
framing the first order of the west 
doorway ofSt Mary’s parish church, 
Hemel Hempstead, Herts, the 
general form of which is like the 
Temple and Dunstable portais.
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WILLIAM IL HALEWOOD Six Subjects 
0/ Reformation Art: A Préfacé to Rem
brandt. Toronto, University of To
ronto l’ress, 1982. 149 pp., 79 illus., 
$27.50 (cloth). $14.95 (paper).

During the last two décades re- 
search in the field of Netherlandish 
art has expanded exponentially in 
exploring the nature of meaning in 
depictions of the everyday world. 
That the study of the imprint of 
Protestantism on art constitutes a 
critical corollary has not been suffi- 
ciently acknowledged, much less 
systematically examined.

William Halewood focuses on a 
central assumption underlying that 
imprint. In bis préfacé the author 
déclarés that lie offers:
‘simply a pictorial account of an idea. 
The idea is grâce, or more particularlv 
the Protestant paradigm of salvalion. 
in which the saving of liuman soûls is 
carried out entirely through God’s 
mercy (grâce) with no contribution 
(nor Works, nor merit) from weak and 
wayward man ... That [the power of 
this idea| produced contradiction 
and difficulty for artisls trained in a 
humanist tradition is one of my re- 
peated thèmes. That contradiction 
and dif ficulty cease with Rembrandt, 
who invents a grâce style, is my har- 
dest pressed conclusion.'

After initial remarks characteris- 
ingthestateofresearch, followed by 
an outline of the 'Protestant' notion 
of grâce, the study is divided into 
seven further chapters; each de- 
voted to a narrative subject, as the 
Raising of Lazarus. Works by Lucas 
Cranach, Jan van Hetnessen, Maer- 
ten van Heemskerck, Maerten de 
Vos, Caravaggio, Pieter I.astman 
and Rembrandt, among others, are 
illustrated. Artists’ interprétations 
are analysed largely if not exclusive- 
Iv in terms of the progress made in 
approaching what the author per
çoives to be the uniquely successful 
communication of Protestant beliefs 
found in the late work of Rem
brandt, to whorn the author’s atten
tion graduallv shifts.

The initial proposition - to ex
amine the récurrence of certain 
narrative subjects in religions art, 
primarily ‘Protestant', of the six- 
teenth and seventeenth centuries to 
reveal patterns of adhérence to an 
underlying thème of divine mercy 
bestowed on unworthy and sinful 
humans - is not new. The survev 
approach and, secondly, the stress 
on the Protestant Reformers’ insis- 
tence as to the inevitability, even 
necessity of liuman sin may, however, 
spur the reader to query the promi
ses behind many favoured subjects. 
Lhe author is an English professor 

who cornes to the présent study 
from a related one in his own field. 
The Poetry of Grâce ( 1970). Interclisci- 
plinarv contributions aie often the 
vehicle for valuable insights. Here 
the genuine potential and legitima- 
cy of issues raised are obscured by 
the author’s surprisingly casual and 
occasionally misleading approach.

Certainly the sprawling question 
of the art produced underthe influ
ence of Protestant beliefs - ils 
thèmes, the subjects serving as vehi- 
cles for those thèmes, and the rela- 
tionship of style and approach to 
content — has not received compré
hensive treatment. Nevertheless, 
Professor Halewood’s needlessly de- 
precatingcharacterisation of what is 
currently or commonly thought will 
surprise those in the field. The au
thor’s continents do not show suffi- 
cient familiarity with the literature 
or art in question. Consequently, lie 
tends to sidestep difficult issues: for 
example, the central vexing pro- 
blein of establishing criteria for 
what imagery actually is ‘Protestant’ 
(cl. essays by G. Tünipcl on ‘Ico- 
nographv’ in the catalogue of the 
Sacramento exhibition The Pre- 
Rembrandlists, 1974, and ‘Dutch Reli
gions Painting’ in the catalogue 
Gods, Saints and Heroes, Dutch History 
Painting in the Age of Rembrandt, 
Washington, National Gallery, 
1980). The opposition of this know- 
ledgeable Rembrandt scholar and 
Lutheran minister to the idea of 
'protestant' subjects in Dutch art of 
the seventeenth century beyond the 
overtly diclactic is properlv directed 
first of ail to the popularity of many 
subjects (as the l’arable of the Pro- 
digal Son, or the Raising of Lazarus) 
with both Catholics and Protestants. 
Though in sonie respects Tümpel’s 
‘œcumenical’ arguments rest on dé
finitions that may be unnecessarily 
limitée!, they require a documentée! 
response.

Halewood’s own propositions are 
introduœd by a short, very lucid 
discussion of the ‘Protestant para
digm of salvation,’ grâce itself. It is 
written, as is the entire book, in fluid 
and compelling prose. He relies on a 
varielv of authors, though chiefly 
Luther, Calvin and the initial for
mulation in tire letters of Paul. 
These référencés are well chosen, 
but one would prefer more concert) 
with demonstrating the continued 
currertcy of these views in seven- 
teenth-century Holland. Halewood 
outlines the concept of divine justice 
inhérent in the awesome f inality of 
‘I will hâve mercy on whom I hâve 
mercy (Romans 9:15)’, emphasizing 
that it is granted ntterly without 
regard for vit tue or merit. Singling 
out these basic tenets with their 
implications for an assessment of 
human nature and the importance 
of this frailty to Christ's (display ol) 
power, to the very définition of His 
magnificence, is an excellent idea. 
Nevertheless, an overview of other 
relevant issues - for instance, the 
fundamental one of the shifting 
function and very validity of images 
upon which the Protestant Refor
mers were not in agreement - would 
put the présent enquiry into better 
perspective. On this last point, 
Giuseppe Scavizzi’s recent Arte e 
architelura sacra: Cronache e documenti 
sulla controversia Ira. reformali e catloli- 
ci 1500-1550 (1982) is most wel- 
come.

In outlining the notion of grâce, 
the author uses ‘Pauline.’ ‘Refor
mation,’ and ‘Protestant’ nearly 
synonymously. This is misleading; 
they are just not co-extensive terms 
of référencé. Halewood déclinés to 
differentiate between the tradition- 
al reading of Paul’s understanding 
of the Good News of God’s mer
cy and the disparate associations 
brought to bcaron this understand
ing by sixteenth-century reformers 
such as the Catholic St Ignatious of 
Loyola or the Protestant Luther. 
The distinctions are not, however, 
alwavs clear in the standard art 
historical literature, e.g. W. Fried- 
laendcr, Caravaggio Studies, which 
Halewood cites in his discussion of 
Caravaggio’s Calling of St Matthew.

As Halewood’s real concern is the 
power of the idea of grâce itself, the 
whole essay might hâve benefitted 
from réorganisation. The focus 
could ha\ e been placed on the wide- 
spread influence of the Pauline- 
Augustinian (rather than Protes
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tant) idea of grâce among sixteenth 
and seventeenth Christian writers, 
many of whom were profoundly 
concerned with renewal and re
formation and rangée! front Nortli- 
ern Protestants who had broken 
with the Church, such as I.nther and 
Calvin, to Catholics such as Michel- 
angelo in his sonnets and further to 
St Ignatius and the Filippini. Mani
festations of this idea of grâce conld 
then be sotight in Catholic and Pro
testant art — in that of Michelangelo, 
Caravaggio, Cranach and Rem
brandt.

The remaining chapters are de- 
voted to individual subjects deemed 
to illustrate the theme of grâce 
shown to the unworthy or to those 
whose merit is never established. 
Among these: the calling of Mat- 
thew, a tax collector, to be a disciple; 
the raising front the dead of I.a- 
zarus. hardlv identified in the Bible 
though labellecl by Luther as ‘sig- 
nifying those who are so entangled 
in sin that they go beyond ail 
bounds’; the parable of the Prodigal 
Son who, after throwing away his 
inheritance on debauched living, is 
forgiven and rewarded over the 
diligent, faithful son; Christ’s bles- 
sing of children and healing of the 
sick and crippled (of unknown 
merit) who conte to liint; the conver
sion of Paul the former scout ge of 
the Christian community. One of 
the publications to which useful re- 
ference conld hâve been Iliade is 
C. Christensen’s Art and Reformation 
in Germany, 1979, which covers sonie 
of the sanie ground from a narrow- 
er. less spéculative perspective - the 
theme of mercy in the art of 
Luther’s close follower, Lucas Cra
nach.

Halewood's approach, heavily re- 
lving 011 the comparison of quo- 
tations from the writings of the 
Protestant Reformers (primarily 
Luther and Calvin once more), 
offers insights on sources and com- 
mentaries to which the artists tnay 
hâve been directly, or indirectly, 
responding; but there is the recur- 
ring danger of reading these con
notations into images whose associa
tion with the Protestant Reforma
tion is less assurée! than for Cranach.

This grouping of images in isola
tion from otlier factors offers an 
immédiate focus but leaves un- 
answered questions that would 
effect our understanding of the in
tention. whether of the artists or 
patrons, and of the reaction of view- 
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ers. While I lalewood’s grouping is 
susceptible clearly to a common- 
denominator reading, one cannot 
feel confident that his is the contem- 
porary functional reading without 
further informations such as the 
immédiate context of individual 
works, the range of subjects treated 
or avoided by these artists. I11 
another grouping or context. 
another set of associations or pat
tern might be plausible enough to 
suggest a different reading alto- 
getlier.

The Raising of Lazarus in Munich 
attributed to Maerten de Vos 
(1532-1603) is an interesting case in 
point. The painting is introduced to 
exemplily a Protestant artist’s ‘diffi- 
cultv' in depicting a Protestant sub
ject with ils incumbent emphasis on 
liuman inadequacy while using 
artistic means nioulded by a proucl, 
essent.ially pagan, aesthetic more 
suited to Catholic idéalisai. The sub
ject itsell. taken from John 11. is a 
traditional Christian one embody- 
ing confirmation of Christ’s merci- 
ful promise of the résurrection of 
the dcad. Assumptions as to the 
pritnary meaning that a Catholic or 
Protestant viewer might bring to 
beat on the identical pictured sub
ject are respectively very different: 
as a typological enaetment of 
Christ’s own résurrection and that at 
the Last Judgmenl, or as a moral 
démonstration of Christ’s almighti- 
ness. 1 luis the subject becomes 
Catholic or Protestant by virtue of 
the underlying theme.

I11 ternis of the image, instead 
ol the frail. dazed Lazarus of 
Rembrandt’s 1642 etching. illus- 
trated by Halewood, whose revival 
seems indeed miraculous and a 
palpable sign of Christ’s power. De 
Vos’ Lazarus reminds this reviewer 
of nothing so inucli as a strong 
swimmer casually reaching for a 
hand-up from hiscoach at poolside. 
In Rembrandt’s composition Hale
wood calls attention to the absence 
of the motif of Lazarus’ sister physi- 
cally helping liini up. a gesture 
polentially symbolic of lier pious 
‘work,’ her fervent prayers on her 
brother’s behalf. Tlius any liuman 
contribution to Lazarus’ résurrec
tion is eliminated. I11 De Vos' élé
gant composition the assistance 
prolfered by Lazarus’ sister is quite 
prominent. In addition, the profile 
of Jérusalem in the distance, tradi- 
tionallv featuring the Temple of 
Solornon, is here dominated bv an 

Italian cupola, as the autlior ack- 
nowledges. A11 obvions réf érencé to 
Rome, this is an unlikely motif in a 
Protestant interprétation. In suni. 
De Vos’ painting seems, 10 this re
viewer, to be perfeclly consistent, 
and in any case not inconsistent, 
with Catholic values. Why then is it 
Protestant? Wliat are the criteria for 
assigning meaning or intentional- 
ity? Nothing is known of the paint
ing’s origins and it is not dated. 
Surely it is relevant that while De 
Vos was a Lutheran until 1585, he 
then converted to Catholicisni. He is 
known to hâve worked at varions 
limes on Lutheran projects for 
Lutheran patrons and 011 Catholic 
commissions for Catholic patrons. 
Is the Munich Lazarus to be distin- 
guishecl from the version bv De Vos 
dated 1593 now in Vaduz? Lacets of 
these issues, if not the Munich paint
ing, are introduced from a different 
perspective in H. Guratzsch, l)ie 
Auferweckung des Lazarus in der 
niederlandischen Kunst von 1400 bis 
1700 (1980).

Halewood asserts thaï De Vos 
experienced diff iculties in rcsolving 
the conflicts between his Protestant 
beliefs as to man’s baseness and the 
aesthetic ideals of the artistic tradi
tion in which he was trained in 
Antwerp and Italy, a tradition in 
which the goal of the artist is to l ise 
above the accidents of nature in the 
pursuit of perfected liuman beauty. 
Evidence for this is not presented. 
If De Vos was concerned about, 
or even aware of. implications of 
Luther’s writings for his own aesthe
tic approach as an artist, il does not 
appear to be reflected in his work. 
This is, of course, not to suggest that 
the relationship of style to religious 
subject matter was not an issue. A 
recent contribution here is D. 
Freedberg’s 'The Hidden God ...,’ 
Art History (June, 1982).

The imprint of basic Protestant 
values 011 the art of Rembrandt lias 
been frequently proposée! but never 
systematically explored. Rembrandt 
may hâve been only nominally a 
memberof the Reformed Church in 
Amsterdam, but attempts to iden- 
tify adhérence more formai than 
personal affïnity or sympathy to a 
sect such as the Mennonites are 
probably not useful. Ile was 
evidently sensitive to thèmes of liu- 
man expérience in a wide range of 
Biblical subjects beyond the doctri
nal limits of the Dutch Reformed 
Church, even of Protestantism.
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figure i. Rembrandt, 100 Guilder Print,ctching,ca. 1649. Halewood. plate on covcr.

Earlier pictorial traditions, both 
Catholic and Protestant, served as 
important visitai référence points 
(extcnsivelv documented by l'iim- 
pel as in Hamburger Jahrebuch, 1 968). 
thechoices within that range appear 
to be largelv personal; information 
about commissions is lirnited. Va
rions impulses may bave promptecl 
him to rellect 011 different subjecls, 
but just because be depicted tradi- 
lional ones considered Catholic — as 
a Madonna and Child on a clond - 
does not exclude the possibilitéof an 
overall pattern of interprétation re- 
sulting from a Protestant outlook. 
Halewood’s sampling mav well be 
indicative, but it is too lirnited.

Scenes of Christ preaching, heal- 
ing and blessing offered a spécial 
résonance foi the Protestant viewer. 
Ilalewood lias juslly focused on 
Rembrandt’s etching Christ Preach
ing and Healing (sec Fig. 1 ) known as 
the too Guilder Priât (thotigh the 
darkened detail on the cover of the 
book is not a snccess). 1 lie composi
tion, complétée! ca. 1649 aller near- 

Iv ton years of révision, is unpre- 
cedented in encapsulât in g the eut ire 
lext of Matthew 19, rellecting a 
sense of sequcntial narrative that is 
frequentlv idenlified with Protes
tant Bihlical exegesis.

In connection with this com
position we may consider wliat 
Halewood lias lermed his ’hardest 
pressed conclusion': Rembrandt’s 
development, beginning in the 
1640s, of a ‘grâce stvle,’ pat ticularly 
suited to Protestant attitudes. 1 his 
characterization is apparentlv dé
rivée! from thc line of reasoning 
expounded most vigorously by 
W.A. Visser’t Hooft, a minister of 
the Dutcli Rcfortned Chiirch; his 
Rembrandt and the Gospel (English 
édition. 1960) affirms his \ iew of the 
true nature of Christ ahased in a 
world of the ahased as expressed 
uniquelv by Rembrandt in stark 
contrast 10 the false image of a 
resplendent Christ depicted by Ita- 
lian seventeenth-centm y artists 
such as Gttido Reni. For Halewood. 
the primat v aspect of this grâce stvle 

is Rembrandt’s ‘changing men and 
women into children’ with short, 
stunipv bodies, lieads too large, 
mincis regressed — obvionslv dépen
dent 011 God's merev. Elle dislor- 
tions interjected here bv the anthor 
are not acceptable. Such subjcctivity 
is not even necessarv. A more mea- 
sured discussion of Rembrandt’s 
mixing of modes, of his adhérence 
to the a-classical realism of the na
tive Netherlandish ‘low’ or ‘plain’ 
style would hâve been enougli. Cer- 
lainlv Rembrandt eschewed the uni- 
formlv attenuated elegance of six- 
teenth-century Mannerist artists 
such as Maerlen De Vos whose work 
lie is known to bave consulter! and to 
wliom Halewood looks for a com- 
parison. Flowever, tailler llian cro
ate a world of the rctardecl in minci 
and bodv, Rembrandt created one 
rellecting the gréai variety of that 
acluallv around him. To be sure, 
many of these people were not very 
tall and exhibited the lunipy fou
lures sliared with Ostade’s common 
folk. I11 the 100 Guilder Print, as in 
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other scènes of preaching, healing 
or blessing, the ‘sinners’ gathered on 
different levels around and below 
Christ vary from those ofsubstantial 
stature to those who through de- 
privation. infirmity or genetics are 
short or bowed down. The care- 
devoured faces and bodies of the 
sick or crippled here reflect their 
vulnerability. The glory of God’s 
omnipotence Works its way in the 
world under the veil of the ordinary.

Relatecl to the author’s approach 
to realism is his readiness to assign 
emotional and moral stat.es to incli- 
vidual figures. One example is the 
imposing male spectator, identifi
able by his attire as a scholar or 
Pharisee, in the lower left corner of 
the 100 Guilder Print. He stands 
apart from the (other) Pharisees and 
watches those approaching Christ 
Iront his left. The introduction of a 
figure - usuallv male - with his back 
to the viewer in a corner and close to 
the picture plane is a fairly conven- 
tional figure in Rembrandt’s com
positions; it traditionally functions 
as a repoussoir élément and is discus- 
sed in contemporary theoretical 
precepts concerning narrative com
position. Halewood ignores such us
age and invests the man with cliarac- 
teristics supporting his contentions 
as to Rembrandfs projection of 
man’s abased nature. Halewood 
labels him as ‘a fat, foolishlv élégant 
figure with large hat and walking 
stick, who stands conspicuously with 
his back to the viewer in a position 
suggesting indifférence to the pro- 
œedings and imbécile self-content.' 
The vocabulary used in this passage 

suggests a fairly direct adaptation of 
an even more rapid characterisation 
of this figure by Visser’t Hooft.

In representing the estâtes of 
humankind and their relationships 
to Christ —this humble, yet digniliecl 
figure at the vortex of a gesticulat- 
ing encircling crowd - Rembrandt 
sensitively portrays humanity in its 
diversity of âges, conditions, ges- 
tures, émotions, proportions. In this 
respect as in others, the composi
tion. in its staging of this significant 
event, conforms to the traditional 
recommendations of art theorv, 
more specifïcally as put fort h by 
Karel van Mander in his Schilder- 
hoeck of 1604.

This kind of issue is not a concern 
of Halewood’s, although it should 
be. Surely such précisé assignments 
of intentionality as he offers call for 
a careful discounting of the impact 

botli of traditional pictorial values 
or conventions which transcend the 
particular subject matter and of the 
rhetoric an artist may bring to bear 
in making a persuasive or tnoving 
image.

A less extensively considered fac
tor thereof is that of setting. In 
this regard the author asserts that 
Rembrandt made his figures ‘too 
small for their space’ to render 
dealer their diminished slate. As 
with parallel daims, it is not sup- 
ported. With this perception of scale 
one wonders wliat Halewood would 
make of Raphael’s School of Athens. 
The query is not. irrelevant as it is a 
commonplace to discuss Rem- 
brandt’s compositions from the 
1640s and 1650s in terrns of their 
espousal of the basic architectonie 
and spatial values of the High Re
naissance. In the case of the 100 
Guilder Print as in most Rembrandt 
compositions, the setting itself is 
unobtrusive. Examinée! in the con- 
text of tradition, however, these 
looming, abstracted architectonie 
forms can be accepted as the sha- 
dow-streakecl walls or palatial ruins 
of Roman Palestine. Aside from 
such suggestions of place, the subtle 
sense of scale and mass contribute 
markedly to the singular sense of 
moment by which the ordinary are 
not diminished but, 011 the contrary, 
exalted as witnesses to Christ.’s 
power.

These and other questions hâve to 
do with assessment of intention. It is 
a difficult task - these are, afterall. 
Works of art before they are works 
of exegesis - and Halewood’s 
approach makes clear the impor
tance of devising a method for eva- 
luating evidence that can account 
for both intrinsic and extrinsic fac
tors. I11 this regard research is now 
being carried 011 from a variety of 
angles; other than the few référ
ences introduced above. one might 
note as représentative studies: M.C. 
Deutsch, 'Rembrandt as a Medita- 
tional Print-maker,’ Art Bulletin 
(1982), E. Larsen, Calvinistic Eco- 
nomy and lyth Century Dutch Art 
(197g), and publications of the 
Luther year as the catalogue of the 
Hamburg exhibition Luther und die 
Folgenfür die Kunst ( 1983). There is a 
renewed momentum to these en- 
quiries which should resuit in signi
ficant synthetic work, benefitting as 
well from enquiries into meaning in 
Dutch depictions of the 'everyday 
world’ as illluminated bv the work of 

E. de jongh as well as the question- 
ing of the nature of realism, exem- 
plified by the controversial con
tributions of S. Alpers.

The accent Professor Halewood 
places on the theology of grâce (and 
sin), especially in the imagery of 
Rembrandt, is stimulating. It is 
therefore ail the more unfortunate 
that his treatment of the art in 
question and its history does not 
afford a confirmation of his propo
sais and is finally more provocative 
than persuasive. As the author him- 
self notes in the préfacé, this is a 
‘blunter instrument than art history 
is used to.’

JOANEATH A. Sl’ICER 
University of Toronto

george hersey Architecture, Poetry, 
and Number in the Royal Palace at 
Caserta. Cambridge (Mass.), The mit 
Press. 1983.318 pp., 2 16 illus., i6in 
colour, $63.00 (clotli).

Architecture, Poetry, and Number in the 
Royal Palace at Caserta by George 
Hersey is an admirable analysis of 
the underlying architectural inten
tions which generated the géométrie 
ideas and the sculptural program of 
this very significant i8th-century 
building (Fig. 2). Throughout the 
beautifully illustrated book, Profes
sor Hersey’s text poetically guides 
the reader from mythical franie- 
work to realized order in subtle and 
revealing wavs.

The author’s scholarship is pro- 
found, and his attempt to avoid 
conventional (and irrelevant) histo
riographie and stylistic categoriza- 
tions is laudable. Hersey under- 
stands and discloses the intellectual 
and cultural roots of the palace, 
particularly as it draws from the 
writings of the famous Neapolitan 
philosopher. G.B. Vico. Crucial is 
the author’s interprétation of the 
garden and palace as parts of one 
major intent ion of order. thus avoid- 
ing the pitfalls of conventional art. 
history or history of landscape, along 
with his understanding of the cohé
rence between the representational 
universe of the structure (propor
tions, geometry) and the iconogra
phie program of fountains, sculp
ture and fresco painting. Also illumi- 
nating are the lucid explanations of
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