstius’s
comments document that some of the objects represented in paint could also be found

among the contents of Maurits’s collection. According to Vorstius, these included carved

118 Quoted in Buvelot in Albert Eckhout. A Dutch Artist in Brazil from a December 1644
letter housed in Leiden University Library, 141.
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ivory, timber, hides and featherworks, as well as other oddities such as a bird with a
“feather for its tongue.” Although Vorstius does not indicate the artist responsible for the
painted works passed around by Maurits, it has long been assumed that these are in fact
the oil sketches by Eckhout currently housed in Krakow.!*® It is of course possible that
the panels representing the landscape of Brazil were done by Post, but there is no direct
evidence to support this.

In addition to the paintings and objects described by Vorstius, the Mauritshuis
contained a series of paintings, possibly frescos, in the stairwell, which has been
described by Jacob Hennin, a Fleming who wrote an account of his visit to the
Mauritshuis in his 1681 text De zinrijke gedachten toegepast op de vijf sinnen
(Significant thoughts, applied to the five senses of man’s understanding).*?® Of these
paintings, Hennin observed, “all the nations, painted from nature, pagan and barbaric
(Negroes, Tapuias, Hottentots and other savages), all creatures of God,” which were
shown exhibiting their “their manners, customs, and cannibalism.”*?* Hennin’s
descriptions suggest that the frescos were based on works by Eckhout, though they may
have been painted by the artist himself. Although proof of Eckhout’s authorship cannot
be confirmed, it is not unlikely since, according to Jacob van Campen, Eckhout painted
Brazilian birds on the ceiling of the Mauritshuis.*?> Nevertheless, although Eckhout may
have participated in the decorative program at the Mauritshuis, the governor-general’s

home in The Hague was apparently not the intended location for the artist’s series that is

119 Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 141.
120 5ousa Leao, 50-51.

121 Quoted in Ibid.

122 Brienen, Visions of Savage Paradise, 37, n. 48.
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now in Copenhagen. According to J.J. Terwen’s study of the Mauritshuis’s appearance
in the seventeenth century, the building lacked an appropriate area in which to hang these
large paintings. *2* This conclusion has prompted much debate as to the paintings’
intended location and origin of production.

It had long been assumed that Eckhout made the Copenhagen series in Brazil and
that the works were intended to hang in the Vrijburg palace prior to their future
presentation to the Danish king in 1654. These assumptions were based primarily on
inscriptions on the paintings, which are signed and dated, and also include the word
“brasil.” Recent scholarship, however, indicates that these signatures were added at a
later date.*** Furthermore, according to archival research by Peter Mason and Florike
Egmond, the signatures have an unusual spelling. Although Eckhout employed a variety
of spellings when signing his name, he seldom used “Eckhout.”*?* If the signatures are
not in fact original, they may have been added when they were inventoried in Frederik
I11’s collection. This fact does not mean, of course, that the paintings were not produced

in Brazil, but it does complicate the traditional assumption that the signatures indicate

123 3.J. Terwen, 56-87. See also Brienen, Visions Savage Paradise, 178.

124 Berlowicz, “Albert Eckhout’s paintings: Interpretation of Content and Technique,” in
Albert Eckhout Returns to Brazil, 1644-2002 (Copenhagen: Nationalmuseet, 2002), 201-
2009.

12% See Egmond and Mason “Albert E(e)ckhout, court painter,” in Albert Eckhout. A
Dutch Artist in Brazil, 109-127. Recent archival discoveries by the authors revealed that
Eckhout never signed his name in the manner on the paintings, and furthermore, never
used the spelling, Eckhout. Quentin Buelot makes two interesting remarks regarding the
signatures: 1) Even though Eckhout’s Mameluke painting is unfinished, it still bears a
signature and date, and 2) If the paintings were intended to hang in Brazil for a
(European) Brazilian audience, it seems odd to write Brazil on the canvas, as “Their
origins would have been perfectly obvious.” Buvelot, Albert Eckhout. A Dutch Artist in
Brazil, 32.
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their origin of production; instead, as has been argued, the signatures might indicate the
origin of the subjects, which may not have been obvious to a Danish audience. Technical
examinations of Eckhout’s paintings by Barbara Berlowicz, a conservator at the National
Museum in Copenhagen, have also led some scholars to doubt their Brazilian origins: she
has suggested that the paintings’ well-preserved condition is not consistent with travel
across the Atlantic.'?®

While Berlowicz, Egmond, and Mason assert that Eckhout’s Copenhagen series
was made in Europe, Rebecca Brienen argues that they were produced in Brazil and were
intended for display in the main hall of the Vrijburg Palace. Brienen agrees it is possible
that the signatures, date, and provenance may have been added at a later date, either as
clarification for a Danish audience, or because the original signatures were trimmed when
the paintings were cut down.*?” But she emphasizes that this fact alone does not preclude
the possibility that they were made in Brazil; in fact, that the artist, date, and origin of
these works had to be added at a later date perhaps only indicates that in a Brazilian
location this information would have been obvious to a colonial audience familiar with
the subject matter.

Brienen’s analysis of Eckhout’s works also includes a summary of an interview
with Mads Christensen, another conservator at the National Museum.*?® Interestingly,
her analysis differs from Berlowicz’s. Christensen compared the canvas and ground of

Eckhout’s paintings to Frans Post’s 1637 View of Itamaraca, which no one has ever

126 Berlowicz, 207.
127 Brienen, Visions of Savage Paradise, 172-173.
%8 |bid., 173.
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doubted was produced in Brazil. The technical similarities between the two works
suggested to Christensen that they may have been made at the same time, perhaps even
from the same roll of canvas.'®® Christensen also notes that the good condition of
Eckhout’s canvas might be because the artist did not include a layer of animal glue under
the primer, which can sometimes lead to future damage.

Given the conflicting technical findings, perhaps Quentin Buvelot’s assessment in
the 2004 exhibition catalogue best sums up the state of the issue: “there is as yet no direct
evidence that the works could not have been made in Brazil, or, to put it differently, that
they must have been made in Europe.”** But despite this assertion, I would suggest that
compelling evidence lies not only in the technical evidence, but also in the series’
content. As Brienen has argued, the iconographical program of Eckhout’s series seems to
address a colonial audience that would have been intimately familiar with Eckhout’s
subjects and their place within the social structure of Dutch Brazil, giving the works a
meaning that would have been lost on viewers who had not visited the Dutch colony.™*!
Taking Brienen’s convincing argument into account, it is the assumption of this
dissertation that that the works were produced in Brazil and intended to hang in the

central hall of Vrijburg palace.

The Dissolution of Maurits’s Brazilian Collection

131 See especially Brienen, Chapter 6: “Eckhout’s Paintings. Location and Interpretation,”
in Visions of Savage Paradise, 171-199.
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One of the challenges of assessing the intended display of Maurits’s Brazilian works is
that his extensive collection remained intact for less than ten years after his return from
Brazil. Beginning in 1652, Maurits began to distribute his Brazilian collection as a series
of diplomatic gifts to the Elector of Brandenburg Fredrick Wilhelm I, Danish King
Frederik 111, and French King Louis XIV. It is often suggested that his gifts were
prompted solely by a desire for a return in the form of titles, material goods, money, and
other favors.™*? Scholars have also recognized Maurits’s desire to achieve notoriety for

his accomplishments in Brazil.**

While these factors certainly informed his actions to a
degree, it is essential to consider his ethnographic gifts in a much broader context of
exchange, which will be done in chapters two, three, and four. Before investigating this
broader framework, | will briefly outline the content of these spectacular gifts.

His first major gift, made in 1652, was to Frederik Wilhelm I, Elector of
Brandenburg. This gift included Brazilian artifacts such as ivory-carved furniture, animal
skins, and brazilwood, in addition to the The Handbooks and the Theatrum.*** There were
also sixteen paintings of the people and flora of Brazil, presumably by Eckhout, which
are now lost. An interesting reference to these paintings in the 1652 inventories of the
Prussian State archives suggests that they the works were imagined as a series to be hung

below windows.** Perhaps with this advice in mind, the works were later sent back to

Maurits who then had them delivered to tapestry weaver Maximillian van der Gucht in

32 For instance, Joppien, 321-328 and Pedro & Bia Corréa do Lago, 50.
133 Joppien, 322.

3% bid.

3% |bid., 324. Inventory reproduced in Larsen, 253, item 13.
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The Hague in 1667."*° The tapestries were made and sent to the Elector in 1668, who

acknowledged their receipt in a letter to Maurits.**’

His second gift to Danish King Frederik I11 consisted of Eckhout’s Copenhagen
series, in addition to two now-lost portraits of Johan Maurits, one life-size and one where
he is surrounded by a group of Brazilians.**® Both of these portraits were destroyed by
fire in the king’s residence in 1794, having been previously separated from the rest of the
series.*® A portrait of an envoy from the kingdom of Congo and two portraits of his
servants were also included in this gift, although they cannot be attributed to Eckhout
with certainty (Figures 1.26-1.28).**° In addition, Maurits’s gift may have included
Brazilian artifacts, such as featherworks, hammocks, clubs and an African sword, though
examples of these object types that are currently housed in the National Museum cannot
be securely connected to Maurits’s gift.** Some scholars, however, have argued that
considering their similarity to objects represented in Eckhout’s works, they must have

been included in the gift.**

%% 1bid., 324-325.

37 Ibid., These tapestries, which no longer exist, would have been far more expensive
than the original paintings. Joppien suggests that the models for the tapestries might have
been given in exchange for the textiles. It is possible that these were the same models
that were eventually sent to Louis XIV. See Whitehead and Boseman, 111.

138 Brienen, Visions of Savage Paradise, 229.

9 1bid., 322.

%% There has been, and continues to be, disagreement as to who painted these works.
Most recently, Buvelot attributes them to Eckhout, whereas Brienen does not. At one
point these works were attributed to Jasper Beckx, which Buvelot finds unlikely.
Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 18, n. 10.

141 See note 85.

142 See, for instance, Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 18.
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Maurits’s third and final gift was presented to King Louis X1V in1679, shortly
before the former governor-general’s death. This gift included a number of Post’s
Brazilian paintings**® and a group of cartoons by Eckhout, which, it was suggested, the
King could have made into tapestries, an appropriate medium for a king and a fitting way
to preserve these unique specimens.*** It was only in 1686, however, when the weavers
at the Gobelins were lacking work, that the paintings were transformed into the series of
tapestries now known as the Old Indies, copies of which found their way into collections
in France, Italy, Malta, and Russia. As Rebecca Brienen has suggested, this final gift to
Louis XIV may have prompted Maurits to feel nostalgia for his former role in the Dutch
colony, for he subsequently wrote to Frederik 111 requesting the return of Eckhout’s
paintings, if they were “not appreciated.”**> The paintings were not returned, and
Maurits’s collection continued to remain divided among the hands of his powerful
contemporaries.

—_—
As this chapter has demonstrated, Maurits used his position as governor-general of New
Holland to construct an identity as a colonial leader based on European notions of
authority. Maurits’s palaces and gardens, coupled with the paintings by his Brazilian

court artists Frans Post and Albert Eckhout, suggest a profitable and stable colony adeptly

13 Some of the paintings by Post that were presented to Louis XIV were painted in
Brazil, while others were painted after the artist returned to the Netherlands. See Sous-
Ledo, 30-34.

1% These may have been the same cartoons previously sent to the Elector. For more on
the tapestries, see chapter four.

%> Quoted in Brienen, Visions of Savage Paradise, 207. Eckhout’s paintings were not
returned, but Maurits did commissioned half-size copies of the works, which are now
lost.
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managed by Dutch overseers. As is well known, however, the relationship between the
Dutch and the Brazilian populations over whom they ruled was neither balanced nor
stable, and is more properly characterized as socially and politically dynamic. In
response to the social complexities of this colonial environment, the Dutch relied on a
mode of negotiation that had a long history in both Europe and the Americas: gift
exchange. The following chapter will examine the practice of gift exchange in a
European and Brazilian context, focusing especially on the shifts in power that

characterized gifting relationships in these regions.
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CHAPTER II:
The Dutch Gift in Europe and Brazil

This chapter examines the practice of gift exchange in the Old World and the New,
demonstrating that the gifting practices employed in Europe also found their way to the
Americas, where they interacted with pre-existing gift cultures. In Europe, gift exchange
could be used to initiate or affirm social relationships or even to reinforce power
inequalities, engaging participants in complex systems of social negotiation. As with
Europe, studies of gift culture in a colonial context must accommodate subtle shifts in
agency between gifting parties, thereby complicating earlier binary models, which have
focused on dualities of power and submission. In the Americas, Dutch colonists were
often reliant on the goods and services of the indigenous groups they encountered; this
dependency, along with their willingness to accommodate to local traditions, complicates
the expected hierarchies of colonial relationships and demonstrates the fluidity of Dutch-
Amerindian social dynamics. Significantly, narrative accounts of New Holland often
draw attention to moments of cross-cultural exchange in a way that neutralizes political
tensions and amplifies the appearance of Dutch colonial authority. This chapter
demonstrates how gift exchange became a vehicle for enacting the fluctuating narratives
of social order in Europe and colonial Brazil by focusing on the capacity of exchanged

objects to shape social relations.
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Theories of the Gift
Since the publication of Marcel Mauss’s The Gift in 1925, gift exchange has attracted a
great deal of scholarly attention.**® Mauss, who first identified gift exchange as a
phenomenon of anthropological, political, and economic significance, has played a
crucial role in the development of gift theory. As Mauss demonstrated in his study of so-
called archaic societies, reciprocity is fundamental to gifting relationships: gifts are given
with the expectation of a return, an outcome that is anticipated by both the giver and the
recipient. Unlike monetary exchanges, which are impersonal and short-lived, gift-giving
binds both the giver and the receiver in a relationship predicated upon actions and
counter-actions.

Obligatory reciprocity complicates the notion of altruistic gift-giving and, for
Mauss and others, suggests an evolutionary shift from gift-based societies, which existed

1147 t

“before the institution of traders and before their main invention—money proper, 0

modern market economies. But such evolutionary models, which posit pre-capitalist
societies as less sophisticated versions of modern commodity-based economies, are hard
to maintain when one accounts for the widespread continuation of gifting practices in

contemporary society.**® Likewise, many scholars have pointed towards aspects of gift-

148 Marcel Mauss, The Gift: Forms and Reason for Exchange in Archaic Societies, trans.
Y4\4.D. Halls (New York and London: W.W. Norton, 1990).

Ibid.
1“8 |rma Thoen, Strategic Affection? Gift Exchange in Seventeenth-Century Holland
(Amsterdam: Amsterdam University Press, 2007), 18-19. See also James Carrier, Gift
and Commodities: Exchange and Capitalism since 1700 (London & New York:
Routledge, 1995).
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based societies that embrace characteristics of modern market economies.**® Current
scholarship has further challenged the traditional notion that gift-commodity distinctions
should be aligned along the lines of so-called archaic and modern societies, or—as is
common in some colonial studies—along indigenous and European lines.™*® Instead, gift

economies should be seen as common in all societies, working alongside and sometimes

151

in conjunction with a market economy.™" As James Carrier has demonstrated in his

study of Ponam Island, the introduction of Western capitalism did not necessarily destroy
prior systems of exchange, but altered them: “Exchange continued to be important, and it
continued to link production and kinship as it had done before, but it did so in the context
of a new system of production of wealth...”**? Or, as Natalie Zemon Davis argues in her
influential study on the gift in sixteenth-century France, “gift exchange persists as an

essential relational mode, a repertoire of behavior, a register with its own rules, language,

etiquette, and gestures.”**® Studies such as these, which account for changes over time

%% pierre Bordieu discusses the place of economic interest in gift exchange in, for
example, “The Work of Time,” in The Gift: an interdisciplinary perspective (Amsterdam:
Amsterdam University Press, 1996). Reprinted from The Logic of Practice (Cambridge:
Poloity Press, 1990), 98-111. He writes, “Strategies directly oriented towards primary
profit...are often accompanied by second-degree strategies aimed at giving apparent
satisfaction to the demands of the official rule, so combining the satisfactions of interest
with the prestige or respect which almost universally reward actions apparently motivated
by respect for the rule.” Bordieu, 145.

%% On severing the gift-commodity dichotomy from non-western and western distinctions
see Nicholas Thomas, Entangled Objects (Cambridge, MA: Harvard University Press,
1991).

1 Thoen, 19.

152 James Carrier, “Approaches to Articulation,” in History and Tradition in Melanesian
Anthropology (Berkeley: University of California Press, 1992), 133.

153 Natalie Zemon Davis, The Gift in Sixteenth-Century France (Madison: The University
of Wisconsin Press, 2000), 9.
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based on a variety of internal and external factors, allow for a more nuanced
understanding of exchange, especially when considering colonized regions.
Recognizing gift-exchange as a “relational mode” based on high degrees of
variability over time, allows for a deeper exploration of the subtleties of the practice,
departing again from Mauss’s more rigid model of obligatory reciprocity. Marshall
Sahlins, for example, considers a spectrum of exchange, whereby exchange can range
from “generalized,” or altruistic, reciprocity, to “negative reciprocity,” by which he
means “getting something for nothing.”*** The mid-point of Shalins’s “scheme of
reciprocities” is “balanced reciprocity,” whereby the exchanged material is of equivalent
value and the return is presented without delay.™> Alvin Gouldner, however, cautions
against the assumption that reciprocity is synonymous with complimentarity or
equivalence, arguing instead that the “norm of reciprocity” should be understood as
“gquantitatively variable”.™®® Gouldner sees a high frequency of unequal exchanges
resulting from power disparities, whereby the “norm of reciprocity may vary with the
status of the participants within a society.”**’ Post-Maussian explorations of the
relationship between exchange and market economies, then, have attempted to consider
the parallel continuation of both practices, but also account for the dynamism of these

economies, which must negotiate shifting and often unstable notions of power and status.

5% Marshall Sahlins, Stone Age Economics, (Chicago & New York, Aldine Atherton,

Inc., 1972), 191-196.

% bid., 194.

%8 Alvin Gouldner, “The Norm of Reciprocity: a Preliminary Statements,” American

Sociological Review 25, 2 (1960): 161-178. Reprinted in The Gift: An Interdisciplinary

1PL;(?arspective, ed. Aafke E. Komter (Amsterdam: Amsterdam University Press, 1996), 53.
Ibid., 60.
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Accounting for the variability of social status as an underlying factor in gift
exchange allows for a more in-depth consideration of notions of identity: the identities of
the protagonists of an exchange not only inform the outcome of the exchange, but they
also become embodied by the exchanged objects.’®® Mauss’s explanation of the hau, a
spirit that the Maori thought inhabited people and things,™® was the first to explore this

possibility, but the concept is most clearly articulated by Annette Weiner in her seminal

160

study Inalienable Possessions.™" Weiner argues that there are certain possessions that

are “imbued with the intrinsic and ineffable identities of their owners,” which are often
kept by the owner, or family, in order to retain their authority through links to their
past.’® These objects, however, can also be exchanged and replaced by an equally
valuable object, although the exchanged objects remain closely linked to the identity of
the original owner. Weiner further argues, “the affective qualities constituting the giver’s
social and political identity remain embedded in the objects so that when given to others

the objects create an emotional lien upon the receivers.”**® Thus, the circulation of gifts

%8 The social ties embodied by the exchanged object is an essential component of what
Elizabeth Honig refers to as the “honor system,” a system that provides “an ideal site
where the value of the artist, rather than the value of the commodity, could be preserved.”
Honig, “Art, Honor, and Excellence in Early Modern Europe,” in Beyond Price. Value in
Culture, Economic, and the Art, eds. M. Hutter and D. Throsby (Cambridge: Cambridge
University Press, 2008), 104.

59 Claude Levi-Strauss is critical of Mauss’s application of the term hau; Levi-Strauss
suggests that the hau should be seen as one of many “floating signifiers” which describe
larger societal structures. Claude Levi-Strauss, Introduction to the Work of Marcel
Mauss (London: Routledge & Kegan Paul, 1987), 48-50; 63.

160 \Weiner addresses this topic in “Inalienable Wealth,” American Ethnologist, Vol. 12,
No. 2 (May 1985): 210-227; and Inalienable Possessions. The Paradox of Keeping-
While-Giving (Berkeley: University of California Press, 1992).

181 Weiner, Inalienable Possessions, 6.

192 Weiner, “Inalienable Wealth,” 212.
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not only creates a bond predicated on an anticipated return, but also mobilizes specific
and symbolic ties to personal or familial identity.

Anthropological debates on the nature of gift exchange have made a significant
impact on historical studies, especially in the early modern period. The social
complexities of life in certain courtly and intellectual circles have provided rich material
for the exploration of gift exchange, for an individual’s social success (or failure) might
have depended, in large part, on navigating the intricacies of gift exchange. Influential
studies such as Natalie Zemon Davis’s The Gift in Sixteenth-Century France and Sharon
Kettering’s Patrons, Brokers, and Clients in Seventeenth-Century France demonstrate
the importance of gifts and patronage for social and political mobility in early modern
France, but examples of such social negotiations are certainly not limited to this
region.'®® In the Medici court, for example, gift exchange could be a competitive ritual
instigated by a social inferior and fulfilled by a princely patron, as was the case when
Galileo received a 1,000 scudi stipend for dedicating newly found stars to the Medici.**
As this example illustrates, currency can have a place in gift exchange without altering
the gifting paradigm: by rewarding Galileo with this incredible sum for his services, the
Medici demonstrated their power as patrons by exceeding the value of Galileo’s original
gift.’® Had the Medici accepted Galileo’s gift without gratuitous return, they would have

defied the social decorum of gift exchange. That gift exchange played an important role

183 Sharon Kettering, Patrons, Brokers and Clients in Seventeenth-Century France (New
York: Oxford University Press, 1986).

164 Mario Biagioli, Galileo, Courtier: the practice of science in the culture of absolutism
(Chicago: University of Chicago Press, 1993), 37.

%% On the importance of gift exchange and patronage for Galileo in the Medici court, see
ibid., 36-54.
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in patron-client relations can also be seen in an example from the seventeenth century
that deals with the transaction of artworks. In 1639 Rembrandt offered Constantijn
Huygens an 8 by 10 foot painting, possibily The Blinding of Samson, as a gift that seems
to have been initially refused by the Stadholder’s secretary.*®® Scholars have speculated
that the pretense of the gift was to secure either patronage or payment from the
Stadholder. That Huygens refused Rembrandt’s gift indicates his awareness of the social
obligation that accompanied its acceptance. In spite of the large number of gifts that
were presented with the expectation of a reciprocal return, Alexander Nagel has
suggested that not all gifts were merely a pretense for payback. In Michelangelo and the
Reform of Art, Nagel suggests that the gifting relationship between Michelangelo and
Vittoria Colonna was one based on the true spirit of the gift, which, he argues, was rooted
in contemporary theories of religious reform.*®’

The protagonists in gifting relationships in the early modern period, then, were
often bound together by a social code of honor. Galileo’s gift, in this context, has been
interpreted as an “honorable challenge”: when the Medici accepted, they were bound by a
sense of honor to pay him excessive returns, which, since Galileo could not reciprocate
with equal measure, naturally situated him in the service of the court.*®® The outcome of

the gift exchange, then, was that both parties were bound to each other by codes of honor,

1%8 Michael Zell, “The Gift Among Friends: Rembrandt’s Art in the Network of His
Patronal and Social Relations” in Rethinking Rembrandt (Boston: Isabella Stuart Gardner
Museum; Zwolle: Uitgeverij Waanders, 2002).

187 Alexander Nagel, Michelangelo and the Reform of Art (Cambridge: Cambridge
University Press, 2000). See also, Nagel, “Gifts for Michelangelo and Vittoria Colonna,”
The Art Bulletin, Vol. 79, No. 4 (Dec. 1997): 647-668.

1%8 Bjagioli, 39.
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not finance.'®® Non-courtly gift exchanges elicit similar gifting relationships, as
Genevieve Warwick has demonstrated in her study of Padre Sebastiano Resta, a Milanese
Oratorian living in Rome between 1665 and 1714.'"° Resta was renowned for his
collections of drawings, which he would bind and present to nobility in exchange for
donations to his charitable trust.!”* As was the case with many collectors, Resta acquired
his drawings through the noble practice of gift giving, rather than monetary exchange: in
exchange for the drawings, Resta would present his clients with other drawings and
sometimes money.'’? In addition to the material benefits of such an exchange, Warwick
points to immaterial gains, such as, “the enhanced social prestige” associated with
Resta’s charity.

Resta’s charitable project also suggests the ways in which a gifting relationship

can be symbolized by the gift itself.!”® On a drawing given to Benedetto Luti, Resta

1%9 For a study examining the market value of the work of Italian painters, which includes
a consideration of gifts as a means of acquiring value, see Spear and Sohm, Painting for
Profit. The Economic Lives of Seventeenth-Century Italian Painters (New Haven and
London: Yale University Press, 2010).

170 Genevieve Warwick, “Gift Exchange and Art Collection: Padre Sebastiano Resta’s
Drawing Albums” The Art Bulletin 79, No. 4 (Dec. 1977): 630-646.

! Warwick, 630.

172 As Warwick argues, Resta’s practice of gift exchange presents an example of the ways
in which gift exchange could involve currency in an emerging capitalist society. Resta’s
awareness of the tenuous status of money in gift exchange is apparent in his
correspondence with the Marchetti family, from whom he acquired many drawings; he
says, “Perhaps it appears that I give and you pay. But I can give and you can pay as a
form of gift.” Warwick, 635.

173 According to Mauss, gifted objects, are not “inert” but “alive and often personified,”
connecting the giver to the receiver through the object itself. As discussed above, Mauss
identifies the hau, or the spirit of things, which, among the Maori, inhabited the gifted
object with the giver’s spirit. Mauss, 10-13. James Carrier also asserts that the social
obligations associated with gift-giving are meaningful and long lasting. In reciprocal gift
exchange, the parties involved reaffirm the bond that is tested by the initial gift and which
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inscribed, “Given by Padre Resta, whose greatest pleasure is to give.”*™ By recording his
role in the gifting relationship on the gift itself, Resta is explicitly connecting the gifted
object to the relationship that resulted from its exchange.!”® But an object need not make
an explicit written or visual reference to the gifting relationship in order to communicate
the bond that is formed through a gifting relationship. Rembrandt’s printed portrait of
Abraham Francen, which the artist most likely presented as a gift, shows the sitter near an
open window examining a print or drawing.'”® Francen was a close friend of
Rembrandt’s, one of the few to receive a portrait print from the artist.*”" This print
alludes to the circumstances of the close bond that predicated the gifting relationship: the

giver and receiver shared a love of art, which not only shaped their social relationship,

but also served as the subject for the gifted object.'”®

Whereas the gifted object functions as the symbol signifying the bond between

giver and receiver, the rhetorical language surrounding gift exchange elucidates the

assures similar exchanges in the future. Furthermore, the object of exchange will always
be associated with the gift giver, reminding the recipient of the relationship between the
two parties. Like Mauss, Carrier suggests that capitalist societies have weakened gift
economies, but that gift-giving during celebrations such as Christmas demonstrate a need
to form social bonds through gift-giving. See James Carrier, Gifts and Commaodities.

17 Quoted in Warwick, 637.

17> Book dedications are another example of the ways in which gifted objects can
symbolize the gifting relationship: whereas in medieval manuscripts dedications might
include a pictorial representation of the author physically presenting the gifted book,
printed books often offered written dedications to patrons or collectors. See Natalie
Zemon Davis, “Beyond the Market: Books as Gifts in Sixteenth-Century France: The
Prothero Lecture” in Transactions of the Historical Society, 5" Ser., Vol. 33 (1983): 69-
88.

176 7ell, “The Gift Among Friends,” 189-190.

Y7 Ibid.

78 Ibid.
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intricacies of this relationship. Gift exchanges were often spoken of under the auspices
of friendship, love, and honor, assuring and defining the social bond initiated by the gift.
When Resta requests a drawing from a patron he states, “I know that, if you do not give it
to me, it is because you cannot, and | won’t ask why for I know how much you love
me.”'"® Letters that expressed similar signs of affection accompanied Rembrandt’s gift to
Huygens: “I shall forever seek to requite you, Sir, for this reverence, service, and
evidence of friendship.”** The rhetoric surrounding gift exchange can act, in many
ways, as a literal expression of the bonds symbolized by the gift itself, although the
language need not always focus on friendship. As I will discuss in more detail in chapter
four, the letters accompanying Maurits’s gifts to Elector Frederik Wilhelm, Frederik 111,
and Louis XIV repeatedly point out his gifts’ rarity as well as their origin, which, I will
argue, symbolizes a mutual bond based on an appreciation for natural history and colonial
expansion.

Obiject agency, which considers objects, or “things,” as social or cultural
mediators, has played a fundamental role in reconsidering the way objects circulate
between collectors and activate new meanings. Considering the “social life” of objects
themselves, rather than focusing solely on the social or cultural structures that surround
their circulation, can account for the shifts in meanings that accompany subsequent
translocations.  As Arjun Appadurai has argued, the meanings of objects “are inscribed

in their forms, their uses, their trajectories.” He continues, “It is only through the

179 Quoted in Warwick, 638.
189 Quoted in Zell, “The Gift Among Friends,” 182. For the original letter see Strauss
and Van der Meulen, The Rembrandt Documents (New York: Abaris Books, 1979).
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analysis of these trajectories that we can interpret the human transactions and calculations
that enliven things.”*® These trajectories, or what Igor Kopytoff has called the “cultural
biography of things” inform our understanding of the social or perhaps monetary value of
objects as they change hands.*®? Building from Appadurai’s work, Monika Schmitter has
explored how objects can acquire social value in Renaissance Venice.'®® Schmitter
examines the contents of the collections of two Venetian cittadini, demonstrating how
collecting can be linked to Appadurai’s concept of “tournament of value,” and thus could
act as a “central strategy for pursuing social distinction.”*®** A consideration of the social
life of objects in the early modern period, therefore, can provide a framework for
understanding the dynamic relationship between objects and social position, especially in
the socially meaningful realm of collecting.

The capacity of inanimate objects to act as mediating agents has also been
addressed by Alfred Gell’s posthumously published anthropological study, Art and

Agency.'® Although the work had been both lauded and criticized,*®® it effectively

181 Arjun Appadurai, The Social Life of Things. Commodities in Cultural Perspective
(Cambridge: Cambridge University Press, 1986), 5.

182 |gor Kopytoff, “The Cultural Biography of Things: Commoditization as Process,” in
The Social Life of Things, 64-91.

183 Monika Schmitter, “’Virtuous Riches’”: The Bricolage of Cittadini Identities in Early-
Sixteenth-Century Venice,” Renaissance Quarterly 57 (2004): 908-69.

'%* Ibid, 963.

185 Alfred Gell, Art and Agency. An Anthopological Theory (Oxford: Clarendon Press,
1998).

188 Of the latter, see Ross Bowden, “A Critique of Alfred Gell on Art and Agency,”
Oceania, Vol. 74, No 4. (June 2004): 309-324; and Robert Layton, “Art and Agency: A
Reassessment,” The Journal of the Royal Anthropological Institutes, Vol. 9, No. 3 (Sept.
2003): 447-464. For a summary and exploration of Gell’s influential text, see Robin
Osborne and Jeremy Tanner, eds. Art’s Agency and Art History (Oxford: Blackwell,
2007).
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shifted attention to a consideration of the relationships between art objects, patrons, and

artists. His “Gellograms,” for example, are tree-diagrams that focus on relational

moments in time that are not set and fixed, but rather are short lived and malleable.*®’

For scholars who consider the far-reaching provenance of ethnographic material
and the significance of cross-cultural exchange, Appadurai and Gell’s work has provided
a fundamental point of departure, as this framework can help to conceptualize both
ideological and physical transformations. Recently, for example, Monica Blackmun
Visona describes the trajectory of a statue from the Ivory Coast, which actively acquires a
new identity when transported from Africa to Europe, and then subsequently to New
York and Tennessee; as Visona argues, “the authority she [the statue] has acquired during
her lifetime in Cote d’lvoire because of her ability to absorb and direct supernatural and
social power could not accompany her to Europe.”*® The social life of the object, in this

case, initiates a significant change in the statue’s identity, whereby it becomes primarily

187 On the Gellograms, see Robin Osborne and Jeremy Tanner, 15-22.

188 Monica Blackmun Visona, “Agent Provocateur? The African Origin and American
Life of a Statue from Cote d’Ivoire,” Art Bulletin (March 2012): 111. For another recent
example of the ways in which object agency can inspire new dialogues, see “Sowei Mask:
Spirit of Sierra Leonne,” a recent exhibition at The British Museum. The nineteenth-
century Sowei mask around which the exhibition centers is a revealing visualization of
cross-cultural encounter: produced by a woman’s association called the Sande society for
initiation rituals, the mask features both a European-style top hat and traditional Sowei
mask attributes, like an elaborate hairstyle and small facial features. Interestingly, after
losing its original identity when it was sold to a European collector, the mask was
subsequently renamed “Gbavo” by a Sierra Leone diaspora community in London in
2013, a term that means “crowd puller” or “to attract people’s attention.” This is a salient
reminder of how translocated objects can continue to activate new meanings: a mask that
was once a an active participant in Sande Society ritual became re-identified as an object
that has the power to draw crowds into an institutional space. “Sowei Mask: Spirit of
Sierra Leone.” The British Museum. London, England. February 14, 2013-April 28,
2013.
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an aesthetic, rather than a supernatural, arbiter. Additionally, not only does the statue
lose her supernatural power, she also loses her clothing, for at some point before the
statue was transported to Manhattan and shown in Steiglitz’s famous Gallery 291, she
was stripped of her accoutrements. As Visona asserts, “the object could not compete with
modernist statues if it were dressed in beads and a loincloth.”*®® The agency of the
object, then, whose aesthetic inspired its inclusion among an elite modernist group,
subsequently led to its own physical transformation.

Just as objects can actively encourage alterations to their own physical form, they
can also become animate players in social networks that deal with them, a consideration
that has been explored by social scientist Bruno Latour, in his Reassembling the Social.
An Introduction to Actor-Network-Theory. Like Gell’s approach, Actor-Network-Theory
(ANT) is concerned with the agency of objects, which, like their human counterparts,
have the capacity to perform as actors in social networks. By calling attention to the
agency of objects, Latour attempts to break down traditional boundaries between human
and non-human entities in social networks, citing instead, “the many metaphysical shades
between full causality and sheer inexistence.”*® This spectrum of causality, as Latour
sees it, is temporary and impermanent, for, “objects, by the very nature of their
connections with humans, quickly shift from being mediators to being intermediaries,

counting for one or nothing, no matter how internally complicated they might be,” and

189 :

Ibid.
1% Bruno Latour, Reassembling the social: an introduction to actor-network-theory
(Oxford: Oxford University Press, 2005), 72.
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thus, he continues, “objects appear associable with one another and with social ties only
momentarily.”**

The temporality of these networks, where both human and non-human agents are
active agents, might suggest a model for exploring the trajectory of Maurits’s Brazilian
gifts, which, through their widespread dispersal, participated in a series of short-lived
networks. Such applications of Latour’s scholarship have been explored by Micheal Zell
in his recent study, “Rembrandt’s Gifts: A Case Study of Actor-Network-Theory.”*%
Here, Zell suggests that the agency of inanimate objects can be an effective method for
understanding the exchange of art objects in the seventeenth century, and the networks
that formed as a result of these exchanges. With Rembrandt, the presentation of his art as
gifts can be understood in part as an effort to have his works recognized as signifiers of
valore di stima, an artistic ideal that embodied concepts of “reputation and quality,”
which were distinct from the labor associated with a market economy.*®® The exchange
networks in which these objects acted as mediators, were characterized by these notions
of artistic virtue, making them compelling examples of the relationships initiated by art
objects. Furthermore, ideals embedded in the works themselves could come to define
the nature of the network, extending beyond the initial exchange. For example, the

suggestion of familiarity and private encounters embodied by some of Rembrandt’s late

prints were “conceived by Rembrandt both to acknowledge and activate intimate

1 1bid., 79-80.

192 Michael Zell, “Rembrandt’s Gifts: A Case Study of Actor-Network-Theory,” JHNA
3:2 (Summer 2011).

% Ibid., 3.



64

reciprocities between subject and beholder,” as they were exchanged among Rembrandt’s
inner circle.®

The capacity of Rembrandt’s prints to “activate intimate reciprocities” recalls
Honig’s description of Direr’s artistic gifts in the previous century, which she
characterizes as “reifications of social relationships.”**> Honig demonstrates that gift
exchange was an essential tool for artists in the early modern period, for it provided an
“antimarket discourse of valuation” in the context of an emerging capitalist market.'*®
Unlike monetary exchange, gift exchange allowed for a value to be produced outside of
the market value; or, put another way, “The object that is created and then exchanged
does not have a “value’ that can be in any way separated from its social situation.”**’
Outside of the market, however, the social value of a gift is not standardized, thereby
leaving much room for variation and sometimes misunderstanding. The following

sections will consider specific examples of gifting-giving, paying special attention to

shifts in social value that often accompanied exchange relationships.

Dutch Gifts

It is clear from many of the examples listed above that the Dutch used gift exchange for
personal advancement and to forge personal ties in courtly and intellectual circles. Gift
exchange in the Dutch Republic as elsewhere, however, also occurred in the context of

mundane, everyday occurrences, as has been explored by Irma Thoen’s Strategic

197 Ipid., 98.
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Affection? Gift Exchange in Seventeenth-Century Holland.*®® Thoen’s examination of ego
documents, such as letters, autobiographies, and diaries, proves that gift exchange was
not only practiced in elite intellectual or courtly circles, but also permeated aspects of
everyday life. The presentation of gifts at weddings, dinner parties and casual gatherings
suggests the pervasiveness of this practice at all levels of society.

Gifts presented at the institutional level, however, which were intended as a way
to assert political influence or garner political favor, also provided a critical mode of
negotiation. As with personal, everyday gifts, institutional gift-giving occurred with
some degree of frequency in the Dutch Republic in the seventeenth century, and in some
cases the gifts could be extravagant. Perhaps the most famous example of this type of
exchange is the well-known “Dutch Gift” presented to Charles Il in 1660 upon the
restoration of the English monarchy. It was hoped that Charles 11, who was the brother
to Mary, wife of deceased Stadholder Willem |1, and uncle to the young Willem I,
would look favorably on the Netherlands once restored to the English throne, easing the
mounting tension between the two states. The House of Orange, who held hereditary
rights to the position of Stadholder, the highest military official in The Netherlands, had
previously nurtured their relationship with England with the marriage of the English
princess Mary Stuart, Daughter of Charles I, to Willem 11, Prince of Orange and son of
Stadholder Frederik Hendrik. The situation was complicated, however, by the precarious
role of the House of Orange in The Netherlands during the first stadholderless period,

which began in 1650 with the death of Willem |1 after an unsuccessful siege of

1% |rma Thoen, Strategic Affection? Gift Exchange in Seventeenth-Century Holland
(Amsterdam: Amsterdam University Press, 2007).
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Amsterdam and ended in 1672 when Willem 111 was reinstated to the position of
Stadholder. The resulting tension between the States and Orangist factions complicated
relations between The Netherlands and England upon Charles II’s restoration to the
throne. ™

Upon news of the Restoration in the spring of 1660, the exiled Charles Il, who
was visiting Breda, was immediately invited to The Hague by the States of Holland,
where he was greeted with much pomp and fanfare. At Princess Mary’s suggestion,
Charles stayed at Johan Maurits’s residence, where he was honored with an elaborate
banquet.?®® A contemporary print after a painting by Jacob Toorenvliet shows the King
dining among representatives of the States of Holland (Figure 2.1). He sits at the head
table with members of his family, including his sister, Princess Mary, on his left, his aunt,
the Winter Queen of Bohemia, on his right, and his nephew, Willem I11, on the end of the

table nearest to his mother.*®* The highest-ranking members of the States of Holland,

199 On the tensions between the Orangists and States Party at the time of the Dutch Gift to
Charles 11, see Inge Broekman and Helmer Helmers, “’Het hart des Offraers’—the Dutch
Gift as an Act of Self Representations,” Dutch Crossing 31 (2007) 2. Broekman and
Helmers emphasize Amsterdam’s role in brokering this gift, convincingly arguing “the
funding and the acquisition of the Gift indicate an improvised attempt at damage control
on behalf of the States of Holland and the city of Amsterdam.” Broekman and Helmers,
236.

290 Herbert H. Rowen, John de Witt, Grand Pensionary of Holland, 1625-1672
(Princeton: Princeton University Press, 1978), 443.

21 For a 1660 description of the banquet, which includes a summary of the other
attendees in addition to a brief description of the room where the banquet was held, see
Abraham Wicquefort, A relation in form of journal of the voiage and residence which the
most excellent and most mighty prince Charles the 1, King of Great Britain, &c hath
made in Holland from the 25 of May to the 2 of June, 1660 rendered into English out of
the original French by Sir William Lower, Knight (The Hague: Printed by Adrian
Vlack/The Getty Research Institute), 80.
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including Johan de Witt, occupy the table perpendicular to the king. The banquet seems
to have been a success, as a contemporary source described it as a “most magnificent and
stately feast for his Majesty.”?°* Upon his departure from The Hague, Charles
announced the following to the States of Holland:

Gentlemen, insomuch as | am leaving here in your hands the Princess, my sister,
and the Prince of Orange, my nephew, two persons extremely dear to me, | pray
you, Sirs, to take their interests to heart and to display to them the results of your
favor upon the occasion when the Princess, my sister, will ask you for it either for
herself or for the Prince, her son, assuring you that I shall recognize the results of
your good towards them as if | had received them personally.”®

This careful statement implies Charles’s desire to have his nephew elevated to the
position of Stadholder once he came of age, a measure that would reverse the Act of
Exclusion, an act that prohibited members of the House of Orange from holding political
office, and undermine De Witt’s “True Freedom,” both of which were highly
controversial at the time. In any case, shortly after Charles’s departure, %** the States of
Holland sent lavish gifts to the King, including expensive Italian and Dutch paintings,
which were immediately put on display in the Banqueting House at Whitehall to much

fanfare.?”> An often overlooked component of the Dutch Gift to Charles I1 is a valuable

292 1bid., 78.

293 Quoted in Rowen, 446.

204 On the mixed reactions to the success of the visit, see Rowen, 142-147. Broekman
and Helmers, on the other hand, suggest that the gift should be seen as “apologetic”
gesture, or perhaps even a “desperate measure” intended to remedy past tensions between
the States party and the Stuart monarchy. Broekman and Helmers, 239.

2% On the Dutch Gift, see Denis Mahon, “Notes on the ‘Dutch Gift’ to Charles I1: 1” The
Burlington Magazine, Vol. 91, No. 560 (Nov. 1949): 303-305; Mahon, “Notes on the
‘Dutch Gift’ to Charles II: 11” The Burlington Magazine, Vol. 91, No. 561 (Dec. 1949):
349-350; Mahon, “Notes on the ‘Dutch Gift’ to Charles IlI: 111” The Burlington Magazine,
Vol. 92, No. 562 (Jan. 1950): 12-15; J.G. Van Gelder, “Notes on the Royal Collection IV:
The “‘Dutch Gift’ of 1610 to Henry Prince of “‘Whalis,” and Some Other Presents”
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bed that once belonged to Willem Il and Mary Stuart; this bed, as Broekman and Helmers
have convincingly argued, referred to the birth of their son Willem 111, Charles I1’s
nephew, and therefore would have symbolized the bond between the Orange and Stuart
Courts.”® This lavish gift demonstrates that institutionalized gift exchange was not
simply a way of distributing expensive objects of tribute, but that the objects exchanged
could embody political ideologies intended to foster diplomatic relations.

Although this is the most famous example of diplomatic exchange in the
Netherlands, it is certainly not the only instance of the practice. The English royals, in
particular, quite often found themselves on the receiving end of Dutch gifts, which, it was
hoped, would aid in negotiating sensitive political issues, such as trading rights. In 1610,
for example, the States General gave Henry Prince of Wales and the Stuart court a large
gift of paintings and tapestries, which was intended, in part, as an expression of gratitude
for their aid in brokering the Twelve Year Truce in 1609 and, in part, as incentive to
repeal a decree that required dues for fishing off the coasts of England, Scotland and
Ireland.?’ In 1636, perhaps motivated by a concern about England’s close relationship

with Spain, the States General sent Charles | and Henrietta Maria “several fine pictures,

Burlington Magazine, Vol. 105, No. 729 (Dec. 1963): 541-545; Friso Lammertse,
Uylenburgh & Son: Art and Commerce from Rembrandt to De Lairesse, 1625-1675
(Zwolle: Waanders Publishers; Amsterdam: Rembrandt House Museum, 2006);
Broekman and Helmers.

206 Broekman and Helmers, 238.

297 \/an Gelder, “Notes on the Royal Collection 1V: The ‘Dutch Gift’ of 1610 to Henry
Prince of “‘Whalis,” and Some Other Presents,” 541-545. See also Broekman and
Helmers, 225-226.
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rarities and also horses...[and] some big fine cows.”?®® Cornelis can Beveren, Lord of
Strevelshoeck, who delivered the gifts to the King and Queen, reported back to the States
General:

Apart from this audience we also delivered the presents, with appropriate

comments to the effect that these were the fruits of such a field as could bring

forth nothing but signs of affection and willing obedience; and that His Majesty

should not, therefore pay heed to their value but to the spirit of attachment of

those who presented them.?®
Van Beveren’s comments to the States General are particularly noteworthy for his
characterization of the non-monetary value of the gifts. For Beveren and the States
General, the gifts were a symbol of their loyalty and devotion to the English king. Van
Beveren’s concern that the King recognize the “spirit of attachment of those who
presented them,” not only recalls Mauss’s discussion of the Maori concept of the hau, but
also exemplifies the ways in which exchanged objects could be invested with the identity
of their presenters.

Further examples of Dutch state-sponsored gifts suggest that the practice was not
limited to negotiations with foreign political bodies, but could also be an effective tool
among domestic institutions and figures. In 1627 the States of Utrecht, for example,

sought to obtain the favor of the influential wife of the Stadholder, Amalia van Solms, by

presenting her with paintings by Moreelse, Poelenburch, and Roelant Savery, artists

298 Quoted in J. Bruyn and Oliver Millar, “Notes on the Royal Collection I11: The ‘Dutch
Gift’ to Charles I,” Burlington Magazine, VVol. 104, No. 712 (July 1962): 292. See also
Broekman and Helmers, 226-229.

299 Quoted in ibid., 292.
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whom she admired.?® In October of 1660, the city of Amsterdam presented Johan
Maurits with a larger-than-life-size sculpture of Minerva by Artus Quellinus the Elder,
which can be seen in the background of Maurits’s portrait by Jan de Baen (Figure 2.2),
and which occupied pride of place in the amphitheater in his gardens at Cleves (it has
now been replaced by a copy; Figure 2.3).** Minerva, who stands aloft a vase decorated
with the coat of arms of Amsterdam, has been identified as an allegory of the Dutch city:
just as Pallas Athena (or the Roman goddess Minerva) served as the patroness of Athens
(or Rome), it has been argued that Amsterdam evoked a similar figure to act as their
protector.?*? At the base of the statue four dolphins spew water into the circular pool
below, an allusion to the sea, which has been conquered by the powerful city of
Amsterdam.”® According to Joost van den Vondel, who was the first to interpret the
statue, Minerva is Maurits’s “bride,” who embodies the virtues of the ideal prince.?* The
exact circumstances of this gift are not clear, but it may have been an expression of
thanks for allowing the States General to house and entertain Charles 11 at his home in

The Hague earlier that spring, as discussed above. Such adulation might come as a

210 peter van der Ploeg and Carola VVermeeren, Princely Patrons. The Collections of
Frederik Henry of Orange and Amalia of Solms in The Hague, 178 & n 3.

211 Wilhelm Diedenhofen, “Johan Maurits and his Gardens* in Johan Maurits van
Nassau-Siegen 1604-1679, 211, n. 73.

212 5ee Wilhelm Diedenhofen “Johan Maurits and his Gardens,“ 211. As Diedenhofen
notes, in 1656 Erasmus Quellinus the Younger painted Amsterdam dressed as Pallas
Athena on the ceiling of the Council Chamber in Amsterdam’s Town Hall. See
Diedenhofen, “’Belvedere,” or the Principle of Seeing and Looking in the Gardens of
Johan Maurits van Nassau-Siegen at Cleves,” in The Dutch Garden in the Seventeenth
Century (Washington, DC: Dumbarton Oaks, 1990), 68.

213 Diedenhofen, “Johan Maurits and his Gardens,” 211; and Diedenhofen “Belevedere,”
68.

2% For a summary of the various interpretations of the statue, see Diedenhofen,
“Belvedere,” 67-68.
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surprise in light of the previous criticism Maurits received from the WIC’s directors—
many of whom were Amsterdam regents—who had accused Maurits of profiting
excessively from the sugar trade, derisively dubbing his home in The Hague the “masion
de sucre.”? Given the timing, it is possible that this gift, like the States-General’s
presentation to Charles Il earlier that year, was an attempt at winning the favor of a
member of the House of Orange during a time when Amsterdam’s magistrates feared
their power might be in jeopardy.

Regardless of the city’s motivation, this example demonstrates that shifts in
power play an important role in gift exchange, and that gifting relationships are
determined by evolving social and political circumstances. By 1655 Maurits had
managed to be nominated for the position of Field Marshall, mediating successfully
between Statist and Orangist parties and interests. That the States considered Maurits a
suitable candidate for this high military position shows that his Orangist ties were not a
serious threat during this volatile political period.?*® Maurits was also considered an
appropriate replacement for Field Marshall by the House of Orange—certainly better

than De Witt’s alternative proposal, Maurits’s cousin Willem Frederik, whom Amalia

215 Quentin Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 132.

218 jonathan Israel, The Dutch Republic: Its Rise, Greatness and Fall, 1477-1806
(Oxford: Clarendon Press, 1995), 731. This is not the case with his cousin, Frisian
Stadholder William Frederik, who was nominated by De Witt for the same position. The
surprising nomination of a member of the House of Orange (the same member who was
involved in 1650 military action against Amsterdam, no less) to the highest military
position in the States Army, was part of De Witt’s “Harmony” of 1655, which sought to
appease both Orangist and anti-Orangist factions, but also ultimately to eradicate the
stadholderate. Although he was not appointed to the post at this time, Maurits eventually
earned this title in 1664 and again in 1668. Ernst Opgenoorth, “Johan Maurits as the
Stadholder of Cleves under the Elector of Brandenburg” in Johan Maurits van Nassau-
Siegen, 1604-1679, 47.



72

van Solms despised—which suggests that he also remained in the good graces of the
House of Orange.?!

Maurits’s influential position as Stadholder of Cleves, a region with which the
Dutch wished to maintain good relations, also may have contributed to his general
acceptance by opposing Dutch factions. Not only was Maurits a valued confidant of the
Elector (who was married to Stadholder Frederik Hendrik and Amalia von Solms’s eldest
daughter), but he also proved to be essential in the political realm.?*® In fact, in a 1648
letter The Elector wrote that he valued Maurits’s “unusual qualities and good
knowledge...and also because, through his service relationship with the Estates General,
he could personally help to maintain this good neighborly confidence with them as a
loyal ally...”** It becomes clear, then, that during an extraordinarily volatile political
period during the Dutch Republic, Johan Maurits remained on good terms with opposing
political factions, which suggests that he was adept at carefully nurturing political and
personal allegiances.

Maurits’s well-known gifts of his Brazilian collection, which will be discussed in
detail in chapter four, demonstrate that, like the States-General, the former governor-
general knew how to use gift exchange to cultivate allegiances. In fact, a rarely discussed

gift from Maurits to the Elector of Brandenburg in 1664 may have been inspired by one

21" Opgenoorth states that Maurits “must be included in that astonishingly wide group of
persons that could be tolerated by both sides.” Opgenoorth, 47.

218 Egon Kemp, Commentary on the Atlas of the Great Elector (Stuttgart: Belser Verlag,
1971), 13.

219 Quoted and translated in Ibid. Originally cited in Ludwig Driesen, Leben des Fiirsten
Johan Moritz von Nassau-Siegen (Berlin: Verlag der Deckerschen geheimen Ober-
Hofbuchdruckerei 1849), 150.
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of the gifts presented to Charles 11 on the occasion of the banquet at the Mauritshuis. A
group of Dutch merchants, headed by John Klencke, presented the English king with
what is now known as the “Klencke Atlas,” an almost six-foot high atlas currently housed
in the British library (Figure 2.4). The impressive atlas is comprised of thirty-seven
engraved wall maps by Amsterdam and Antwerp map publishers.?’ Johan Maurits
seems to have been impressed by the atlas, for in 1664 he presented the Elector of
Brandenburg with a similar gift, perhaps in commemoration of the Elector’s new library,
which opened in 1661.%" The Atlas des Grossen Kurfiirsten (Atlas of the Great Elector),
slightly smaller in dimension than the Klencke Atlas, contains thirty-five maps, including
Johannes Blaeu’s map of America, which was also produced by publishers in Antwerp
and Amsterdam.?? A fitting gift from the former leader of Dutch Brazil, the Atlas
symbolized Maurits’s role in the successful, albeit brief, colonization of Brazil, but also
embodied a bond between Maurits and the Elector based on shared intellectual pursuits
and an interest in exploring and colonizing foreign lands (see chapter four).

Thus in domestic and foreign affairs gift-gifting, on both a personal and an
institutional level, played a significant role in negotiating relationships and affirming
political allegiances. It is not surprising, then, that the Dutch used gift exchange as a
model for negotiation in colonized regions. As in Western European courts, however,

binary models of gift exchange, which emphasize concrete oppositions and secure

220 \Wallace Pointer, “Rebinding the Klencke Atlas” The British Museum Quarterly, \Vol.
24, No. ! (Dec., 1961): 115-117.

221 A\ |etter from the Elector to Maurits in August 1664 says, “Thank you for the great
book which is very beautiful and a fine ornament for my library.” Quoted in Kemp, 15.
222 Thirty-two of these maps are also part of the Klenke Atlas.
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positions of power, are inadequate, especially when different cultural values inform the
significance of each exchange encounter. Rather, it is more productive to consider cross-
cultural exchange encounters as manifestations of moments of “entanglement,” to borrow
Nicholas Thomas’s phrase, which draws attention to the convergence of distinct cultural
ideologies, and emphasizes the dynamism of these encounters, which were often
experimental, temperamental, and fluctuating.??®

The objects that participate in these dynamic exchange relationships engage with
the varied discourses that inform cross-cultural encounters, an underlying theme in what
William Pietz calls “the problem of the fetish.”??* Inherently variable and polysemous,
the social value of objects, Pietz argues, is “revealed in situations formed by the
encounter of radically heterogenous social systems.”?* Pietz’s discussion of Akan
goldweights, which were developed in response to the presence of European traders in
West Africa, demonstrates the varied potential of social value in a cross-cultural context.
Although these bronze, often figurative, goldweights were used primarily in trade with
Europeans, they were also worn as necklaces by children to ensure good health, and as
amulets to protect the wearer from harm, among other functions.”®® As Pietz

demonstrates, the goldweights, “functioned precisely to relate incommensurable social

223 Niicolas Thomas, Entangled Objects.

224 \William Pietz, “The Problem of the Fetish, 1” RES: Anthropology and Aesthetics, No.
9 (Spring, 1985): 5-17. See also, Pietz, “The Problem of the Fetish, 1I: The Origin of the
Fetish” RES: Anthropology and Aesthetics, No. 13 (Spring, 1987): 23-45; and Pietz, “The
Problem of the Fetish, Illa: Bosman’s Guinea and the Enlightenment Theory of
Fetishism” RES: Anthropology and Aesthetics, No. 16 (Autumn, 1988): 105-124.

223 |bid., “The Problem of the Fetish, I,” 7.

228 |bid., 16. Pietz’s discussion of the uses of Akan goldweights is based on the
scholarship of Timothy F. Garrard, Akan Weights and the Gold Trade (London:
Longman, 1980).
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values, those from traditional Akan culture...with newer market values introduced from
outside.” These figures, he continues, “constituted a new cultural territory embodying
the possibility of movement across diverse value codes.””*” The capacity of objects to
responsed to “diverse value codes” informs the following discussion, which emphasizes

the significant role that objects played in negotiating cross-cultural encounters.

Dutch Gifts Abroad
When Dutch colonists arrived in Brazil they encountered disparate groups of indigenous
inhabitants who had previously traded with an equally disparate group of Europeans,
including the Portuguese, Dutch and French. Therefore, to speak of an isolated
indigenous exchange tradition that existed prior to Dutch occupation would be to ignore a
hundred years of Euro-Amerindian trade that occurred since the initial European
exploration of Brazil in 1500. Thus, in analyzing colonial exchange relationships, binary
notions of power and submission employed in conjunction with blanket terms like
indigenous and European, must give way to more nuanced characterizations that reflect
diverse colonial populations, and the complicated and shifting hierarchies of New
Holland.

The Dutch, like other European colonizers, relied on gift exchange to forge
relationships, maintain social bonds, or establish trading rights with the many people they

encountered across the globe.?”® At a time when verbal communication between

228 As Nan Rothschild has suggested, upon contact with indigenous groups, most
Europeans, the Dutch included, would initially offer gifts “meant to show peaceful
intentions and be attractive,” before offering gifts that were intended for trade in goods or
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colonizers, merchants, and indigenous populations was difficult at best, gift-giving
provided a non-verbal mode of dialogue that was understandable to cultures throughout
the world, even if the rules of exchange varied significantly. In Japan, for example,

Dutch merchants were required to present gifts to the Shogun annually according to

elaborate Japanese protocol before they were granted permission to engage in trade.??®

Likewise, before receiving the highly sought after Japanese kimonos, which the Dutch
called “rocken,”” merchants were required to observe strict rules that involved
approaching the desired objects on their hands and knees “ like crabs.”?*° In Turkey,
gifts to be presented to the Ottoman Sultan Ahmed | by Dutch ambassador Cornelis Haga
were deemed inadequate by Khalil Pasha, admiral-in-chief in the sultan’s court,
prompting more gifts to be added.”*" In New Netherland, merchants were often forced by
necessity to adopt local customs. For example, the Dutch were known to use sewant, or

beaded shells, as currency in diplomatic exchange, although they seem to have

services. Nan A. Rothschild, Colonial Encounters in a Native American Landscape. The
Spanish and Dutch in North America (Washington and London: Smithsonian Books,
2003), 21.

229 Margaretha Breukink-Peeze, “Japanese Robes: A Craze,” in Imitation and Inspiration:
Japanese Influence on Dutch Art, ed. Stefan van Raay (Amsterdam: Art Unlimited
Books, 1989).

230 See Breukink-Peeze for a more detailed description of this protocol. Breukink-Peeze,
54-55. On the representation of these types of robes by Dutch artists, see Martha
Hollander, “Vermeer’s Robe: Costume, Commerce, and Fantasy in the Early Modern
Netherlands,” Dutch Crossing, Vol. 35, No. 2, (July 2011): 177-195.

231 A H. de Groot, The Ottoman Empire and The Dutch Republic. A History of the
Earliest Diplomatic Relations 1610-1630 (Leiden/Istanbul: Nederlands Historisch-
Archaeologisch Instituut, 1978), 113.
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misunderstood the broader social meaning of this valuable material.>** These examples
demonstrate that the Dutch, and Europeans in general, did not always have the upper
hand in gifting negotiations. Quite the contrary, Europeans were often forced to adapt to
local practices and circumstances, as they were almost always dependent upon the food,
labor or knowledge provided by indigenous groups. Furthermore, the gifts offered by
Europeans were often dictated by the desires and needs of the recipients, an often-
overlooked phenomenon that Nan Rothschild has referred to as “indigenous choice.”?*®
As in other parts of the world, assistance from indigenous populations was
essential to the success of the Dutch campaigns in Brazil. Although an imagined “natural
alliance” based on the shared experience of Spanish tyranny was never realized,
allegiances with the Amerindians of Brazil were formed based on mutual advantage.”*
Negotiations were initiated—first with the Tarairiu and later with the Tupi—and
relationships were maintained through the presentation of gifts. According to Caspar
Barlaeus’s account, when Maurits arrived in Brazil in 1637, it was he who was first
approached by members of the Tarairiu—whom the Dutch call Tapuya—who were

enemies of the Portuguese. Barlaeus writes:

While Count Johan Maurits was camped in the Rio Grande River, representatives
sent by the king of the Tapuyas approached him carrying gifts such as bows and

232 Jaap Jacobs, New Netherland: A Dutch Colony in Seventeenth-Century America
(Leiden: Brill Academic Publishers, 2006), 194. According the Jacobs, some other
indigenous uses for sewant included condolence rituals. This culturally distinguished
understanding of the use of sewant corresponds to the “diverse value codes” of the Akan
goldweights mentioned above.

“%3 Rothschild, 14.

234 On the perceived “natural alliances,” see especially Benjamin Schmidt, Innocence
Abroad. The Dutch Imagination and the New World, 1570-1670 (Cambridge: Cambridge
University Press, 2001).
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arrows and exceptionally beautiful ostrich feathers, which they wear when they
are on the warpath. The Count accepted these in proper fashion, as tokens of
peace and a pledge of goodwill. He received the ambassadors in a dignified and
splendid manner, and after agreeing to a treaty of friendship, gave them gifts in
turn, such as linen clothing, garments for women, knives, bells, glass trinkets,
beads, hooks, nails and other tools unknown to them or that they rarely see. They
were very pleased with these gifts and left promising to persuade their king to
visit the Count in person.?*®
In fact, it is not clear who approached whom first, but it does seem that Maurits
recognized he would need to enlist the help of Tarairiu against the Portuguese, not to
mention that the Tarairiu may have represented a potential threat to the Dutch. Gift-
exchange offered a well-established method of promoting friendly Dutch-Tarairiu
relations. The Tarairiu, for their part, were well versed in the intricacies of gifting
relationships and took full advantage of the Dutch reliance on their support. One scholar
describes Nhandui, a Tarairiu ruler as “an astute negotiator, well briefed on the ever
shifting alliances of friends and foes and determined, by alternately issuing threats and
promising to cooperate, to induce the Dutch to do as much for him as possible.”%%
Gifting negotiations between the Dutch and the Tarairiu were thus in large part dictated
by the willingness of the Tarairiu to accept the gifts presented to them by the Dutch,
effectively giving this indigenous group significant leverage.
While the tools and clothing given to the Tarairiu may have been appreciated for
their usefulness or aesthetic qualities, they could also embody abstract concepts or

narratives of interdependency. An exchange that took place between Nhandui and

Rudolph Baro, a Dutchman assigned the position of interpreter and ambassador to the

2% Barlaeus, The History of Brazil, 72.
2% Ernst van den Boogaart, “Infernal Allies: The Dutch West India Company and the
Tarairiu, 1631-1654” in Johan Maurits van Nassau Siegen, 1604-1679, 538.
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Tarairiu, illustrates the significance attached to exchanged objects. Recalling his
relationship with Jacob Rabe, Baro’s predecessor, Nhandui complains, “In the past | used
to receive from your people lovely trumpets, big halberds, fine mirrors, lovely goblets
and beautiful, well-made sups. | keep them in my cupboard to show other Tapuia who
come visit me!”?*” This passage is significant in that it showcases Nhandui’s facility with
the language of gift exchange, which he employs to entice competitive gift-giving by
unfavorably comparing Baro to Rabe. More importantly, perhaps, Nhandui’s exclamation
underlines the capacity of exchanged objects to embody concepts outside of the
utilitarian. In this case, the objects that Nhandui received from Rabe serve as prestige
items, the display of which signaled his elite status among the Tarairiu as the recipient of
Dutch favor, and underlines the capacity of gifted objects to embody multiple culturally
dependant values.

Whereas seemingly mundane objects might become imbued with value due to
their inalienability from the gift-giver, in some cases exchanged objects were comprised
of more traditional symbols of power. Take, for example, Dutch military Commander
George Garstman’s description of the gifts he presented to Nhandui: “I have given him
because of his position, one of my own shirts, and also a sword, all brought from

Holland, as well as a hat with feathers.”?*®* The plumed hat and especially the sword,

Quoted in John Hemming, Red Gold: The Conguest of the Brazilian Indians
(Cambridge, MA: Harvard University Press, 1978), 299. Originally from Baro, Relation
du voyage...au pays des Tapuies dans le terre ferme du Brésil (1647), in Augustein
Courbe, Relations véritables et curieuses de lisle de Madagascar et du Brésil (Paris
1651), 218-2109.

238 This 1634 letter from Gartsman is quoted in Marcus Meuwese, “’For the Peace and
well-being of the Country’: Intercultural mediators and Dutch-Indian Relations in New
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which are traditional symbols of authority, are invested with notions of power that have
an ancient history; whether or not this history would have been acknowledged in whole
or in part by Nhandui cannot be known. However, | would suspect, given his sustained
interactions with Europeans, the significance of these objects as symbols of power would
not have been lost on him. Furthermore, the presentation of one of Garstman’s own
shirts, which is more obviously inalienable from the giver, may have been a clearer
indication of the social bond Garstman wished to forge.

Nhandui, presumably because of his powerful position among the Tarairiu or

239

perhaps because the Dutch perceived him as somewhat unpredictable,”** continued to

receive special treatment. In one instance, he was invited to spend the night inside Fort
Cuelen, while the other Tarairiu who had accompanied him were made to sleep outside,
an act that acknowledged and honored Nhandui’s authority. In the same account, a
cannon was fired from the Fort in order to “honor and impress” the Tarairiu ruler.?*
Another account describes “an artillery salute fired in honor of his [Garstman’s] allies
[the Tarairiu],” which was countered by “a [Tarairiu] display in three troops with bows

and arrows, after which they performed some of their own dances with singing, the whole

Netherland and Dutch Brazil, 1600-1664,” (PhD dissertation, University of Notre Dame,
2003), 101-102. See also Van den Boogaart, “Infernal Allies,” 523. These feathers may
have resonated powerfully with native symbolic codes.

239 A member of the Political Council to the Heren XIX, the group in charge of the West
India Company (WIC), reported, “They [Tarairiu] asked to be allowed to kill women and
children too. But they were told that the women were unarmed and that the children were
still harmless and they should be spared.” Quoted in Van den Boogaaart, “Infernal
Allies,” 527.

2% Meuwese, 100-105.
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lasting a good hour.”?** These dramatic displays draw attention to the theatricality of
some cross-cultural presentations, but also document the attempts of the Dutch and
Tarairiu to engage in some level of equal reciprocity, or what Sahlins would call
“balanced reciprocity.” That is, a salutary display of arms by both the Dutch and the
Tarairiu suggests an expectation and acknowledgement of reciprocity.

The strengthening and maintaining of social bonds through exchange was also a
concern for Maurits throughout his contact with rulers from the western coast of Africa,
where the Dutch had been involved in trade since the late sixteenth century.?*? The
Dutch, who were dependent on local leaders for the enforcement of trade regulations and
protection, frequently presented African rulers with gifts in order to maintain friendly
trade relations.?** The following description by Barlaeus in his Rerum per octennium in
Brasilia demonstrates the importance of gift exchange in negotiating delicate Dutch-
African alliances:

In Angola, a controversy had arisen between the king of Congo and the Count of
Sonho, and an appeal was sent to Count Johan Maurits, who was presented with a
letter from the king, together with a large number of Negro slaves as a gift to the
Company. The gifts presented to Count Johan Maurits consisted of two hundred
Negroes, a gold chain, and a gold platter. A little while later, three emissaries
arrived sent by the Count of Sonho, one of whom left for the United Provinces to
consult His Highness the Prince of Orange, while the other two came to ask Count
Johan Maurits not to lend his support to the king of Congo. The Count did not
refuse this request, but in letters to the directors in Angola he tried to settle the

241 Quoted in Van den Boogaert, “Infernal Allies,” 523.

242 Erpst van den Boogaart, “Colour Prejudice and the Yardstick of Civility: The Initial
Dutch Confrontation with Black Africans, 1590-1635,” in Racism and Colonialism.
Essays on Ideology and Social Structure, ed. Robert Ross (Leiden: Martinus Nijhoff
Publishers, 1982), 42.

243 1bid. According to research by Rebecca Parker Brienen, Johan Maurits possessed a
document describing, “gift-giving and the appropriate manner in which to receive the
King of the Congo.” Brienen, Visions of Savage Paradise, 257, n. 70.
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disagreement between these princes rather than aggravating it, because both
parties had treaties with the Dutch...After the emissaries from the king of Congo
had been very courteously received and given letters and gifts by Count Johan
Maurits, they returned to their country to bring the news of the plot to the king.
The gifts for the king of Congo consisted of a long cloak made entirely of silk,
decoration with glittering gold and silver borders, a silk tunic, a hat of beaver fur,
and a coverlet woven with gold and silver thread intertwined. To this, Count
Johan Maurits added a saber decorated with silver, together with its belt as his
own gift. The Count of Sonho was given a chair covered with red silk decorated
with gold and silver thread, a long mantle made of many-colored silk, a velvet
toga, and also a hat of beaver skin.?**
As this passage suggests, gift exchange played a crucial role in assuring allegiances, but it
also demonstrates the caliber of some of the gifts exchanged. The refined objects
described by Barlaeus are a far cry from the cloth and beads that comprised many of the
Dutch gifts to the Tarairiu, demonstrating the importance of the African slave trade to the
economy of Dutch Brazil. This passage also explicates the delicate maneuvering
necessitated by trans-Atlantic exchange: whereas the King of Congo and the Count of
Sonho used gifts to win the favor of Maurits, Maurits presented these two rulers with
gifts in an attempt to keep the peace, which would ultimately lead to greater Dutch
profitability.
Back in Brazil, shifting power relationships led to significant changes in the
gifting dynamics of New Holland. Initially the Dutch had relied on Tarairiu force, or
sometimes just the threat of it, to help defeat the Portuguese; however, in the eyes of the

Dutch, the Tarairiu proved to be unpredictable allies prone to excessive violence against

their enemies, and the destruction of cattle and manioc fields.?*> Although the

244 Barlaeus, The History of Brazil, 237-238.
245 Ernst van den Boogaart, “The Slow Progress of Colonial Civility: Indians in the
Pictorial Record of Dutch Brazil 1637-1644” in La Imagen del Indio en la Europa
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presentation of gifts to Nhandui and his people continued in order to maintain friendly
relations, the Dutch began to turn more frequently to the Tupi, who, under the rule of the
Portuguese, had already adjusted somewhat to European ways of life and therefore
proved to be more useful allies.?*® In fact, many Tupi were encouraged by former Jesuit
priest Manuel de Moraes®* after the fall of Fort Cabodello in Paraiba to defect to the
Dutch cause, even fighting under Maurits’s command in the important siege of Bahia.?*®
As further incentive to desert the Portuguese, the Dutch offered the Tupi freedom from
some of the labor laws implemented in regions ruled by the Portuguese, an increase in
their power and autonomy in the Dutch-ruled aldeias, and enticing employment options
within the Dutch colony.?*® The Dutch engagement with the Tarairiu and the Tupi
demonstrates the volatility of colonial gifting allegiances, which were inherently unstable
and prone to change as the political climate transformed. As Dutch occupation persisted,
hierarchies shifted, and Dutch authorities were required to engage in gifting dialogues
with different indigenous groups, whose allegiances had to be affirmed, tested, or won

through the presentation of gifts.

Conspicuous Exchange: Narrating Cross-Cultural Encounters

Moderna (Seville: C.S.1.C., 1990), 397. See also Van den Boogaart, “Infernal Allies,”
528.
2% \/an den Boogaart, “Infernal Allies,” 528.
2471t is unclear why de Moraes defected. However, after Maurits’s departure in 1644, he
returned to the Portuguese cause, suggesting that his allegiances were rooted in self-
preservation. Frans Leonard Schalkwijk, The Reformed Church in Dutch Brazil (1630-
}4254) (Zoetermeer: Uitgeverij Boekencentrum, 1986), 60.

Ibid.
249 \/an den Boogaart, “The Slow Progress of Colonial Civility,” 10.



84

The frequency with which exchange encounters are described in travel accounts as a
means of negotiating advantageous socio-political positions in New Holland suggests that
the practice may have been an important signifier. As Patricia Seed has demonstrated in
Ceremonies of Possession, prospective colonizers would often initiate territorial
possession through the enactment of symbolic gestures prior to military conquest.*®
These gestures varied from region to region: whereas Spain delivered a formal speech
called the Requireimiento (Requirement), which was both a declaration of Spain’s
authority and demand for acquiescence, the Dutch used cartography as a symbolic
vehicle for claiming lands.?>* For the Dutch, Seed argues, securely identifying the
longitude and latitude of a place, “rendered it more than a record of ‘discovery...”; it
transformed the map into a critical sign of possession.”?? Likewise, Edward Sullivan has
suggested that Europeans employed gift exchange as a “ceremony of possession,” which
he understands more properly as a “ritual of subjugation,” although one that is less formal
than practices such as the Requirimiento.?® The Dutch-Amerindian exchange narratives
that have been recounted in this chapter should be seen in this light, for they participate in

a tradition of conspicuous gifting rooted in travel accounts from the early sixteenth

century.

2%0 patricia Seed, Ceremonies of Possession in Europe’s Conquest of the New World,
1492-1640 (Cambridge: Cambridge University Press, 1995).

2°1 |bid., see Chapter 3: “The Requirement. A Protocol for Conquest” and Chapter 5:
“Sailing in the Wake of the Portuguese,” 69-99 and 149-178.

22 Seed, 163.

2°3 Edward Sullivan, The Language of Objects in the Art of the Americas (New Haven
and London: Yale University Press, 2007), 6.
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Anthropologist Johannes Fabian has drawn attention to the distinction between
“encounters as events” and “encounters as a concept,” both of which are important in the
context of so-called New World narratives.>* Fabian writes:

Presenting encounters as uniquely significant moments evokes an epistemological

paradox that is still in use with us: Encounters are fleeting events but, to be

recounted, and certainly to be described and analyzed, they must somehow be

arrested, frozen.?>
Fabian sees these “arrested” moments of encounter as “staged performances” that
“structured the narratives as events of heightened significance.”®® Travel narratives that
purport to document gift encounters take on renewed significance in this context. The
well-known gift presentation to Hernan Cortés from Moctezuma, the leader of the Aztec
Triple Alliance, provides a compelling example of the ways in which gift encounters
could be ideologically potent. Chapters 4 and 5 of Book 12 of the Florentine Codex
(1570), a text recounting the history of New Spain written in both Spanish and Nahuatl,
provide a written narrative of the gifts presented to the Spanish conquistador by the Aztec
ruler. As Alessandra Russo has argued, the lists of precious treasures transferred to
Cortés (and eventually to Charles V) emphasize the power of Spain by underscoring the
wealth of Moctezuma, while at the same time legitimizing Spain’s rule by suggesting “a

political chain between Moctezuma, Cortés and Charles V.”?>" An image of Cortés

receiving these gifts underlines their importance and draws attention to the ways in which

2%% Johannes Fabian, “Inquiry as Event. About Encounters and the Making of Knowledge
in Africa,” in Memory against Culture. Arguments and Reminders (Durham and London:
Duke University Press, 2007), 143.

2> 1bid., 147.

% 1bid., 148.

257 Alessandra Russo, “Cortés’s Objects and the Idea of New Spain: Inventories as Spatial
Narratives,” Journal of the History of Collections (2011): 12-13.
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the presentation of gifts, either in narrative or visual form, can serve as a means of
subjugation: Cortés, who gestures with his hand to his chest, receives the gift with due
reverence, which underscores the civility of the exchange, the power of Cortés —who is
worthy of such gifts—and the implied transference of authority to Spain (Figure 2.5).
Russo argues that this retelling of events, both textually and visually, is an example of
“forged” gift-giving, which implies both the performative aspects of exchange and the
ways in which exchanges could symbolize a declaration of colonial authority.?®

Trends in the visual iconography of exchange will be discussed at length in the
next chapter, but it is important to note here the conspicuous presence of written and
visual exchange narratives in New Holland. That Dutch travel accounts emphasized
exchange encounters with Amerindians and Africans indicates the “heightened
significance” of these cross-cultural engagements, and also suggests the
conceptualization of these exchanges as—in Sullivan’s words—“rituals of subjugation.”
Seen in this context, Barlaeus’s narrative describing the exchange encounter between
Maurits and the Tapuya takes on a new meaning. With its attentive focus on polite
formalities and its careful inventory of gifted objects, his account articulates a
relationship based on the rhetoric of reciprocity, which has the effect of suppressing the

dynamic and sometimes antagonistic relationship between the Dutch and the Tarairiu.

By taking into account the narrative structure of exchange, George Garstman’s 1634

28 Russo, 3. Interestingly, the persistence of this gifting iconography continues into the
seventeenth century, as is demonstrated by a later edition of Bartolomé de las Casas text,
Brevisima relacion de la destruccion de las Indias (1552 & 1664), which features Cortés
on a sandy shore receiving gifts from Moctezuma, who is carried on a liter behind a
group of Amerindians bearing gifts. Sullivan, 5.
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letter describing his gifts to Nhandui can also be seen in a new light. For although
Garstman acknowledges the Tarairiu leader’s authority with gifts that reflect European
notions of power, he denies Nhandui’s agency by making him a passive recipient of
Dutch gifts, ignoring the possibility of “indigenous choice.” These two examples, to
which more could be added, demonstrate how the narrative framework of exchange could
be used to suppress the dynamism of cross-cultural exchange encounters. Seen in
conjunction with Eckhout’s Copenhagen series, which, as | will argue in the next chapter,
imagines a gift presentation to Johan Maurits, these written narratives correspond to a
European visual tradition that also employed exchange as a discourse of subjugation.
—_—
This chapter has demonstrated that Maurits was well acquainted with exchange practices
in both colonial and European courts, and that gift-giving provided him with a
fundamental tool for diplomatic negotiation on both fronts. The pervasiveness of gift
exchange, which could bind together geographically, socially, or linguistically disparate
parties, demonstrates its importance as an essential mode of communication. The
narratives associated with exchange also draw attention to the importance of the practice
as a mode of encounter and perhaps also subjugation. The following chapter broadens
this dialogue to include a discussion of the iconography of exchange, which played an
important role in articulating political ideologies, imagining cross-cultural encounters,
and visualizing ideal social behavior. Albert Eckhout’s Copenhagen series, which was

presented to Frederik 11 in 1654, will be the central focus. As | will demonstrate, this



famous series of paintings links the practice of gift exchange to the ideologies that

informed its visualization.
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CHAPTER IlI:
Visualizing Exchange in Dutch Brazil: Albert Eckhout’s Copenhagen Series

In the context of the nuanced cross-cultural encounters discussed in chapter two, Albert
Eckhout’s Copenhagen series presents a visual contradiction: on the one hand, these
paintings exhibit a convincing representation of a foreign land and its inhabitants, but on
the other, the works are firmly rooted in European conventions for representing the
exotic. The first part of this chapter will address current scholarship’s attempt to mediate
these dichotomies, briefly considering traditional interpretations of Eckhout’s works. In
the second part, | will introduce a new interpretive framework, resituating Eckhout’s
paintings within a visual iconography of gift exchange. My analysis elaborates on
Rebecca Brienen’s suggestion that the figures in Eckhout’s Copenhagen series offer gifts
to Johan Maurits.”®® But while Brienen suggests that the gift presentations in Eckhout’s
paintings are a means of honoring Maurits, this chapter extends the parameters of her
argument by suggesting that the iconography of exchange provided a visual link between
Europe and the Americas by drawing on contemporary social practice, established visual
traditions, and political paradigms. Like the text-based narratives of exchange discussed
in chapter two, visualizations of exchange encounters could also be used to regulate
colonial hierarchies. In this chapter I will suggest that images of gift exchange could
function as a means of negotiating and ultimately suppressing the complicated narratives
existing between colonizing forces and indigenous populations. By examining various
representations of gift exchange, such as donor, adoration, and tribute images, | will

demonstrate how this iconographic tradition could mediate contemporary gifting

"#$IBrienen, Visions of Savage Paradise, 193-195. !
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phenomena and the ideological paradigms associated with the practice. This is certainly
the case with Eckhout’s ethnographic portraits, the iconography of which recalls the
many colonial exchange encounters discussed in chapter two, but which also provides an
ideal form of behavior designed to honor the legacy of Johan Maurits. By visualizing
exchange, the paintings act as a conceptual bridge, linking the practice of gift exchange in

Brazil to a corresponding tradition in Europe.

Albert Eckhout’s Copenhagen Series: Content and Interpretation

The works by (or attributed to) Eckhout that are currently housed in the National
Museum in Copenhagen consist of the following: eight ethnographic portraits (Figures
1.6-1.13), twelve still-lifes (Figures 1.14-1.16), Tapuya Dance (Figure 1.17), a portrait of
an envoy from the kingdom of Congo, probably Don Miguel de Castro (Figure 1.26,
attributed), and two portraits of servants to Don Miguel de Castro (Figures 1.27-1.28,
attributed). Maurits’s original gift to Danish king Frederik 111 also included two portraits
of the former governor-general: one life-sized, and one titled Johan Maurits with
Brazilians, both of which are now lost. In 1674, the earliest known inventory of Frederik
I11’s kunstkammer, which was originally housed in the Castle of Copenhagen, indicates,
“the walls and ceilings of the Antechamber were decorated with Eckhout’s paintings.”?*°

These works included the eight ethnographic portraits, twelve still-lifes, the Tapuya

Dance and Don Miguel and his servants, who are described as “a blackamoor with a hat

260 Bente Gundestrup, “The Eckhout Paintings and the Royal Danish Kunstkammer.
History of the Collection,” in Albert Eckhout Volta ao Brasil. 1644-2002 (Copenhagen:
Nationalmuseet, 2002), 106.
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and red feather on it” and “2 blackamoors dressed in green.”?®! A later entry in the 1674
inventory mentions “a Piece with Prince Maurits and some Brazilians” and “Prince
Maurits’s Portrait” hung in “the Picture Apartment.”?*?> These two portraits were last
recorded in a 1737 inventory of the Royal kunstkammer, after which one, or perhaps
both, were destroyed by a fire in 1794.2%% It has been convincingly argued that Don

Miguel de Castro and his servants, although part of the original gift, were not intended as

part of Eckhout’s series (and may not in fact have been painted by the artist).?**

Furthermore, as Brienen has argued, the lost full-length portrait of Maurits was painted in
1644, almost three years after Eckhout’s Copenhagen series, which suggests it was not
originally intended to be a part of the group.?®> Given these exclusions, the following
discussion will consider only Eckhout’s eight ethnographic portraits, twelve still-lifes,
Tapuya Dance, and Johan Maurits with Brasilianen, presupposing that these works were
conceived as a single decorative cycle.
The Ethnographic Portraits

Eckhout’s so-called ethnographic portraits represent four male/female pairs,

identified by their ethnicity and ordered hierarchically according to their perceived level

281 Gundestrup, 109. See also Bente Dam-Mikkelsen and Torben Lundbak,
Ethnographic Objects in the Royal Danish Kunstkammer, 1650-1800 (Copenhagen:
National Museet, 1980), 44.

262 Gundestrup, 109.

283 Gundestrup, 111.

264 Based on an archival discovery by J.A. Gonsalves de Mello, Sousa-Le&o attributed
these paintings to Jasper Becx from Middleburg. Joaquim de Sousa-Leao, Frans Post,
1612-1680, 13, n. 7. See also Brienen, Visions of Savage Paradise, 261, n. 15. Brienen
convincingly argues that neither the African dignitaries nor the full-length portrait of
Maurits belong to the series, arguing that the other works share an “interlinking system of
proportion,” among other commonalities. Brienen, Visions of Savage Paradise, 175.
2%% Brienen, Visions of Savage Paradise, 174.
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of civility: Tapuya, Tupinamba, African, and Mulatto/Mameluke.?®® Although striking in
their life-size dimensions and their detailed depiction of ethnographic objects, Eckhout’s
portraits should be understood more properly as ethnographic types that combine realistic
renderings of known artifacts with European compositional conventions associated with
full-length portraiture.?®” As will be discussed below, even though Eckhout is able to
render textures persuasively and to reproduce animal and plant specimens convincingly—
effectively enhancing the life-like qualities of these paintings—the works are amalgams
of various conventional visual sources, even if some elements are rooted in studies after
life.

The first of the groups represented in the series, the Tapuya, is often described as
a semi-nomadic group living in the Brazilian interior, who, as discussed in chapter two,
were allies to the Dutch in their fight against the Portuguese (Figures 1.6 & 1.7). The
term Tapuya, as mentioned above, is not ethnographically accurate, as it is a Tupi word
used to indicate any group that is not Tupi. Europeans adopted this pejorative
nomenclature, and it is this term that had traditionally been found in texts referring to
Eckhout’s works. More recent scholarship, however, has identified the images with a

group called the Tarairiu, which, it has been suggested, is more anthropologically

286 Eckhout did not label the ethnographic identities of the people represented in these
works; however, a 1679 letter from a Danish correspondent of Maurits describes three of
the pairs as representing “Brazilians, Tapuyas, Mulattos, and Mamalucos.” Brienen,
Visions of Savage Paradise, 95; 246, n. 3.

287 For a detailed discussion of the term “ethnographic portrait,” see Brienen, Visions of
Savage Paradise, 88-93. See also Brienen, “Albert Eckhout and the wilde natien of Brazil
and Africa,” NKJ (Nederlands Kunsthistorisch Jaarboek) 53 (2002): 106-137; and Peter
Mason, Infelicities: Representations of the Exotic (Baltimore and London: Johns Hopkins
University Press), 48-53.
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accurate.?®® In contrast, Rebecca Brienen has maintained the use of the word Tapuya,
pointing out that this term, “conveys their colonized status” and emphasizes the contrast
between “savage” and “colonized,” a theme that is also maintained in other visual
sources, as will be demonstrated below.?®°

The Tapuya man and woman display a mixture of accurately rendered
ethnographic objects and stereotypes based on previous iconographical traditions. The
figures, both naked, or nearly so, stand before uncultivated landscapes, and hold
accoutrements indicative of their perceived social and cultural roles. The man, dressed in
a feather headdress, holds darts, a throwing board, and a club, indications of his status as
a warrior. The female, on the other hand, who wears an uncomfortable looking cover
made of green leaves, carries a basket on her head that holds a severed foot and a gourd
of calabash fruit. In her right hand, she holds a severed hand, suggesting that this
Amerindian group practiced cannibalism.?’® In his Thierbuch, Zacharias Wagener
describes this practice—then shows his distaste for it—in the following passage, which

accompanied his drawing of a Tapuya woman:

288 Ernst van den Boogaart, for example, uses single quotation marks around ‘Tapuya,’
disintguishing this Tupi/European term from Tarairiu, which is what they “called
themselves.” Van den Boogaart, “Infernal Allies: The Dutch West India Company and
the Tarairiu, 1631-1654,” in Johan Maurits van Nassau-Siegens, 1604-1679, 521.

289 Brienen rightly points out the “slippage” that occurs when dealing with these
paintings: although it is acknowledged that these works represent “types” based on
established iconographies, there is still an attempt to identify the specific cultural group
that has been represented, a telling indication of the documentary mode in which Eckhout
painted. Brienen, Visions of Savage Paradise, 99.

2% For a labeled diagram of the objects and vegetation represented in Eckhout’s Tapuya
Man and Tapuya Woman, see Quentin Buvelot, Albert Eckhout. A Dutch Artist in Brazil,
68-69.
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When one among them dies, be it man or woman, they do not bury the body, but
cut it up and divide it up into many small parts, some of which they eat raw and
some roasted, claiming that their friend is better protected in their bodies than in
the heat of the black land. The remaining bones are softened in fire and then
turned into dust, mixed with other foodstuffs and eaten in time...What is truly
horrific, however, and for many ears abominable, is that when a child is stillborn,
the mother immediately cuts it and eats as much as she can, on the pretext that it
was her child, that it came from her belly and that as such will be best protected
by going back to the same place.?’*
Interestingly, while Wagener’s description reveals an anthropological interest in the
cultural significance of cannibalism (even though he divulges his clear disgust), his
drawing, based on Eckhout’s painting, adheres more closely to European stereotypes, as
it displays a woman casually handling and transporting human appendages, rather than
using them ceremoniously (Figure 3.1). This representational type is not unusual in
comparison to earlier examples of travel literature, as shown, for example, in the
frontispiece of Theodor de Bry’s Grands Voyages, Part 111 (1592) (Figure 3.2). In this
engraving, an Amerindian pair, standing in niches in an elegant contrapposto,
nonchalantly gnaw on severed human limbs. Below them, three more Amerindians feast
on a human carcass that has been roasted over an open fire. Eckhout’s reference to the
cannibalistic practices of the Tapuya, although not as graphic as De Bry’s illustration, is
clearly rooted in this tradition.
The next group represented in Eckhout’s series is the Tupinamba, or Tupi, a label

which, like Tapuya, is complicated by a number of factors (Figures 1.8 & 1.9). The

Tupinamba in the sixteenth century lived in coastal regions of Brazil, and engaged

2" For a facsimile and translation of Wagener’s Thierbuch, see Dutch Brazil, Vol. II: The
“Thierbuch’ and “Autobiography” of Zacharias Wagener, ed. Dante Martins Teixeira
(Rio de Janeiro: Editoria Index, 1997).
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fruitfully with Europeans in trade, mostly of brazilwood, the highly prized red dyewood
that gave Brazil its name. The representation of the Tupinamba in European literature of
this time, however, describes a group of savages who feasted excitedly on human flesh.?"2
By the seventeenth century, most Tupi lived in colonial aldeas, or villages, supervised by

Portuguese Jesuits, who tried to condemn unacceptable social practices, like nudity and

273

cannibalism.“"> When the Dutch took control of Brazil, they maintained the aldeas;

however, they banned the Jesuits, and Catholic teachings were replaced by Calvinist
ones.?’* The people in the aldeas are often referred to by the Dutch as Brasilianen, and
they are described as wearing clothing.?”> Absent are the violent and savage descriptions
of cannibalism so common in the preceding century. As Brienen has argued, Eckhout’s
paintings are more similar to the Tupi who had adapted to life in aldeas, and to whom the
Dutch referred to as Brasilianen, than to the Tupinamba described in sixteenth-century
texts. For this reason, she ascribes the name Brasilianen to Eckhout’s pair to whom the

name Tupi/Tupinamba is typically attached.?”® Most other scholars have maintained the

22 For a discussion of this literature, which includes publications by Hans Staden, André
Thevet, Jean de Léry and Theodor de Bry, see Brienen, Visions of Savage Paradise, 99-
110. For a compelling analysis of Léry’s History of a Voyage to the Land of Brazil, see
also Clair Farago, “Jean de Léry’s Anatomy Lesson: the Persuasive Power of Word and
Image in Framing the Ethnographic Subject,” in European Iconography East and West.
Selected Papers of the Szeged International Conference, June 9-12, 1993, ed. Gyorgy E.
Szonyi (Leiden, New York, Koln: E.J. Brill, 1996), 109-127.

273 Brienen, Visions of Savage Paradise, 110.

274 On Calvinism in Dutch Brazil see, Frans Leonard Schalkwijk, Reformed Church in
Dutch Brazil. See also Jonathan Israel and Stuart Schwartz, The Expansion of Tolerance.
Religion in Dutch Brazil (1624-1654).

27> Brienen, Visions of Savage Paradise, 112. Brienen describes a few sources that
identify the people living in aldeas as Brasilianen, including Elias Herckmans, a Political
Councillor in Brazil, and Vincent Joachim Soler, a Calvinist minister.

2% Brienen, Visions of Savage Paradise, 113-117.
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term Tupi/Tupinamba, while admitting that the Dutch referred to them as Brasilianen.?’’
Brienen’s reasons for adopting the term Brasilianen are compelling, and this designation
should be acknowledged in the context of Eckhout’s series, based as it is on long held
visual traditions for establishing colonial hierarchies.

Eckhout’s Tupi/Brasilianen, in contrast to his so-called Tapuya, are both partially
clothed: the female, holding a naked child, and the male, who carries a bow, arrows, and
a spear, wear a skirt and breeches, respectively, both made from European cloth.?”® The
woman carries a basket balanced on her head, which contains a gourd of the calabash
fruit, and a hammaock, an indication of the sleeping habits of the Tupi. Unlike the wild
landscape behind the Tapuya woman, the Tupi woman stands before a plantation house
set behind a cultivated field. In the central window of the house’s veranda stands a
European man and woman. The male Tupi, who wields a European knife in his
waistband, stands on a hill overlooking a river where other Tupi bathe, a reference to

their daily bathing ritual.?”

In contrast to Theodor de Bry’s Grands Voyages (Figure
3.2), which repeatedly features the Tupinamba consuming human flesh, Eckhout’s
paintings make no visual reference to cannibalistic activities.

Brienen suggests that Eckhout’s Brasilianen represent “a new Indian type,”

identifiable by a change in iconography that came with long-term colonial presence.®

Eckhout’s Tapuya and Brasilianen, therefore, exhibit a typological contrast: his Tapuya

2" See, for example, Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 19.

28 For a labeled diagram of the objects and vegetation represented in Eckhout’s Tupi
Man and Tupi Woman, see ibid., 74-75.

2" 1bid., 19.

280 Brienen, Visions of Savage Paradise, 117.
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represent an uncivilized group, untouched by European life and still attached to their pre-
contact traditions; the Brasilianen, on the other hand, have become partially civilized
throughout their exposure to and adoption of European traditions and material culture.
The iconography of the Amerindians of Brazil was transformed from one group, as
represented by the cannibalistic sixteenth-century images of the Tupinamba, to two,
which suggested to a European audience the civilizing potential for the once savage
Amerindian population.?®*

Eckhout’s African Man and Woman have also prompted questions of colonial
identity within Dutch Brazil, the debate revolving largely around whether or not they
should be identified as slaves (Figures 1.10 & 1.11). Some scholars have suggested that
these two figures represent slaves who were brought over from Africa to work on Dutch
plantations.?® In this regard, it is often noted that the male’s loincloth and the female’s
skirt are “characteristic clothing of Brazilian slaves.”?®* That both figures stand on the
coast with the ocean spreading out behind them also suggests their transatlantic journey.
This reading is complicated, however, by the fact that both figures wear accoutrements

not typical for slaves in Brazil. Most conspicuously, the man wields an African sword

281 On this transformation, see Ernst van den Boogaart, “The Slow Progress of Colonial
Civility: Indians in the Pictorial Record of Dutch Brazil, 1637-1644,” in La Imagen del
Indio en la Europa Moderna (Seville: C.S.1.C., 2009). See also Brienen, Visions of
Savage Paradise,128-129; 168-69. On Dutch-African relations, see Ernst van den
Boogaart, “Colour Prejudice and the Yardstick of Civility: The Initial Dutch
Confrontation with Black Africans, 1590-1635,” in Racism and Colonialism. Essays on
Ideology and Social Structure, 40.

282 Eor example, Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 20; and Leslie Ann
Blacksberg, “Review: Rebecca Brienen. Visions of Savage Paradise,” Renaissance
Quarterly (Winter 2007): 1376-1377.

283 Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 20.
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decorated with the skin of a ray, which has been identified as an Akan sword from the
Gold Coast of Guinea.”®® He also holds assegais, or spears, associated with Africa. On
the ground to his left lies an ivory tusk, suggesting he is in Africa. The female, who is
accompanied by a young child, wears pearls and red coral beads, an elaborate hat, and
holds a fruit-filled African basket. An African bird rests on the young boy’s hand, and a
Dutch clay pipe is tucked into the woman’s waistband. Based on these attributes,
Brienen suggests that the pair is meant to represent both Brazil and Africa. She argues
that the African man would be an African trader, whereas the image of the African
woman, and the culturally diverse objects associated with her, embody the miscegenation
that frequently occurred in colonial Brazil .*®

Although it is difficult to determine the intended identity of these figures with any
certainty, Brienen’s assessment is convincing, especially in light of the descriptions that
accompanied Wagener’s drawings of Africans after Eckhout’s paintings (Figures 1.23 &
1.24). In describing “the Negro women” Wagener focuses exclusively on their status as
slaves, noting that the women are “not spared, having to work in an exhausting manner in
the mills and cane fields,” even describing their punishment for poor performance.?*®
Additionally, his drawing after Eckhout shows that the woman is branded on her left
shoulder. Wagener’s description of the African man on the other hand, focuses on the
slave trade in an African context, noting that the regions most closely involved in trade,

Guinea, Angola, Cape Verde, and the Congo River, “have great wars between

?%% 1bid., 143, n. 36.
28 Brienen, Visions of Savage Paradise, 133-154.
286 \Wagener, “Thierbuch” in Dutch Brazil. Volume 11, 175.
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themselves, using swords, shields and long assagai.”?®’ Although Wagener’s descriptions
are not conclusive, the identifications do suggest that Eckhout’s female and male figures
were at one point thought to hail from Brazil and Africa, respectively.

The final pair in Eckhout’s series of ethnographic portraits has been identified as
a mulatto man and a mameluke woman (Figures 1.12 & 1.13). In seventeenth-century
Dutch Brazil, these terms, according to Wagener, indicate the offspring of a Portuguese
man and an African woman, and a Portuguese or Dutch man and a Brazilian woman,
respectively.”® As described by Wagener, mulatto men, “although condemned to spend
their lives in the worst bondage” unless freed “thanks to the love of their lascivious
fathers,” were an important military source for the Dutch, as they were skilled in handling
“all types of arms, especially shotguns.”?** Mameluke women also maintained an
uncertain status in colonial Brazil: on the one hand, their mixed parentage placed them at
a lower, often sexualized, status in relation to Europeans, but on the other hand, they

were, again according to Wagener, “very honestly and legitimately desired as legal

%7 1bid., 174.

288 \Wagener, “Thierbuch” in Dutch Brazil. Volume 11, 180-181. The term “mameluk,” or
“mameluco” was used by sixteenth-century Portuguese settlers and is thought to derive
from the Arabic mamluk which means “to be possessed” and had associations with
military servitude. According to Alida C. Metcalf, “It is difficult to know how much of
this history the Portuguese saw in the newly emerging social and ethnic group in Brazil
or why they chose this name for the children of mixed race.” Metcalf, Go-betweens and
the Colonization of Brazil, 1500-1600 (Austin: University of Texas Press, 2005), 95 and
296, n. 16.

289 bid., 180. Wagener’s description only adresses the role of mulatto men in Dutch
Brazil, neglecting to address the role of women.



100

wives, sometimes by fairly wealthy Portuguese, and also by some Dutch men who are
anxious to wed.”®

The attributes Eckhout has supplied to his Mulatto and Mameluke figures
demonstrate their social position within Dutch Brazil. The man is shown wearing white
cloth attire similar in material to the Tupi pair, over which he dons a jacket typically
issued to military men.”" In addition, he holds a Spanish rapier and a Spanish musket,
further underlining his role as a soldier in the Dutch colony.?*> He stands before a coastal
landscape reminiscent of Eckhout’s African woman. Eckhout’s mameluke woman is
dressed in a long, although low-cut, dress of white cloth, likely of European origin, and
holds a basket of flowers. She wears jewelry, and a floral headband embroidered with
pearls. She stands under a cashew tree, and next to a guinea pig. These figures’ material
possessions suggest a significant integration with and exposure to European society and
material culture, a reference to their mixed parentage.
The Still-Lifes
Whereas Eckhout’s ethnographic portraits have been interpreted as visualizations of
Dutch notions of civility, his still-lifes have been understood as representations of the

abundant bounty that comes with colonial expansion in a tropical paradise.?®®* The twelve

paintings picture an array of fruits and vegetables, although not all are native to Brazil.

2% |bid., 181. Likewise, his description of mamelukes only addresses women.

291 Brienen, Visions of Savage Paradise, 159.

292 Brienen convincingly connects Eckhout’s Mulatto man to Jacques de Gheyn’s images
of military men. Brienen, Visions of Savage Paradise, 157-159.

293 Buvelot notes that “the rich presentation of tropical fruits, some cut open to display
their succulent flesh, celebrates the natural abundance of Brazil.” Still Life Painting from
the Netherlands, 1550-1720, ed. Alan Chong (Zwolle: Waanders Publishers, 2000), 192.
See also Brienen, Visions of Savage Paradise, 192-199.



101

For example, whereas Still-life with Manioc is dedicated to the native Brazilian staple
(Figure 1.15), Still-life with Vegetables includes European produce such as cucumbers
and kale (Figure 1.16). In other works, the artist includes, in addition to native cashews
and pineapple, fruits that were introduced by the Portuguese, such as oranges and
watermelon from Africa (Figure 1.14). Many, if not all, of these fruits and vegetables
would have been available in the Vrijburg Gardens, giving Eckhout easy access to
specimens from which to draw. They also served a symbolic function similar to the role
of objects assembled in kunst or wunderkammern: the geographically diverse fruit and
vegetables symbolically alluded to the vast territory over which the owner ruled. The
still-lifes, then, served a dual purpose: as representations of both the fecundity of Brazil
and the power of its colonial ruler, governor-general Johan Maurits.
The Tapuya Dance
The final work in Eckhout’s Copenhagen series is a large painting of dancing Tapuya
(Figure 1.17). It is possible that the image may be a reflection of Tapuya social ritual.
According to Wagener, the Tapuya often participated in ritual dances:
This is how the Tapuya dance, completely naked with terrifying yells in a circle,
well organized standing one behind another for two or three hours without
stopping, which is seen with pleasure and special appreciation as something
worthy of great admiration.”®*
Despite their perceived proclivity for dance, it is unclear precisely what dance the Tapuya
are performing in Eckhout’s painting. It has been suggested that this painting represents

a ritual mating dance where couples pair off, although it is just as likely that Eckhout

painted a generalized image of Tapuya dancing in order to communicate the spectacle for

294 \Wagener, “Thierbuch” in Dutch Brazil. Volume 11, 188-89.
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a European audience.?® That such an event would have appealed to a European audience
is demonstrated by the response to the dance performed by naked “savages” at the
Mauritshuis in 1644. A letter to Constantijn Huygens from D. de Wilhem describes the
scandalized reaction of the preachers and their wives who attended the performance.?*®
As will be discussed below, the Tapuya Dance, like the still-lifes and the ethnographic
portraits, also functioned symbolically to glorify Johan Maurits and his successful reign

as governor-general of Dutch Brazil.

Interpreting the Cycle

Although Eckhout’s paintings have in the past been praised for their sensitivity to cultural
differentiation, they are far from objective records of Brazilian culture, having their roots
instead in conventional European representations of the exotic. Since the mid-sixteenth
century, costume books and travel journals provided visual formulas for representing

non-European cultures.”®’ In an anonymous engraving of a Brazilian couple with a child

2% On the dance, see Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 21-22. Peter
Mason has suggested that the two women who seem to pinch their noses might be “an
attempt to protect dangerous forces from gaining entry into their bodies.” Mason, 60.

2% 0On the performance at the Mauritshuis see letter to Constantijn Huygens from D. de
Wilhem in J.A. Worp, De Briefwisseling van Constantijn Huygens (The Hague, 1911-
1917), vol. 4, 52. See also Buvelot, 21 and n. 46. Wilhem writes, “Graaf Maurits heeft
wilden meegenomen, die dansen uitvoeren, terwijl zij geheel naakt zijn, De dominées,
die er met hunne vrouwen naar waren gaan kijken, vonden dat niets aardig.”

297 Costume books in the early modern period have been understood as vehicles for
articulating difference and, conversely, as a means of understanding the self. For a fuller
consideration of the role that costumes play in both “forging geographical boundaries”
and “encourag[ing] viewers to reflect on their own identities and personalities,” see
Bronwen Wilson, “Reflecting on the Turk in late sixteenth-century Venetian portrait
books,” Word & Image, Vol. 19, Nos. 1 & 2 (January-June, 2003): 38-58; see also Ann
Rosalind Jones, “Habits, Holdings, Heterologies: Populations in Print in a 1562 Costume
Book” Yale French Studies, No. 110, Meaning and Its Objects: Material Culture in
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from Jean de Lery’s Histoire d’un voyage faict en la terre du Brésil (Figure 3.3), for
example, the full-length figures are characterized both by their nudity and by the
agricultural products of their native land, in this case pineapple and avocado.”® As this
example demonstrates, material culture, or in some cases the perceived lack of it, could
aid in identifying unfamiliar cultures; but clothing and accoutrements could also provide
the most convenient means of distinguishing cultures both from each other, and more
importantly, from Europeans. For example, Abraham Ortelius’s 1570 title page from his
Theatrum Orbis Terrarum (Figure 3.4), which features personifications of the four
known continents, Europe, Asia, Africa and America, are distinguished by both dress and
attribute: Europe regally dominates the group: elevated above the rest, she is fully
clothed, wears a crown and holds a scepter in her right hand, while her left hand rests on
an orb mounted with a cross; Asia, who stands below and to the left of Europe, wearing
fine clothing and jewelry, holds a smoking censer; while Africa, who is at the right of
Europe, is barely clothed and holds only a branch of balsam. The implied hierarchies of
civility, as Ernst van den Boogaart has suggested, are underlined by America’s presence

at the base of this antique structure; fully nude, she is represented holding a severed head,

Medieval and Renaissance France (2006): 92-121. Jones explores the connection
between clothing and character, emphasizing the ways in which a 1562 costume book
provided a “critical mirror of the French.” Jones, 102.

2% On this woodcut in connection with Eckhout’s images, see Buevlot, Albert Eckhout. A
Dutch Artist in Brazil, 31. See also Brienen, Visions of Savage Paradise, 23.
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a symbol of her cannibalistic inclinations, and a club, which, according to the explanatory
text, was used “to kill people.”**

Like Ortelius, for Eckhout, the degree to which his figures engage with material
culture is not simply a way of distinguishing ethnicity, but also a way of ordering levels
of civility. For example, a comparison between his Tapuya and Mulatto men suggests
how they were perceived differently in colonial society. Not only are the men
distinguished by the degree to which they are clothed, but they are also differentiated by
the arms they carry: the Mulatto man wields both a gun and a sword, which signals his
European acculturation; the Tapuya man, on the other hand, holds spears and a club,
unsophisticated weapons in the eyes of most Europeans who would identify them as
evidence of the subject’s savagery, as is also demonstrated in Ortelius’s print. A
comparison between the Tapuya and Tupi women reveals similar trends: the Tupi woman
is partially clothed in a cotton skirt, whereas the Tapuya woman is covered with scant
foliage in the place of cloth attire. Similarly, whereas the Tupi woman holds a hammock
and other items on her head, the Tapuya woman carries severed hands and feet, a not-so-
subtle allusion to the cannibalistic activities of the Tapuya and the ultimate proof of their
status as savages in the eyes of the Europeans, a distinguishing feature also present in
Ortelius’s print.

Anthropologist Peter Mason has suggested that the material objects decorating

these figures serve to recontextualize them, making their exoticism legible to a European

2% Ernst VVan den Boogaart, “The Empress Europe and her Three Sisters,” in America
Bride of the Sun (Antwerp: Royal Museum of Fine Arts, 1992), 122. See also Brienen,
Visions of Savage Paradise, 78-80.
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audience.*® In his interpretation, both the sword and the hat, although inappropriate
attributes for slaves, were objects associated with Africa, and therefore, in the minds of
some Europeans, clarified and verified the geographic origins of the figures. Of
particular significance to the final form of these Brazilian figure paintings is a small oil
sketch on paper made by Eckhout (Figure 3.5).3"" This image of an African slave has
traditionally been interpreted as a preliminary drawing for the larger painting of the same
subject in Copenhagen.®®? Unlike the unornamented sketch, the figure in the large-scale
painting was decorated with jewelry, a peacock feather hat, and African basket.**® In
contrast to this traditional interpretation, Mason sees this sketch as “preparing the way
not for one composition but for a series of compositions.”*** That is, the bent armed
position was applied not only to the large-scale painting of the African woman but also
the images of the African man, the Tupi man, the Mameluke and the Tapuya man. The
bent position of the woman’s right leg in the oil sketch, on the other hand, is not present
in the image of the African woman but reappears in the posture of the Tapuya woman. In
addition, the skin tone of the woman in the sketch, Mason asserts, is recreated in the
Tapuya man and woman and not in the African pair, whose skin is represented much
darker in the final version. Mason concludes that the oil sketch is,

...broken down by the artist into separate elements that are subsequently

combined in different configurations. This implies a high degree of
indeterminacy, a relative unspecific form that becomes increasingly specific

390 Mason, see especially chapter 3.
391 1bid., 42. This small sketch was eventually included in Piso and Marcgraf’s Historia
Naturalis Brasiliae.
%02 Byvelot, Albert Eckhout: A Dutch Artist in Brazil, 20.
303 H
Ibid., 25.
304 Mason, 44.
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through the additions of further detail (the jewelry, the child, the vegetation, the
basket and hat, etc.)...**

The exotic body, Mason concludes, functions as an indistinct space on which to represent
meaningful objects.

As mentioned above, Brienen differs from Mason in that she argues these
accoutrements represent a geographically specific iconographic program: Eckhout’s
painting, she argues, is not an African slave in Brazil, but rather an African trader from
the Gold Coast in Guinea, a more likely candidate to have owned such a sword. Brienen
identifies Eckhout’s African woman, on the other hand, as a visualization of the Dutch
slave trade with Angola: the intermingling of her African basket, skirt and hat with the
Dutch pipe suspended in her waistband is the result of the “fruitful mixing of an African
woman and New World location.”® Significantly, although the scholars differ over
whether the works represent the general or the specific, both rely on the associative
function of material culture to determine meaning. These interpretations are well suited
for the scholarly discourse related to the early modern collecting of exotica, but, to my
mind, present an incomplete reading of the paintings’ significance.

For Maurits the paintings had a more personal meaning: the series was intended to
pay homage to the governor-general by picturing, in hierarchical order, the people over
whom he ruled and the fruitful production that resulted from his benevolent and effective

government. In this context, as Brienen contends, the Tapuya Dance could be a

% 1bid., 44-45,
%% Brienen, Visions of Savage Paradise, 154.
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performance intended to honor Maurits.>**” Although the portrait of the former governor-
general surrounded by Brasilianen is now lost, it is not hard to imagine that this painting
also served to glorify Maurits’s effectiveness as a ruler. Seen in juxtaposition, the
Dancing Tapuya and Maurits surrounded by Brasilianen could have functioned as a pair:
the Tapuya honor Maurits with their “savage” dance, while the “civilized” Tupinamba
pose affectionately next to Maurits, who is credited with their newfound sophistication.
Like their respective “savage” and “civilized” ethnographic portraits, these multi-figural
works might therefore have also functioned as a testament to Maurits’s success as ruler of
the Dutch colony. Furthermore, by drawing from earlier visual models of social
hierarchies, such as Ortelius’s Theatrum Orbis Terrarum, Maurits and Eckhout
naturalized his role as leader of the Brazilian colony by exploiting conventions already

familiar to a European audience.

A New Interpretive Framework: Eckhout’s Copenhagen Series and The
Iconography of Exchange

In addition to their connection to earlier traditions of representing the exotic, Eckhout’s
ethnographic portraits can also be situated within the visual tradition of gift exchange. In
her 2006 monograph on the artist, Brienen suggests that Eckhout’s figures are paying
homage to Maurits by presenting him with gifts of bounty made possible through his
good governance.*® The women in the paintings, Brienen argues, all carry baskets filled
with fruit, flowers, material goods, or, in the case of the Tapuya woman, a severed foot;

they seem to offer these gifts to Maurits, who—it will be recalled—was originally

*71bid., 193.
%98 Brienen, Visions of Savage Paradise, 193 & 195.
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represented in the series in a (now lost) portrait, where he is surrounded by Brazilians.
Eckhout’s men, unlike the women, do not offer material goods, but instead extend the gift
of their military services, presumably to defend the Dutch colony against the constant
threat of Portuguese recapture. The Tapuya man wields his club, the Tupi man a knife,
the African man a sword, and the Mulatto man a gun, objects that not only define each
group according to the sophistication of their weapons, but that also underscore the
importance of exchange in the Dutch colony: both the knife and the gun were of course
European objects introduced by the Portuguese and the Dutch, whereas the club and
sword were native weapons of the Tapuya and African man, respectively. As recipient of
these presentations, Maurits must offer in return the assurance of a benevolent, fair and
prosperous administration, free from the perceived abuses of their former Portuguese
rulers.

Brienen’s suggestion that Eckhout’s Brazilian figures are presenting gifts of
tribute to Maurits is significant because it situates the works in a seldom-discussed visual
tradition, whereby exchange encounters are visualized to negotiate highly charged
relationships.*®® As I will argue, in the context of the iconography of exchange,
Eckhout’s series presents a stabilized vision of Dutch-Amerindian exchange relationships
by suggesting a cooperative colonial existence based on mutual reciprocities. Like the

travel accounts discussed in chapter two, images of exchange can have the effect of

399 Brigitte Buettner’s article dealing with gift-giving on New Year’s Day at the Valois
Court is one of the few works that draws attention to the “iconography of gift giving.”
Significantly, she notes the “stability of the iconography of gift giving, which underwent
remarkably few changes in its long history from such early examples down to the Middle
Ages and beyond.” Brigitte Buettner, “Past Presents: New Year’s Gifts at the Valois
Courts, ca. 1400,” The Art Bulletin, Vol. 83, No. 4 (Dec. 2001): 599.
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suppressing the realities of cross-cultural exchange encounters, which are more properly
characterized by shifting hierarchies and dynamic interdependencies.

Examining Eckhout’s series in the context of representations of gift exchange not
only adds a new register of meaning to the traditional interpretations of these works, but
also resituates Eckhout’s ethnographic portraits within a tradition where visualizations of
gift-giving were employed as a way of establishing and sustaining meaningful
hierarchies. As discussed in chapter two, gifting relationships were an important aspect
of seventeenth-century social and political life, and the practice had a long history in the
Low Countries. Gifts, whether in the form of a dinner invitation, a poem, or an etching
by Rembrandt, came to embody the relationship symbolized by the exchange, binding
together the giver and the recipient in terms of social reciprocity. Like the practice itself,
there is also a long tradition of picturing gift exchange; the interplay between these two
realms—practice and representation—will inform the rest of this chapter. The following
discussion will examine numerous examples of gifting iconographies, considering
especially the way in which visualizations of gift exchange could both describe and

inform colonial relationships in Europe and in regions of colonial expansion.

The Iconography of Exchange

Representations of gift exchange held a distinguished position in the visual tradition of
the early modern period, especially as it related to Christian theology and practices. The
act of presenting a gift as a sign of religious devotion occupied a central place in
Christian texts, and is exemplified by canonical narratives such as the adoration of Christ,

but it could also play an important role in demonstrating one’s devotions to a particular
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saint. Votive gifts, for example, were presented to relics or miraculous images as
payment for a fulfilled promise.®*

Donor images, which honor both the patron and patron saint, often commemorate
and visualize a prior instance of gift exchange. Goswijn van der Weyden’s Donation of
Kalmthout (Virgin with a Donor Couple) from 1511-1515, for example, may celebrate an
important thirteenth-century gift made by Arnold of Louvain (d. 1250) and his wife
Elisabeth of Breda, who left the district of Kalmthout to a monastery in the thirteenth
century (Figure 3.6).* The miniature grassy plots they hold in their hands symbolize
their gift of land. This image simultaneously visualizes a prior exchange relationship
while also providing a model for sixteenth-century viewers of ideal practices, in this case
charitable pledges to local religious groups.

Although the presentation of lavish gifts to saints became problematic in the

largely Protestant northern Netherlands, gift-giving remained an important part of daily

319 As Hugo van der Velden has discussed in The Donor’s Image, a votive gift signifies a
relationship based on promises made and fulfilled; that is, a votive is “always a gift from
a client to a patron, a transaction between debtor and creditor.” Hugo van der Velden, The
Donor’s Image: Gerard Loyet and the Votive Portraits of Charles the Bold (Turnhout:
Brepols Publishers, 2000), 158. For more on the reciprocity of the votive gift see
especially, “Part I11: The Iconology of the Votive Image.”

3111 am grateful to Dr. Laura Gelfand, Associate Dean, Honors College, The University
of Akron, for suggesting this image to me at the Midwest Art History Society’s annual
conference in Grand Rapids in 2011. On the altarpiece, see Georges H. de Loo, “Ein
authentisches Werk von Goossen van der Weyden im Kaiser-Friedrich-Museum. Die
gleichzeitigen Gemélde aus Tongerloo und Lier und die Urspriinge der Antwerpener
Schule um 1500 Jahrbuch der Kéniglich Preussischen Kunstsammlungen, 34. Bd.,
(1913): 59-88; Max Friedlander, Early Netherlandish Painting, vol. 11 (New York:
Praeger, 1967), 22-23.
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life.3*? Likewise, representations of gift exchange continued to play a significant role in
determining ideal virtues, or even suggesting political ideologies. In Amsterdam, for
example, gift exchange had to be carefully considered in a political climate where
allegiances were constantly shifting.**® In fact, during the first stadholderless period, a
time when relations between Amsterdam and the House of Orange were their most tense,
the rejection of a gift came to embody a political ideal. Govert Flinck’s 1656 Marcus
Curious Dentatus Preferring Turnips to Gold, which hung in the burgomasters’ chamber
of Amsterdam’s town hall gave vivid pictorial form to this political ideal (Figure 3.7).
Dentatus was a Roman consul, who—as described by Plutarch—refused bribes of gold in
favor of turnips, a Dutch staple. Van den VVondel wrote a poem, displayed beneath the
paintings, which underlines the significance of the refused gift. He writes:

Securely Rome may sleep in the burgomasters’ care/

As Marcus Curius paid the offered gold no heed/

Contenting himself with simple turnip fare/

Thus is the city built, by temperance and loyal deed.®**

This public moralization indicates that politically motivated gift exchange could acquire

negative connotations as a result of changes to existing power structures.*!®

312 5ee Irma Thoen, Strategic Affections? Gift Exchange in Seventeenth Century Holland
(Amsterdam: Amsterdam University Press, 2007).

313 On gift exchange as an institutionalized part of politics in the Dutch Republic, see
Geert H. Janssen, Princely Power in the Dutch Republic: Patronage and William
Frederick of Nassau (1613-64) (Manchester and New York: Manchester University
Press, 2008).

314 Quoted in Westermann, A Worldly Art. The Dutch Republic 1585-1718 (New Haven:
Yale University Press, 1996), 99.

315 Broekman and Helmer point to “corruption scandals about gifts and presents” that
occurred frequently in the 1650s, and then again in 1660 in conjunction with the
presentation of the Dutch Gift to Charles 1l. The pamphlets referenced by these scholars
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Ferdinand Bol’s painting of Pyrrhus and Fabricius (1656), which also hangs in
the burgomasters’ chamber in the Amsterdam Town Hall, similarly equates virtue with
the refusal of a gift (Figure 3.8). Here, as in Flinck’s work, the ancient Roman Republic
provides the ideological standard for the Dutch Republic.**® Pyrrhus, who had
unsuccessfully attempted to bribe Fabricius with gold the previous day, tries to frighten
the Roman general into submission with an elephant, a species unknown to Fabricius.
Van den VVondel’s poem under the painting summarizes Fabricus’s response: “Thus
surrenders no man of state, for gifts nor clamor.”**” Thus, in Bol’s Pyrrhus and
Fabricius, as in Flinck’s Marcus Curius Dentatus, the refusal of a gift is invoked to
suggest the incorruptible nature of the ruling regents of Amsterdam at a time when
tension between the city and the stadholders was at its height. Significantly, as Albert
Blankert notes in his monograph on the artist, the Amsterdam burgomasters seem to have
been attempting to develop a “new iconography” designed to communicate and reinforce
their position during this stadholderless period.*!® The theme of gift exchange or gift
rejection provided an apt model since it mirrored contemporary social practice: the “new”
iconography was a pointed commentary and an example of exemplary behavior, both for

the burgomasters and the citizens of Amsterdam.

equate gifts with corruption, which suggests that the refusal of a gift, as seen in Flinck’s
painting, would have held moral currency. Broekman and Helmer, 239-240.
%% On Pyrrhus and Fabricius, see Albert Blankert, Ferdinand Bol (1616-1680):
Rembrandt’s Pupil (Doornsoijk: Davaco, 1982), 42-46; 50-55.
317 :

Ibid., 51.
318 | bid.



113

The Town Hall was not the only public structure where seventeenth-century
Amsterdam citizens would have seen representations of gift exchange. In Amsterdam’s
Leper Asylum, Bol painted Elisha Refusing the Gifts of Naaman, an Old Testament story
about an army general named Naaman who is cured of leprosy after Elisha recommends
he bathe in the Jordan (Figure 3.9).3'® After he is cured, he returns to Elisha to present
him with gifts, who promptly refuses them, thereby showing his disinterested virtue.
Interestingly, Bol painted this scene, and not the more common theme of Naaman bathing
in the Jordan, suggesting, perhaps, that the refusal of a gift to indicate one’s virtue had
become a popular iconographical idiom after the construction of the Town Hall. This
painting not only presents the virtue of refusing a gift, but also suggests the dangers of
wrongfully accepting one. For, to the right of Elisha his attendant Gehazi who—after
witnessing the failed gift exchange—tries to obtain the gifts for himself by falsely
claiming Elisha changed his mind. When Elisha learns of this betrayal, he “smites him
with Naaman’s leprosy” and banishes him. 3*° The painting, then, acts both as an image
of ideal behavior corresponding to the Asylum governors’ construction of their own civic
identity, and also a warning for those who might betray their trust.

It is clear that the refusal of a gift, embedded as it was in contemporary social and
political practice, became an effective vehicle for communicating ideals of virtue,
steadfastness, and honor for governing bodies, which called attention to those aspects of
exchange that are either virtuous or duplicitous. While gifting relationships played an

important role in visualizing Dutch political identities, the iconography of gift

319 |pid., 53.
320 Blankert, 53.
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presentations also figured prominently in visualizing global relationships. The following
section will consider the ways in which the iconography of exchange could be adapted to
incorporate the constantly shifting narrative of global exploration and trade. As I will
demonstrate below, the flexibility and interchangeability of gifting conventions
engendered a complex web of meaning that complicates the reception of Eckhout’s

Copenhagen series.

Allegorizing the Global Economy: Tribute, Trade, and Colonial Authority
With the increase in global exploration and trade in the early modern period came a need
to create a visual language that could rationalize these global encounters. The popularity
of Cesare Ripa’s Iconoglogia contributed to the widespread practice of allegorizing the
four continents, an iconographical tradition that naturalized Europe as the dominant
player in global trade.®** Ortelius’s frontispiece for his world atlas is a salient example of
this tradition: Europe, Asia, Africa, and America present the “export attributes” that
identify them: wine, incense, balsam, and precious stones, respectively (Figure 3.4).3%
Although Ortelius’s atlas was the first to allegorize the four continents as a cohesive
iconography, other variations on this theme followed.**®

The west tympanum of the Amsterdam Town Hall (Figure 3.10), for example,

should be seen in the context of this tradition. Whereas the paintings by Flinck and Bol

in the Town Hall’s burgomaster’s chamber use typological comparison to visualize the

321 Ripa’s text was first published in 1593, then with illustrations in 1603. A Dutch
edition came out in 1645.

%22 \/an den Boogaart, “The Empress Europe and her Three Sisters,” 124. See also
Brienen, Visions of Savage Paradise, 78.

323 | bid.
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political and personal virtue of refusing gifts, the exterior sculpture on the Hall’s west
tympanum, designed by Jacob van Campen and executed by Artus Quellinus, evokes the
glory attached to gifts, or bounty, received. Here, goods acquired from the Dutch
colonial empire are represented in the form of tribute, which are presented to a female
personification of Amsterdam by allegories of the four continents.*** In the center,
Amsterdam rests her feet on a globe in front of a large ship, a reference to the city’s coat
of arms. To either side of the globe lie classical personifications of the River Ij and the
River Amstel. At Amsterdam’s immediate right is Europe, who holds a cornucopia and
wears a crown. At her feet a child offers grapes toward the outstretched arms of
Amsterdam. Asia, bearing a censer and holding the reins of a camel, stands to
Amsterdam’s immediate left. Three children accompany her: the first presents a box
presumably filled with spices, the second blows ashes in a censer, and the third holds a
tulip. To the right of Europe is a figure representing Africa, who wears a hat, necklace
and earrings and is joined by a lion, fighting snakes, and an elephant. Two children
accompany her, one carrying a parrot, and one carrying a salamander. To Africa’s far
right, in the very corner of the tympanum, male figures work to transport ivory. America,

to the left of Asia, wears a feather headdress and carries a quiver.>*> At her feet is a child

324 The following discussion of the iconography of the west tympanum of Amsterdam’s
Town Hall is based on Katharine Fremantle’s The Barogque Town Hall of Amsterdam
(Utrecht: Haentjens Dekker & Gumbert, 1959), 169-188. On the west tympanum’s
relationship to other “civilizing” iconographies, see van den Boogaart’s “The Empress
Europe and her Three Sisters,” 125-127.

325 Noticeably, America turns her back to the viewer, partially obscuring her face, in
contrast to adjacent Asia who faces outward. Freemantle suggests that this is a form of
contrapposto that can also be seen in the pairs of children on the door lunettes on the
interior of the Town Hall. Freemantle, 175.
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who feeds sugar cane to a crocodile, and behind her one man blows a tobacco pipe, while
others mine silver. Amsterdam’s central role as recipient of these worldly goods
glorifies the city’s dominance in global trade. As Freemantle has shown, this type of
visual iconography was also pervasive in popular rhetoric, as illustrated in a text
accompanying the peace celebrations of 1648:
...She [Amsterdam] has Trade, Plenty, Wealth, Unity and Faithfulness, whose
nature is sincere at her left hand. All her city wards are swarming with foreign
traders. Black-colored Africa gives her ivory, blood coral and gold. America
gives her sugar-cane, silver and wood which the unexplored forest of the west
may boast of. And Asia gives her silks, and pearls, and flowers, with censers and
other treasures.?
This passage suggests that both in art and literature the presentation of tribute was a
narrative that could be implemented to demonstrate the hierarchy of global relations.
Johannes de Laet incorporates an abbreviated version of this iconographical tradition in
the frontispiece of his 1630 text, Beschrijvinghe van West-Indien (Description of the West
Indies) (Figure 3.11). At the lower register, the Dutch Maid sits on a throne as a cohort
of Amerindians, dressed in feather headdresses and skirts and seated on armadillos,
present her with various gifts of tribute.**’
Allegorizing global trade by visualizing the presentation of tribute was a popular
motif for rulers who had a stake in world trade. In the Netherlands, works such as Jacob

van Campen’s Triumphal Procession with Treasures from East and West in the

Oranjezaal in Huis ten Bosch (Figure 1.22), for example, which was commissioned by

Quoted in Freemantle, 55. Originally from Jan Vos, “Beschryving der Vertooningen,”
in Alle de gedichten van den poeet. Collected by Jacob Lescaille (Amsterdam, 1662-71),
585-86.

327 For a brief description of this image see Brienen, Visions of Savage Paradise, 193 and
fig. 72.
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Amalia van Solms to honor her late husband Frederik Hendrik, would certainly have
resonated in a state with such a powerful global presence, but it also spoke more
specifically to the power of the Stadholderate. In Van Campen’s painting figures with
exotic attributes present tribute to the Stadholder from Dutch occupied regions like
Brazil. The unusual nature of the gifts, which include featherwork shields, Japanese
armor, and gold, recalls the symbolic function of the princely kunst and wunderkammern,
making this painting both an homage to the Stadholder and a visualization of the far
reaches of his power through global trade and colonization.?*® Like many tribute images,
Van Campen’s painting emphasizes the authority of a colonial power over its foreign
subjects, suppressing the dynamic nature of these cross-cultural encounters.

As discussed in chapter two, the exchange that occurred between indigenous
groups and Europeans in the sixteenth and seventeenth centuries served as an important
preliminary mode of communication during the Age of Exploration, but accounts of these
exchanges also reflect the ways in which the rhetoric of reciprocity could act as a form of
subjugation. Similar trends can be found in the visual arts. In an illustration from
Theodor de Bry’s 1594 Discovery of America, for example, the artist conveys not only
the importance of gift exchange for making contact and forging relationships, but also

communicates the ways in which representations of the practice were used to demonstrate

328 On this painting in relation to Eckhout, see Buvelot, Albert Eckhout. A Dutch Artist in
Brazil, 41-43; Brienen, Visions of Savage Paradise, 40. On the relationship between Van
Campen’s work and Dutch global trade, see Julie Berger Hochstrasser, Still Life and
Trade (New Haven and London: Yale University Press, 2007), 274.
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hierarchies (Figure 3.12).3?° In this engraving Columbus stands confidently, backed by
two soldiers who lean forward somewhat aggressively. They are met by a group of nearly
naked Amerindians, who offer various riches to the explorer. While Columbus does not
offer material goods in return, the introduction of Christianity, symbolized by the three
men planting a cross on the shore in the middleground, is understood as the reciprocal
gift. To the European audience for whom this print was intended, this visualization of gift
exchange suggests the Amerindians were compliant participants in their own
colonization; their gift-giving indicates that they welcomed both Christianity and Spanish
imperialism.

This illustration from De Bry’s popular travel text can be compared to Vasco
Fernandez’s 1501 Adoration of the Magi, which inserts a Brazilian Tupinamba in the role
of the third magus (Figure 3.13).%*° He wears a feather headdress, holds a club associated
with the Tupinamba, and demonstrates his subservience to the Christian faith by
presenting to Christ a coconut shell lined with a silver frame. Like De Bry’s illustration,
Fernandez’s painting, which incorporates fairly accurate renderings of known
ethnographic objects, implies that Amerindians enthusiastically offer their native
treasures in exchange for the greater gift of Christianity.

Coconut cups, such as the one represented in Fernandez’s Adoration, were highly

prized objects in the early modern period. As Virginie Spenlé has recently demonstrated,

329 See also Edward Sullivan, The Language of Objects in the Art of the Americas (New
Haven and London: Yale University Press, 2007), 4.

330 On this painting, see also Sullivan, 23; and Jay A. Levensen, ed. Encompassing the
Globe: Portugal and the World in the 16" and 17" Centuries (Washington, D.C.: Arthur
M. Sackler Gallery, Smithsonian Institution, 2007).
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one such cup, dated between 1648 and 1653 and currently in Munich in the
Kunstkammer Georg Laue and formerly in the collection of naturalist and explorer
Alexander von Humboldt, adopts an iconography similar to the Tapuya and Tupi figures
from Eckhout’s ethnographic portrait series (Figures 3.14a-c).>** The cup contains three
images: the first shows a nude male and female, which are based on Eckhout’s Tapuya
figures. That these figures represent “savage” indigenous people is confirmed by the
presence of severed human limbs in the woman’s hand and basket. The second side
shows a representation of “civilized” Amerindians. Here, the figures are clothed, and the
woman holds a basket of fruit and flowers. On the third side, is a picture of an
elaborately dressed European woman handing a fish to an indigenous fisherman on the
shore. Spenlé has suggested that this image should be read allegorically, and that the
presentation of a fish—a symbol of Christ—stands for the European gift of Christianity
to the indigenous people of the Americas. Seen in this light, the first two images
represent the transformative powers of European colonization, which converts a “savage”
Amerindian into a “civilized” one.>*

Given the similarities to Eckhout’s works, Spenlé convincingly argues that the

Humboldt cup exalts the Dutch colonizing efforts in Brazil through pointed political

331 Coconut cups, which had been imported into Europe since the middle ages, often have
images carved onto the exterior, the purpose of which was to warn against excessive
drunkenness, or more rarely, to suggest the exotic origins of the cup, which is the case
with the Humboldt cup. According to Virginie Spenlé, there are six known coconut cups
that picture Amerindians with allusions to the Dutch presence in the Americas. Virginie
Spenlé, “’Savagery’ and ‘Civilization,” Dutch Brazil in the Kunst- and Wunderkammer,”
JHNA Summer 2011 issue (vol. 3:2), 2. | am grateful to Dr. Spenle for generously
providing me with a copy of her article prior to its publication.

% 1bid., 3-8.
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iconography. Like De Bry’s illustration, the cup’s imagery suggests that the Dutch gift to
the Amerindians was the gift of Christianity, or more specifically, Protestantism. This
point is significant because the Dutch presence in Brazil is often characterized as one
rooted solely in a desire for profit resulting from the sugar industry. While in large part
accurate, privileging the financial motivation overshadows Dutch attempts to convert the
Tupi to Protestantism.**® It is known, for example, that Reformed minister Vincent
Joachim Soler, who lived in Brazil from 1636 to 1644, jointly authored a short catechism
written in Portuguese, Dutch and Tupi, although no extant copies of this text are
known.*** As further evidence of the importance of religious conversion in Dutch Brazil,
the Zeeland Chapter of the WIC proclaimed “...the propagation of the Holy Gospel is
one of the principal goals of the good shareholders of this Company...”*** Caspar
Barlaeus elaborates on the role of the Reformed church in Dutch Brazil:

Care for religious duties was assigned to ministers and preachers who were
ordered to learn the languages of the people, their customs, their character, and
their preferences. Then they were to speak of Christ, preaching a purer form of
faith than that of the Catholics.®*

333 Reformed ministers in the Dutch colony were supposed to “convert Indians” and
“’indoctrinate’ black slaves.” Jonathan Israel, “Religious Toleration in Dutch Brazil” in
The Expansion of Tolerance. Religion in Dutch Brazil (1624-1654), 24. Significantly,
Luso-Brazilians, called moradores, were granted freedom of worship in order to entice
them to help the Dutch run the sugar mills. Michael van Groesen, “Introduction” in The
Expansion of Tolerance, 8-9.

334 J.A. Gonsalves de Mello, “Vincent Joachim Soler in Dutch Brazil” in Johan Maurits
van Nassau Siegen, 250. On Soler, see also Vincent Joachim Soler, Dutch-Brazil. [Vol.
[11], Vincent Joachim Soler's seventeen letters, 1636-1943, ed. B.N. Teensma (Rio de
Janiero: Ed. Index, 1999).

3% Quoted in Frans Leonard Schalkwijk, 175. Originally from Resolutions of WIC

Zeeland Chamber, May 14, 1645.
3% Barlaeus, The History of Brazil, 296.
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Seen from this perspective, the Humboldt cup would demonstrate the effects of
conversion: the Brazilian natives are transformed from “savagery” to “civility” through
the introduction of Protestantism and the good governance of Maurits.**” In this context,
the presentation of the gift becomes a symbolic and overtly politicized expression of
Dutch ideology. This suggests a continuity with the domestic tradition of visualizing
political gift-giving (or refusing) as seen in Flinck, Bol, and Quellinus’s work in
Amsterdam. It also suggests that Maurits may have enforced a consistent iconographical
program that utilized the visual language of gift exchange to promote his colonial legacy.
It is clear that the visualization of gift-giving in the seventeenth century was
pervasive and that it could conveniently thematize a number of contemporary issues,
including political ideals/tensions, ideal Christian behavior, global allegories, or colonial
encounters. In each of these instances, gift-giving served as a recognizable iconography
based in contemporary social practices, which could easily communicate meaningful
ideologies. In fact, the visualization of gifting relationships functioned as a distinct—yet
highly flexible—motif, which could be borrowed and reintegrated into new and distinct
iconographical programs, embraced and reconfigured to communicate alternative
meanings. In this regard, it is noteworthy to compare Eckhout’s African woman with the
third magus in an Adoration by Jan Swart, who— significantly—was from Eckhout’s

hometown of Groningen (Figure 1.10 & 3.15).3% The similarities between these two

*7bid., 6-8.

%% The location of Swart’s Adoration during Eckhout’s time is not known. It was in a
private collection in Switzerland before it was obtained by Bob Jones University in 1951
through the art dealer Julius Weitzner. In 1924/25 it is listed in the Berlin art market.
There is no known record of the location of the painting prior to this date. | am grateful
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images suggest Eckhout may have had this particular gifting image in mind when he
painted the Copenhagen series. More importantly, the connection demonstrates the
consistency of gifting iconography, even as it is envisioned in strikingly different
contexts. Jacob van Campen’s Triumphal Procession also demonstrates this
phenomenon: the figure facing us and holding two baskets, one of which is similar to the
basket in Eckhout’s African Woman, is often identified as an “Eckhoutian” type,
characterized by her somewhat stiff posture and the manner in which she holds the
baskets flat on the palm of her hands (Figure 3.16).**° That van Campen used Eckhout’s
figures as the basis for an image of tribute again confirms that the easily legible
conventions of gift exchange could be employed to characterize vastly different exchange
encounters, including, as seen in the previous examples, visualizations of religious
devotion, imagined colonial partnerships, or the symbolic display of princely power. The
pervasive trend of visualizing gift presentations suggests that Eckhout’s works would
have been received into a culture well versed in the visual iconography of exchange. As
will be discussed below, when Eckhout’s Copenhagen series was absorbed into this
established visual tradition, the meaning of the series shifted, responding to current trends

in visualizing global relationships and the needs of their subsequent owner, Frederik I11.

Eckhout’s Copenhagen Series as Images of Gift Giving

to John Nolan, curator at Bob Jones University Museum and Gallery, for sharing this
information with me.
339 Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 43.
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As first suggested by Rebecca Brienen in her 2006 study, Eckhout’s ethnographic
portraits in Copenhagen, which have traditionally been interpreted as a group of images
ordering the people of Brazil according to Dutch notions of civility, can be seen in a new
light if considered as images of gift exchange.>*’ | elaborate on Brienen’s proposal by
situating the series within the visual iconography of gift exchange. As | will argue, in the
context of the iconography of exchange, the nuanced reciprocities that characterize the
complex structure of colonial encounters in practice—such as dynamic shifts in power
structures—are fictitiously stabilized and ultimately suppressed by the ideologies that
inform the visual tradition of gift exchange.

Eckhout’s ethnographic portraits show the people of Brazil presenting gifts to
Maurits. Each figure’s gift serves a dual purpose: it is both a form of tribute to Maurits
and it is also an object intended to inform the viewer of the donor’s social identity. The
women, for example, each present gifts that signify their status on the European scale of
civility: as Brienen argues, the Tapuya woman presents severed limbs to the governor
general, the inappropriateness of which underlines her savagery to a European
audience.®* In her basket the Tapuya woman also carries a gourd of the calabash fruit,
which is native to South America and is again indicative of her indigenous status. Like
the Tapuya woman, the Tupi woman carries gifts that are associated with her cultural
practices: a hammock, an object characteristic of the Tupi, and a calabash gourd, again
linking her to South America. She also holds a child, which should be understood as a

reference to the fertility of its land and the people. The African woman holds an African

%40 Brienen, Visions of Savage Paradise, 193-195.
1 1bid., 193.
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basket, filled with fruits both native and imported. The inclusion of bananas and oranges,
which were introduced by the Portuguese, may be a reference to the role of Portugal in
the slave trade. The African woman also stands with a child, although in this case, as
Brienen has suggested, the image is more sexualized.*** The Mameluke woman presents
to Maurits a bamboo basket filled with a floral bouguet composed of the flowers of the
passion fruit, squash, hibiscus, jasmine, arrowwood, water lily, and jasmine.**® Such a
basket would not have been out of place in the portrait of a European noble, and is a clear
indication of the higher status of Mamelukes in Dutch Brazil. Unlike a European sitter,
however, this woman is barefoot and suggestively raises her low-cut dress. The varied
sophistication of these women’s gifts suggests that Maurits’s reign as governor-general
was beneficial to all levels of society, bringing prosperity and surplus to even the most
uncivilized.

The men, Brienen argues, offer the gift of their military service and, like the
women, their gifts are also indicators of their identity and their status in Dutch Brazil.>*
The Tapuya man wields spears, a throwing board, and a club, while the Tupi man holds a
bow and arrow, and has a knife tucked into his waistband. These weapons are clear
indicators of the “savage” and the “civilized” Amerindian, although the Tupi’s knife also
alludes to his interaction and trade with Europeans. In the case of the African man, his

highly prized Akan sword and assegais, or throwing spears, would have been a clear

%42 Brienen, Visions of Savage Paradise, 152-154.
33 Flowers identified in Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 83.
3% Brienen, Visions of Savage Paradise, 193.
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indication of his African origins.**® The Mulatto man’s Spanish rapier and musket, on
the other hand, suggest his integration within European society, whereas the jaguar skin
baldric might allude to his mixed parentage, since jaguars are native to the Americas.?*°
That each of these figures is willingly presenting the gift of his military services suggests
that under the fair and just rule of Johan Maurits men from different cultural and socio-
economic backgrounds will unite to fight a common enemy.

Like many images of exchange, Eckhout’s series serves a dual function that lies at
the intersection of practice and paradigm: it recalls the way in which gift exchange could
act as a mediator in cross-cultural encounters, and it functions as an ideological model,
manifested here as a vision of the balanced reciprocity that resulted from the fair and just
governance of Maurits. Rooted as it is in the iconography of exchange, which is based on
European conceptions and hierarchies, and intended for display in a princely palace, the
series cannot sustain the subtle interdependencies that characterized actual Dutch-
Amerindian exchange relationships. Instead, new paradigms take shape, which
demonstrate the ways in which the iconography of exchange could serve to rework the
dynamics of colonial relationships and assert the political hegemony of the ruling party.
As discussed in chapter one, Maurits worked carefully to construct an identity as colonial
ruler. Eckhout’s series of ethnographic portraits in Copenhagen must also be considered

an attempt to define his rule as governor general.>*’ Reframing the works within the

%% |dentified in Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 79.

348 \Weapons and accoutrements identified in Buvelot, Albert Eckhout. A Dutch Artist in
Brazil, 82.

3%7 Brienen, Visions of Savage Paradise, 20.
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context of gift exchange clarifies that Eckhout’s iconographic program provided an
additional vehicle for asserting the ideological basis for Johan Maurits’s political identity.
When we consider Eckhout’s paintings as a visualization of an imagined
exchange relationship between Maurits and the people of Brazil, their subsequent
translocation to Danish King Frederik 111 warrants renewed consideration, especially in
light of an often-mentioned, but seldom-explored event: the series was split up when it
entered the Danish kunstkammer. The ethnographic portraits, still lifes, and painting of a
Tapuya Dance were put in the Antechamber, while the portrait Maurits surrounded by
Brazilians was placed in a room called the Picture Apartment. By separating these
works, Frederik broke the bond of reciprocity that tied Maurits to his colonial subjects,
thereby severing the original exchange encounter that had united the series.**® By
removing Maurits from the series, the people of Brazil exist in a perpetual state of tribute.
In Maurits’s absence Frederik became the surrogate recipient of these gifts of
tribute, assuming the role of colonial governor and completing the series. Thus,
Eckhout’s ethnographic portraits, which once paid homage to Maurits’s authoritative rule
in Brazil, became active agents in initiating subsequent narratives of subjugation,
reenacted by the Danish King every time he stepped into the Antechamber. Frederik’s
performative usurpation of Maurits’s colonial governorship effectively became
permanent in 1794, when the kunstakammer was damaged by fire and the portrait of

Maurits surrounded by Brazilians was destroyed. This irretrievable loss has had a

%48 Brienen also notes that Maurits’s portrait with Brazilians was separated from the rest
of the series, which “began a new life in the Danish king’s Kunst und Wunder Kammer,”
but she does not connect this separation to the visual iconography of exchange. Brienen,
Visions of Savage Paradise, 199.
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significant impact on the works’ reception, for Maurits’s visual dislocation has obscured
the meaning of the series over time. The remaining figures, on the other hand, exist in a
permanent state of negotiation, which is relieved only by the presence of subsequent
viewers, who temporarily fill the void left by Maurits. Thus, upon Maurits’s visual
displacement, the reciprocity envisioned by Eckhout becomes more akin to a traditional
image of tribute, whereby the figures present gifts to an omnipresent power in the manner

of Quellinus’s west tympanum or van Campen’s Triumphal Procession.

Eckhout’s Copenhagen Series: Allegory of Peace or Colonial Anxiety?

Eckhout’s Copenhagen series, which visualizes an abundance of material goods being
presented as gifts to Maurits, suggests the peace and prosperity of Dutch Brazil under the
rule of Johan Maurits. Such a strategy would have been fitting for a man with Stoic
sensibilities, for maintaining peace through fair and just government was a persistent
theme in stoic thought (see chapter one). As is often noted, Johan Maurits’s reign as
governor-general encapsulates the most peaceful period of Dutch occupancy in Brazil.
His subjects lauded his approach to governing the colony and lamented his departure,
fearing, correctly as it turns out, that the region would resume previous fighting.
Avoiding war and promoting peace were pervasive themes in Stoic thought, especially in
the Reloj de principes, a text which, as we have seen, was an important early influence in
Maurits’s education. In a section recounting a letter written by Marcus Aurelius to his
acquaintance, Cornelis, the author presents a vision of an ideal ruler who defers personal

glory and wealth in times of war in favor of the abundance and safety that comes in times
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of peace. He criticizes the folly of men who eagerly and thoughtlessly charge into battle
and who are rewarded for their efforts when he writes,

What greater vanity, or what equal lightness can be, than a Roman Captain,
because he hath conguered realms, troubled quiet men, destroyed cities, beaten
down castles, robbed the poor, enriched tyrants, carried away treasures, shed
much blood, made infinite widows, and taken many noble men’s lives, should be
afterwards (with great triumph of Rome) received in recompense of all this
damage?**

The tragic destruction of war, so thoroughly described in this passage, was also
visualized in the work of Peter Paul Rubens, who was known to be well-versed in Stoic
principles.®*® His Peace and War (1629-30), which was presented to Charles | as a gift,
pictures an armed Minerva driving away Mars, the god of war, to protect Pax (Peace),
who distributes her bounty (Figure 3.17). Paradoxically, Rubens’s vision of peace is
possible only through the use of arms;*** similarly, Eckhout’s Copenhagen series also
posits military force as a necessary means of maintaining peace.

It is also possible that Eckhout’s idealized vision of a peaceful and bountiful
Dutch Brazil was, in part, a reaction prompted by harsh criticisms Johan Maurits received
from the Heren XIX.*? It is well known that the WIC and Johan Maurits butted heads
over the ruling of the Dutch colony, a contention that eventually led to Maurits’s

resignation. The Heren XIX’s reference to the Mauritshuis as the maison de sucre,

349 Antonio Guevara, The Diall of Princes (Reloj de principes), translated by Sir Thomas
North (London: P. Allan, 1919), 139.

30 Mark Morford, Stoics and Neo-stoics. Rubens and the Circle of Lipsius.

%1 ronically, Rubens presented this image to Charles | to commemorate the successful
conclusion of the peace treaty between England and Spain.

%2 Brienen suggests that the series might represent a “type of self-congratulatory display”
aimed at WIC officials and other visitors to Vrijburg, although she does not connect the
series to the criticism Maurits received from members of the Heren XI1X. Brienen,
Visions of Savage Paradise, 199.
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implying that he improperly used WIC funds for his own purposes, implies the tense
nature of their relationship. Since Maurits was employed to secure the Brazilian colony
and make it profitable, and especially considering his interest in personal propagandizing,
he would have wanted to advertise his successes. Eckhout’s paintings, then, draw on the
established iconography of gift exchange to project the peace and prosperity Maurits
wished to broadcast to a critical audience.

Johan Maurits’s insistence on peace, even in the turbulent times of battle, could
also have been in response to a more generalized anxiety associated with colonial
expansion. Returning to Reloj de Principes, we find another excerpt of a letter written by
Marcus Aurelius titled, “the great damages that have ensued for the Wars begun with
strange realms.” In this section, the Roman emperor notes the vanity of acquiring foreign
lands, using Asia as an example of one of Rome’s greatest failures. He writes, “In this
case | say and affirm...that it is possible to take Asia, but it is but a folly to presume to
maintain it.”*** Such advice must have weighed heavily on Maurits, as well as the Heren
XIX, who were well aware of the difficulties in maintaining the Brazilian colony, which
they had won, then lost, prior to Johan Maurits’s arrival, and would lose again shortly
after his departure. It is not difficult to imagine that Eckhout’s series may have
originated, in part, in response to this underlying anxiety; not only does the series show
the order and stability of the colony, but it also shows Maurits as the presence that

assured its longevity.

%3 Guevara, translated by Sir Thomas North, 159.
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Julie Berger Hochstrasser has argued that such anxieties could inform to the
appearance of artworks produced under, or as a result of, colonial rule. In Still Life and
Trade, she suggests that colonial anxiety is revealed by specific patterns of
representation: the lack of any “troubling” pictorial elements, such as an explicit
indication of the slave labor that was essential to bring sugar to the tables of Dutch still
lifes, for instance; and the “compulsively repetitive” aspect of still lifes, which contain
often repeated objects of consumption garnered from foreign trade and colonial
exploitation.®®* According to Hochstrasser, these repeated motifs, such as the
“compulsive” reorganization of pipes of tobacco, saltcellars, and lemon peels, suggest a
need to normalize or naturalize tenuous colonial relationships. The iconography of gift
exchange, which, as discussed above, was idealistically employed to suggest the peace
and prosperity of Dutch Brazil, was another manner in which the anxieties associated
with colonial rule could be alleviated.

If these paintings were in fact displayed in the central hall at Vrijburg, as | believe
they were, their message would have made a lasting impact on visitors to Johan Maurits.
For the people living in colonial Brazil, including both Portuguese and Dutch colonists,
Eckhout’s paintings would have provided a hopeful image of a utopian society based on
shared resources and mutual reciprocities made possible by the just government of Johan
Maurits—an important message given the harsh reality of colonial Brazil. For foreign
visitors to Vrijburg, the likes of which would have included African dignitaries and

members of the WIC, among others, these works would have projected and figured a

%% Julie Berger Hochstrasser, Still Life and Trade in the Dutch Golden Age, 258.
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sense of confidence in the governor-general, reminding them of the potential profit of
investing in this tropical paradise.

—_—
In its original conception, Eckhout’s series envisioned a balanced reciprocity between
Johan Maurits and the Brazilian people over whom he ruled. Once Maurits’s image was
separated from the rest of the series, however, this stable vision of Dutch-Amerindian
exchange was transformed into one of princely tribute in the manner of Quellinus’s west
tympanum or Van Campen’s Triumphal Procession. For when Maurits presented these
works as gifts to his powerful contemporaries, they entered into a new realm of
signification: one where exotic images and objects came to symbolize exclusively
worldly power, not colonial partnership; and one where the visualization of gift-giving
could be re-imagined as an image of colonial sovereignty, not interdependency. For
Maurits’s elite recipients, Eckhout’s images of gift exchange would have proliferated this
simplified version of the Dutch-Brazilian gifting dynamic, which effectively denies the
dynamic shifts inherent to colonial exchange relationships—an appealing notion for
patrons who entertained their own aspirations of colonial conquest. Chapter four will
address in greater detail the paradigmatic shift that occurred when Johan Maurits
presented these extraordinary gifts to his powerful contemporaries, Elector Frederik

Wilhelm I, Danish King Frederik I11, and French monarch Louis XIV.
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CHAPTER IV:

Maurits’s Brazilian Collection in Europe:

The Ethnographic Gift in Time and Space
Previous studies of Maurits’s famous Brazilian gifts to Frederik Wilhelm 1, Frederik 111,
and Louis XIV have focused largely on the Prince’s desire to obtain material wealth and
titles, or his efforts to propagate a visual testament to his Brazilian legacy. Rebecca
Parker Brienen’s recent monograph on Eckhout represents an important exception to this
trend. Brienen correctly acknowledges that it is “inappropriate” to focus solely on
Maurits’s material or financial gain, insisting instead that the gifts “operated on a
fundamentally social and political level.”**> Thus, while the desire for material wealth,
elevated status, and fame were undeniable motivations for Maurits, these explanations
overlook the social dynamism of the networks of exchange within which these objects
came to play an active role; they also neglect to consider the ways in which these objects
responded to and initiated narrative shifts upon their subsequent translocations.®*® This
chapter will address these concerns by tracing the movement of Maurits’s collection over
temporal and geographic space, beginning with the moment of his first presentation to

Frederik Wilhelm I in 1652, and ending with later iterations of his collection from the

early eighteenth century.

%% Briennen, Visions of Savage Paradise, 205.

%% Brienen asserts that when Maurits presented Eckhout’s paintings as gifts, they became
“...Highly desirable images of the ‘exotic’ New World, whose connection to Johan
Maurits was of secondary importance.” Brienen, Visions of Savage Paradise, 204.
Similarly, Virginie Spenlé claims, “through the change in owner and the consequent
decontextualization, the iconography of all these Kunstkammer objects was neutralized,
with nothing left but an exoticism largely bereft of meaning.” Spenlé, “’Savagery’ and
‘Civilization.”” In contrast, | argue in this chapter that although the gifting process
initiates shifts in meaning, the objects are hardly “bereft of meaning.” Rather, the
meaning of these objects is constantly renegotiated as they change hands.
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The first part of this chapter will review the contents of Maurits’s gifts and
elaborate on the circumstances of the exchanges, focusing on the dynamic networks
formed at the moment of each exchange and the political ideologies that strengthened the
bonds that underlay them. In the second part of this chapter | contextualize Maurits’s
gifts within the socio-political milieu that shaped the exchange of exotica, paying close
attention to the recurring themes described in the textual sources that accompanied these
objects. In this section | focus also on the transformation of Eckhout’s painted cartoons
by the Gobelins manufactory in Paris into the tapestry series known as the Old Indies.
The widespread dispersal of the Old Indies through subsequent commissions and “re-
gifting” will also be discussed. Drawing on chapter two’s analysis of the agency and
social life of objects, the third and final section of this chapter will examine more closely
the capacity of ethnographic objects to act as agents in exchange networks, focusing
especially on the ways in which these non-human players could actively contribute to the
ideological transformation of Maurits’s Brazilian collection as it traveled through time
and space. Thus, my approach considers both contemporary attitudes towards
ethnographic objects, and the potential agency of these objects in creating dynamic shifts

in meaning.

Part I: Maurits’s Exchange Networks

Maurits distributed his Brazilian collection in a series of presentations that occurred over
a period of twenty-five years. The recipients of his gifts seem to have been determined
through calculated assessment, based in part on their ability to produce an anticipated and

desired return, and in part on their shared intellectual or political ideologies. Maurits’s
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pool of possible recipients was also likely influenced by the unstable political climate in
the Dutch Republic at the beginning of the second half of the seventeenth century.
Stadholder Willem II’s death in 1650 marked the beginning of a stadholderless period
that would last until Willem I11’s restoration in 1672, during which time the power of the
House of Orange was restricted. Maurits’s gifts to the Elector and the Danish king (1652
and 1654) coincide with this early period of stadholderless rule and also mirror the
duration of the First Anglo-Dutch War, which culminated with the 1654 passing of the
Act of Exclusion, a proclamation that prohibited any member of the House of Orange
from holding important political office. The close connection between the House of
Orange and the Stuart dynasty fueled Anti-Orangist sentiment, further complicating the
former’s position in The Netherlands. It was perhaps because of the ambiguous position
of the House of Orange in The Hague that Maurits initially directed his attention to the
Elector and the Danish King: related to Maurits and the House of Orange through blood
and marriage, these figures provided an alternate sphere for his gifts within a political
setting that could still be advantageous to the former governor-general. It is also
possible, as Brienen has suggested, that Maurits turned to the Elector and the Danish
King instead of his prominent Dutch relatives because his Brazilian images would have
been “painful reminders of a failed colonial enterprise.”**" His final gift to Louis XIV in
1679 near the end of Maurits’s life, on the other hand, seems to have been prompted by a
pressing need for financial return, and a desire to spread a visual record of his

accomplishments in Brazil before his death. Brienen has also suggested that the gifts to

%7 Brienen, Visions of Savage Paradise, 204.
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Louis XIV should be considered in the context of the recent war between the French and
the Dutch (1672-1678).%°® Maurits’s gift to the French King might be seen as an effort to
stabilize political relations between two recently warring regions, or as a mediator in the
current economic rivalries and tensions between the Dutch and the French.

As discussed in chapter two, gift exchange binds donors and beneficiaries in a
reciprocal relationship that is determined, in theory if not in practice, by mutual
advantage. The giver and the recipient are bound together in a relationship signified by
the exchanged object, which can articulate shared ideologies or mutual desires. The first
part of this chapter will consider the dynamic networks that were temporarily articulated
through the presentation of Maurits’s Brazilian collection, objects which fleetingly
embodied the complex set of factors that provisionally bound Maurits to his recipients.
As | will argue, this temporary bond demonstrates the capacity of exchanged objects to
shape social relationships.

The 1652 Gift to Frederik I, Elector of Brandenburg: Building an International Identity
In 1652 Maurits gave to Frederik I, Elector of Brandenburg, objects from his Brazilian
collection including carved ivory furniture, animal skins, military books, brazilwood, and
hundreds of drawings, in addition to sixteen paintings by Eckhout (now lost).**® These
works included seven paintings of Amerindians from different regions of Brazil and nine

additional paintings described in a contemporary inventory as “depicting everything that

%% 1bid., 207.
%9 The complete inventory is reproduced in Erik Larsen, Frans Post. Interpréte Du
Brésil, (Amsterdam/Rio de Janeiro: Colibris Editora, 1962), 252-253 (doc. No. 50).
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is rare and nowhere else to be found in the world.”*® The inventory also notes that the
paintings were “suitable for decorating a large room in the manner of tapestries.”*** But
it was not until 1667, that Frederik sent the works back to Johan Maurits, who then sent
them to the tapestry weaver Maximillian van der Gucht in The Hague, who
acknowledged their receipt and returned a completed set of tapestries to the Elector in
1668.%%? It is possible that the fifteen-year gap between the gift and the weaving of the
tapestries was due to the Elector’s intention to found his own manufactory, which did not
happen until 1686.%°® It is unclear what happened to the models for the tapestries,
although R. Joppien has suggested that they were the same models that were later sent to

Louis XIV.** It is also not known what became of Frederik’s tapestries, which have

never been found.3®°

The drawings and ethnographic objects became part of the Elector’s kunstkammer
and library. The library, although not officially founded until 1661, housed the hundreds

of natural history drawings by Eckhout, which the Elector’s physician Christian Menzel

%0 Translated in Brienen, Visions of Savage Paradise, 177. Quoted in Larsen from a
%6(252 inventory of the Prussian archives. Larsen, Frans Post, 253 (item 13 in doc. 50).
Ibid.

%2 Although it is not certain the paintings received by Van der Gucht were the same ones
presented to the Elector, it seems likely given the similar subject matter. See Joppien,
324.

%3 1bid., 325, note 153.

%4 1bid., 325.

%% The tapestries are likely the same ones listed in the Elector’s 1691 and 1699
inventories, and are described as “nine tapestries with wild men and animals.” See
Lemmem, J.T.M. “Die rachat de Dunkerque par Louis XIV (1662). Documents inedits,”
in Soweit der Erdkreis Reicht: Johan Maurits von Nassau-Siegen, 1604-1679 (Kleve:
Stadtisches Museum Haus Koekkoek Kleve, 1979), 270-271. More recently, see
Grazzini in Tapestry in the Baroque. Threads of Splendor (New York: Metropolitan
Museum of Art; New Haven: Yale University Press, c2010), 391.
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(1622-1701) bound into albums titled the Theatrum Rerum Naturalium Brasiliae (4
volumes) and Libri Principis or Handbooks (2 volumes), and the Miscellanea Cleyeri (1
volume).*®® Maurits’s gift of Brazilian artifacts must have been a welcome addition to
Frederik’s burgeoning kunstkammer, for which he had purchased his first collection in
the early 1640s.%®" Perhaps Maurits’s gift inspired the Elector’s subsequent interest in
ethnographica, as is demonstrated by his future acquisitions from the East India
Company, which included weapons, porcelains, and Indian manuscripts, among other
items. >

In exchange for these gifts, Maurits, who had been stadholder in the Elector’s

dominion of Cleves since 1647, received money that enabled him to purchase the

property of Freudenberg near Cleves, and was made Master of the Order of Saint John.*®

Later that year, Maurits traveled with Frederik to meet the emperor in Prague and it is
likely that it was through the Elector’s influence that Maurits was elevated to the position

of Imperial Prince.?”

%86 For more information on the contents of these albums, see Brienen, Chapter two,
Visions of Savage Paradise, and Brienen, “Art and Natural History at a Colonial Court:
Albert Eckhout’s Paintings and Georg Marcgraf in Seventeenth Century Dutch Brazil,”
(PhD dissertation, Northwestern University, 2002). These albums are now collectively
part of the the Libri Picturati and are housed in the Jagiellon University Library in
Krakow.

387 Christian Theuerkauff, “The Brandenburg Kunstkammer in Berlin,” in The Origins of
Museums: the cabinet of curiosities in sixteenth and seventeenth-century Europe, eds.
Oliver Impey and Arthur MacGregor (Oxford: Oxford University Press, 1985), 110.

%8 1bid. On the Elector’s collection, see also Derek McKay, The Great Elector: Frederick
William of Brandenburg-Prussia (New York: Longman, 2001), 74-75.

%9 joppien, 323.

379 | bid.
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Maurits must have been confident that his gifts would be well-received by a
collector who had strong ties to the Netherlands. Frederik | had been educated in Leiden,
spending four years at the University before returning to Brandenburg to take up the
position of Elector in 1640. Furthermore, in 1646 he married Stadholder Frederik
Hendrick’s eldest daughter, Louise Henriette, a union that strengthened his ties to the
Dutch Republic.

The period that Frederik spent in the Netherlands seems to have had a significant
impact on his future acts as Elector. The Elector was particularly influenced by the
successes and military training of the Dutch army, which focused on systematic drills
performed by regiments and soldiers who had differentiated skills.>"* In fact, the Elector
is known to have structured his own military force after a drill book belonging to Prince
Maurits.>”? The Elector’s court in Berlin was also modeled after the Dutch example.*”®

His gardens at Schloss were based on Dutch styles, perhaps resulting from the influence

of Maurits and Louise-Henriette.>”* Furthermore, the Elector favored Dutch artists,

371 Clark, Iron Kingdom. The Rise and Downfall of Prussia, 1600-1947 (Cambridge, MA,
2006), 40.

¥ 1bid., 41.

373 For the influence of Maurits on the court of Brandenburg, see Volkel, “The
Hohenzollern Court, c. 1535-1740,” in The Princely Courts of Europe. Ritual, Politics
and Culture Under the Ancien Regime 1500-1750 (London: Weidenfeld & Nicolson,
1999). Volkel calls Maurits “the prime intermediary in this complex of courtly and
cultural influences,” 217.

37 McKay, 74. On Maurits’s gardens in Cleves, see Diedenhofen, “Johan Maurits and
his gardens,” in Johan Maurits van Nassau Siegen 1604-1679, 200-236.
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employing, among others, Jan Lievens, portraitist Willem van Honthorst, Govaert Flinck,
and other artists who decorated the ceilings of the Schloss.*”

More important to this study, the Elector seems to have been particularly
impressed with the Dutch prominence in global trade and exploration. In an edict from
1686, for example, he asserts, “navigation and trade are the principle pillars of a state,
through which subjects, by sea and by manufacturers on land, earn their food and
keep.”*"® Amsterdam, he believed, was a shining example of the wealth that could come
from successful ventures in trade and navigation.®”” Such was Frederik’s dedication to
building up the trade and navigation abilities of Brandenburg that in the 1670s and 80s he
retained a Dutch merchant named Benjamin Raule, who helped him obtain a small fleet
of ships, and in 1680 found a small colony on the western coast of Africa, near modern
day Ghana.*”® Pleased when one ship from this fleet returned with a small amount of
gold and ivory in 1681, the Elector used the gold to make a series of coins and medals
commemorating the event.®’® One of these medals, which is currently housed in the
National Maritime Museum of Greenwich, features a nearly naked African woman

wearing a necklace and earrings, and holding a basket full of ivory as she kneels on a

3> McKay, 74. On Jan Leiven’s contributions to the Schloss, see Arthur Wheelock, et al,
Jan Lievens. A Dutch Master Rediscovered (New Haven and London: Yale University
Press, 2008), 176. Flinck painted Allegory of the Birth of Prince Wilhelm von
Brandenburg in 1648, which he changed to an allegory of his death a year later by adding
a skeleton with an arrow. Albert Blankert, Dutch Classicism in Seventeenth-Century
Painting (Rotterdam: NAi Publishers, 1999), 171.

37® Translated in Clark, 41. Originally from an edict of 1686 cited in Martin Philippson,
Der Grosse Kurfurst Friedrich Wilhelm von Brandenburg (3 vols., Berlin, 1897-1903),
vol. 3, p. 91.

37 Clark, 41.

378 |bid. See also McKay, 187-190.

3" 1bid., 189.
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shore with Brandenburg ships in the background (Figure 4.1). The Latin caption above
her states: “Navigation to the coasts of Guinea happily begun in 1681.7**° While the
figure is certainly not done in the style of Eckhout, she is conspicuously decorated with
elements also prominent in his Copenhagen paintings, such as the necklace, earrings, and
basket, suggesting a possible connection between the medal and the lost paintings and
tapestries.

Given that Frederik modeled his court after his Dutch in-laws and demonstrated
colonial ambitions throughout his reign, Maurits would have had good reason to
anticipate that the Elector would welcome his Brazilian gifts. A more immediate and
specific event, however, seems to have motivated Maurits’s presentation. In 1652
Willem Frederik of Nassau-Dietz, Stadholder of Friesland, married Albertine Agnes,
second daughter of Frederik Hendrick, and younger sister of the Elector’s wife, Louise-
Henriette. The festivities connected to this aristocratic Dutch wedding featured chained
Tapuya Indians who carried baskets of human flesh including arms and legs, among other
items.®® Court festivities involving Brazilians date from the French King Henry 11’s
1550 entry into Rouen, but given the similarities between the description of the Tapuya

procession and Eckhout’s Copenhagen paintings, it is possible that these festivities were

%80 This translation is from Royal Museums Greenwich collections website:
http://collections.rmg.co.uk/collections/objects/37816.html.

381 A description of the wedding celebration is summarized in Joppien (322) and
reprinted in F. Gorissen, Conspectus Cilviae. Eine Rheinische Residenzstadt in der
niederlandischen Kunst des 17. Jahrhunderts (Cleve: Boss-Druck und Verlag, 1964), 42.
“Dese droegen groote Beckens en Vaten, gevult met Citroenen, Suycker, Appels, & c.
Soo droegen oock de Tapoyers gelochten Korven, vol Menschen vlees, Armen en
Beenen, sommige waren bespickt, en elck op sijn frayst op de Barbarisse wijse
toegemaeckt.”
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382 Willem Frederik saw versions of the

based, at least in part, on Eckhout’s paintings.
works at the Estate of Jacob van Campen in Amersfoort, for he records in his diary that
he saw “paintings that Count Maurits had made from everything that is in the West
Indies, from which to make tapestries.”*** Perhaps the Frisian stadholder was sufficiently
impressed by the subject matter to include a similar iconographical program in the
festivities associated with his wedding. In any case, Frederik Wilhelm seems to have
been suitably impressed with Maurits’s Brazilian gifts, agreeing shortly afterward to give
Maurits money with which he would buy the property of Freudenberg near Cleves in
exchange.®®* The gift also prompted his trip later that year with Maurits to visit the
Emperor, who subsequently elevated Maurits from Stadholder to prince.

The 1654 Gift to Frederik 111 Establishing the Royal Kunstkammer

In 1654 Johan Maurits presented to his distant cousin Danish King Frederik 111 Eckhout’s
paintings currently housed in the National Museum in Copenhagen, which include eight
ethnographic portraits, twelve still lifes, The Tapuya Dance, and the three portraits of
African envoys from the kingdom of Congo (Figures 1.6-1.17; 1.26-1.28). Two portraits
of Maurits, one showing him surrounded by Brazilians, were also included in the gift. In

addition, Maurits presented the King with a variety of Brazilian artifacts, such as

featherworks, hammocks, clubs and an African sword. Some of these objects were

%82 For a description of Henri 11’s 1550 entry in Rouen, where hundred of Brazilians
(some real, and some just dressed for the part) staged battles for the king, see Margaret
M. McGowan, “Form and Themes in Henri I1’s Entry into Rouen,” Renaissanace Drama,
New Series No. 1 (1968): 199-251.

383 Quoted in Brienen, Visions of Savage Paradise, 40. Originally from Gloria Parendi:
Dagboeken van Willem Frederik, stadhouder van Willem Frederik, stadholder van
Friesland, Groningen en Drente, 1643-1649, 1651-165, ed. J. Visser, 436.

384 Joppien, 323.
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similar to the ones represented in the paintings, although this cannot be determined with
certainty.®

The paintings and objects that were given to Frederik 111 were incorporated in the
Danish Royal Kunstkammer, for which Frederik 111 was actively collecting at this time.
In exchange for these objects, Maurits received a team of seven horses, and strengthened
his relations with the Danish court.*®® Despite the familial bonds between the men,
Maurits’s gift was also a strategic political move. As Sgren Mentz has argued, the
struggle between The Netherlands and Denmark over toll duties during this period, which
ultimately resulted in Denmark’s loss of trade route rights to a Dutch-backed Sweden,
instigated a need for cautious diplomacy. *®" Maurits, who had been awarded membership
in the Order of the Elephant in 1649 by a former advisor to the Danish King intent on
easing tension between The Netherlands and Denmark, was also perhaps concerned that
he would lose this honor when the advisor had fallen out of favor.**®

Frederik I11 established his kunstkammer, which was first housed in the royal

castle in Copenhagen, in 1650.%%° It is not known whether Frederik 111 brought a

%8 See Chapter I, note 85.

%8 Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 133.

387 See Sgren Mentz, “Art, Power, and Politics: Denmark and the Netherlands, 1600-
1660,” in Albert Eckhout Returns to Brazil (Copenhagen: Nationalmuseet, 2002), 96.

%% 1bid, 98-100.

%89 Scholarship identifies the establishment of the kunstkammer with the recognition of its
first keeper, Christopher Proph, who cared for the collection from 1650-1654.
Gundestrop, Ethnographic Objects in the Royal Danish Kunstkammer, XX. On Frederik
I11’s kunstkammer, see Jargen Hein, “Learning versus status? Kunstkammer or
Schatzkammer?,” Journal of the History of Collections 14 no. 2 (2002): 177-192; Berete
Due, “Brazilian Artefacts in the Royal Kunstkammer,” in Albert Eckhout Returns to
Brazil, 187-195; and Gundestrup, “From the Royal Kunstkamer to the Modern Museums
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collection with him when he ascended the throne in 1648, but it was not long after that
the collection began to grow. Maurits’s gift of 1654, in fact, constitutes one of the
earliest major acquisitions by Frederik 111. One year later, the Danish King purchased
Ole Worm’s (1588-1654) Museum Wormianum, which became a significant part of the
collection.®®* In 1680, ten years after the king’s death, the collection was moved to a
separate facility that also housed the Armory and the Royal Library.>**

It has been suggested that Frederik 111 may have initiated his kunskammer in
competition with his cousin Friedrich, Third Duke of Gottorp (1597-1659) in Schleswig,
who was developing his own kunstkammer, and for which he had most recently acquired
the famous collection of Bernhard Paldunas (1550-1633) in 1651.%% The Duke’s
kunstkammer had a particularly noteworthy collection of ethnographic objects, as it was
run by Adam Olearis (1603-1671), a mathematician, astronomer, and “ethnographer,”
who had supplied the Duke with specimens acquired on his own expeditions.*** In the
summer of 1652, the Danish King made a visit to the kunstkammer in Gottorp, perhaps
providing additional incentive to broaden his own collection. In addition, Schleswig, a

Duchy in Frederik I11’s day, was part of Denmark, but began to “pursue their own policy”

of Copenhagen,” in The Origins of Museums 128-153; see also Bente Gundestrop, The
Royal Danish Kunstkammer, 1737, vol. 1 (Copenhagen: Nationalmuseet, 1991).

3% Gundestrop “From the Royal Kunstkammer,” 131.

91 Hein, 181. See also Gundestrop, Ethnographic Objects in the Royal Danish
Kunstkammer, XVIII.

%92 On this rivalry see Schepelern, “Worm, Paldunas, and the Gottorp and Copenhagen
Collections,” in The Origins of Museums, 124-125. Many years later, in 1751, the
Danish royal family acquired the Gottorp kunstkammer, when they defeated both Sweden
and Gottorp, Sweden’s ally. Gundestrop, “From the Royal Kunstkamer to the Modern
Museums of Copenhagen,” 131.

393 Gundestrop, Ethnographic Objects in the Royal Danish Kunstkammer, XX.
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even before the death of Christian 1V, Frederik’s father.*** Given the competitive tension
between Denmark and the Duchy of Schleswig, it is possible that their respective
kunstkammers became important visualizations of their current power struggles.
Furthermore, as with the Elector, the symbolic importance of ethnographic material
seems to be closely connected to the acquisition of land, especially in light of the fact that
Gottorp was a contested region until 1751, when it was eventually defeated by Denmark.
The earliest inventory of Frederik I11’s kunstkammer dates from 1674, and records
the collection when it was originally housed in the Castle in Copenhagen. The rooms
were arranged with objects selected according to categories such as naturalia, artifacts,
antiquities and weapons, pictures, scientific instruments, ethnographic specimens, coins
and medals.**®> The kunstkammer was distinct from the royal treasure room formerly
housed in the now demolished pavilion known as Sparepenge, which was a limited access
repository for royal possessions, and which came to be organized chronologically,
anticipating modern museum organizational methods.**® Unlike the treasure chamber,
the kunstkammer collection was, according to Jgrgen Hein, “displayed according to
distinct principles that reflect human knowledge and theories about the surrounding

world,” and was accessible to a wider audience.>®’

394 Schepelern, 125.

3% Gundestrop, Ethnographic Objects in the Royal Danish Kunstkammer, XX. See also
Bente Gundestrop, The Royal Danish Kunstkammer 1737, vol. | (Copenhagen:
Nationalmuseet, 1991), XXI.

3% Hein, 177-192. See also Mogens Bencard, “Appendix: A Note on the Rosenborg
Collection in Copenhagen,” in The Origins of Museums, 134.

%7 Hein, 178.
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As discussed in chapter three, the painted works given to Frederik 111 were
displayed in two rooms of the kunstkammer: the eight ethnographic portraits, Dancing
Tapuya, the twelve still-lifes, and the portraits of African envoys were housed in the
Antechamber, while the two portraits of Maurits were separated from the group and hung
in another room in the kunstkammer called the Picture Apartment. These works would
have been a significant addition to Frederik’s collection of ethnographica, especially in
the context of the tense diplomacy with Duke Frederik of Gottorp.

The 1679 Gift to Louis XIV: Occupying the Americas
In 1679, Maurits made his final gift of Brazilian material to Louis XIV, King of France.
The contents of this very large gift included forty-two paintings: twenty-nine landscapes

by Frans Post**®

and fifteen paintings by Eckhout. Eight of the fifteen paintings by
Eckhout were intended as models for tapestries, which, as suggested above, may have
been the same cartoons that were used to make tapestries for the Elector and Maurits.
Fragments of these cartoons, which are worn from use, are preserved in the Mobilier
National in Paris (see figure 4.15). In the written correspondence surrounding these gifts,
Maurits emphasizes the authenticity and originality of the works, but also suggests that
they would be appropriate models for a series of tapestries. In a letter to the French
Secretary of State, Marquis de Pomponne, Maurits writes,

These rarities represent the whole of Brazil in painting, which would be a very

rare thing which can be found nowhere else in the world...all in realistic scale, as
well as the places in that country, the cities and forts in perspective; with these

3% Ejghteen of these canvases were made in Brazil and housed in the Mauritshuis prior to
his gift. The other seven were painted after his return, and subsequently purchased by
Maurits in order to add to the gift. Pedro & Bia Correa do Lago, 51.
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portraits it is possible to design a tapestry for a large room or gallery...There are
around forty of them, both large and small paintings.**°

In subsequent letters, Maurits frankly expressed his preference for cash rather than jewels
or precious stones in exchange, and preferably as soon as possible.*®® Unfortunately for
Maurits, he died before receiving a return gift.

Accompanying the gift to Paris was painter Paul de Milly, who had been
employed by Maurits to restore some of the paintings before their delivery.””* When the
gifts arrived in Paris, they were put on display in the Salle de la Comédie at the Louvre,
where they hung from August through September of 1679, prompting visits from the
king, Jean-Baptiste Colbert, visiting nobles, and members of the royal family. De Milly
wrote of these visits, “I said to the King that in these presents there was enough to make a

Gobelin or any other thing quite out of the ordinary...the King and the royal family

returned in fact, while distinguished visitors crushed each other daily in the gallery.”*%

Despite DeMilly’s recommendation and the paintings’ immediate appeal, it was not until

nine years later in 1687 that Eckhout’s works were transformed into tapestries, a period

when the royal manufactory apparently lacked work.**

Quoted and translated in Pedro and Bia Correa do Lago, 51. Original letter from Dec.
1678 printed in Larsen, 254 (doc. 52). As Whitehead and Boseman point out, this
statement is either dishonest, since Maurits had already had two tapestry series made
from Eckhout’s paintings (one for the Mauritshuis, and one for the Elector), or perhaps he
thought they would be worked up and elaborated by Gobelins artists. Whitehead and
Boseman, 110-111.

90 Michael Benisovich, “The History of the Tenture des Indes,” The Burlington
Magazine for Connoisseurs, VVol. 83, No. 486 (Sep. 1943): 220

“% 1bid., 219.

“%2 1bid., 220.

%93 Nello Forti Grazzini, Catalog 48 “The Striped Horse” in Threads of Splendor, 392.
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Louis X1V, like Frederik Wilhelm and Frederik 111, was becoming interested in
collecting at the time of Maurits’s gift.“>* While this trend in collecting was certainly
popular among those who had the resources, the appeal of the exoticism of Maurits’s
gifts to foreign rulers must also be considered in the context of actual colonial pursuit.
Like the Elector, Louis X1V had his own colonial ambitions. In fact, France had been
actively pursuing colonies in the Americas since the sixteenth century, although their
efforts, which met with little success, included failed attempts in Florida and Brazil.**®

It is not until Colbert came to power as Minister of Finance in 1665 that the
French colonies in the West Indies began to meet with some measure of success,
although scholars have recently suggested that Colbert’s role has been exaggerated.*
Colbert envisioned colonial expansion as a means to increase French revenue and to
undermine the success of Dutch maritime trade. His goal was to allow only French

manufactured goods to enter French colonies, thereby supplanting the role previously

94 Although it is difficult to tell what personal interest Louis XIV had in collecting, his
reign is characterized by a renewed interest in the arts, which had been of secondary
interest to Louis XI1I and Henri IV before him. Antoine Schnapper, “The King of France
as Collector in the Seventeenth Century,” Journal of Interdisciplinary History 17, no. 1
(Summer, 1986): 194.

%95 For an account of French colonial expansion prior to Louis X1V, see W.J. Eccles, The
French in North America 1500-1783, revised edition (East Lansing: Michigan State
University Press, 1998), especially chapters 1 and 2.

496 See Eccles, “Colbert’s Colonies 1663-1685,” in The French in North America;
Stewart Mims, Colbert’s West India Policy (New Haven: Yale University Press, 1912).
See also James Pritchard, In Search of Empire. The French in the Americas, 1670-1730
(Cambridge: Cambridge University Press, 2004). In contrast to Eccles, Pritchard argues
that Colbert’s policies were, “confused, short-sighted, and frequently contradictory,” and
that they “contributed little to establishing French colonies in the Americas.” Pritchard,
18.
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held by the Dutch. Raw materials produced in the colonies would be brought back to
France and refined for distribution.

Colbert first attempted to stabilize the French colonies by creating a centralized,
hierarchical government, much like in France.*” Colbert’s next order of business was to
encourage emigration to the French colonies, which was especially challenging in the
harsh climate of New France. Occupation had been a central concern throughout the
sixteenth century, when the French argued that settlement, and not papal bulls, should
determine colonial sovereignty.*®® But Colbert’s policies also had a significant impact on
the French holdings in the Lesser Antilles, including Martinique, Guadeloupe, and
Dominica, among other smaller islands. Prior to Colbert’s policies, these colonies
provided raw materials, such as tobacco, cotton, and especially sugar, to the Dutch, who
would refine it and sell it back to the French for a profit. By 1674 Colbert’s policies

successfully eliminated the powerful WIC merchants from engaging in trade with the

7 \When Louis X1V assumed personal rule in 1661, he said “Chaos reigned everywhere,”
a statement which is thought to have applied to the French colonies as well as Old

France. Philippe Jacquin, “The Colonial Policy of the Sun King,” in The Sun King: Louis
X1V and the New World (New Orleans: Louisiana State Museum, 1984), 73.

%98 This argument was articulated in response to the 1494 Treaty of Tordesillas, a papal
bull that divided newly discovered parts of Africa, Asia and the Americas between Spain
and Portugal. On the differing opinions of what constituted colonial possession in the
early modern period, see also Patricia Seed’s Ceremonies of Possession in Europe’s
Conquest of the New World, 1492-1640 (Cambridge: Cambridge University Press, 1995).
Encouraging settlement was no easy task, especially in Canada, where harsh winters and
the Iroquois confederacy were very real and dangerous threats. In light of such threats,
Colbert began a program of indentured servitude, where laborers worked for established
settlers for a period of three to five years, after which they were given their own plot of
land. The crown subsidized their passage to the Americas to encourage settlement.
Eccles, 83-84.
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French Antilles.*®® In South America, Cayenne also served as a colonial and economic
battleground for the French and the Dutch. Easily won from the Dutch in May 1664,
Cayenne became an important French location for the production of sugar. Although the
colony was lost to the English in 1667, only to be recaptured by the French again in 1676,
Cayenne remained an important, if contested, colonial holding for the French.*® Seen in
this context, Maurits’s gifts, many of which visualized images of plentiful raw materials
like sugar cane as well as the technology for the preliminary refinement of it (see, for
example, Figure 4.11, which shows both sugar cane and a sugar mill), would have been
appealing to the French court, for the paintings visualized commaodities essential for the
economic success of the Caribbean and South American colonies.

As in the colonies, Colbert’s policies in France demonstrate his desire to increase
French revenue in the service of a strong centralized authority. The Gobelins, the famous
French manufactory established by Colbert between 1662 and 1664 and operated under
the expertise of First Painter to the King Charles LeBrun, helped to achieve this goal.
The Gobelins served a dual role: it was a resource for making luxury goods for export,
reducing France’s dependence on foreign artistic centers like Italy, and it was a visual
propaganda machine, projecting and reinforcing the power of the French King.** Some

of the earliest tapestry series, which would be put on display in the royal dwellings,

%99 For a discussion of Colbert’s colonial policies in the French Caribbean see Mims.

10 1bid, 66-67. See also Nellis M. Crouse, The French Struggle for the West Indies,
1665-1713 (New York: Octagon Books, 1966).

1 See Pascal-Francois Bertrand, “Tapestry Production at the Gobelins during the Reign
of Louis XIV, 1661-1715,” in Tapestry of the Baroque, 341. Atrtist of the Gobelins
worked in a variety of specialties, including weavers, painters, sculptors, goldsmiths,
cabinetmakers and metal workers, but they were and are most famous for their work in
tapestry.
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employed various approaches to communicate with appropriate grandeur the glory of the
reign of Louis XIV: the Four Elements and the Four Seasons used allegory, whereas the
History of the King and the Royal Palaces (also called the Months), based their designs
on contemporary events or locations. Still other tapestry series compared Louis XIV to
illustrious historical figures like Alexander the Great to communicate the King’s
power.*2

The transformation of Eckhout’s paintings into tapestries would have been an
unusual project for the Gobelins in that they were neither an allegorical, historical, nor
typological testament to the king’s power. The images, however, articulated visually an
idealized vision of colonial life, which would have resonated with a king who was trying
to secure a foothold in the global economy. Given the challenges Colbert and the King
faced in establishing and securing colonies in the West Indies and South America, these
cartoons, which emphasize the natural abundance of the Americas, would have
underscored the potential for profit in the French colonies, perhaps encouraging
prospective settlers and financiers.*"* Furthermore, the cartoons would have provided
works from which the French crown could produce and distribute unique luxury goods
made in France, thereby limiting their reliance on other artistic centers, an important

component of Colbert’s economic initiatives.

12 On the various approaches to communicating Louis XI\V’s power, see Peter Burke’s
Fabrication of Louis XIV (New Haven: Yale University Press, 1992).

*13 The appeal of these images may also reflect a renewed interest in recent acquisitions
in the Americas, for it was only three years earlier that La Salle left with settlers to
populate the recently purchased Louisiana. Hugh Honour, The New Golden Land.
European Images of America from the Discoveries to the Present Time (New York:
Pantheon Books,1975), 101.
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Part I1: Interpreting the Exchange
Narrating the Ethnographic Gift
Maurits’s gifts must be considered within an economy of exotic gift trafficking that had
been around at least since the time of Hernan Cortés’s first shipment of goods from
Mexico in the early sixteenth century. The Age of Exploration initiated a flood of objects
into the European market, which were disseminated as both commaodities and gifts. The
translocated objects were often accompanied by narratives, in the form of letters and
inventories, which would assert a possible value for the novel artifacts. For example,
when André Thevet, the Royal Cosmographer to Henri I, returned from Brazil in 1556,
he presented a featherwork to the French king, which he describes as follows:
| brought to France a very rich and very handsome bonnet of this plumage. |
presented it to the late King Henry Il as a rare and singular object, deserving
admiration for the delicacy and the workmanship. These savages had made the
feathered fabric so daintily with their fillets of bark wood that, in Europe, it could
scarcely be better made entirely of silk thread.*"
Thevet’s description of the highly valued Brazilian featherwork identifies two common
narratives often associated with ethnographic gifts—rarity and workmanship—which
would make its inclusion in a kunstkammer, for example, a fitting location. Thevet even
suggests that there is potential for cross-cultural comparison when placed in the context

of other objects of similar type when he likening the featherwork to a silk textile. By

equating the featherwork with a fine silk textile, Thevet is suggesting that the former

14 Emphasis mine. Quoted in Due, “Brazilian Atrefacts in the Royal Kunstkammer,”
192. Originally from Andre Thevet, La Cosmographie Universelle (1575).



152

should be esteemed as a prestige item, thereby providing a category for its reception in
Europe.*®

Like Thevet’s praise of the Brazilian featherworks, European response to Cortés’s
1519 shipment of Mexican objects was equally laudatory. Most famously, Albrecht
Ddrer effused:

I have seen these things, which have been brought to the King from the new
golden land... They are so splendid, that one would treasure them at a hundred
thousand guldens’ worth. And | have not seen anything, in all my living days,
that delights my heart as these objects do. | have seen marvelously artistic things
and | am amazed at the subtle craftsmanship of the people in the foreign land.**®

Like Thevet, Direr praises the objects for their uniqueness and for their craftsmanship.
Unlike Thevet, who employs a comparable European craft to provide a context for value,
Diurer asserts a hyperbolic monetary relationship: the objects are worth a hundred
thousand guldens.

Cortés’s famous shipments of Mexican objects have provided a rich source of

information for understanding how inventories and correspondence can create meaning

15 Featherworks were held in high regard by Europeans, so much so that they were
produced with Christian subjects, most famously The Mass of St. Gregory, after the
Flemish engraver Israel van Meckenem. See Claire Farago, “Mass of Saint Gregory,” in
Painting a New World: Mexican Art and Life, 1521-1821, ed. Donna Pierce, Rogelio
Ruiz Gomar, and Clara Bargellini, ed. ex. cat. (Denver: Denver Art Museum, 2004), 97;
Farago, “On the Peripatetic Life of Objects in the Era of Globalization” in Cultural
Contact and the Making of European Art since the Age of Exploration (Chapel Hill:
University of North Carolina Press, 2010), esp. 23-33. On the role of featherworks in the
sixteenth and seventeenth century collections, see Isabel Yaya, “Wonders of America.
The curiosity cabinet as a site of representation and knowledge,” Journal of the History
of Collections, vol. 20, no 2. (2008): 173-188.

% Quoted in Carina L. Johnson, “Aztec Regalia and the Reformation of Display,” in
Collecting Across Cultures: Material Exchanges in the Early Modern Atlantic World,
eds. Daniela Bleichmar and Peter C. Mancall (Phladelphia: University of Philadelphia
Press, 2011), 83.
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and inform reception. The objects presented to Charles V and others as a gift from
Cortés were described by the latter as follows: “in addition to their intrinsic worth, they
are so marvelous that considering their novelty and strangeness they are priceless; nor
can it be believed that any of the princes of the world, of whom we know, possess any
things of such high quality.”*'” Cortés, then, identifies the value of these ethnographic
objects by both their “intrinsic worth” and their “novelty and strangeness,” which
compares favorably to the presumed inferiority of other princely collections. As Carina
Johnson has argued, Cortés’s valuation system distinguishes a “hierarchy of treasure”
among his shipment of gifts, which included objects that could be melted down, and,
conversely, objects whose form indicated a value outside of its “intrinsic worth.”*'®
Johnson’s research demonstrates that only Charles V would have been given gifts with
“regalian symbolic meanings,” such as those that had been identified as miters or
scepters,*® while other members of the court and church were given objects with military
significance, such as shields. As a gift-giver, Cortés also played the role of narrator who
assigns various meanings that could dictate the initial reception of objects in future
contexts: objects interpreted as having royal or military significance were recognizable
symbols of power in a European context and therefore preserved in subsequent

collections, whereas objects devoid of recognizable symbolic content were melted down

Quoted in ibid., 88. Originally from Cortes’s Carta de relacion of 1522.
18 Johnson, 89.
19 | bid.
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to reveal their “intrinsic worth.”** But while Cortés’s gifts embody contemporary
signifiers of elite status for those who possess them, these characteristics are inherently
unstable and likely to change over time, depending on alternate narrations, historical
circumstance, and semiological contexts. Featherworks, for example, could be stored in
kunstkammers or they could be used in performances to draw attention to a ruler’s
worldly power, as was the case in the festivities organized by Friedrich of Wurttemberg,
who had performers dressed in feathers and wielding weapons, all of which were
borrowed from his own collection.**

In her recent study, Alessandra Russo has articulated the importance of
inventories for creating spatial narratives that could “map” shifting or unclear political
territories.*”? She focuses mainly on documents “characterized by their mobility,”
meaning that the language suggests the contents were, or will be, transferred over time
and space. One of the most compelling products of her research is the multivalent
relationship between “the textual presence of an object in a written source and its very
nature,” which allows for richer possibilities of meaning.*® This approach allows for the
unstable and mutable meanings assigned to ethnographic objects over time and space.

Like the many written exaltations and interpretations connected to Cortés’s shipments,

20 On the subsequent life of American objects preserved in European collections see C.F.
Feest, “Mexico and South America in the European Wunderkammer,” in Origins of
Museums, 237-44.

*2L yaya, 178.

422 Allesandra Russo, “Cortés’s Objects and the Idea of New Spain: Inventories as Spatial
Narratives,” Journal of the History of Collections (2011): 1-24.

“2% 1bid., 10.
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Maurits’s collection was also accompanied by a textual legacy that mediated a disparate
group of objects.
Although scholarship rarely addresses it, there is a striking contrast in the gifts

that Maurits presented to his patrons:**

the French tapestries made after Eckhout’s
paintings in 1687 present a fanciful image of colonization, where idealized images of
Amerindians and Africans intermingle peacefully with wild animals from the Americas
and Africa. The drawings in Krakow, by contrast, purport to reproduce Brazilian
specimens as accurately as possible. Eckhout’s works in Copenhagen, on the other hand,
suggest authenticity even as they work in the service of a pointed iconographical
program, a dichotomy which has prompted previous generations of scholars to declare
that they are either the “first ethnographically valid portraits to be made of any

1425

Amerindians™“ or, conversely, that they “provide the terrain on which predominantly

European preoccupations are played out.”*?® The varied reception of these works
demonstrates the fluidity of ethnographic objects both in the early modern period and
today, suggesting that fact and fiction were not, and are not, mutually exclusive
categories. As I will demonstrate, Maurits’s collection exemplifies the diverse narratives

associated with ethnographic objects, which were perceived simultaneously as objects for

%24 Brienen is one of the few scholars to point out this disparity: “It is nonetheless fitting
that during a period marked by an unstable boundary between art and science, both
Markgraf’s water colors and Eckhout’s oil studies could be considered appropriate
models for projects as distinct from each other as the illustrations for Piso and Marcgraf’s
Historia and the tapestry designs produced for Gucht in Delft and Gobelins in Paris.”
Brienen, Visions of Savage Paradise, 71.

25 Hugh Honour, The European Vision of America (Cleveland: Cleveland Museum of
Art, 1975), 99.

426 Mason, 63.
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the study of natural history, instruments with which to demonstrate princely power, and
as artifacts that could make tangible the colonial aspirations of their owner.

Before considering the manner in which Maurits’s gifts to foreign rulers engaged
these disparate modes of signification, it is important to examine briefly Maurits’s earlier
and least discussed gifts: according to Zacharias Wagener’s autobiography, Maurits
asked the young mercenary to deliver “Schreiben, Mahlereyen und Papegoyen” (letters,
drawings, and parrots) to The Hague, Haarlem, Delft, Rotterdam, and Leiden upon his
return to the Netherlands in 1641.**" The exact contents and present locations of these
gifts are not known, although it has been suggested that a number of private collections
may have benefited from the shipment of Brazilian objects.**® It is known that Leiden
University received a number of zoological specimens from the governor-general .**® Of
this gift, Barlaeus says, “These [exotic items] were all transported to the United
Provinces, not primarily for his own pleasure, but for the use and delight of all. The
proof is to be found in the Anatomical Theater in Leiden in Holland, where today...the
gift of the Count’s generosity can be seen.”*** Once incorporated into these collections,
the objects would be enveloped in paradigms of seventeenth-century pedagogy,
redirecting Maurits’s original ideological program. The distribution of these objects to

both private collectors and a prestigious university, then, suggests Maurits understood

*27 See \Wagener’s autobiography reproduced in Dutch Brazil, eds. Cristina Ferrao, José
Paulo Monteiro Soares (Rio de Janeiro: Editoria Index, 1997), 222-223. See also
Whitehead and Boseman, 25. Whitehead and Boseman translate the excerpt as
“documents, paintings, and parrots.”

428 \Whitehead and Boseman, 25.

29 William Schupbach, “Some Cabinets of Curiosities in European Academic
Institutions” in The Origins of Museums, 170.

30 Barlaeus, The History of Brazil, 298.
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that the objects could exist simultaneously in discreet epistemological modes: as
signifiers in the service of his own personal glory, and as communicators of information
concerning the natural world.

Like the gifts that Wagener made on Maurits’s behalf, his subsequent gifts to the
Elector, Frederik 111, and Louis X1V seem at first to be concerned primarily with their
potential for teaching the curious about the natural history of Brazil, for he is constantly
emphasizing their authenticity. For example, of the drawings presented to Frederik I,
which now reside in Krakow, Maurits writes that they “depict[ed] from life everything to
be seen and found in Brazil: people, four-footed creatures, birds, reptiles, fish, trees,
herbs, and flowers.”*** These drawings, which were organized and bound into seven
volumes by Frederik’s personal physician Christian Mentzel,*** were also valued by the
latter because they were made after life, as is demonstrated by Mentzel’s preface to the
four volumes of drawings listed in Theatrum Rerum Naturalium Brasiliae:

Behold herein the pictures of the things that Nature hath produced, nourished and

nurtured, formed in their own original habitat and painted in exact colors after
life, in order to reproduce nature itself as perfectly as possible.**?

3L Buvelot, Albert Eckhout: A Dutch Artist in Brazil, 136. Full quotation as translated in
Brienen from Larsen: “14. A large book in royal folio and another somewhat smaller (in
folio), in which everything that can be seen and found in Brazil (people, quadrupeds,
birds, works, fish, trees, herbs, flowers) with miniatures is artfully represented after life
added to which are (description, names, and characteristics) names, qualities, and
characteristics.” Brienen, Visions of Savage Paradise, 49.

32 The titles of the volumes are as follows: Theatrum Rerum Naturalium Brasiliae (4
vols.), the Libri Principis or Handbooks (2 vols.), and the Miscellanea Cleyeri (1 vol.).
See Brienen, “Chapter 2: ‘“To Reproduce Nature Itself as Perfectly as Possible.” The
Brazilian Natural History Drawings of Albert Eckhout,” in Visions of Savage Paradise.
*33 Quoted in Brienen, Visions of Savage Paradise, 47.



158

These works came to be an important part of Frederik’s library in Berlin, and remained
there until the twentieth century.*** In his correspondence with King Frederik 111, Maurits
also emphasizes the fact that the works were painted in situ, when he writes to announce
his gift of “numerous Brazilian paintings which I have had painted there in the country
from life.”**> Likewise in his letters to the Marquis de Pomonne, quoted above, Maurits
carefully notes that the works “represent the whole of Brazil...all in realistic scale...”
Maurits’s repeated insistence that the works are comprehensive representations based on
first hand observation must be situated within the context of the artistic category naer het
leven, a term meaning “from the life,” which, along with uyt den gheest (from the mind
or spirit), were phrases used to denote the source of an image.**® As Claudia Swan has
demonstrated, naer het leven verifies that the image in question was observed from life,
and that the resulting image presumes to bear an indexical relationship to its prototype.
Uyt den gheest, on the other hand, credits the image as coming from the mind of the
artist, thereby complicating its connections to an exact counterpart in life, but also
advertising the skill of the artist who could exercise his mind in the service of art.

And yet the dichotomy of something produced naer het leven or uyt ten gheest has

had the effect of creating an artificial divide between these two modes of representation,

34 The works were hidden during the second World War, and thought to be lost until
they were discovered by Whitehead and Boseman in 1979. For the circumstances of their
rediscovery, see Whitehead and Boseman, 33-35.

% Quoted in Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 32, n. 112; originally
cited in Thomas Thomsen, Albert Eckhout, ein niederlandischer maler und sein génner,
Moritz der Brasilianer; ein kulturbild aus den 17. Jahrhundert (Copenhagen: Levin og
Munksgaard, Ejnar Munksgaard, 1938), 11.

35 On the relationship between these terms see especially Claudia Swan, Art, Science,
and Witchcraft in Early Modern Holland (Cambridge: Cambridge University Press,
2005), 12.
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which, in practice, were often characterized by overlap. The diversity of the images
made under Maurits’s patronage provides a compelling example of the various types of
images that were identified as naer het leven. Maurits claims that all of these works were
made from life and yet their obvious fictions, such as the severed arm carried by
Eckhout’s Tapuya woman, suggest otherwise. At first glance, Maurits’s use of the term
naer het leven, then, seems to verify both his presence in Brazil and the authenticity of
the image.

But perhaps Maurits’s claims to authenticity might also be considered as a literary
counterpart to a mode of representation common in the sixteenth and seventeenth
centuries that Brienen has named the “ethnographic impulse,” which addresses the nature
of images aimed at describing the people and objects of foreign cultures.**” The
“ethnographic impulse,” as Brienen defines it, is “the desire...to dissect, identify, and
reconstitute in images those things (including cultural practices, such as cannibalism) that
were thought to make an ethnic group unique.”*** Thus, a Brazilian figure might be
recognized by the severed limb he or she holds, as is the case with Eckhout’s Tapuya
Woman. What makes Eckhout’s ethnographic portraits so striking, Brienen argues, is
that they embody this “ethnographic impulse” while also “look[ing] forward to the
eighteenth and nineteenth centuries, when skin color and other external physical
2439

characteristics became the primary means of distinguishing ethnic and racial groups.

These different modes of communicating authenticity may account for the varied

37 Brienen, Visions of Savage Paradise, esp. Chapter 3, “Cannibalizing America. From
the Ethnographic Impulse to the Ethnographic Portrait.”
438 :
Ibid., 74.
%9 |bid.
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responses to the ethnographic accuracy of Eckhout’s works, and they also may explain
Maurits’ insistence that the works were painted from life despite their pictorial
manipulations. The partnership between natural history and art, then, allows paintings
such as Eckhout’s Copenhagen series to be both informative and imaginative, permitting
the external attributes to work in the service of authenticating the images, even while
iconographical programs or preestablished pictorial conventions problematize the
impression of objectivity.

Naer het leven, however, also serves to express an essential component of
Maurits’s narrative: in the same sense that Cortés’s inventories created spatial narratives
suggested by the mobility of the language, Maurits’s correspondence narrates a trajectory
that assumes the inalienabilty of the objects from his former rule in Brazil, but also
foreshadows their subsequent dispersal. By declaring the works were made naer het
leven, he insinuates both his former presence in Brazil and his subsequent absence, which
has the effect of identifying two geographic regions as sites of meaning: Brazil and
Europe. The term naer het leven, then, serves to emphasize the alterity of the subjects by
accentuating geographical and temporal distance. Naer het leven also links the objects to
Maurits, whose presence brought about their production. Thus, Maurits’s role as narrator
was crucial in infusing his Brazilian collection with meaning.**® Through his

correspondence Maurits informed the recipients of his gifts’ value, which lies in the fact

0 Daniela Bleichmar has recently demonstrated the importance of a collector in the
context of cabinets of curiosities. She argues that their guidance was a key factor in
providing meaning to the objects in the collection. Bleichmar, “Seeing the World in a
Room: Looking at Exotica in Early Modern Collections,” in Collecting Across Cultures,
15-30.
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that they were made after life (or acquired in situ, in the case of the Brazilian artifacts),
and their potential use, which varied according to the needs, desires, and resources of
their beneficiaries.

For Maurits, his Brazilian collection had already served a wide variety of
epistemological purposes. While in Brazil, as we have seen, his gardens and cabinet of
curiosities provided his entourage of scholars and artists with a resource for increasing
their knowledge of the known world. For Maurits himself, however, these same objects
were cultural signifiers that also communicated his rank among the elite and powerful.
Likewise, as | have argued in chapter three, Eckhout’s Copenhagen paintings
communicated notions of civility and hierarchy in the Dutch colony, while also paying
homage to the governor-general by referencing established pictorial conventions
associated with gift exchange. At the courts of Frederik Wilhelm I, Frederik 111, and
Louis X1V the gifts could likewise be used to serve the dual purpose of acting as
conveyors of knowledge and communicating ideological paradigms.

Maurits’s language in his correspondence clearly articulates that he saw his gift of
Brazilian material as an inalienable transaction: as objects from Dutch Brazil they
embodied Maurits’s role as governor general, and would bind him in a relationship with
the subsequent recipients of his gifts. Nevertheless, the inalienability that bound Maurits
and his patrons was renegotiated over time by the mutable nature of ethnographic gifts,
which, as discussed above, could fulfill a pedagogical need, and could also accommodate

the aspirations of subsequent owners.
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The gift to the Elector provides a salient example of the multifaceted roles of
ethnographic material in the early modern period. As discussed above, Maurits seems to
have appealed to the ruler’s nascent position on the European political stage: the Elector
was attempting to assert a powerful position within the global economy by assembling
symbolic testaments to his worldly power. His library, which was to become quite
famous, provided a discrete epistemological setting for Maurits’s Brazilian gifts.
Eckhout’s oil sketches and watercolors were bound in volumes that organized the
drawings according to species. They were then shelved among other books, which were
eventually housed in the library, a structure designed to make knowledge accessible
though words and pictures, while simultaneously paying tribute to its patron.

Likewise, the paintings presented to Frederik I11 became an important part of the
Danish king’s kunstkammer, an assemblage comprised of both natural and manmade
objects, which could function both as a source of information and as a signifier of royal
status, for it was thought that by representing a microcosmic segment of the known
world, such collections would symbolically demonstrate the breadth of a ruler’s power.
By underlining the fact that the paintings were made naer het leven, Maurits increased
their value as objects of study appropriate for a kunstkammer, which would make a series
painted to honor Maurits, desirable to the needs of another patron, in this case, Frederik
I1l. Furthermore, by authenticating these objects from Brazil, Maurits increased their

symbolic value as verified components of the macrocosm. When Frederik 111
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subsequently split up the series,*** removing the portraits of Maurits and therefore
altering its original ideological content, he demonstrated that Eckhout’s figures could be
interpreted more broadly, becoming a visual testament to the appearance of the people,
flora and fauna or Brazil without reference to Maurits’s political and social ambitions, or
even a tribute to their new owner, the Danish King. Maurits’s emphasis that the works
were painted naer het leven and Frederik 111’s subsequent dismantling of the series
therefore suggest a trend among elite patrons whereby the reception and display of
ethnographic material could articulate ideological paradigms and provide an objective
means of acquiring information about foreign lands. The Danish King’s dismantling of
the series also highlights the theatricality of Eckhout’s staged gift encounter by drawing
attention to its capacity to be transferred to another patron.
From Painting to Tapestry: Maurits’s Brazil in European Manufactories
Maurits’s determined efforts to have his Brazilian exploits turned into a series of
tapestries provides a conspicuous example of the varied epistemological potential of
ethnographic material. According to Caspar Barleaus in Rerum per octennium in
Brasilia, this desire characterized in part Maurits’s approach to visualizing his Brazilian
legacy:

He had not only left proof of his military prowess in Brazil but, once returned to

the United Provinces, he displayed many of Nature’s wonders and materials that

are a help to scientists and physicians in the halls of learning. He also wanted

representations of these materials to be shown in paintings and woven into
tapestries, to be remembered by later generations, so that when these specimens

#L Although it is not known precisely when Frederik split up the series, the earliest
known inventory of 1674 lists Maurits’s portraits in the “Picture Apartment” and the
Copenhagen series in the “Antechamber.” Bente Gundestrop, “The Eckhout Paintings
and the Royal Danish Kunstkammer” in Albert Eckhout Returns to Brazil, 106.
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had perished there would still be images revealing the marvels of the New
World.**?

In total, there were three series of tapestries initiated by Maurits: the first he had made for
himself by Maximillian van der Gucht (now lost); the second set, also by Van der
Gucht’s workshop, was made for the Elector (also lost);*** the third set was made by
Louis XIV’s Gobelins manufactory. Maurits’s insistence that the works be made into
tapestries suggests he purposefully targeted patrons who had the resources to produce
these costly items, and that he was well-aware of the prestige associated with these
luxury goods, for tapestries enjoyed a privileged position among the visual arts in the
courts of early modern Europe. Similarly to prints, they could be produced in multiples,
making them ideal vehicles for disseminating narratives intended to honor important
patrons. Unlike prints, however, which were inexpensive to produce and purchase,
tapestries were available only to the wealthy elite, for whom they served as both a
symbolic and actual display of wealth. The cost of tapestry production, which was both
time-consuming and expensive, contributed to the fact that large collections of tapestries
were possessions of only the most elite patrons, the most spectacular of which had been
handed down through generations.

Tapestries in early modern Europe often served as backdrops for important

ceremonies or events, especially in the context of European courts. As Thomas Campbell

%42 Emphasis mine. Barlaeus, The History of Brazil, 298.

31t is not clear whether or not the tapestries were all based on the same cartoons. On
this issue see Grazzini, 391; Buvelot, Albert Eckhout. A Dutch Artist in Brazil, 36;
Whitehead & Boseman, 107-109; Joppien, 324 & 325, notes 153 & 154. Charissa
Bremer-David, “’Le Cheval Raye’”: A French Tapestry Portraying Dutch Brazil,” The J
Paul Getty Museum Journal, Vol. 22 (1994): 21-22.
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has demonstrated, the motivations that dictated which tapestries were to hang for which
event were varied; however, the luxury created by the hanging was not likely to be
overlooked.*** Rulers often displayed inherited collections, but they also continued to
have new designs produced, or purchased. For example, one of the most well-known
examples of a new commission in the Low Countries in the seventeenth century is the
Triumph of the Eucharist series, designed by Rubens and commissioned as a gift by
Archduchess Isabella to hang in the Descalzas Reales convent in Madrid during Easter
processions (Figure 4.2).**> The twenty-piece series, which honored both the Eucharist
and the Spanish Hapsburg line, would have been a fitting backdrop for celebrations in a
convent founded by Isabella’s aunt, especially after the Council of Trent had reinforced
the importance of worshipping the Eucharist.**

Secular subjects were also an important source for commissions throughout
European courts. Stadholder Frederik Hendrik, for example, commissioned a series of
equestrian tapestries in the late 1630s based in part on an earlier inherited set and in part

on new models made by Gerrit van Honthorst.**” This series, which was executed by the

workshop of Maximilliam van der Gucht, the same weaver who made the lost Brazilian

44 Thomas P. Campbell, “Stately Splendor, Woven Frescoes, Luxury Furnishings:
Tapestry in Context,” in Threads of Splendor, 107-121.

45 Concha Herrero Carretero, “The Secular Hierarchy in Adoration,” in Threads of
Splendor, 226.

% Guy Delmarcel, “Tapestry in the Spanish Netherlands, 1625-60,” in Threads of
Splendor, 203. As Michael Auwers has suggested, the convent “became a showcase for
the collecting taste of the Spanish royal family.” Auwers, “Peter Paul Rubens: The
Infanta and her Painter-Diplomat” in Isabel Clara Eugenia: Female Sovereignty in the
Courts of Madrid and Brussels, Cordula van Whye, ed. (London: Paul Holberton
Publishing, 2012), 407.

447 Campbell, Threads of Splendor, 114.
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tapestries for Maurits and Frederik 1, is also now lost. However, some of the tapestries
from the set can be seen in the background of a painting by Jan Mytens, which—
significantly—commemorates the marriage of the Elector to the Stadholder’s daughter
Louise Henriette of Orange Nassau in 1646 in The Hague (Figure 4.3). One could
speculate that this early exposure to the weavings by van der Gucht’s workshop may have
played a role in Frederik’s later acquisition. But this display also suggests the way in
which tapestries might provide an additional level of meaning to events and ceremonies:
surrounded by representations of ancestors, the princess continues and enhances the royal
lineage with her marriage to the Elector.

Given the prestigious role of tapestry production, these expensive works became
popular gifts between the highest courts of Europe.**® Seven of the twelve tapestries
from the editio princeps of The Story of Constantine, for example, a series again based on
designs by Peter Paul Rubens, were given to Cardinal Francesco Barberni by Louis XI1I
in 1625 (Figure 4.5). For Louis XIII, the story of Constantine served as a reference to his

father Henri IV, who was often compared to the Roman emperor because of his

*8 Given the importance and prestige afforded to textiles in many parts of the world, they
were often used to facilitate cross-cultural negotiations, an area of scholarship that
deserves further exploration. For example, Queen Elizabeth | and Safiye, mother of
future Sultan Mehmed I11, exchanged textiles: in the hopes of influencing the sultan, the
Queen sent gifts to Safiye in Istanbul that included, among other items, twenty-three
chests of textiles, and she received in return finely woven garments, including a girdle.
For correspondence and commentary, see S.A. Skilliter, “Three letters from the Ottoman
“Sultana” Safiye to Queen Elizabeth I” in Oriental Studies, vol. 111, eds. S. M. Stern and
R. Walzer (Oxford: Bruni Cassirer, 1965), 119-157. Closer to the scope of this project,
Caspar Barlaeus recalls an instance in The History of Brazil in which the former
governor-general tried to ease diplomatic tension by presenting the king of Congo with “a
long cloak made entirely of silk decoration with glittering gold and silver borders, a silk
tunic, a hat of beaver fur, and a coverlet woven with gold and silver thread intertwined.”
Barlaeus, The History of Brazil, 237-238.
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conversion to Catholicism.**® By giving the tapestry to Cardinal Barberini, Louis Xl
was dispersing a self-referential image that promoted the power of the French crown.
Nevertheless, this series would have also been significant to Cardinal Barberini, for his
uncle, Pope Urban VII1, also fashioned his image after the first Christian emperor.**°
Once in the possession of the Cardinal, he set out to complete the series, which lacked
five narrative scenes. Rather than purchase the rest of the series from the cartoons after
Rubens’s original designs, however, he commissioned Pietro da Cortona to create new
cartoons that incorporated the Barberini coat of arms, and focused on aspects of the
narrative that better reflected his powerful family. Constantine Fighting the Lion, for
example, is thought to allegorize Urban VIII’s role in protecting Rome from the plague of
1629-32.%" In this work, the wide side borders, which in Rubens’s series featured the
French coat of arms, have been reduced significantly and lack any coat of arms, while the
lower border features the laurel wreaths favored by the Barberini instead of the eagle
from Rubens’s design.**? In this example, the exchange of tapestries thus fostered an elite
network of patronage, whereby shared typologies could be fashioned to glorify both giver

and recipient. It also demonstrates the capacity of art objects to initiate alternate

49 1sabelle Denis, “The Battle of the Milvian Bridge,” in Threads of Splendor, 162.

0 James G. Harper, “Constantine Fighting the Lion,” in Threads of Splendor, 306-308.
Louis XI1I knew of Urban VIII’s predilection for Constantinian imagery, which likely
informed his decision to present the series to the Cardinal, who had been instructed not to
accept any gifts. The story of the presentation of the tapestries, which was recorded in
the diary of the Cardinal’s secretary, scholar and patron Cassiano dal Pozzi, is retold in
Harper, 308.

“*1 1bid., 306.

2 Other tapestries from Cortona’s additions include wider borders with the Barbernini
coat of arms. See, for example, Constantine Burning the Memorials at the Philadelphia
Museum of Art.
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dialogues, for when the works were relocated to Rome, they inspired a response
predicated upon the self-identification of Urban VIII.

But the tapestries did more than initiate a new artistic and political response to
Rubens’s original designs; they also acted as a catalyst for the establishment of the only
manufactory in seventeenth-century Rome. Instead of sending da Cortona’s cartoons to a
French or Flemish workshop, the Cardinal constructed his own manufactory.
Establishing a manufactory was no small feat, and spoke both to the wealth of the
initiator and also to his ambition.**® In the case of the Cardinal, it has been argued that
his manufactory should be viewed in the context of the competitive nature of wealthy
families rivaling each other for positions in the papal court.*** By establishing a
manufactory in Rome, where there had not been one since the fifteenth century, not only
could the Cardinal provide a resource for images glorifying the Barberini, but he could
also reinforce the position of his family as one of the elite in Italy.

Other ambitious figures tried to advance their positions by establishing
manufactories—sometimes to their peril. Most famously, Nicolas Fouquet, the disgraced
financial minister to Louis XIV, founded his manufactory at Maincy in 1658.

Established to furnish his chateau, Vaux-le-Vicomte, the manufactory was a conspicuous
display of ambition that may have contributed to his downfall.**®> Manufactories were
typically the jurisdiction of royal families and kings and, since Louis XIV’s Gobelins had

not yet been established, this would not have been looked upon favorably. Whatever the

%%3 pascal-Francois Bertrand, “Tapestry Production at the Gobelins during the Reign of
Louis X1V, 1661-1715,” in Threads of Splendor, 341.

4 Harper, 294.

“*° Bertrand, 341-342.



169

cause, Fouquet was imprisoned and his artists, painter Charles Le Brun, architect Louis
Le Vau, and gardener André Le Notre, were reemployed at the Gobelins, which, it has
been suggested, was established in response to Fouquet’s manufactory in Maincy.**°

Louis XIV’s Gobelin manufactory, then, should be viewed as a symbolic display
of his power, perhaps in part a response to the challenge of Fouquet’s manufactory. The
manufactory’s sole purpose was to produce art objects intended to furbish the royal
residences and glorify the king. When Colbert established the Gobelins in 1662, however,
it became the chief avenue for disseminating the royal image, and tapestry production
became the grandest manner in which to achieve that goal.**” These tapestries served as
backdrops for the most important celebrations, notably the coronation ceremonies at
Reims, as is shown in a print of the event (Figure 4.6). Furthermore, from its inception,
one of the primary functions of Louis XIV’s Gobelins manufactory seems to have been as
a source for the production of diplomatic gifts. One of the earliest works produced by
the workshop was The Story of Constantine, designed by Le Brun while he was working
at Maincy, finished at the Gobelins, and then subsequently given in 1668 to Peter
Potemkin, an ambassador from Moscow.**® The famous series The Story of Alexander
provides another compelling example of this practice. These tapestries, designed by Le
Brun, demonstrate the power of Louis XIV through typological comparisons to

Alexander the Great. While the first three sets of the series remained in the possession of

% |pid.

7 See also Peter Burke, The Fabrication of Louis XIV (New Haven: Yale University
Press, 1992).

%8 Bertrand, 343. See also N. Biriukova, “Western European Tapestries in the
Hermitage,” The Burlington Magazine, Vol. 107, No. 749 (Aug. 1965): 413-416.
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the king, subsequent weavings were distributed as diplomatic gifts to, among others, the
Danish king Christian V in 1682 and Duke Leopold Joseph of Lorraine in 1699.**° Prints
after the series, which included written explanations, were also distributed as diplomatic
gifts, therefore broadening the works” exposure and Louis XIV’s legacy through a less
expensive and therefore more accessible medium.*®°

In the socially and politically charged milieu of diplomatic gift exchange,
Maurits’s suggestion that Eckhout’s paintings be used as models for tapestries has a two-
fold significance: first, by becoming a player in a network of patrons for whom tapestries
served as a rarified form of political and social capital, Maurits was attempting to elevate
his own status among an elite group of patrons. Second, Maurits seems to have been
aware of those rulers who desired to participate in this elite network of exchange, which
may have played a role in determining his recipients. The Elector, as discussed above,
wished to establish his own manufactory, a bold assertion of political ambition at a time
when he was exploring colonial expansion. Given Maurits’s close relationship to the
Elector, he likely knew of these aspirations. When, by 1667, the Elector had not yet had
the paintings made into tapestries, Maurits facilitated plans to have them woven by
Maximillian van der Gucht, suggesting again that Maurits had a vested interest in seeing
the works made into tapestries.*®* Maurits also would have been well aware of the fame
of the Gobelins, a fact that likely contributed to his decision to present the gift to Louis

XIV with the instructions that the paintings should serve as models for tapestries and

9 Florian Knothe, Cat. Entry 40, “Battle of Germanicus,” in Threads of Splendor, 370-
372.

“%9 |bid, 371.

%1 Joppien, 325, fn. 153.
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could “decorate a large room.”**® Thus, Maurits’s suggestion that Frederik Wilhelm and
Louis XIV use Eckhout’s paintings as models for tapestries was likely informed by his
knowledge of the rulers’ own resources, and prompted by the allure of having his
Brazilian works woven in this prestigious medium by a famous manufactory. He may
have even anticipated that the king would subsequently distribute the works as gifts. The
following discussion, then, will describe the contents of the series produced after
Eckhout’s works, and will suggest possible reasons for their appeal.

Les Tenture des Indes

Maurits’s 1679 gift to Louis XIV included eight cartoons by Albert Eckhout and,
perhaps, Frans Post, which served as the models for the Old Indies, of which at least eight
sets are known.*®® Of these eight sets, three entered the Garde-Meuble de la Couronne
(Royal Furniture Repository), two went into storage at the Gobelins, one was an official
commission from Malta in 1708, one was a gift to Russian Czar Peter the Great in 1717,
and one set was displayed in the French Academy in Rome.*** It is possible that the

cartoons were the same ones that were used to make the tapestries for the Elector and

21t is possible that Maurits had also intended for Frederik 111 to have Eckhout’s works
made into tapestries, for he writes to him in July of 1654, “Your majesty can, according
to your gracious will, have them copied into other media, because they are true originals
and not to be found elsewhere.” Quoted in Florike Egmond and Peter Mason, “Albert
E(e)ckhout. Court painter,” in Albert Eckhout. A Dutch Artist in Brazil, 124. Originally
cited in Thomsen, 12.

%3 There has been some debate as to whether the cartoons were made by Eckhout and
Post, or whether they were made by French painters. For a summary of the scholarship,
see Bremer-David, “Le Cheval Raye” 23. Currently, scholars generally agree that the
cartoons were made primarily by Eckhout, and perhaps Post, and subsequently retouched,
or restored, by French painters.

%64 See Bremer-David, “Le Cheval Raye,” 22.
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Maurits himself, although this cannot be determined with certainty.*® In light of the fact
that the tapestries produced by Maximillian van der Gucht for Frederik | and Johan
Maurits are now lost, the following discussion of the subject matter of the models
submitted by Maurits and translated into tapestries by the Gobelins will assume the
models for both sets were similar, if not identical.*®®

The cartoons presented to Louis X1V by Maurits became designs for tapestries
titled Le Cheval rayé (The Striped Horse) (Figure 4.8), Les Deux taureaux (The Two
Bulls) (Figure 4.11), L’Eléphant (The Elephant) (Figure 4.12), Le Chasseur indien (The
Indian Hunter), Le Combat d’animaux (the Animal Combat), Le Roi porté par deux
Maures (The King Carried by Two Moors), L’Indien a cheval (The Indian on Horseback)
(Figure 4.13), and Les Pécheurs (The Fisherman).*®” In some cases, these tapestries, like
Eckhout’s paintings, combined representations of Brazilian people, animals, and
vegetation taken from the artist’s direct observation with conventionalized compositions
and motifs of European origin. The Striped Horse, for example, not only illustrates a
rhinoceros and a striped horse intended as a zebra, animals which are not indigenous to
South America, but also relies on antique models and European precedents, most notably

a Greco-Roman marble sculpture of a fallen stallion and an attacking lion, and Albrecht

%85 Whitehead and Boseman identify a document stating that the cartoons included
Maurits’s coat of arms before they were sent to Louis X1V, which suggests that the
cartoons used for The Tenture des Indes were the same as the ones used to weave the
now lost sets made by Maxilimillian van der Gucht. Whitehead and Boseman, 115.
% The OId Indies (1687-1730), which was made after Eckhout’s cartoons, must be
distinguished from the New Indies (1740-1800), which, although based in part on
Eckhout’s concept, was made after designs by Alexandre Francois Desportes (1661-
1743).

7 Bremer-David, French Tapestries & Textiles in the J. Paul Getty Museum (Los
Angeles: The J. Paul Getty Museum, 1997), 10.
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Diirer’s famous rhinoceros woodcut (Figures 4.9 and 4.10).“°® The wild nature of the
subject, which features a jaguar attacking the pseudo zebra, suggests the untamed nature
of this fabricated Brazilian landscape, although such unhindered violence is tempered
through the introduction of recognizable European conventions and motifs.

The abundance of the Brazilian landscapes seems to be a leitmotif throughout the
entire series, as the borders of each weaving seem hardly able to contain the natural
growth represented within. In some cases there are figures reminiscent of Eckhout’s
series in Copenhagen, as in The Elephant tapestry (Figure 4.12), which features
Eckhout’s African Woman, recognizable by her straw hat. She is accompanied by a
child, who, like the vegetation, seems to suggest the fecundity of Brazil.**® As with the
The Striped Horse, the presence of the elephant, who is of course not native to Brazil,
presents a generalized and fantastic image of the exotic, even though it is coupled with
more accurate renderings, such as the owl, perched on the branch above the elephant’s
head, which has been linked to Eckhout’s drawings in the Handbook in Krakow.*"

The Two Bulls (Figure 4.11) focuses on the natural abundance of the land, but also
emphasizes the European role in cultivating and exploiting nature. In the immediate

foreground, two bulls pull a cart loaded with recently harvested vegetation, including

%8 Bremer-David, “Le Cheval Raye,” 24. Bremer-David notes that Diirer’s Rhinoceros
was also present on the frontispiece of Piso and Markgraf’s 1658 publication De Indiae
utriusque re naturali et medica libri quatuordecim, which may have been a more direct
inspiration for the tapestries. Bremer-David, French Tapestries & Textiles in the J. Paul
Getty Museum, 16.

%9 Brienen also makes this suggestion in the context of Eckhout’s series in Copenhagen.
Breinen, Visions of Savage Paradise, see esp. 131-154.

0 For the relationship between the specimens woven in the tapestries and their
counterparts in Eckhout’s drawings and tapestries, see Whitehead and Boseman, 138.
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sugar cane, manioc, cashew fruit, and melon. Behind the cart, two African men carry a
hammock, over which an intricate textile is draped. Visible under the bar of the
hammock and to the left of the palm tree is a sugar mill. On the slope of the hill in the far
background, are the houses of wealthy settlers. The juxtaposition of the bountiful harvest
in the foreground with the sugar mill and the large houses in the background suggests the
role of European intervention in cultivating wealth from the region. In the context of the
Mauritshuis, where a version of this tapestry may have originally hung, this tapestry
would have glorfied Maurits and his good government for the role that he played in
stabilizing the region and making it profitable for the Dutch.

Other tapestries from the series may reference specific events that took place
under Maurits’s rule. The Indian on Horseback (Figure 4.13), for example, shows a
figure holding a pike and wearing a poncho, knee-length pants, and spurs, who is
described in a contemporary inventory as representing a Chilean.*”* This may reference

an expedition led by Dutch Admiral Hendrik Brouwer to Chile in 1643,*"?

although there
has been debate as to whether or not Eckhout was present on this trip and could have
worked up models based on his observation from life, or whether he based them on the
drawings of another artist.*”* In either case, the tapestry may be a specific reference to an

expedition during Dutch occupation, which would more closely link the series to actual

historical events.

"1 Whitehead and Boseman, 113 and 132.

“72 |bid., 59.

3 1bid., 62-62, and 113. They suggest that Eckhout’s works may be based on the work
of Caspar Schmalkalden, a soldier in Brazil between 1642 and 1645.
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In the context of the Mauritshuis, these tapestries would have been a clear
reference to Dutch-occupied Brazil and the former governor-general’s role in maintaining
the colony, especially when seen in conjunction with the Brazilian artifacts, objects and
paintings that were also housed there. Maurits probably also wished that the fruits of his
legacy would be apparent to those who viewed the tapestries in the collections of
Frederik I and Louis XIV. And yet, despite Maurits’s best efforts at self-promotion, the
reproductive nature of tapestry production initiated alternate modes of signification,
transforming the tapestries into facilitators of new colonial dialogues, rather than
reminders of old ones.

Unlike the hangings made after Eckhout’s cartoons, tapestries typically
conformed to previously-established iconographical traditions, like allegories, typologies,
or histories. When there were representations of specimens from the natural world, they
usually worked in the service of one of these programs, as was the case with the designs
by Pieter Boel, a Flemish painter whose drawings from Louis XIV’s menagerie were
used to supplement some of tapestries produced by the Gobelins. In the tapestry July,
from the Months (also called Royal Residences), for example, the birds that occupy the
foreground in front of the balustrade are based on Boel’s designs (Figure 4.7).*™ Thus,
while the presence of the birds and other animals provide a visual elaboration of the

grounds, they also amplify the message of the power of the king through reference to the

74 On Boel, see Elisabeth Foucart-Walter, Pieter Boel, 1622-1674: peintre des animaux
de Louis X1V (Paris: Reunion des musees nationaux, 2001); Paola Gallerani, The
Menagerie of Pieter Boel. Animal Painter in the Age of Louis XIV (Milan: Officina
Libraria s.r.r., 2011).
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royal menageries, a traditional symbol of a ruler’s vast dominion.*”> Eckhout’s paintings,
which feature a slew of Brazilian and African zoological specimens, might also be seen
within this menagerie tradition.

Furthermore, like the tapestries presented to Cardinal Barberini by Louis XIII,
who took advantage of the shared typology of Constantine to appeal to the Italian legate,
Maurits’s gift could also be seen as an attempt to win favor through the presentation of
ethnographic material, which, in the context of his gifting network would appeal to the
ruler’s colonial desires. Maurits’s gifts, then, which had initially functioned as visual
reminders and materializations of his accomplishments in Dutch Brazil, came to embody
the aspirations of a disparate group of elite European powers when they were
relinquished as gifts.

The Mobility of the Ethnographic Gift: Gifting and ““Re-gifting”” the Indies

The Old Indies, which was reproduced on commission and given as gifts, exemplifies the
dynamic afterlife of exchanged objects and the social mechanisms that facilitated their
mobility. The circulation of these objects also draws attention to the often-overlooked
practice of “re-gifting,” whereby objects that are received as gifts are subsequently given
to someone else. A tapestry series commissioned by the States-General for Charles V in
1527 provides an intriguing example of this practice (Figure 4.4). The series, titled The
Battle of Pavia, which pictures a decisive Hapsburg victory, was clearly intended to

flatter the recipient, demonstrating the manner in which gifted tapestries could be

*5> On the relationship between zoological representations in tapestries and natural
history in the second half of the sixteenth century, see Carmen Cramer Niekrasz, “Woven
Theaters of Nature: Flemish Tapestry and Natural History, 1550-1600,” (PhD
dissertation, Northwestern University, 2007).



177

customized for different clients. Interestingly, the gift came with a concerned note from

the States General, which expressed the hope that the tapestries would not be given away

as had their previous gifts.*’® Although this note has been characterized as “touching,™*"”

it is in fact a revealing statement about gift-giving in the early modern period: the
subsequent life of gifts could extend far beyond the intended recipient, as Maurits’s gifts
will also demonstrate. The Hapsburgs were certainly not the only ones guilty of re-
gifting: in 1610 States-General presented four tapestries woven with gold to Prince Henry
of Wales, which they had previously received as gifts from Sultan Mulay Zaidan of
Morocco during diplomatic and trade negotiations the year before.*’®

Tapestry cartoons provided an exceptional and convenient opportunity for re-
gifting since, as long as the models existed, multiple sets could be made. And although
wealthy patrons might commission a set of tapestries based on custom designs with

iconographies related to the patron, as was the case with Louis XIV and his History of the

#7% 1ain Buchanan, “Invasion of the French Camp and the Flight of the Women and
Civilians,” in Tapestries in the Renaissance. Art and Magnificence, 321-328.

Buchanan’s entry recounts a 1531 meeting of the Estates General in Brussels, an event
that was originally cited in Louis-Prosper Gachard, “Articles originaux des anciennes
assemblées nationales de la Belgique,” Revue de Bruxelles 3 (November, 1839): 33-34.
Gachard’s account, which summarizes an entry in Registre des Résolutions des Etats de
Brabant (Brussels, 1790), does not indicate the content of the previous gifts that had been
given away.

" Buchanan, 323.

*78 On Dutch-Moroccan negotiations, see A.H. de Groot, The Ottoman Empire and the
Dutch Republic. A History of the Earliest Diplomatice Relationss 1610-1630
(Leiden/Istanbul: Nederlands Historisch-Archaeologisch Instituut, 1978), 92-98. See also
Joneath Spicer, ed. Revealing the African Presence in Renaissance Europe (Baltimore:
The Walters Art Musem, 2012), 90, 103; Nabil Matat, In the Lands of the Christians.
Arabic Travel Writing in the Seventeenth Century (New York and London: Routledge,
2003), especially 35-38, which describes Ahmad bin Qasim’s visit to The Hague and an
exchange with Stadholder Maurice.



178

King, it was far more common for preexisting models to be used multiple times for
subsequent commissions, for the nature of tapestry production allowed for slight
modifications to the works without significant additional cost. In some instances, popular
designs would be copied and woven in various manufactories, as was the case with
Raphael’s famous design for the eight tapestries comprising the Acts of the Apostles.
Originally designed for Pope Leo X around 1515 and woven in Brussels between 1517
and 1521, the designs for these tapestries were also copied in Flemish, French and
English manufactories over the course of three centuries.*’ In such cases, while the
central image typically remains faithful to the original design, the borders are often
altered or elaborated, and, significantly, the new owner’s coats of arms added to the
border. This is the case in the copies made after Raphael’s designs for Charles I: the
artist, Francis Clein, added a new elaborate border that included Charles I’s coat of arms
along the top border (Figure 4.14).%%°

From the outset, the Old Indies series was subject to border modifications.
Perhaps in reference to the cartoons sent to Louis XIV, Jacob Cohen, Maurits’s financial
agent makes the following comment in a 1678 letter: “the coat of arms, which are above,
are not those of the Elector but of Your Grace.”*®! Not only does this document strongly
suggest the existence of two sets prior to the gift to Louis X1V, but it also demonstrates

the common practice of altering tapestry borders with the new owner’s coat of arms.

This practice is also seen in some of the borders of the extant Old Indies, which all

419 \Wendy Hefford, “The Miraculous Draft of Fishes,” in Threads of Splendor, 184.
%9 |pid, 186-187.
L This 1678 letter is cited in Whitehead and Boseman, 110.
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exhibit an acanthus leaf design intended to mimic a picture frame. In some cases, the top
border will bear a coat of arms, as is the case in Le Cheval Rayé at the Getty, which
features the arms of the family Camus de Pontcarré de Viarmes de la Guibourgere
(Figure 1.25).*% The set commissioned for Malta, on the other hand, displays the coat of
arms of Grand Master Ramon y Roccaful Perellos. Some sets reveal no coat of arms,
which is the case with a set in the Mobilier National.*®*

The copies of the Old Indies made after Eckhout’s designs demonstrate a variety
of functions: they became part of the state-run French collection, they were given as
important diplomatic gifts, and they were available for reproduction on commission.
Thus, although the works were originally commissioned to honor Maurits’s Brazilian
legacy, the subject matter was malleable enough to appeal to a broad range of patrons.
Of particular interest in this context is the series made on commission for Grand Master
Perellos of Malta, for it is the only complete set that still hangs in its original location, the

Supreme Council Chamber of the Grand Master’s Palace of the Order of Saint John

82 Bremer-David, 21. Unlike other versions of this design, the Getty’s has been
extended on either side to include other figures.

83 Although the extant cartoons for the Old Indies do not have borders, the weavings do.
There are two primary variations of the Old Indies: Grandes Indes and Petites Indes,
which are slightly smaller. The Grandes Indes features a simple acanthus leaf border, as
in the Malta set. A coat of arms is added, it seems, in the case of a commission, as with
the Malta series and Le Cheval Rayé at the Getty. The Petites Indes, which includes the
series at the French Royal Academy in Rome, feature borders with the French royal arms
and monogram. See Whitehead and Boseman, 120-121.



180

(Figure 4.16).*** Perellos was well known for his artistic patronage in Malta. In addition
to the tapestries that decorated the Council Chamber, he had previously commissioned
tapestry sets based on New Testament designs by Peter Paul Rubens and Nicolas Poussin
to decorate the Co-Cathedral of St. John of Valetta.”®> As Grand Master, Perellos was
charged with the task of maintaining the mission of the order, which was to defend and
spread Christianity. A tapestry included in the series in St. John underlines the
importance of this mission (Figure 4.17).*®® Here Perellos is shown seated on a throne
with his coat of arms woven across the uppermost border. He is flanked on the left by a
winged personification of the Order’s might, who stands in front of the mast of a ship and
whose foot rests on a non-European slave, which suggests the importance of the Order’s
naval fleet in defeating the “infidel.”*®’

Much of the decoration in the Grandmaster’s palace reflects this mission.*®
Located in the Hall of the Supreme Council in the Grand Master’s Palace in Valletta, the

Great Siege (Figure 4.20), a fresco cycle painted by the Italian artist Matteo Perez

84 On the Malta tapestries, see Madelein Jarry, “The 'Tenture des Indes' in the Palace of
the Grand Master of the Order of Malta,” The Burlington Magazine 666 (1958): 306-311;
Dominic Cutajar, “The Gobelins in the Supreme Council Chamber,” in Palace of the
Grand Masters in Valletta, ed. Albert Ganado (Valletta, Malta: Fondazzjoni Patrimonju
Malti, 2001); Grazzini in Threads of Splendor; and more recently, Klatte, “New
documentation for the “Tenture des Indes’ tapestries in Malta,” Burlington Magazine 153
(July 2011): 464-469.

% Klatte, 469.

% |bid.

87 bid.

*88 For a discussion of the Order’s mission and decorative program in relation to
Caravaggio’s Beheading of St. John in the Oratory of S. Giovanni Decollato in the
Conventual Church of St. John in Valletta, see David Stone, “The Context of
Caravaggio’s ‘Beheading of St. John’ in Malta,” Burlington Magazine Vol. 139, No.
1128 (Mar. 1997): 161-170. More recently, see Stone and Keith Scriberas, Caravaggio:
Art Knighthood and Malta (Malta: Midsea Books, 2006).
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d’Alccio some time between 1576 and 1581, pictures the famous Ottoman attack on
Malta in 1565.%% Separated by allegorical figures and illusionistic architecture, each
scene represents a significant moment in the battle from the Turkish point of view. By
suggesting the strength of the Turkish invaders, who are distinguished by their dress,
especially their head gear, the artist demonstrates the “Order’s resilience in the defense of
Christendom.”**® This cycle demonstrates how the palace’s decorative scheme
communicates the strength of the Order and its mission through the alterity of opposing
factions. The Old Indies series should be seen within this ideological framework, which
is grounded in religious and cultural othering.

Although based on Eckhout’s original cartoons, the tapestries commissioned for
the Grand Master’s palace are slightly, but significantly, altered. First of all, The
Elephant and the Indian have been split into two tapestries, bringing the total for the
series to ten, instead of eight. Also, as with Perellos’s tapestry in St. John’s, the
Grandmaster’s coat of arms was added to the upper border. As mentioned above, this is
not an unusual addition in commissioned works; however, its effect is to enforce a visual
link between the patron and the subject matter, thereby distancing the ideological
significance of the series from its original context. Of the other changes made to the
series, the most significant is the weaving of additional smaller tapestries to hang over
doors and windows. These tapestries contained larger versions of Perellos’s coat of arms,

flanked by chained prisoners.

89 On this fresco, see Antonio Espinosa Rodriguez, “The Great Siege Fresco by Perez
D’Aleccio” in Palace of the Grand Masters in Valletta, 55-70.
% Ipid., 56.
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It is essential that the tapestries be considered in the context of the larger pictorial
program of the room, for the tapestries hang underneath paintings of the Order’s naval
victories against the Ottomans. These paintings, which are separated by allegories of the
Christian virtues enclosed in painted architectural niches, visualize a conflict based on the
opposition between Christian and non-Christian forces. Although the tapestries hanging
below represent peaceful scenes (with the exception of those that feature animal
combatants) the subjects’ alterity is made conspicuous by their juxtaposition with the
paintings. In the context of the Council Room’s decorative scheme, then, the tapestries
come to support the iconographical program of the Knights of Malta, and no longer act as
visual reminders of Maurits’s role in Dutch Brazil, thereby marking a narrative shift from
their original signification. Although the ideological foundations in each case are based
on the shared typologies of cultural difference, for the Order this visual othering is more
closely linked to the defense and spread of Christianity than colonial expansion.

Less than ten years after the commissioned works arrived in Malta, a copy of the
Old Indies was presented as a gift to Russian Tsar Peter the Great when he visited Paris
in 1717. The occasion of the tsar’s visit was diplomatic: in an effort to end the long
Northern War with Sweden, which was being fought over Baltic Sea trading rights, Peter
hoped to convince France to enter into an alliance with Russia, promising that Poland
would also join as an ally. The Franco-Prussian-Russian pact would ensure that Sweden
no longer received financial support from France; in exchange, France would gain an
eastern European ally. In addition to his diplomatic efforts, however, the Russian tsar

spent a great deal of time exploring the French city, touring the palace, gardens, and,
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significantly, the Gobelins workshop, which he visited twice. Prior to his visit to Paris,
Peter had already recruited French weavers to come to Russia with the aim of setting up a

manufactory, so his interest in the Parisian workshop is not surprising.***

It was during
one of these visits that Peter was offered the chance to choose, as gift from the king, from
the workshop’s tapestries. He chose the Old Indies and a New Testament series.**?
Although Peter’s 1717 visit to Paris was his first, diplomatic entourages had
previously explored the city in the latter part of the seventeenth century and had likewise
brought back tapestries from the Gobelins, setting a precedent for the practice. *** The
emulation of the French court seems to have been advanced especially by A. A. Matveev,
one of Peter’s ambassadors in the early part of the eighteenth century who had made
diplomatic missions to Paris between 1705 and 1706, taking careful notes on French art
and culture during his stays.*®* Upon returning to Russia, he remained an important part
of Peter’s circle and likely an influential force in founding the Russian Academy years
later, which was based on the French model.*® It is only with Peter the Great, however,

that the “Europeanization” of the Russian visual arts, according to James Cracraft,

became fully realized.**® The Old Indies series seems to have played an important role in

91 N. Iu. Biriukova, “Western Tapestries in the Hermitage,” Burlington Magazine, Vol.
107 (Aug. 1965): 415.

%92 1bid. The New Testament series was woven by Jean Lefebvre after pictures by Jean
Jouvenet.

93 |bid. 1668 and 1687 delegations also returned with tapestries.

494 James Cracraft, The Petrine Revolution in Russian Imagery (Chicago: University of
Chicago Press, 1997), 145-46.

“% |bid., 146.

% |bid. See also Cracraft The Petrine Revolution in Russian Archiecture (Chicago,
University of Chicago Press, 1988); and The Petrine Revolution in Russian Culture
(Chicago: University of Chicago Press, 2004).
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this realization, as it prompted the establishment of the St. Petersburg manufactory,
which was galvanized both by Peter’s observations of the Gobelins workshop and by the
quality of the weavings with which he returned. Unfortunately, neither the original
weaving by the Gobelins nor the copies made after them survive. Hung in the Winter
Palace in St. Petersburg, the French weavings were all but destroyed by a fire in 1837.%%
For the Russian tsar, the significance of the French gift of the Old Indies was both
diplomatic and artistic. On the one hand the gift symbolized a tentative bond between the
French crown and the emerging Russian power, who were bound in a relationship based
on the honor of the gift. On the other hand, the tapestries symbolized a burgeoning
artistic growth in Russia that was becoming more closely connected to western European
trends, initiated in the reign of Peter the Great.**® Their inalienabilty from the French
manufactory was an essential component of their success, which was reinforced by the
French weavers who would be employed in the Russian manufactory and by the general
preference for French art and culture prior to and after their arrival. The “re-gifting” of
luxury objects, therefore, was not only an essential mechanism for circulating luxury
goods, but it also became a means by which objects could initiate new dialogues. Thus,
in contrast to the commissioned copies in Malta, which became alienated from the French
court when they were reintegrated into a visual program projecting the ideological
mission of the Knights of Malta, the “re-gifted” tapestries in St. Petersburg became

agents in constructing an emulative political identity for the Peter the Great that was

dependant upon their inalienbility from the French court.

7 Grazzini, 393.
498 See Cracraft, The Petrine Revolution in Russian Imagery.



185

By tracing the paths of the tapestries made after Eckhout’s cartoons, which
extended from The Netherlands to France, Malta and Russia, we are offered a glimpse
into an elite network in which these objects would play an integral role. For, as discussed
above, the prohibitive cost of tapestry manufacture significantly limited access to those
with means; thus, when Maurits suggests that Louis XIV use the works as models for
tapestries, he narrated designs for an exclusive network that dealt in paradigms of wealth
and power. But the above discussion also demonstrates how the objects themselves were
invested with meaning that could be used to initiate alternate dialogues amongst the
players of these elite social networks. Eckhout’s cartoons, which visualize a land rich
with abundant resources available for cultivation and exploitation, found their place in a
privileged network of patrons, who were characterized by a desire for images and objects
that could express notions of princely power and global dominance through such
symbolic constructs. The cartoons, which are necessary components of this elite tapestry
tradition, thus embody these institutions and perpetuate Maurits’s sentiments, but they
also transcend his original message by initiating new colonial dialogues in their

subsequent contexts.

Part I11: Object Agency and the Ethnographic Gift

As the above discussion suggests, the ethnographic gift is, above all else, characterized
by its mutability, a trait that is showcased as the gifts travel between patrons, responding
to and initiating novel dialogues. Unlike Brienen and Spenlé, who suggest that Maurit’s
gifts were transformed into generalized representations of the exotic when they left

Maurits’s possession, | have argued that these works inspired new dialogues which,
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although linked to the circulation of exotic objects, were constantly renegotiated
according to their new circumstances.*®® Like other gifts, ethnographic gifts have the
capacity to shape relations, although the parameters of their significance are
circumscribed within a diverse discourse of colonial expansion, natural history, and
exotica. As the following discussion will demonstrate, when Maurits gave away his
Brazilian images and artifacts to Frederik Wilhelm, Frederik 111 and Louis XIV, he
catapulted his collection into a state of perpetual renegotiation, characterized by
momentary connections and oscillations of alienability. The narrative shifts that are
activated by the objects’ translocations emphasize the importance of geographic and
temporal distance as meaningful factors in exchange.

Although the reciprocity of exchange temporarily bound Maurits to the recipients
of his gifts, his inalienbility was frequently challenged by the subsequent physical
alterations enacted on or initiated by the objects themselves. Take for example, the
hundreds of loose oil sketches and watercolors by Eckhout in Krakow, works which were
the models for many of the illustrations in the Historia, and may have also aided in the
creation of the tapestry cartoons and ceiling paintings in the Mauritshuis before they were
presented to Frederik Wilhelm as gifts in 1652.°® Once in the possession of the Elector,
his court physician, Christopher Mentzel, pasted the drawings into a notebook and

labeled each one according to information he found in the Historia; in some cases, the

1M

99 Brienen, Visions of Savage Paradise, 204; Spenlé, “’Savagery and Civilization’.
500 :
Ibid., 68.
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drawings were cut down to fit a standard paper size.>®™ Menzel’s dedication to the first
volume of the collection is as follows:

When our Prince Maurice of Nassau, conqueror of Brazil, did bring with him a

collection of paintings of Brazil’s natural things, incomplete, however, and in

detail lacking, Thou [Frederik Wilhelm], not content with thy splendid feats,
wished, as a complement to thy achievements, that all be compiled and classified
in those four volumes.>®
Although credited as the “conqueror of Brazil” in this dedication, Maurits’s role is
challenged by the Elector, who was compelled to catalogue Maurits’s seemingly
incomplete visual record. When Menzel physically manipulated the drawings, cutting
them down, binding them in volumes, and supplementing them with text, he left a visual
trace of ownership that distanced Maurits from the works.

Eckhout’s series of paintings in Copenhagen was also physically altered after
Maurits presented it as a gift to Frederik I11. 1t will be recalled that Eckhout’s signature,
along with the date and location (“Brasil”’) was added to the canvases at some point after
their completion, a fact that has led many to question their original site of production (see
chapter one). Reframing the issue to address the notion of object agency, however,
allows us to ask other questions: what is it about the paintings that prompted someone,
either Eckhout or a subsequent owner, to add the labels? Put another way, how did the
paintings act as agents in their own re-identification? These additions suggest the
authority that the images once exerted in Brazil was no longer viable in a European

context, so their content had to be explained and amended. The mimetic appearance of

the paintings demanded the need for precise documentation, even if the images were

> Ipid., 50.
%92 Quoted in ibid., 68.
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rooted in traditional iconographies of the exotic. Additionally, amending the paintings
with the artist’s signature, date, and location, prioritizes Eckhout as the primary witness,
which validates the authenticity of the paintings, but also—once again—alienates Maurits
and his connection to the works.

As the above examples demonstrate, the Brazilian objects that Maurits presented
to his powerful contemporaries shaped and were shaped by the constitution of the
subsequent networks into which they would be received, two distinct, but not mutually
exclusive groups: an elite network characterized by a desire for objects that could express
notions of princely power and global dominance through symbolic constructs such as
kunstkammers, libraries, and manufactories; and a related group united by an interest in
travel, exploration, and the study of natural history. Given the distinctive nature of these
networks, the exchange of ethnographic material among powerful European elites in the
early modern period should be understood as a discrete mode of exchange, available to a
limited few who were in the position to express notions of actual or symbolic global
power through the visualization of colonial dominance or princely collecting.

Exchanged ethnographic objects, therefore, although initially inalienble from the
gift-giver, are later transformed in subsequent contexts and iterations. For example,
when Maurits asserts that Eckhout’s Copenhagen series is made after life, he validates the
paintings as authentic and appropriate images from which to obtain information about the
people of Brazil. The original iconographic meaning invested in the series, which seems
to have been meant to honor Maurits, is not mentioned, nor is it unambiguously

embedded in the fabric of the paintings, the proof of which lies in the fact that the content
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of the paintings continues to inspire new possibilities for interpretation. Although the
series may periodically lose its connection to Maurits, especially after his portraits were
separated from it, the ordering of the people of Brazil according to their perceived level
of civility remains embedded in its compositional structure. Without Maurits’s portraits
to provide circumstantial meaning, the series instead becomes enveloped in
epistemological paradigms associated with the kunstkammer, which has the effect of
normalizing a hierarchical structure initiated by European ideologies. Furthermore, while
the series may have once facilitated a competitive dialogue between Frederik I11 and his
neighbor Frederik of Gottorp, it has since been recast to elicit alternate conversations
between ethnographers, anthropologists, art historians, museum visitors, and others. The
vacancy left by Maurits’s portraits, therefore, can be filled by the implied presence of
many subsequent viewers, of which Frederik I11 was only the first. So although Maurits
may have originally wished to enhance his prestige by distributing a visual record of his
accomplishments in Brazil, his dissemination of the series continued to inspire new
dialogues that, at times, neglected to acknowledge his role in the former Dutch colony.
Paradoxically, then, the geographical and temporal distance initiated by Maurits’s gift
presentations played an important role in articulating his periodic alienation from a body

of works that have simultaneously ensured his enduring legacy.
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EPILOGUE:
Eckhout’s Copenhagen Series: Past and Present

Given the success of Maurits’s Brazilian tenure and the popularity of Eckhout and Post’s
Brazilian paintings in the seventeenth century, it should come as no surprise that Maurits
and his artists continue to generate contemporary interest. The majority of my
dissertation has dealt with how seventeenth- and early eighteenth-century Europeans
received these works, and how the objects themselves inspired new dialogues for the
European audiences who viewed them. Taking into account the importance of object
agency to this study, it seems appropriate, by way of conclusion, to consider briefly how
these objects have recently initiated new meanings in the context of the country where
they were likely produced: Brazil. Albert Eckhout’s Copenhagen series, which has
traveled to Brazil in recent times, presents an exceptional opportunity to consider the role
that mobility plays in negotiating meaning.

As | have tried to demonstrate in the previous chapters, gifting and “re-gifting”
challenge the permanence of inalienability: as traveling, social objects, these works
initiate new dialogues in response to both their physical environment and a shifting,
sometimes temporary, network of circumstances. The capacity of exchanged
ethnographic images and objects to initiate alternate dialogues is perhaps best expressed
in an early eighteenth-century tile panel at the Rijksmuseum, which incorporates a
reference to Eckhout’s Copenhagen works as an isolated motif (Figure 5.1). Eckhout’s
African woman, recognizable by her hat, is pictured enjoying a stroll in an otherwise

Chinese setting. No longer a reference to the transatlantic population that comprised
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much of Dutch Brazil, the woman has transcended her Dutch-Brazilian origins, becoming
instead a salient cultural marker of the exotic.

Even today, Eckhout’s Brazilian works continue to exist in a perpetual state of
renegotiation, especially if we shift our focus back towards Brazil. For example, when
some of Eckhout’s Copenhagen figures were shown in the 1998 Sao Paulo Bienal, artistic
director Paulo Herkenhoff wrote the following:

Brazil is formulated as a plural society comprised of multiple ethnic encounters.

Albert Eckhout was the first to register the iconography of this process...This

process of cultural encounter lies at the source of the modernist formulations about

Brazil’s identity, in terms of a society formed by the attributes, plots, and encounters

among Europeans, natives and Africans of the slavery Diaspora.”*®
Here Eckhout is adopted as the progenitor of the cultural plurality for which Brazil is
famous, his works becoming a symbol for a modern national identity, rather than a
reminder of Maurits’s accomplishments. Four years later, all twenty-four paintings from
Eckhout’s Copenhagen series traveled to Brazil for the first time in an exhibition titled
Albert Eckhout Returns to Brazil, which traveled from Recife, to Brasilia and Sao Paolo.
In celebration of the event, a series of commemorative stamps was issued under the
heading “Brazilian Ethnography,” another reminder of the ways in which—as with the
Old Indies—reframing and reproducibility can facilitate new epistemological discourses
and encourage broad geographic trajectories (Figure 5.2). Even more recently, in the

spring of 2012, Brazilian fashion designer Adriana Degreas re-appropriated Eckhout’s

series in order to visualize a narrative that reflects contemporary Brazilian popular

> Quoted in Albert Eckhout Returns to Brazil, 1644-2002, 20. Originally from Paolo
Herckenhoff. General Introduction in Fundacao Bienal de Sao Paolo 1998, Nucleo
historico: antropofagia e historias de canibalismos (Sao Paulo: Fundacao Bienal de Sao
Paulo, XXI1V Bienal de Sao Paulo, 1998), 40.
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culture. The clothing, Degreas says, is inspired by, “the Brazilian divas from the 70s and

20 _a far cry

77

their “‘chic way of being’” embodying “sophistication with a tropical twist
from Barlaeus’s 1647 assessment of the paintings, which he believed would be
“remembered by later generations, so that when these specimens had perished there
would still be images revealing the marvels of the New World.”% Not only are these
contemporary examples salient reminders of the works’ ability to inspire new dialogues
among disparate groups of viewers, but they also speak to the shifting trajectories
initiated by gifting and re-gifting, the temporality of inalienbility, and the momentary
connections that inform dialogues of exchange.

It is not likely that Maurits could have foreseen how his gift to Frederik 111 would
both secure his legacy—which it undoubtedly did—and simultaneously initiate his
periodic alienation. In fact, the conspicuous absence of any mention of Maurits in
Herckenhoff and Degreas’s remarks cited above brings to mind Annette Weiner’s
prescient caution: gift exchange, she argues, is “inherently dangerous because a person
not only gives away material things, but a measure of his or her identity.”**® At the end
of his life, Maurits may have sensed that in giving away his Brazilian collection he may
have also forfeited part of his identity, for he tried to retrieve Eckhout’s Copenhagen

series from the Danish King.>®" Although his request was denied, he did order smaller

scaled copies of the works, which are now lost. This story acutely demonstrates the

>4 | am grateful to Paul Fitzgerald, an undergraduate student at Massachusetts College of
Art and Design, for bringing Degreas’s designs to my attention.

°% Barlaeus, 298.

°% \Weiner, “Inalienable Wealth,” 224.

> For a recounting of this request, see Brienen, Visions of Savage Paradise, 207.



193

agency of objects and their ability to alter the present: by trying to reclaim images of a
forfeited past, Maurits asserted the power of images to recreate history and restore an

identity he may have feared had already been forgotten.
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CHAPTER |
FIGURES

Figure 1.1.  Johan Maurits of Nassau-Siegen with motto Qua patet orbis, engraving,
from Rerum per Occentium (Amsterdam, 1647)

Figure 1.2.  After Frans Post, Boa Vista, engraving, from Rerum per Occentium
(Amsterdam, 1647)
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Figure 1.3.  After Frans Post, Vrijburg Palace, engraving, from Rerum per Occentium
(Amsterdam, 1647)

Figure 1.4.  Caspar Barleus, Plan of Vrijburg, engraving, from Rerum per Occentium
(Amsterdam, 1647)
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Figure 1.5.  Frontispiece, woodcut, reproduced in Georg Marcgraf and Willem Piso,
Historia Naturalis Brasiliae (Amsterdam, 1648)
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Figure 1.6.  Albert Eckhout, Tapuya/Tarairiu Woman, oil on canvas, 1641 (National
Museum, Copenhagen)
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Figure 1.7.  Albert Eckhout, Tapuya/Tarairiu Man, oil on canvas, 1641 (National
Museum, Copenhagen)
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Figure 1.8.  Albert Eckhout, Tupinamba/Brasilian Woman, oil on canvas, 1641
(National Museum, Copenhagen)
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Figure 1.9.  Albert Eckhout, Tupinamba/Brasilian Man, oil on canvas, 1643 (National
Museum, Copenhagen)



201

Figure 1.10.  Albert Eckhout, African Woman, oil on canvas, 1641 (National Museum,
Copenhagen)
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Figure 1.11.  Albert Eckhout, African Man, oil on canvas, 1641 (National Museum,
Copenhagen)
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Figure 1.12.  Albert Eckhout, Mameluke Woman, oil on canvas, 1641 (National
Museum, Copenhagen)
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Figure 1.13.  Albert Eckhout, Mulatto Man, oil on canvas, c. 1643, (National Museum,
Copenhagen)
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Figure 1.14.  Albert Eckhout, Still Life with Watermelons, pineapple and other fruit, oil
on canvas, c. 1640 (National Museum, Copenhagen)

Figure 1.15.  Albert Eckhout, Still Life with Manioc, oil on canvas, c. 1640 (National
Museum, Copenhagen)
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Figure 1.16  Albert Eckhout, Still Life with Vegetables, oil on canvas, ¢. 1640 (National
Museum, Copenhagen)
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Figure 1.17.  Albert Eckhout, Tapuya Dance, c. 1640, oil on canvas, 1641 (National
Museum, Copenhagen)

Figure 1.18. Frans Post, View of the River Sao Francisco, oil on canvas, 1639 (Musée
du Louvre, Paris)
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Figure 1.19. Frans Post, The Ox Cart, oil on canvas, 1638 (Musée du Louvre, Paris)
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Figure 1.20. Frans Post, Landscape with Plantation House, oil on canvas, 1652
(Rijksmuseum, Amsterdam)
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Figure 1.21. Jan van Kessel, America (detail) from the cycle The Four Parts of the
World, oil on copper, 1666 (Bayerische Staatsdemaldesammlung, Munich)
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Figure 1.22. Jacob van Campen, Triumphal Procession with Treasures from East and
West, oil on canvas, c. 1650-51 (Huis ten Bosch, The Hague)
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Figure 1.23.  Zacharias Wagener after Albert Eckhout, African Man, ca. 1641 in his
Thierbuch, watercolor on paper (Kupferstich-Kabinett, Staatliche
Kunstsammlung, Dresden)

Figure 1.24.  Zacharias Wagener after Albert Eckhout, African Woman, ca. 1641 in his
Thierbuch, watercolor on paper (Kupferstich-Kabinett, Staatliche
Kunstsammlung, Dresden)



213

Figure 1.25. Gobelins manufactory, Le Cheval Rayé from the Old Indies series, ca.
1690-1730 (J. Paul Getty Museum, Malibu)
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Figure 1.26.  Attributed to Albert Eckhout, Portrait of an envoy from the kingdom of
Congo, probably Don Miguel de Castro, oil on canvas, ¢.1643-1650
(National Museum, Copenhagen)
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Figure 1.27. Attributed to Albert Eckhout, Portrait of a young man with an elephant
tusk in his hands, probably a servant of Don Miguel de Castro, oil on
canvas, c. 1643-1650 (National Museum, Copenhagen)

Figure 1.28.  Atributed to Albert Eckhout, Portrait of a young man with a decorated
box in his hand, probably a servant of Don Miguel de Castro, oil on
canvas, c. 1643-1650 (National Museum, Copenhagen)
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CHAPTER I
FIGURES

Interior of Great Hall on the first floor during reception of King Charles I,
engraving after Jacob Toorenvliet, 1660, reproduced in Abraham
Wicquefort, A relation in form of journal of the voiage and residence
which the most excellent and most mighty prince Charles the 11 (The
Hague: Printed by Adrian Vlack/The Getty Research Institute)

Figure 2.1.
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Figure 2.2.  Jan de Baen, Portrait of Johan Maurits, oil on canvas, c. 1668-1670 (The
Hague, Mauritshuis)
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Figure 2.3.  Minerva Tritonia in the amphitheater, Cleves, photograph reproduced in
Johan Maurits van Nassau-Siegen, 1604-1670 (The Hague, 1979)

Figure 2.4.  Photo of the Klencke Atlas, image from
http://www.bbc.co.uk/programmes/b00s64f4.html
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Figure 2.5.  Cortés receives Moctezuma’s present. Florentine Codex, c. 1570, Book
12, fol. 8v (Medicea Laurenziana Library, Florence)
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CHAPTER Il
FIGURES

Figures 3. 1. Zacharias Wagener after Albert Eckhout, Tapuya/Tarairiu Woman, ca.
1641 in his Thierbuch, watercolor on paper (Kupferstich-Kabinett,
Staatliche Kunstsammlung, Dresden)
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Figure 3.2.  Theodor de Bry, Frontispiece, from Grands Voyages, Part Il1, engraving,
(Frankfurt, 1592)
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Figure 3.3.  Jean de Léry, Brazilian Couple with a Child, from Historie d’ un voyage,
woodcut (A La Rochelle: Pour Antoine Chuppin, 1578)
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Figure 3.4.  Abraham Ortelius, Frontispiece, from Theatrum Orbis Terrarum,
engraving (Antwerp, 1571)
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Figure 3.5.  Albert Eckhout, African Woman on Beach, from Theatrum, vol. Il1, oil on
paper, ca. 1641, (Krakow, Biblioteka, Jagiellonska)
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Figure 3.6.  Goswijn van der Weyden, Donation of Kalmthout (Virgin with a Donor
Couple), oil on panel, 1511-1515 (Staatliche Museen, Berlin)
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Figure 3.7.  Govaert Flinck, Marcus Curious Dentatus preferring Turnips to Gold, oil
on canvas, 1656 (Royal Palace, Amsterdam)
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Figure 3.8.  Ferdinand Bol, Phyrrhus and Fabricus, oil on canvas, 1656 (Royal Palace,
Amsterdam)

Figure 3.9.  Ferdinand Bol, Elisha Refusing the Gifts of Naaman, oil on canvas, 1661
(Amsterdam Historical Museum, Amsterdam)
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Figure 3.10. West Tympanum (shown in reverse), Amsterdam Town Hall (now Royal
Palace), engraving by H. Quellinus in Afbeelding van’t stadt huys van
Amsterdam: in dartigh coopere plaaten (Images of the City Hall of
Amsterdam in 30 engravings (Amsterdam, 1665)
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Figure 3.11. Johannes de Laet, Frontispiece, Beschrijvinghe van West-Indien,
engraving (Leiden, 1630)



230

Figure 3.12. Theodor de Bry, Discovery of America, from Grands Voyages, engraving,
(Frankfurt, 1592)
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Figure 3.13. Vasco Fernandes, Adoration of the Magi, oil on panel, 1501-6 (Museu de
Grao Vasco, Viseu, Portugal)
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Figure 3.14a. The Humboldt Cup, carved coconut, silver mount, 1648-53 (detail)
(Private Collection)

Figure 3.14b. The Humboldt Cup, carved coconut, silver mount, 1648-53 (detail)
(Private Collection)
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Figure 3.14c. The Humboldt Cup, carved coconut, silver mount, 1648-53 (detail)
(Private Collection)
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Figure 3.15. Jan Swart, Adoration of the Magi (detail), oil on panel (Bob Jones
University, Greenville, South Carolina)
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Figure 3.16. Details of Figures 3.15, 1.10 & 1.22

Figure 3.17.  Peter Paul Rubens, Minerva Protects Pax from Mars (Peace and War), oil
on canvas, after 1638 (National Gallery, London)
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CHAPTER IV
FIGURES

Figure 4.1.  Unknown artist, Medal commemorating voyage to Guinea, silver, 1681
(National Maritime Museum, Greenwich, London)

Figure 4.2.  The Secular Hierarchy in Adoration, from the Triumph of the Eucharist
tapestry series, based on designs by Peter Paul Rubens; woven in the
workshop of Jan Raes I, ca. 1626-33 (Patrimonio Nacional, Monasterio
de las Descalzas Reales, Madrid)
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Figure 4.3.  Jan Mytens, Marriage of Elector Frederik | to Louise Henritte of Orange
Nassau in 1646, oil on panel (Musée des Beaux Arts, Rennes)

Figure 4.4.  Invasion of the French Camp and the Flight of the Women and Civilians
from the seven-piece set The Battle of Pavia, designs by Bernaert van
Orley, ca. 1526-28, woven in the Dermoyen workshop in Brussels, ca.
1528-31 (Museo di Capodimonte, Naples)
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Figure 4.5.  The Battle of the Milvian Bridge from a six-piece set of The Story of
Constantine, designed by Peter Paul Rubens, 1622; border design
attributed to Laurent Guyot, ca. 1622-23, woven in the Faubourg Saint-

Marcel workshop, Paris, ca. 1623-27 (Kunstkammer, Kunsthistorisches
Museum, Vienna)

Figure 4.6. By Jean Le Pautre, The Coronation of Louis XIV at Reims, June 7, 1654,
etching, 1655 (The Metropolitan Museum of Art, New York)
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Figure 4.7. July from the Months or Royal Residences, designs and cartoons by
Charles le Brun and associates, woven at the Gobelins Manufactory, Paris,
ca. 1670-80 (Mobilier National, Paris)
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Figure 4.8.  Le Cheval Raye (the Striped Horse), from the Anciennes Indes series, after
Designs by Albert Eckhout, woven at the Gobelins Manufactory, 1689-90
(Mobilier National, Paris)

Figure 4.9.  Antonio Susini after Giambologna, Lion attacking a Horse, bronze, c.
1580/90 (Detroit Institute of Arts, Detroit)
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Figure 4.10.  Albrecht Durer, The Rhinocerous, woodcut, 1515 (British Museum,
London)
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Figure 4.11. Les Deux taureaux (The two bulls), from the Anciennes Indes series, after
designs by Albert Eckhout, woven at the Gobelins Manufactory, 1689-90
(Mobilier National, Paris)

Figure 4.12. Tapestry L’Elephant (Elephant Tapestry), from the Anciennes Indes series,
after Designs by Albert Eckhout, woven at the Gobelins Manufactory,
1689-90 (Mobilier National, Paris)
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Figure 4.13. L’Indien a cheval (The Indian on Horseback), from the Anciennes Indes
series, after designs by Albert Eckhout, woven at the Gobelins
Manufactory, 1689-90 (Mobilier National, Paris)
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Figure 4.14. The Miraculous Draft of the Fishes from eight piece set of the Acts of the
Apostles, from seven designs by Raphael, 1515-1516, copied by Francis
Clein with additions and new border designs between ca. 1625 and ca.
1639 (Mobilier National, Paris)
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Figure 4.15. Tapestry cartoons (details). Top: L’Elephant; Bottom: Le chasseur indien
(Mobilier National, Paris)
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Figure 4.16. Supreme Council Chamber, Grandmaster’s Palace of the Order of Saint
John (Valletta, Malta)
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Figure 4.17. Grandmaster Ramon Perellos y Roccaful, by the workshop of Judocus de
Vos, Brussels, arrived in Malta 1701 (Museum of St. Johns Co-Cathedral,
Valletta)
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Figure 4.20. Matteo Perez d’Aleccio, The Bombardment of the Post of Castille from
The 1565 Great Siege, 1575-1581 (Hall of the Supreme Council, Grand
Master’s Palace, Valletta)
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FIGURES

Figure 5.1.  Tile panel with Chinese ornament and Africans, majolica, from an
unknown Delft workshop, c. 1690-1730 (Rijksmuseum, Amsterdam)
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Figure 5.2.  Stamps from the 2002 series “Brazilian Ethnography,” which feature
Eckhout’s Copenhagen paintings

Figure 5.3.  Adriana Degreas’s 2012 spring line featuring details of Eckhout’s
Copenhagen paintings
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