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5. Frederik Hendrik: dynastic and political propaganda 
 

Europe’s national museums and old palaces regularly feature paintings of 

former rulers on horseback. These are sometimes displayed in the context 

of a military victory, historic event, or simply because the ruler once had 

lived there. Noticeable is that none of these rulers found it necessary to be 

portrayed on horseback; flanked by their immediate family or ancestors.1 

Presumably their position of power was so vested and dynastic succession 

evident that there was no need for such visual propaganda. That was not 

the case in the Low Countries. Hendrik III had positioned the House of 

Nassau as a hereditary dynasty via his Nassau Genealogy, portraying nine 

ancestral generations. Frederik Hendrik enlarged upon this imagery, but 

so did other family members, and even city councils. In other words, the 

images of the stadholder, and in this case his dynasty, served a dual and 

reciprocal purpose. Whilst it allowed Frederik Hendrik to exhibit his quasi- 

hereditary standing, it provided the people with a symbol of allegiance 

with the Revolt’s cause. Showing a ruling dynasty on horseback appears 

to have become a typically Dutch phenomenon.  

 Stadholders did not have hereditary rights. On his deathbed on 23 

April 1625, the childless Maurits arm-twisted Frederik Hendrik into mar-

riage to secure his inheritance and the title of Prince of Orange.2 Moreo-

ver, the provinces were not bound to appoint him. Groningen and Drenthe 

chose Count Ernst Casimir van Nassau-Dietz: nothing was automatically 

granted in the Republic. This could be indicative of the divide and rule 

mentality of the provinces,3 or that this systemic weakness of decentraliza-

tion was unworkable, leaving the stadholders in a continuous state of po-

litical uncertainty.4 It must, therefore, have unnerved the Spaniards that 

Frederik Hendrik seemed to continue effortlessly in Maurits’ footsteps, as 

he methodically pushed ahead with proven siege tactics.5 Other family 

members were also involved in the war.6 Besides cousins Lodewijk Gün-

ther and Willem Lodewijk who both had died before the resumption of 

war in 1621 (1604 and 1620), some twenty-four Nassau officers contrib-

                                                
Image facing page: detail of fig. 18, Isaac Isaacsz. Frederik Hendrik. 
1 One exception is the Gonzaga cavalcade, see Chap. 2, note 31. 
2 Blok argues that, had Frederik Hendrik refused to marry, he would have retained military 

leadership and probably been appointed stadholder, but may have lost the Nassau estates. 

See Blok, P.J. Frederik Hendrik, Prins van Oranje. Amsterdam, 1924: p. 62.  
3 Japikse, N.  De Geschiedenis van het Huis van Oranje, 2 vols. The Hague, 1937: p. 180. 
4 Price 1994: p. 3. 
5 For example, Oldenzaal gained in 1626, Groenlo the next year. Piet Hein’s capture of la 

flotta in 1628, which silver helped to finance the siege of ‘s-Hertogenbosch in 1629. 

Breda, Roermond, Venlo and Maastricht changed hands between 1632 and 1637, when the 

Spaniards left for good. 
6 Blok 1924: p. 63. 
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uted in battle during the Eighty Years’ War. Most Nassau were out to gain 

military honour (and a source of income); the traditional aristocratic pur-

pose and interest in life, indeed their knightly duty.7 

 Frederik Hendrik’s position of power in the Republic improved 

gradually. His first steps to secure hereditary succession were taken after 

the strategically crucial victory at ‘s-Hertogenbosch in 1629, after which 

the States-General made the unprecedented decision to promote his three-

year-old son Willem to the position of general of the cavalry. This was 

soon followed by the Acte van Survivance: the decree that settled the stad-

holderate right of succession. Abroad his stature also grew steadily. 

England’s King Charles I granted him the Order of the Garter in 1628, and 

King Louis XIII of France called him Son Altesse in 1637, His Highness, 

ranking Frederik Hendrik as Prince (and commensurate with the Nassau 

ownership of the Principality of Orange: his father and half-brother had 

only been called Excellencies).8 To cap it all, a politically very significant 

marriage between Willem II and Mary Stuart (1631-1660), daughter of the 

King of England, was arranged in 1640.  

 Though the Dutch Republic was becoming a European military as 

well as an economic power, Frederik Hendrik never provoked the regents 

into thinking that he had monarchic aspirations. If he would have done so, 

then provinces may have elevated his position and broken the unity so 

carefully sought.9 Nonetheless, the court in The Hague evolved from its 

military orientation under Maurits, into a near monarchic standing, to 

which Frederik Hendrik’s wife Amalia van Solms-Braunfels (1602-1675) 

greatly contributed. They renovated the old family castle at Buren, the city 

palace Noordeinde, and enlarged Honselaarsdijk into a garden estate.10 

Frederik Hendrik also built palace Ter Nieuwburg in Rijswijk near The 

Hague, and commissioned Huis the Bosch in 1645, but never saw the lat-

ter finished. To decorate all these estates much art was acquired, as can be 

judged by the collection’s size,11 particularly considering that it had to be 

totally rebuilt after William of Orange had sold most collectibles to help 

                                                
7 Kautsky, John. The politics of aristocratic empires. New Jersey, 1998: p. 369.   
8 The States-General had taken the initiative for this change in status by requesting Louis 

XIII to so address Frederik Hendrik, which also enhanced their international position. 

Thereafter, he was also addressed with ‘Highness’ in the Dutch Republic.  
9 The States of Holland and Zeeland had once considered offering William of Orange the 

opportunity to become count, but he rejected this not wishing to upset the balance of 

power, see Japikse 1937-38: p. 196. And, stadholder William III was offered to become 

Duke of Gelderland and Count of Zutphen in 1675, which he also turned down, see Troost, 

Wouter. Stadhouder-koning Willem III. Hilversum, 2001: p. 115. 
10 Schellart A.I.J., en Theo de Vries. Woonsteden der Oranjes. Zaltbommel, 1965, passim. 
11 Ploeg, Peter van der, and Carola Vermeeren (ed.). Princely Patrons, the collection of 

Frederick Hendrik of Orange and Amalia of Solms [ex. cat]. The Hague, Zwolle, 1998: 

passim, and see Fock 1979: p. 466-475.  
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finance the Revolt. By the time of Frederik Hendrik’s death, paintings by 

renowned artists decorated his many homes.12 A striking element about the 

Orange-Nassau art collection, from the point of view of this study, is that 

it contained only one equestrian series, that by Anselm van Hulle, which 

commission can be traced with some confidence to the stadholder. 

 In 1621, when Adriaen van de Venne produced his first cavalcade 

showing Maurits and Frederik Hendrik together with four family mem-

bers, and Frederick V, Elector and Count of the Palatinate, called Elector 

of Palatine, who became King of Bohemia (1596-1632, fig. 1), none of 

this was foreseeable. The war with Spain had resumed, and it was only 

two years after Maurits’ political clash with, and eventual execution of 

Van Oldenbarnevelt in 1619. The conflict had tarnished Maurits’ public 

image (his role in it is still subject of debate), and thereafter he did not 

win another major battle.13 Moreover, Ambrosio Spinola, the supreme 

commander of the Army of Flanders who had fought Maurits ever since 

1602, returned in full force. His troops captured Jülich, Bergen-op-Zoom, 

and Breda (this victory was commemorated by Jusepe Leonardo depicting 

Spinola accepting the city’s surrender14), all before the close of 1624. 

Maurits was too ill to fight, but also resisted the hand-over of command to 

Frederik Hendrik. Though Spinola’s surge soon proved ineffective, at the 

time there was much gloom in the Republic.15 Not only was the financial 

situation deteriorating, but there also was some doubt about Frederik 

Hendrik’s resolve.16 During this tentative moment of the Spanish military 

surge and Maurits’ weakness of command, the people wanted a sign of 

confidence, and Orangists felt the need to demonstrate their allegiance to 

the stadholders. 

 Demand for stadholderate imagery truly took off after Willem 

Jacobsz. Delff (1580-1638) distributed a large print after Van de Venne’s 

first cavalcade to a wide audience in 1621 (fig. 2), but also to selective 

audiences who were able to acquire special versions printed on silk.17 

                                                
12 Slothouwer, D.F. De paleizen van Frederik Hendrik. Leiden, 1945, and see their inven-

tories in Drossaers 1974-76. 
13 See Van Deursen, A. Th. Maurits van Nassau: de winnaar die faalde. Amsterdam, 2000. 
14 Jusepe Leonardo, The Surrender of Breda, 1635. Canvas, 307 x 367 cm. Madrid, Prado, 

inv. no. P1172. General Ambrosia Spinola has dismounted his horse and shows his mag-

nanimity by treating Justin of Nassau as an equal by not allowing him to kneel.    
15 Israel 1995: p. 578. 
16 In a letter from the States-General to the States of Utrecht of April 23, 1625, it is noted, 

‘Wy sitten hier in dese groot bedroefheytende soodanighen noodt ende benautheyt van 

geldt, dat wy niet eener styver hebben om aen te tasten’ [-] ‘we are here with much sorrow 

and such need and worried about money since we do not have a penny to spend’ (my 

translation), cited in Blok 1924: p. 66. 
17 Willem Jacobszoon Delff, after Adriaen van de Venne, Cavalcade of Nassau Princes, 

1621. Engraving on silk, 43.6 x 59 cm. Amsterdam, Rijksprentenkabinet. Hollstein V, 95. 
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Cavalcades 

Essentially two types of cavalcades were made; namely, family members 

riding grouped, which works of art were produced mainly by Adriaen van 

de Venne and his workshop, and paintings of family members riding in 

procession produced by Pauwels van Hillegaert.18 In the first type, Nassau 

family members are recognised from portraits often made by the same 

artist, or from their names inscribed in printed versions (though not al-

ways in the right sequence). The tall hats befitting the dress code of 

around 1620 can help date the earliest of these.19  

 In the second type, family members of the various branches are 

seen passing the Buitenhof, the outer-court and Hofvijver, the large pond 

partly surrounding The Hague’s princely court and government centre. 

The key question is what purpose these paintings served. Are these simply 

portrayals of aristocrats returning from the hunt and outings, or is there a 

deeper significance? 

Dynastic imagery by Van de Venne 

Other than De Passe’s printing and publishing business, the most prolific 

salesmen of equestrian imagery at the time were the brothers Jan and 

Adriaen van de Venne from Middelburg. In contrast to our scant know-

ledge of competing artists such Van Hillegaert, much is known about this 

family.20 Marc van Vaeck’s Van de Venne’s Tafereel van de Belacchende 

Werelt (the original published in 1635); Martin Royalton-Kisch’s detailed 

background to his study of the unique ‘album’ by the artist; and Laurens 

Bol’s monograph, provides much information. Van de Venne’s family 

business in Middelburg, and later in The Hague (1625), was bent on capi-

talising on Orangist sentiments in the Republic by way of the production 

and sales of portraits of the stadholders. In the Middelburg years, Adriaen 

produced a number of paintings that include a white stallion, which seem 

to have no other function than to signal his allegiance with the Orangists’ 

cause.21 They jointly produced politically oriented pamphlets and these 

                                                
18 Cavalcades are processions where the focus is on participation rather than on decoration. 

Most are historically incorrect as they included deceased family members.  
19 The tall hats became old fashioned after the first years of the 1620s when they were 

replaced by the so-called ‘cavaliers’ hats, which we see in later cavalcades. See Zandvliet 

2000-01: p. 296. 
20 Vaeck, van M. Adriaen van de Vennes, Tafereel van de Belacchende Werelt. (Den Haag, 

1635), Gent, 1994: pp. 9-12; Royalton-Kisch, Martin. Adriaen van de Venne’s Album. 

London, 1988; and: Bol 1989: passim. 
21 Bol writes that we see in these paintings Van de Venne’s ‘pride and joy; the dapper-grey 

horse with curly tail and purplish saddlecloth’ (Bol 1989: p. 68). We do not know if Van 

de Venne owned such a horse, but it is unlikely, for not only did the average painter not 

possess valuables directly essential for work or living, nor would it seem appropriate for a 
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were accompanied by portraits of the princely family by Adriaen for 

which Jan had received an octrooi in 1618.22 Adriaen’s portraits of Mau-

rits and Frederik Hendrik were on display at Honselaarsdijk, together with 

a portrait of William of Orange. In that same year the States-General or-

dered twenty-five copies of portraits of Maurits and Frederik Hendrik 

printed on satin for the sum of three hundred guilders.23 In turn, Delff 

made prints after Adriaen’s paintings, which were distributed in large 

numbers in the Republic. He specialised in prints, particularly of William 

of Orange, but also of members of the States-General, the high nobility, 

the cultural elite, and visiting foreign dignitaries. He learned this trade, as 

Van Mierevelt’s son-in-law, in the latter’s studio in Delft.   

On 26 June 1621, Jan van de Venne was granted the privilege of a 

second octrooi, for ‘the exclusive right to produce and to distribute the 

cavalcades of eleven princes of the House of Orange for six years both in 

paint and print (met schilderconste ende plaetsnede), after the design by 

Adriean van de Venne and the engraving by Delff.’24 Also stipulated was a 

                                                                                                           
court painter to own a horse that vied with his key patron for beauty and attention. The 

following paintings by Adriaen van de Venne include a white stallion, which may refer to 

Maurits’ Nieuwpoort trophy: A Jeu de Paume Before a Country Palace, 1614. Panel, 16.5 

x 22.9 cm. Los Angeles, J. Paul Getty Museum; Allegory of the Twelve Years’ Truce, 

1616. Panel, 62 x 112.5 cm. Paris, Louvre; The Prodigal Son, 1617. Oil on copper, 12.6 x 

17.8 cm. Kassel, Gemäildegalerie der Staatlichen Kunstsammlung; The Meeting of David 

and Abigail, 1617, destroyed. Panel, 30 x 60 cm. Munich, formerly Galerie Füssl; Elegant 

Company Dining in a Field, 1621, size unknown. Leningrad, Hermitage; The Princes 

Maurits and Frederik Hendrik at the Horse Fair in Valkenburg, 1618. Oil on canvas, 55 x 

134 cm, Collection Six, Amsterdam; and Spring, 1625. Oil on canvas, 15 x 37 cm, Am-

sterdam, Rijksmuseum. See also Bol 1989:  pp. 38, 24, 26, 42, 27, 27, 30, resp. 
22 The license reads: ‘omme voor den tyt van ses naestcommende jaren in de Vereenichde 

Provincien alleenlyck te mogen drucken, doen drucken ende uytgeven (…) near ‘t leven de 

persoonen van syne Princelycke Extie ende syn Extie Prince Hendrik Frederik van Nassau, 

by hem tot syne costen gheel constich op koperen platen gesneden,’ (my translation) ‘to be 

allowed, for the duration of the six forthcoming years in the Dutch Republic, to exclu-

sively print, have printed and published (…) after life the persons of his Princely Excel-

lency and his Excellency Prince Frederik Hendrik van Nassau, by him and at his own ex-

pense and engraved on copper plates’ (the license included the permission to depict the 

‘cheurfurst Paltzgraeff ende Paltzgravinne bij Rhijn,’ and the royal battleship ‘Engelant’). 

See for this Smit J.G. Rijks Geschiedkundige Publicatiën. 152, The Hague, 1975: p. 471, 

no. 3243. The States-General usually granted licenses for the duration of a short period 

(<10 years). Later in the century the duration was increased to fifteen years, but the States-

General lost their sole right for licensing to individual provinces, particularly to Holland, 

who recognised the penalty potential and also took a percentage on copyists. See for this 

Orenstein 2006: p. 330. See also Vaeck 1994: p. 13, citing Briels 1974: p. 495. And see 

Hoftijzer, P.G. ‘Nederlandse boek-verkoperprivileges in de zeventiende en achttiende 

eeuw.’ Jaarboek van het Nederlandse Genootschap van Bibliofielen, 1993: pp. 49-62.  
23 Bol 1989: p. 69. 
24 Roelevink, J. Rijks Geschiedkundige Publicatiën. 187, The Hague, 1983: p. 191, no. 

1230, note 1230a: S.G. 4938 II (minuut), copy in S.G. 12.302, fol. 229. Presuming that 
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fine of 200 carolus guilders determined for offenders against these rights. 

The first cavalcade that probably benefited of this privilege is a small and 

undated painting on copper (fig. 1). It portrays Maurits on a white stallion 

with, to his left, Frederik Hendrik and Frederick V Elector Palatine. The 

horses and awkward poses are similar to those found in Maurits at Nieuw-

poort (Chap. 4, and fig. 16). Moreover, the stadholder’s ceremonial dress, 

which Adriaen had portrayed three years earlier so correctly,25 is not well 

represented, but that may be due to the fact that this small copper painting 

was meant as a modello, as will be discussed shortly. Behind these three 

front riders, Adriaen portrayed Prince Filips Willem (who had died in 

1618), Counts Willem Lodewijk (who had died in 1620), Johan Ernst 

(1582-1617), and Johan Lodewijk of Nassau (1590-1653). Some well-

dressed pages surround this group of prominent horsemen.26 

The most important print after it is by Delff (fig. 2), who was 

taught earlier in his career the skills of engraving by Goltzius, and now 

devoted himself primarily to the production of book illustrations. He also 

produced prints after Van Mierevelt and Jan Anthonisz. Ravesteyn (1572-

1657). Delff’s cavalcade is finer in quality than Van de Venne’s small 

painting; the horses are more lifelike, and the portraits, at which he was so 

experienced, are refined. He added further Nassau family members, but 

left the pages running out of the picture plane on the left neatly in place. 

These pages are also found in a print by Daniël van Bremden, and consid-

ering the octrooi (note 24), they may be Maurits’ bastard sons Lodewijk 

and Willem (1601-1627).27 Similar pages are portrayed in Maurits at 

Nieuwpoort, as well as in most of his variants of these cavalcades.28 

 Who could have commissioned this tiny painting, and why? If 

Van de Venne made it for some unknown customer, would Delff have 

made such a large print so shortly after it? Presumably he did so because, 

                                                                                                           
Maurits approved the octrooi of his portrait. See also Orenstein 2006: p. 333. Adriaen van 

de Venne was to receive a third license on 25 January 1630, for the design and engraved 

rendition by Daniël van den Bremden of a victory wagon on behalf of Frederik Hendrik, in 

which an angel holds a victory laurel wreath above the stadholder’s head.  
25 Adriaen van de Venne, Prince Maurits, ca. 1618. Canvas, 130 x 103 cm. The Hague, the 

Royal House Archives, inv. no. SC/249. See Zantvliet 2000-01: p. 284, cat. nr. 137. 
26 See also Cavalcade of the Princes of Nassau, undated. Panel, 31.3 x 43.8 cm. Warwick 

District Council, Leamington Spa Art Gallery & Museum. First attributed to David Vinck-

boons (ca. 1576-1632) because a finch (vink) in the tree to the right of the cluster of riders 

was thought to be a pun. An illegible monogram in the right-hand corner creates more 

confusion. The scene is similar to the Darmstadt painting on copper, but without further 

technical research it cannot be established whether this painting originated from Van de 

Venne’s workshop or was made at a later date. 
27 Zandvliet 2000-01: p. 296. Print signed ‘DvB’, engraved by Frans Brun, Nassau Caval-

cade, Amsterdam, Rijksmuseum, inv.no. RP-FM-1654A. 
28 At least eight variants were painted after Van de Venne, see Dumas 1980: pp. 119-120, 

no. 279-286, see also Dumas 1991: p. 659, note 56. 
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covered by the octrooi, the brothers expected much demand. Besides, 

there is something telling. In this small portrait there are two unexpected 

riders: Frederick V Elector Palatine, but also Filips Willem, who had 

passed away some years before. Frederick’s presence in the painting can 

be explained by the fact that he was Frederik Hendrik’s nephew (his 

mother being Louise Juliana of Nassau [1576-1644], William of Orange’s 

daughter by Charlotte de Bourbon). Besides, it was a condition in Van de 

Venne’s first octrooi of 1618, which clearly stated that it had to include 

the Elector Palatine. The refuge afforded this leader of the Protestant   

Union further strengthened the Nassau standing. But, it also helps date the 

small painting to having been made after 14 April 1621, when Frederick 

first found refuge in the Republic. 

 Filips Willem, on the other hand, had been Catholic, and though a 

half-brother of Maurits and Frederik Hendrik, he was not well known in 

the Republic. If any Nassau had been victim of the conflict with Spain— 

other than his father—it was he. Born the eldest son of William of Orange 

and Anna van Buren in 1554, Filips Willem was abducted in 1578 by the 

Duke of Alba on behalf of Philip II, whilst at Leuven University. He was 

imprisoned in Madrid during the conflict with the Low Countries until 

1596, when he was released and turned north with his friend and superior 

Archduke Albert of Austria.29 Filips Willem’s arrival in the Low Countries 

was met with mixed feelings. Recognizing his status as eldest son of Wil-

liam of Orange, the States-General were worried that Philip II could still 

appoint him as Stadholder of Zeeland, Holland and Utrecht, thereby re-

gaining influence in the Dutch Republic. Maurits and Frederik Hendrik 

were also concerned, since the inheritance left by their father had yet to be 

settled. Filips Willem also claimed his rights to the Principality of Orange. 

Negotiations lasted for years, but were finalized in 1609 at the time of the 

Truce with Spain (France was involved through Filips Willem’s extensive 

belongings in Burgundy and Franche Comté). In the years that were to 

follow, Filips Willem lived on and off in Buren, the family estate in Breda, 

Orange, and Brussels. He remained a staunch Catholic and was never 

fully accepted in Buren, nor in the Republic. When he died in 1618, he 

was buried in a simple grave in Diest (Brabant), and left all his possessions 

to Maurits. So what is the meaning of his presence in the cavalcade?   

 In fact, it most likely represents the re-emergence of a visual 

theme started by Hendrik III: the portrayal of the Nassau as an important 

and leading dynasty in the Low Countries at a time that the war with 

                                                
29 It can be argued that Filips Willem could serve Albert as well as the Nassau court, be-

cause he felt that the Southern and Northern Netherlands were one entity (albeit under 

Spanish authority). Maurits, on the other hand, wanted complete independence from the 

Habsburg Empire. See Schipperus. P.J. Buren en Oranje. Buren, 1962: p. 32. 
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Spain had resumed. Maurits had already shown his interest in this aspect 

through the painted version of the Nassau Genealogy.30 If anyone had re-

spected Filips Willem’s long-held formal position as head of the family 

and as Prince of Nassau it was Maurits himself, and he, more than anyone 

else, would therefore have wanted the prince included in this cavalcade.  

 It is unknown how many cavalcades were made in the course of 

time, but the States-General bought a number, as did the city council of 

Middelburg.31 The Rijksmuseum’s version (fig. 3) was once part of the 

royal collection, and Van Mierevelt’s workshop was somehow involved, 

since the painting is listed in an inventory of 1763-64, in the blue ante-

chamber of the stadholder’s court in The Hague. It is described as ‘a large 

piece portraying the family of Prince William the First with his highness’ 

three sons, followed by some officers, riding horses to the hunt, the por-

traits by Mierevelt the horses and other parts by someone else (my cur-

sive).’32 Intriguingly, although the registrar identified Van Mierevelt, he 

apparently did not know of, or recognize, Van de Venne’s work. In the 

same room the registrar also noted a painting of Maurits and Frederik 

Hendrik on horseback at the siege of ‘s-Hertogenbosch, also with portraits 

of ‘Mierevelt and the other parts by someone else.’33 An earlier inventory 

of the stadholder’s court of 1632, does not mention these paintings. None-

theless, the significance of this registration is that it is the only indication 

that the court in The Hague at some time did possess a final version of a 

Nassau cavalcade.  

 In a cavalcade today on display at the ministry of General Affairs 

in The Hague, William of Orange is literally squeezed between Maurits 

                                                
30 Op. cit. Chap. 2, note 23. 
31 Bol 1989: p. 69. There are inferior copies after Van de Venne in the old town halls of 

Zaltbommel and Vucht, in the Netherlands, and in private hands (see note 33). 
32 ‘Een groot stuk verbeeldende de familie van prins Willem den Eersten met zijn hoog-

heits drie zoonen, gevolgt door eenige officieren, alle rijdende te paert ter jagt uit, de por-

traiten door Mierevelt, de paerden en verder bijwerk door een ander, in dito [een zwarte 

lijst en vergulde binnenkant] lijst. Hoog: 5 voet 4 duim; Breed: 9 voet, 3 duim’; in Dros-

saers 1974-76, dl. III, (Stadhouderlijk Hof): p. 21, no. 46. This painting was given to the 

nation in 1795 together with the collection of Prince Willem V of Orange-Nassau. 
33 ‘Een stuk zijnde het portrait van prins Maurits en prins Frederik Hendrik te paert, in het 

verschiet de belegering van ‘s-Hertogenbosch, de portraiten door Mierevelt, het bijwerk 

door een ander, in een slegte bruine lijst met gout’; in Drossaers 1974-76, dl. III (Stad-

houderlijk Hof): p. 21, no. 47. Interestingly, a Nassau cavalcade painted on panel after 

Delff (private collection, ca. 125 x 85 cm, seen by me but on request not disclosed) shows 

well-executed portraits, which could have been painted by Van Mierevelt. On the other 

hand, other parts of the panel are poorly executed. The horses have the same short legs as 

in most copies. Some connoisseurs will argue that these cavalcades were displayed high 

above the ground and that the ‘frogeye’ execution works, if seen from below. There are no 

primary sources that will support this view. Neither does this explain why prints after these 

paintings show the same short legs, whilst prints tended to be displayed at eye level. 
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and Frederik Hendrik on the front row of riders, and consequently his 

horse is tiny (as are many others too, fig. 4). Whilst the portraits of this 

version are well executed, the running pages are sketchy. In a version held 

by the Royal Collection, the spire of the Grote Kerk in The Hague can be 

recognise in the background (fig. 5), but otherwise it follows precisely the 

first two. These all have in common the points raised earlier, namely that 

although Van de Venne was a skilful painter (or someone in his studio), 

he habitually depicted his horses in a strange and caricature-like manner, 

and at the expense of aristocratic grandeur.34 

   Van de Venne’s hunting scene in the Album of Frederick V Elec-

tor Palatine (fig. 6), which holds a further fourteen (of the total one hun-

dred) watercolour equestrian drawings, repeats this peculiarity. The horses 

appear strange with bulging eyes and nostrils and thick tails. When Van 

de Venne scaled up his 10 x 15 cm Album drawings to a larger size, the 

horses further lost credibility, at least from the point of view of conveying 

aristocratic dignity, as was surely expected from his patrons. The scaling-

up also resulted in awkward looking horses in his grisaille of 1626, depict-

ing Frederick V with his wife Elisabeth Stuart accompanied by Frederik 

Hendrik and Amalia returning from the hunt (fig. 7). Whilst Frederick and 

Elisabeth are beautifully displayed in their ceremonial hunting cloaks and 

feathered hats, the horses appear static and unusually small.35  

 Van de Venne’s also portrayed Frederik Hendrik during his siege 

of ‘s-Hertogenbosch of 1629 (fig. 8). The grisaille leaves nothing to the 

imagination as to whom is in charge: the general commandeers his cavalry 

forward with his baton, whilst a lieutenant holds his helmet in readiness. 

In this painting the stadholder is also flanked by some young pages, which 

accentuates the importance of the central figures. Though the horse looks 

more lifelike than the one discussed above, its huge rump and tiny head 

are still not good enough to do justice to the most triumphant moment in 

the military life of Frederik Hendrik. It is not clear why Van de Venne 

produced such awkward-looking horses, but other than his Album, which 

presumably is by his own hand, the only explanation is that assistants 

were involved in his thriving business. Moreover, these portrayals do not 

meet the motifs of the archetypical composition and an answer to their 

meaning will be sought at the end of this section.  

                                                
34 Another example of Van de Venne’s caricature-like depiction of the horse is in the alle-

gory of Frederik Hendrik’s stadholderate, see Adriaen van de Venne, Allegory of Prince 

Frederik Hendrik’s Stadholderate, date unknown. Grisaille on panel, 74.6 x 58.8 cm. Am-

sterdam, Rijksmuseum, inv.no. SK-C-1343. 
35 Elisabeth’s maid of honour, who recalls how the queen and her maids wore hats instead 

of coifs, which led the onlookers to believe that they were looking as men, also describes 

the travel attire. Cited in Winkel, Marieke de. Fashion and Fancy. Dress and Meaning in 

Rembrandt’s Paintings. Amsterdam, 2006: p. 58. 
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The outings by Van Hillegaert 

A further cavalcade-type is found in the double portraits of Maurits and 

Frederik Hendrik, held respectively by the Rijksmuseum and the Prinsen-

hof in Delft (fig. 10, 11). They are attributed to Van Hillegaert primarily 

on the basis of the equestrian poses found in many of his other equestrian 

paintings.36 Both works show the two archetypical equestrian composi-

tions presented in one scene. Whilst Maurits is portrayed on a majestically 

trotting white stallion wearing his dark brown ceremonial dress with the 

badge of the Order of the Garter, Frederik Hendrik is depicted in military 

attire on a rearing horse. The composition of both paintings are nearly 

identical, but not their size and background scenes. The Rijksmuseum 

painting is nearly twice that of the Prinsenhof version, and shows the half-

brothers positioned in front of an army at rest. It has been assumed that 

the city in the background is ‘s-Hertogenbosch (although the city is not 

recognizable as such), and was dated on that ground in, or a few years 

after the siege of 1629.37 The background scene of the Prinsenhof version 

is an imaginary encampment and cannot be dated on that basis, but the 

museum suggests between 1521-1525.  

 These portraits fit the dynastic propaganda theme subject of this 

chapter, and showing Maurits four years after his death supports this view. 

However, Maurits is also seen holding the commanders staff. Would Van 

Hillegaert have made that indecorous mistake at the height of one of 

Frederik Hendrik’s most important militarily triumphs? Another option, 

therefore, is that these paintings were made at the time of the succession 

period of around 1625, when Maurits had not yet died and Frederik Hen-

drik was waiting to take over. Frederick Hendrik’s rearing horse may be 

indicative of his readiness for command.38  

 It is likely that Van de Venne, Van Hillegaert, and Delff’s large 

supply of Nassau dynastic imagery stimulated much market demand.39 

                                                
36 Some of these poses can be seen in Hillegaert’s small portraits of Maurits and Frederik 

Hendrik, which were often meant as gift (see note 39, below). See also Bikker, Jonathan, 

Yvette Bruijnen, and Gerdien Wuestman, et. al. (eds.). Dutch Paintings of the seventeenth 

century in the Rijksmuseum Amsterdam, Volume I – Artists born between 1570-1600. Am-

sterdam, 2007: pp. 194-195.  
37 The Rijksmuseum version has been dated after 1632 on the basis of dendrochronological 

research. See Bikker 2007: p. 195, note 4, and see the Rijksmuseum Catalogue: p. 194.  
38 Frederik Hendrik could not take military command until after Maurits’ death. Poelhekke, 

J.J. Frederik Hendrik, Prins van Oranje. Zutphen, 1978: pp. 77-78.  
39 Not included in this study are the large number of relatively small equestrian stadholder-

ate portrayals by primarily Hillegaert, Bleker, and Pacx, and probably meant, as gifts 

among the elites, but these are included in Appendix 3. The most important are: Van Hil-

legaert, Prince Maurits on his white warhorse presented to him after his victory at the 

Battle of Nieuwpoort, unsigned, undated. Panel, 37 x 33.3 cm. Amsterdam, Rijksmuseum, 

loaned to Rijksmuseum Muiderslot, Muiden; Van Hillegaert, Prince Frederik Hendrik on 
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Equally, it may well have generated demand from within the family itself. 

Cases in point are the two so-called ‘Buitenhof’ processions, attributed to 

Van Hillegaert. He produced two very similar processions, but as above, 

one (Mauritshuis, fig. 12) is much larger than the other (Rijksmuseum).40 

Both show cavalcades as these have just left the Binnenhof and are on 

their way to the Lange Vijverberg to the left of the Hofvijver. In both 

paintings, Maurits’ tower, built between 1598 and 1600, features promi-

nently. The highly detailed façade of the Stadholderate Quarters is based 

on Simon Frisius’ (1580-1629) print published by Hendrick Hondius 

(1573-1650).41 It is difficult for the average viewer to identify the various 

family members, and the focus appears to be more on the emerging court 

life. During Maurits’ early years as stadholder, courtly life had been a 

modest affair. Living the life of a soldier more than that of a prince, he 

had spent most of his time at the Binnenhof and in the presence of sol-

diers, many of whom were members of his immediate family. However, 

                                                                                                           
horseback at ‘s-Hertogenbosch, 1629, undated. Panel, 35.5 x 28.5 cm. Amsterdam, 

Rijksmuseum; Van Hillegaert, Prince Frederik Hendrik on horseback at Maastricht, 1632, 

undated. Panel, 37.5 x 33.5 cm. Delft, Municipal Museum Het Prinsenhof; Seven other 

depictions of Frederik Hendrik at Maastricht are: (1) Van Hillegaert, Prince Frederik 

Hendrik on horseback at Maastricht, 1632, undated. Panel, 37.5 x 33.5 cm. Amsterdam, 

Amsterdam Museum; (2) Van Hillegaert, Prince Frederik Hendrik on horseback at Maas-

tricht, 1632, undated. Panel (size unknown), private collection; (3) Van Hillegaert, Prince 

Frederik Hendrik on horseback at Maastricht, 1632, undated. Panel, 38.5 x 34 cm. Rotter-

dam, Museum Boymans Van Beuningen; (4) Van Hillegaert, Prince Frederik Hendrik on 

horseback at Maastricht, 1632, undated. Panel, 37 x 30.5 cm, private collection; (5) Van 

Hillegaert, Prince Frederik Hendrik on horseback at Maastricht, 1632, undated. Panel, 

41.3 x 35 cm. East Lancing, Kresge Art Gallery, (6) Van Hillegaert, Prince Frederik Hen-

drik on horseback at Maastricht, 1632, undated. Panel, 36.8 x 27.6 cm, private collection; 

(7) Van Hillegaert, Prince Frederik Hendrik, undated. Panel, 48 x 71,5 cm, private collec-

tion. See for this Maarseveen 1998: p. 290. Van Hillegaert, Prince Frederik Hendrik and 

Ernst Casimir I, Count of Nassau-Dietz at the Siege of ‘s-Hertogenbosch, undated. Panel, 

48 x 64 cm. Amsterdam, Rijksmuseum, and, Prince Frederik Hendrik before Maastricht, 

1637. Panel, size and whereabouts unknown; Gerrit Claezx. Bleker, Prince Frederik Hen-

drik on Horseback with Page, 1633. Canvas, 76 x 65 cm, private collection. See for a dis-

cussion concerning Bleker, Kloek 2008: pp. 49-53. Jan Breecker, Prince Frederik Hendrik 

on Horseback, 1632. Canvas, 130 x 101 cm. Private German Collection, in Maarseveen 

1998: p. 196, fig. 91; Hendrik Ambrosius Pacx, Prince Hendrik on horseback before 

Maastricht, 1632, undated. Panel, 77 x 93 cm. Apeldoorn, Museum Palace Het Loo. 
40 Van Hillegaert (previously attributed to Hendrik Ambrosius Pacx), Cavalcade of Nassau 

Princes on the Binnenhof with William of Orange, Maurits, Frederik Hendrik, and 

Frederik Hendrik V of Palts, 1620-1630. Canvas, 86 x 117 cm. Amsterdam, Rijks-

museum, inv.no. SK-A-452. It was transferred from Paleis het Loo to Huis ten Bosch in 

1798 (see Moes, E.W. and E. van Biema, De Nationale Konst-Gallery en het Koninklijk 

Museum, Amsterdam, 1909: pp. 17, 117). Dumas has identified seven paintings featuring 

equestrian processions in front of the Hofvijver. Five are dated 1625, one ca. 1630, and 

one ca. 1640. See Dumas 1991: pp. 649-659. 
41 Zandvliet 2000-01: p. 294. 
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in due course the demands for ceremonial representation grew, as did the 

court itself with the arrival of Frederick V with his wife Elisabeth Stuart 

and their entourage in 1622. In the Mauritshuis version, ten figures are 

identified (fig. 12a), whilst the smaller Rijksmuseum version shows the 

same scene but taken slightly further back, which makes identification of 

the riders more difficult.42 But, as in Van de Venne’s hunting scenes that 

include deceased princes, here we find portrayals of William of Orange, 

Filips Willem, and Willem Lodewijk. How is this to be explained? 

 In above section equestrian group portrayals were presented that 

are more than mere representations of aristocrats enjoying themselves. As 

earlier argued, hunting scenes often contain an overt message of military 

competence, or even a covert message of rulership pretence. However, the 

cavalcades discussed above meet neither of the archetypical compositions 

and motifs, which has as consequence that these images cannot claim to 

have rulership communication purposes: unless proven otherwise.  

 But, that is precisely what is proposed here: namely, that these 

Nassau group portrayals project a message of dynastic continuity, demon-

strated by the dead being presented amongst the living. Although there 

had been conflicts in the family about inheritances and religion, for the 

purpose of formal representations the ranks were closed and an image was 

presented of the continuity and resolve offered by a large princely family 

willing and able to defend the Republic against foreign aggressors.   

 To sum up, it appears that these cavalcades constitute a uniquely 

Dutch compositional type. When prints of the Counts of Holland, and the 

Nassau Genealogy tapestries are added to the equation, then the outline of 

a pattern emerges: of stadholders that carry-on a Nassau communication 

practice of presenting dynastic continuity. This string of events cannot 

have been accidental, but surely was the outcome of clear-cut strategic 

decisions on the part of Orange-Nassau stadholders. 
 

As the war with Spain progressed, and the country became a European 

military, economic, and political super-power, so also grew the power of 

the House of Orange-Nassau, and with it the prestige of its regents and 

businessmen. And, princely Nassau display became less of an issue with 

the commissioning by the members of the Nassau family as well as by 

Orangists and/or regents of some large equestrian painted series that also 

were meant for the public space. 

                                                
42 (1) Frederik V Elector Palatine, (2) Elisabeth Stuart, (3) veiled woman likely is Maurits’ 

lover Margaretha van Mechelen; Hillegaert may not have wanted to embarrass Maurits by 

her obvious inclusion, (4) Maurits, (5) Filips Willem  (6) William of Orange, (7) Frederik 

Hendrik, (8) Willem Lodewijk, Count of Nassau, Stadholder of Groningen, Friesland and 

Drente, (9) Christian of Brunswick, a nephew of Elisabeth Stuart, (10) Ernst Casimir, 

Count of Nassau-Dietz, (11) Unidentified/unrecognizable.  
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Dynastic paintings in the public and private space 

Though the production of small equestrian portraits of Frederik Hendrik 

steadily continued throughout the 1630s, it was not until the mid-forties 

that a number of large equestrian Nassau portraits appeared. Four (extant) 

series are known. Three paintings by Isaac Isaacsz. (1599-1666), commis-

sioned by the regents of Harderwijk, are stored in the city’s old town hall. 

It is unknown who commissioned three paintings by Jacob Fransz. van der 

Merck (ca. 1610-1664). A painting commissioned by the regents of Edam 

portraying Frederik Hendrik by Herman Meindertsz. Doncker, and a copy 

possibly after him of a portrait of Maurits, still on display in the town hall 

of Edam, has already been reviewed.43 The most impressive series of five 

stadholders by Anselmus van Hulle were originally designated for Buren 

castle, and it is reasoned here that Frederik Hendrik commissioned these. 

Finally, three commemorative equestrian paintings in the Oranjezaal at 

Huis ten Bosch will also be examined. These depict scenes from the life 

of Frederik Hendrik, and position him as a new Aeneas: Virgil’s Trojan 

hero who captured Latium and was seen as the founding father of the   

Roman Empire, and to whom August traced his ancestry. 

 These Dutch painters frequently adopted equestrian poses from the 

great masters of rulership portrayal, as discussed below. 

Rubens’ riding postures and Van Dyck’s iconic adaptation 

Artists often copied the work of rivals when faced by the complexity of 

designing ensembles that could not be copied from modelbooks or repli-

cated in the studio. It was a normal practice, whether as apprentice or 

master; and a sketchbook was always at hand. In the case of equestrian 

imagery, a popular source was Rubens’ so-called The Riding School (fig. 

13).44 So-called, because he did not give a title to the painting, and the 

three riders are not typical portrayals of riding school poses. Little is 

known of the painting that once belonged to the Kaiser-Friedrich Museum 

in Berlin, but was destroyed in World War II. It has also been titled as 

Three Riders in Different Positions, which seems more appropriate.45 In 

riding haute école the horseman always has his shoulders perpendicular 

to, and his face pointed in the direction of the horse’s forward motion. 

Here this is not the case as none of the riders hold their reins in the proper 

                                                
43 Laarmann, Frauke, ‘Herman Meindertsz. Doncker, Ein origineller Künstler zweiten 

Ranges.’ Oud Holland, no. 114, 2000: pp. 7-50. See figures 15 and 16. 
44 Rubens may have taken as example Roman columns showing man and horse, but also 

may have seen the title page of Antonio Francesco Oliviero’s (1520-1580) Carlo Quinto in 

Olma, Venice, 1567, showing a ‘triumphant arch framing an equestrian portrait of Charles 

V.’ Woodcut, New York Public Library, see for this Liedtke 1989: p. 228, pl. 95. 
45 Beneden and De Poorter 2006: p. 44. 
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fashion, just above the ridge of the saddle: prerequisites for haute école 

exercises. The centrally placed rider’s right hand holds the reins sideways 

ready for abrupt change of direction (hunt, military). The rider on the left 

holds a baton, which is certainly not a riding school utensil, and the men 

ride outside on rugged terrain and not in the confines of an école.46 

  Since the horsemen are identically dressed, and turned towards 

the viewer, the painting most likely served as a studio model. Indeed, 

Rubens used these ensembles in his own equestrian work, such as in the 

Wolf and Fox Hunt (fig. 14), for which he employed the centrally placed 

model. In his hunting scenes there are resonances of Van Orley’s sense of 

the liveliness and monumentality found in his hunting tapestries. Rubens’ 

addition of fighting animals refers to the classical pictorial tradition of 

adding pathos; imagery he had seen in Rome on columns, sarcophagi, and 

in the works of earlier masters. He thus combined artistic elements in a 

unique manner for different purposes and from diverse sources.47 David 

Rosand noted in a study of Rubens’ hunting scenes that ‘he drew upon the 

traditions of classical, ancient, and Renaissance art, enriching it with a 

new vitality derived from his Flemish heritage.’48 And, just as Rubens bor-

rowed from the past, so his contemporaries borrowed from him.  

 Van Dyck, for example, followed some of the Riding School 

poses, after he had seen the painting in Rubens’ studio in 1618, when he 

worked there as master.  His painting of Charles I on Horseback with M. 

de St. Antoine (1633, fig. 19) is a particularly iconic example.49 It contains 

elements that were widely copied by other artists in print and on canvas.50 

                                                
46 For two seminal analysis of riding postures, see Moffitt, John F. “Le Roi à la ciasse”? : 

Kings, Christian Knights, and Van Dyck’s Singular “Dismounted Equestrian-Portrait” of 

Charles I. Artibus et Historiae, 4, No. 7 (1983): and his: ‘Rubens’ “Duke of Lerma” 

Amongst “Imperial Horseman”. Artibus et Historiae, 15, No. 29 (1994): pp. 99-110. 
47 Rubens studied and copied the art of classical antiquity during his eight years in Italy 

(1600-1608). Visiting Rome twice he made drawings of most of the classical statues, but 

also of works of art such as Leonardo’s lost The Battle of Anghiari that features wildly 

rearing warhorses. See Rubens’ chalk sketch, 45.2 x 63.7 cm. Paris, Louvre.  
48 Rosand, D. ‘Rubens’ Munich Lion Hunt: its sources and significance.’ Art Bulletin, 51, 

no. 1 (March 1969): p. 29.   
49 See with similar poses, Van Dyck’s Cornelius de Wael, ca. 1625. Canvas, 167.5 x 266.5 

cm. Museum of Fine Art Antwerp; Marchese Antonio Giulio Brignole-Sale, mid-1620s. 

Canvas, 288 x 201 cm. Genoa, Palazzo Rosso; Francisco de Moncade, ca. 1632. Canvas, 

303.5 x 239.5 cm. Paris, Louvre. 
50 For example, a second version of Charles I on Horseback, with his Equerry St. Antoine, 

was executed, according to tradition at Royal request, by Van Dyck’s studio for Sir John 

Byron. Peter Lely made a copy now on view at London’s Middle Temple Hall. Moreover, 

following Charles I execution, during the Commonwealth the original painting hung on the 

walls of St. James’ Palace to be seen by all men. See for this Layard, G.S. The Headless 

Horseman. London, 1922: p. 8. Another example: Van Dyck’s equestrian portrayal of the 

Duc d’Asemberg (date unknown to me, canvas, ca. 315 x 240 cm. Holkham Hall, UK), 
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Such portrayals demonstrate how the pictorial equestrian tradition evolved 

and was passed-on. The painting depicts the king—presented as British 

imperator—enter through a triumphal arch.51 He is accompanied by De St. 

Antoine, a celebrated French riding master, sent to England by King 

Henry IV of France (ca. 1553-1610), with special horses to teach Charles 

the finer traits of riding haute école.52 De St. Antoine holds Charles’ open-

visor helmet suggesting military readiness.53 Few paintings have modelled 

horse and rider so persuasively. The horse strides calmly forward, as 

Charles loosely holds the reins, a motif reminiscent of Marcus Aurelius, 

and an image of effortless authority (lose reigns demonstrate proficiency, 

which impression counts: not the expert knowledge that in reality the 

horse has to be controlled and steered by the pressure of the rider’s legs, 

but which cannot be depicted). Though the horse’s head is relatively 

small, befitting the 17th century view that this denoted intelligence, the 

steed’s flanks are justly proportioned to its muscular legs, and it moves 

with seeming ease in the direction of Charles’ glance. There is a theatrical 

air to the scene, which is heightened by De St. Antoine’s eyes full of in-

flated admiration as he follows through the archway holding the helmet.54 

The psychological effect of aloofness achieved by De St. Antoine’s servile 

pose, is indirectly enhanced by the manner in which the painting was dis-

played. Placed at the end of the long gallery at St. James Palace, it made a 

considerable impression, because the alcove where it was hung is high 

                                                                                                           
was used as model by Godfrey Kneller for his portrayal of the 1st Duke of Schomberg (date 

and canvas size also unknown to me. Brocklesby Park, UK). 
51 Millar, Oliver. The Tudor-Stuart and Early Georgian Pictures in the collection of Her                 

Majesty the Queen. London, 1963: pp. 93-94. 
52 Demonstrating my point throughout that specially trained horses are required for riding 

haute école. Van Dyck specialists such as Oliver Millar have always identified the man 

next to King James as being De St. Antoine, who had first been sent to England in 1603 by 

Henry IV to teach Prince Henry a new riding method (James 1st eldest son who died in 

1612). See Millar, Oliver. Van Dyck in England. London, 1982: p. 50. Others have as-

serted that the page in the painting next to De St. Antoine was his personal footboy, see for 

this, Singleton, Esther. Painters as Seen and Described by Famous Writers. London, 1899: 

p. 34. Besides Prince Henry, De St. Antoine taught many young English noblemen, includ-

ing the future Duke of Newcastle.    
53 Rubens’ adaptation of the closed-helmet theme are found in his Equestrian Portrait of 

Philip II, ca. 1628/ 9. Canvas, 314 x 228 cm. Madrid, Prado. A helmet-bearing figure is 

also found in a modello of Rubens’ Archduke Albert in Vienna’s Academy of Art. See 

Glück, Gustaf. ‘Rubens as Portrait Painter.’ The Burlington Magazine, Vol. 76, No. 447 

(Jun. 1940): p. 212.  
54 The painting is also reminiscent of Antonio Oliviero’s, Carlo Quinto in Olma, 1567, 

since in both images the role of the arch is to give the viewer the illusion of observing a 

classical imperial rider being welcomed back after military triumph. Normally escorted by 

mounted guards, maybe the inclusion of just one servant signifies Charles’ rule without 

parliament, as Roy Strong has suggested, see for this his Van Dyck on Horseback. London, 

1972: p. 14. 
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above the floor.55 Of Van Dyck’s large modello, which was exhibited at 

Hampton Court during William III’s reign, one observer remarked, “In 

another gallery was K. Charles the First on horseback, that as you enter at 

the other end, you would think it real.”56  

The series by Isaac Isaacsz. in Harderwijk’s town hall 

In the 17th century, Harderwijk was positioned on the Zuiderzee and func-

tioned as harbour and trade junction for the German Rhineland of mainly 

fish and beer.57 The harbour was also of military importance, and Maurits 

financed the building of defensive fortifications and bulwarks in 1591, as 

he did in other ports that could be attached via the Zuiderzee. He often 

visited Harderwijk, raising taxes to finance the war, and publicly defended 

these efforts against the kwaedwilligen: those opposed to the war.58  

 The three monumental equestrian paintings of William of Orange, 

Maurits, and Frederik Hendrik, in the council hall of the old town hall of 

Harderwijk by Isaac Isaacsz. are on display in the same hall since they 

were first shown there in the early 1640s.59 On 23 December 1642, the 

city’s magistrate acquired portraits of Maurits and Frederik Hendrik on 

horseback for the total sum of 335 guilders.60 There is no mention of the 

payment of the portrait of William of Orange, which obviously originates 

from the same artist. 

 Isaac Isaacsz. was well known in Harderwijk, because one of its 

influential citizens, Johannes Isacius Pontanus (1571-1631), professor of 

physics and mathematics at the Kwartierlijke Veluwse School, was his 

uncle whom he had portrayed.61 His father Pieter Isaacsz. (1568-1625) 

and Pontanus had worked together in Denmark. Pieter was court painter 

and art dealer (and some say spy62), and Pontamus a court historian (he 

wrote the history of Denmark,63 following his commercially successful 

histories of Amsterdam and Guelders). Isaac was born in Amsterdam, 

learned to paint from his father whilst in Denmark, but also in Antwerp 

(1622-1624), where he became a member of the St. Luke guild.  

                                                
55 Millar 1982: p. 50. 
56 Poynter, F.N.L. (ed.). The Journal of James Yonge [1647-1721]. London, 1963: p. 172. 

For William III’s appreciation of Van Dyck’s modello at Hampton Court, see Chap. 6. 
57 Volkerts, J. (ed.). De Geschiedenis van Harderwijk. Amsterdam, 1998: p. 51. 
58 Kempers, M.G.J. De Raadzaal van Harderwijk. Monument van Historie en Kunst. Pub-

lished after its restoration on 20 April 1922, Harderwijk. The council hall was restored 

again in 1996, but open to the public only on special request. 
59 Ibid: p. 23. 
60 See for the resolutions of the magistrate’s invoices in Harderwijk’s archives: Berends P. 

‘De Schilderijen in het Raadhuis te Harderwijk.’ Oud Holland, 41, 1923/24: pp. 47-48.   
61 The painting is no longer extant, but an etching of 1630 is. Kempers 1922: p. 11. 
62 Noldus 2007: pp. 219-229. 
63 Pontanus. Johannes Isacius of Johan Isaakszoon. www.dbnl.org: p. 1418.  
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 Isaacsz. had also accepted an earlier commission in Harderwijk. 

In 1634, he was paid 250 guilders for the Judgment of King Cambyses, a 

large painting that was to hang over the fireplace in the assembly hall 

where later the portraits of the Nassau stadholders were put on display.64 

In 1647, he produced a further two portraits for the town hall of kings 

who had been supportive of the Republic’s political course.65 Isaacsz. 

worked throughout most of his life in Amsterdam where he died in 1649. 

 Isaacsz’s paintings of Maurits and Frederik Hendrik have the 

same size (270 x 215 cm) and composition. That of William of Orange is 

slightly larger (282 x 224 cm), but when seen together they are obviously 

meant as one series. Isaacsz. borrowed elements from both Rubens and 

Van Dyck, and used existing portraits of the three stadholders. His use of 

colour is sumptuous and expression of material, particularly the armour 

worn by the stadholders, is correct. The upper edges of the paintings are 

decorated by garlands of triumphalia with the coat of arms of the respec-

tive cities captured by the princes. The garlands may be a later addition, 

but without technical research it is impossible to tell whether they were 

painted over the original composition.  

 Maurits is portrayed on a rearing stallion against the backdrop of 

an unidentified battle in the dunes, which most likely depicts Nieuwpoort 

(fig. 17).66 The portrait fits the triumphant archetypical composition per-

fectly: with the rearing horse, commander’s baton, and battle scene below. 

The markings on his horse are not normal, so-called ‘grey’s’ begin life 

black and as they mature turn white, and one may presume that this keen 

horse breeder would not have wanted to be seen riding such an oddity. 

Maurits’ portrait is probably after Van Mierevelt.67 A young page holds a 

feather-adorned helmet with closed visor, indicating that Maurits was no 

                                                
64 Isaac Isaacsz., Judgment of King Cambys, 1634. Canvas, 180 x 224 cm. Harderwijk, 

town hall. The painting includes a self-portrait of Isaac Isaacsz. wearing a cap with a white 

feather with, below it, the heraldry of the St. Luke guild. 
65 On 26 March 1647, Isaacsz. received 74 guilders for 2 tronien of Hendrik IV of France 

(1553-1610), and Gustav Adolph of Sweden (1594-1632), see Kempers 1922: p. 12. 
66 From the left we see the following 35 coats of arms with inscriptions: Battle of Flanders 

1600 (presumably Nieuwpoort); Meurs 1697 (should be 1597); Groll 1597; Rynberck 

1597; Sluis 1604; Geertruydenberg 1593; Coevorden releaved 1594; 1588 Spanish fleet; 

Axel 1586, Oetmarssem 1592, Breda 1590; Coeverden 1592; Steenbergen 1590; Nova 

Zimbla discovered 1595; Zutphen 1591; Deventer 1591; Breevoort 1597; Oldenzeel 1597; 

Hulst 1591; Hoey 1595; Niemegen 1591; Gulick 1610; Rees 1614; Steenwijck 1592; Ot-

marssen 1593; Deiticom 1597; Bahia in Bresiel 1624; Wachtendonck 1600; 1597 Battle of 

Turnhout; St. Andries Schansen 1600; Groeningen 1594; Goor 1597; Rijnberck 1601; 

Lingen 1597; Battle of Gibraltar 1607. On the ribbon to the left: Canary Islands 1599; 

Galleys of Spinola defeated 1603. On the ribbon to the right: Bergen op Zoom relieved 

1622; Treves published 1609. See Kempers 1922: p. 21. 
67 Willem Jacobsz. Delff, Maurits, engraving after Van Mierevelt, 1625, 42 x 29.7 cm. 

Hollstein V, 58.  
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longer alive when the painting was made. At various places in this study 

of Nassau portraits, mention is made of what appears to be an emerging 

pattern; namely that when helmets are included these show open or closed 

visors possibly signaling that the sitter was alive or deceased at the mo-

ment of portrayal.68 This distinction is first seen in the early 16th
 century. 

In Oostanen’s The Counts of Holland, for example, Charles the Bold is 

depicted with a closed visor to indicate that he had died during battle 

(Chapter 1, p. 41, fig. 10).69 Further research is required to clarify if this is 

coincidence, and if not, whether this practice is uniquely Dutch, and also 

found in other Nassau representations. 

 The monumental painting of Frederik Hendrik (fig. 18) is similar 

in style and execution to that of Maurits. Riding a collected trot from 

right to left, Frederik Hendrik is attended by a page holding his plume-

adorned open-visor helmet. Also in this portrait a garland of coats of arms 

decorate its upper edges.70 The stadholder points his baton to ‘s-Hertogen-

bosch, which city is recognizable in the distance by the St. Jan Cathedral 

and its extensive defensive ramparts. The portrait of Frederik Hendrik 

may have been derived from Delff, whose print of the stadholder was 

readily available, in which he is portrayed with moustache and pointed 

goatee, and wears the same harness with laced collar. 71 

  What makes these paintings so impressive is not only their size, 

large as they are for Dutch portraits of the stadholders, but also the deco-

rative coats of arms of the towns that they captured. The average observer 

will not be able to discern all the triumphs that Isaacsz. (or a later artist) 

so painstakingly recorded. The lists are not complete, nor do they follow 

Jan Orler’s listing in the Nassaus Laurel-Wreath. Still, the message is 

clear: the stadholders are the triumphant generals of the Dutch Republic, 

and as such they needed to be portrayed on horseback. 

 How appropriate, then, that Liberty—as a symbol of the political 

and military goal of the Dutch Republic—is included in the portrait of 

                                                
68 See for further examples note 53. 
69 De Hoop Scheffer (1972: p. 30) makes the direct relationship between the count having 

died in battle and the closed visor, but does not suggest that this was standard practice.  
70 From the left we see the following 26 shields with inscriptions: Sloops of Count Jan (?); 

‘T huys te Gennip 1641; Malacca in East India in 1614; Breda 1637; 163(6)? Schencken-

schans; Rijnberck 1632; Silver fleet 1628; Schansen (near Olinda) 1630; Oldenseel 1626; 

Grol 1626; Wesel 1629; ‘s Hartogenbosch 1629; Venlo 1632; Roermond 1632; Stralen 

1632; Maestricht 1632; Limburg 1632; Orsoy 1632; Fernambouck 1625; Paraiba 1634; in 

Brazil the island Maragna 1641; (?) 1634; Spanish and Portuguese fleet in Brazil 1639; the 

town and the castle St. Thomé 1641; St. Pauolo de Loanda 1641 in Angola; Spanish fleet 

at Duyns 1639. See Kempers 1922: p. 17. 
71 Willem Jacobsz. Delff, Frederik Hendrik, 1632-33. Engraving after Van Mierevelt, 42.3 

x 29.8 cm. Hollstein V, 62. He may also have used an older version of 1624. Engraving, 

42 x 29.9 cm. Hollstein V, 61. See also Jansen 2011: pp. 109-126. 



 119 

William of Orange (fig. 20); the third monumental painting by Isaacsz. 

Positioned in the council hall between those of Maurits and Frederik 

Hendrik, William is dressed in armour with a gold-orange sash slung over 

his shoulder as he rides towards the viewer. Pilasters, draperies, and coats 

of arms representing the provinces Guelders, Holland, Zeeland, Friesland 

and Overijssel, of which he was stadholder, frame the scene. On the right-

hand side of the portrait an allegorical figure holds a long lance with a 

cavalier’s hat on its tip. On top of the ridge of the left-hand pilaster rests a 

helmet with plume with a closed visor. In the background below the rider, 

a naval formation displays the Dutch Republic’s orange ensign.  

 The overall composition is reminiscent of Van Dyck’s Charles I 

of 1637 (fig. 19). Just as Van Dyck hid the arch’s right column behind M. 

de St. Antoine, so Isaacsz. hid his behind the lance-bearing allegorical 

figure. Isaacsz. made a design mistake with the horse’s left hind leg stick-

ing out like a pole to the side. It is not known if and where Isaacsz. saw a 

copy of Van Dyck’s rendition, but by the 1640s painted as well as printed 

copies were in circulation. Of course, he may also have seen Rubens’ 

Riding School in Antwerp. It is not difficult to trace the source that 

Isaacsz. used for his portrait of William of Orange. Though similar to the 

engraving after Van Mierevelt, or the one published in the early Historie 

(fig. 23a), William seems younger and with shorter hair. However, there 

is a very similar portrayal in Delft in the Grote Kerk, where a bronze 

statue of William of Orange is positioned in front of his tomb with the 

baton-resting pose as seen in Gerritsz’s print in the Historie, and with the 

same fluted collar and young facial features (Chap. 3, fig. 11). 

  What really draws attention is the figure representing the personi-

fication of Liberty, with her decorated helmet, shield and lance.72 On 

close inspection (but hardly legible) the word ‘Libertas’ is inscribed on 

the hat. In the 14th century the ‘cap of liberty’ had become a symbol of 

freedom in Switzerland, which Dutch rebels adopted.73 The earliest por-

trayal of the liberty cap in the Dutch provinces was on a medal of 1573, 

with the inscription LIBERTAS - PATRIÆ.74 It is not difficult to find Isaacsz.’ 

source for this particular lance with cap. In a painting by Jan Tengnagel 

(1584-1631) representing an Allegory of the growth of the Republic dur-

ing the Government of Prince Maurits of 1618 (fig. 21), the province 

Hollandia is accompanied by a general holding the very same pike with 

                                                
72 The hat is similar to that worn by Philip II in the painting that Rubens had made in 

1628/29. It may be speculative, but it is tempting to think that Isaacsz. may have seen it in 

the master’s workshop in Antwerp, and correctly interpreted it as a sign of victory. 
73 Gamboni, Dario, and Georg Germann. Zeichen der Freiheit. Das Bild der Republik in 

der Kunst des 16. Bis 20. Jahrhundert. Bern: 1991, pp. 60-61. 
74 Freedom medal LIBERTAS - PATRIÆ - 1573, silver, weight 6.639g. Rijksmuseum Het 

Koninklijke Penningkabinet, Leiden, inv.no. 2219. 
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cap. As both artists worked in Amsterdam, it is likely that Isaacsz. was 

familiar with this work. Liberty as political goal was so important that 

Hendrik de Keyser used the same figure with lance and cap as corner-post 

of his tomb for William of Orange in Delft.  

 A truly exceptional detail is a barely visible painted sketch on the 

pedestal on which William’s helmet rests (fig. 20a). Some 35 cm high, 

there is an outline of the assassination of the prince by Balthasar Gérard. 

Isaacsz. recorded the moment of impact: the gun raised, the prince reeling 

back, his bearded face registering shock. Only technical research will tell 

if Isaacsz. made it himself, or whether it is a later additions as possibly 

the garlands are too. Nonetheless, considering the many resemblances, a 

visit to Delft on behalf of this commission may well have inspired Isaacsz. 

 In conclusion: the series had the dual purpose of representing two 

monumental Nassau objectives and achievements. William of Orange had 

sought liberty, which was at last attained through the victorious military 

leadership of Maurits and Frederik Hendrik. The public display of the 

series also meant that Orangists were sufficiently confident to display the 

Nassau dynasty in its full glory outside the confines of the court. 

The series by Van Hulle in Buren 

The five Van Hulle portraits constitute the largest equestrian series of any 

European ruling dynasty, which makes them unique in art historical 

terms.75 They were likely commissioned by Frederik Hendrik to adorn his 

new portrait gallery at Buren castle. The portraits, by way of their une-

quivocal equestrian military leadership imagery, are indicative of the 

authority that the Nassau dynasty must have enjoyed by mid-century. The 

paintings are neither signed nor dated, but it is likely that they are by the 

Southern Dutch artists, because of a signed smaller version of one of the 

five, which once was owned by one of Frederik Hendrik’s bastard sons.  
 

  
 

 

 

 

 

Anselmus van Hulle, equestrian Nassau series as displayed at the Royal Palace, Amsterdam.     

  Seen from the left: Frederik Hendrik, Maurits, William of Orange, Filips Willem, and  

  Willem II (representation here is an approximation in their reduced size). 

                                                
75 Sir John Hawkwood and Niccolò da Tolentino, equestrian portraits by Paolo Uccello, 

1436, fresco, and Andrea del Castagno, 1455-56, fresco, both in Florence Cathedral, are 

not related. Most extant equestrian European rulership portrayals are one-offs. 
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 Anselmus van Hulle was born in Ghent and married there in 1631. 

Becoming master in 1620, he joined the guild of St. Luke in Antwerp in 

1647. The portraits of the five riders are after Van Mierevelt and Gerard 

van Honthorst (1592-1656), and are ample proof of why Frederik Hendrik 

was so impressed by Van Hulle’s painterly qualities that he commissioned 

him to portray the many delegates at the signing of Peace of Munster.76 He 

became a successful court portraitist, and following the stadholder’s death 

was court painter to Emperor Ferdinand III (1608-1657) in Vienna until 

1651, and to Johann Georg I, Elector of Saxony (1585-1656) in Dresden in 

1651. After a short stay in the duchy of Schleswig-Holstein-Gottorf, he 

returned in 1653 to Ghent where he remained until his death. 

 When viewing the five portraits it is obvious that they are part of 

one series, although none have the same exact size.77 From a composi-

tional point of view there is no apparent reason for this, because the 

equestrian ensembles practically all fill their respective picture planes: 

heads, tails, and feet touching the outer limits of the canvasses. In the case 

of Maurits and Filips Willem, their heads even touch the upper edges of 

the canvasses, and William of Orange’s baton is actually cut off. The ho-

rizons beneath the riders are low and at the same height, with all riders 

looking directly at the viewer. Noticeably, there is not one white stallion 

among the five, which may be on account of the fact that Van Hulle came 

from the south, and was therefore not aware of the symbolism of Maurits’ 

trophy (neither was apparently Frederik Hendrik; presuming that he was 

the commissioner). The depictions of the horses are not demonstrations of 

painterly dexterity, but the portraits of the riders are a different matter. It 

seems as if Van Hulle used the horses as staging platform for his excellent 

portraits. Instead of having positioned the four stadholders and a prince in 

front of a darkly coloured backdrop, as was the more usual procedure for 

ceremonial portraits, he chose (or was so instructed) to portray them on 

decorated horses, all with expensive saddles, saddlecloth and bridles. The 

horses are adorned by coloured bows tied into their manes or reins, and 

with decorative leather straps hanging slack to the ground; unique orna-

mentation in the equestrian image tradition. The saddles carry ceremonial 

pistols in embossed leather sheaths. 

                                                
76 It is not fully known how many participants Van Hulle painted since the originals went 

to the delegates themselves. However, soon books containing engravings came onto the 

market. The first edition was published already in 1648 in Antwerp, under the title Pacis 

antesignani sive icones legatorum [...], containing 35 portraits. In ca. 1649, the Antwerp 

printer Daniel Middeler published an edition of 76 engraved oval portraits with coat-of-

arms and mostly with Latin mottos and circumscribed poems underneath by important 

artists living and working in Antwerp at the time. 
77 Precise measurements: William of Orange, 254 x 202 cm; Filips Willem, 255 x 250 cm; 

Maurits, 256 x 250 cm; Frederik Hendrik, 250 x 199 cm; Willem II, 250 x 200 cm. 
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 The representation of Willem II is a rare example of a Dutch artist 

having chosen a levade as pose from the haute école. On behalf of this 

portrait Van Hulle likely used Pluvinel’s Maneige Royal, which contains 

Crispijn De Passe II’s prints of the young Louis XIII (fig. 30).78 This book 

was readily available, and it probably is the source of a similar equestrian 

posture of Willem II by Jacob Jordaens’ (1593-1678) in his monumental 

The Triumph of Frederik Hendrik at Huis ten Bosch, in which the young 

prince accompanies his father, who is seen riding a quadriga (fig. 39).79 

 The equestrian portraits of William of Orange and Filips Willem 

are derived from Van Mierevelt (fig. 23a, 26a), and since his studio made 

a large number of copies and often just aged the facial features, it is diffi-

cult to tell which were the particular versions used by Van Hulle’s.80 Of 

course, besides the many prints that were available—if indeed Frederik 

Hendrik commissioned Van Hulle—then the painter had ample opportu-

                                                
78 Pluvinel, Antoine de. Maneige Royal (L’Instruction du roy en l’exercise de monter à 

cheval). Paris, 1623, German edition by Mathaeus Merian, Frankfurt, 1628 (Dutch transla-

tion by Ad. Klebe included in the edition of 1971, Special Collections, University of Am-

sterdam). Pluvinel had based much of his riding lessons on Frederigo Grisone’s book, 

Ordini Di Cavalcare et Modi di Conoscere (who in turn based his ideas on Xenophon). 

Pluvinel’s book is about teaching Louis XIII how to ride haute école via imaginary dia-

logues supported with illustrations by Crispijn de Passe II. Crispijn de Passe the Elder 

published Pluvinel’s posthumous first edition of Maneige Royal in 1623, which include 63 

illustrations of riding lessons drawn by his son Crispijn de Passe II, in which we see horse 

and rider centrally placed between onlookers including Pluvinel. This supports the notion 

that these are ‘illustrations’ for the purpose of learning rather than depicting actual events. 

For a discussion of De Passe’s work in Paris and at the riding school, see Veldman, I.M. 

Crispijn de Passe and his Progeny (1564-1670), A Century of Print Production. Rotter-

dam, pp. 262-266. Pluvinel taught Frederik Hendrik when he was fifteen years old in 1609, 

on the instruction of Louise de Coligny. According to correspondence from the riding 

school, had the prince stayed for some time, he could have become one of Pluvinel’s best 

pupils, writing, ‘Il le rendra un des mieux à cheval qui sortit de longtemps de son école,’ 

See De Jongste, J.A.F., Juliette Roding, and Boukje Thijs. Vermaak van de elite in de 

vroegmoderne tijd. Hilversum, 1999: p. 130. See for a review of riding practices at the 

court of Frederik Hendrik, Zijlmans, Jori. ‘Life at the Hague court’ in Keblusek and Zijl-

man 1998: p. 38. 
79 Jordaens also used this pose at about the same time in cartoons for a tapestry series 

known as Les Grands Chevaux, made between 1645 and 1651 (fig. 31). This was a famous 

series describing the riding lessons of Louis XIII, the dauphin of France (see note above). 

In 1666, on the occasion of his marriage with Margaretha-Theresia of Spain, Leopold I, 

Emperor of Austria, bought a series of eight pieces, entitled: ‘The Riding-School of Louis 

XIII of France.’ These were woven by Hendrik Rydans and Everaard Leyniers, both of 

Brussels. See for this Roosens, Max. Jacob Jordaens, His Life and Work. London, 1908. 

Jordaens also produced between 1635 and 1645, A Cavalier on a Horse Executing a Le-

vade. Panel, 73 x 59.7 cm. Springfield, Mass., Museum of Fine Arts. He made various 

similar equestrian paintings depicting this very stiff levade, with horse and rider positioned 

in front of quasi-Roman buildings with columns.  
80 See for example, a detailed review of most of the extant portraits of Maurits, Jansen 

2011, ‘De portretten van prins Maurits; het handelsmerk van het atelier’: pp. 109-126. 
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nity to visit one of the stadholder’s portrait galleries. Oddly, Van Hulle 

portrayed Filips Willem as military commander, which he was not (and is 

only partially dressed as such). Was he instructed to thus support the mili-

tary/dynastic message? The sources of the portraits of Frederik Hendrik 

and Willem II are more difficult to trace, but particularly that of the latter 

may help date the whole series. 

 The portrait of Frederik Hendrik is either based on Van Miere-

velt’s portraits of the stadholder of 1632-1640,81 or on Van Honthorst’s 

portrait of 1647.82 In the first case the facial features were aged; in the 

second case made to look younger. For the portrait of Willem II, Van 

Hulle no longer benefited of the work by Van Mierevelt, who had died in 

1641, when the prince was just sixteen. However, his portrait might be 

based on Ludwig von Siegen’s mezzotint of 1644 (fig. 25a).83 In this the 

first signs of a small moustache in an otherwise still young face are recog-

nizable. Van Hulle has not portrayed the prince wearing the Order of the 

Garter. He must have understood the significance of these decorations, 

and therefore this portrait stems from before 2 March 1645, when Willem 

II was invited to become member. In short, it appears likely that the series 

was made between 1644 and 1648, when Van Hulle left for Munster to 

portray the peace treaty delegates. 

 Van Hulle also made a second version of Willem II (fig. 28). It is 

smaller (118 x 100 cm), more refined than the larger version, and it clearly 

shows an older prince. He signed below the horse’s hooves ‘A. van Hulle. 

F’, but did not date it. This small portrait has led to the attribution of the 

whole series. Dating this portrait is less problematic. Simon Groenveld, in 

his thorough study of Willem II’s imagery, suggests that Van Honthorst’s 

Double Portrait of Willem II and Mary Stuart, of 1647 (fig. 29), is the 

prototype for the small portrait, though his workshop portrait now at the 

Mauritshuis (fig. 28a), comes even closer.84 The portrait was therefore also 

made before Van Hulle left for Germany, where his new employers kept 

him more than busy, though Groenveld suggests that the artist may have 

returned for this one job, which, if we study his bill, cannot be dismissed.  

                                                
81 Workshop of Van Mierevelt, Portrait of Frederik Hendrik, Prince of Orange, ca. 1632-

1640. Oil on canvas, 111.5 x 87.7 cm. Amsterdam, Rijksmuseum, SK-A-254. 
82 Gerard van Honthorst, Frederik Hendrik, Prince of Orange, with His Wife Amalia van 

Solms and Their Three Youngest Daughters, ca. 1647. Canvas, 263.5 x 347.5 cm. Amster-

dam, Rijksmuseum, inv.no. SK-A-874. 
83 Ludwig von Siegen (ca. 1609-ca. 1680) invented the mezzoprint around 1642. He is 

believed to have brought the technique to Ruprecht von der Pfalz, the Winter King’s son. 

His portrait of Willem II may also be based on that by Van Honthorst. 
84 Groenveld, Simon. ‘Van opklimmende vorstenzoon tot neerstortende faëtoon stadhouder 

Willem II (1626-1650) in beeld.’ In Sabine Craft-Giepman et al. (eds.). ‘Stadhouders in 

Beeld, Beeldvorming van de stadhouders van Oranje-Nassau in contemporaine grafiek.’ 

Jaarboek Oranje-Nassau Museum (2006): pp. 141-143.  
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 The only payment by the stadholder’s court mentioning Van Hulle 

is of 21 July 1650, and reads ‘On the account of A. v. H., painter, has 

been deposited the sum of ƒ1000.--, which His Highness paid (hem is 

toevoegende over) for two paintings, made and delivered by him for His 

Highness, in the year 1649.’85 The paintings and bill probably were sent to 

Willem II, Frederik Hendrik having died in 1648. Other than the series 

and the small portrait, there are no known Nassau portraits by Van Hulle, 

and therefore the payment must be related to these. It is even possible that 

Van Hulle meant the small portrait of Willem II as a gift to his ‘new’ pa-

tron. The wording ‘toevoegende’ is curious. In the hundreds of payments 

on behalf of Dutch stadholders between 1637 and 1702, only two are thus 

used (the other bill gives no further clues). Maybe what was meant in the 
ordonnantieboeken is that the payment was ‘in addition of’, suggesting 

that earlier payments had been made to Van Hulle, most likely before 

Frederik Hendrik’s death. Anyway, Willem II’s death four month later, 

probably stopped all payments. Intriguingly, the small portrait is still on 

display in a Renaissance castle that once was the property of Frederik 

Hendrik’s bastard son, Frederik van Nassau-Zuylenstein.86 

 As earlier discussed, Frederik Hendrik had the Nassau Genealogy 

rewoven and extended, which tapestries heralded his family’s aristocratic 

standing, and now with this new series he was able to portray them as 

great military leaders too. Similar to Maurits/Van de Venne’s decision to 

include Filips Willem in his cavalcade, so did Frederik Hendrik. Besides, 

he inherited—via Maurits—most of Filips Willem’s belongings, includ-

ing Buren castle. The castle was restored in the course of the 1630s, and a 

new portrait gallery was added in 1645, at the time that Van Hulle still 

                                                
85 ‘Op de rekening van A. v. H., Schilder, is ordonn. Gedep. Ter somme van ƒ1000.--, die 

S. H. hem is toevoegende over twee stucken schildery, by hem gemaeckt ende gelevert 

voor S. H. in den jare 1649.’ The payment is archived in NA, ND, inv.nos. 992-994, pay-

ments of 1637-1650, and cited in Leupe, P.A. ‘De ordonnantieboeken van prins Frederik 

Hendrik over de jaren 1637-1650.’ De Nederlandse Spectator, 44, 1875: p. 319. 
86 Van Hulle’s second version of Willem II is on display at Heeze Castle (North Brabant), 

which is owned by the Nederlandse Kastelen Stichting, but the surrounding property be-

longs to Samuel Ernst (Sammy) Baron van Tuyll van Serooskerken. His family has owned 

it ever since 1760 when Jan Maximiliaan van Tuyll van Serooskerken acquired it. The 

castle, part of which was built by the architect and painter Pieter Post (1608-1669), has a 

long history going back to the 12th century. The art collection that is still on display was 

part of the dowry that Ursulina van Reede brought into her marriage with Maximiliaan in 

1739. Ursulina is a direct descendant of one of Frederik Hendrik’s bastard sons, Frederik 

van Nassau-Zuylenstein. The art collection was granted to the Dutch State in 1957, in-

cludes a portrait gallery with among others portraits of William of Orange, Maurits, and 

Frederik Hendrik. In the main hall we find large tapestries after drawings by Lebrun of the 

history of Alexander the Great at his famous battle with Darius. I am grateful to Sammy 

Baron van Tuyll van Serooskerken for having invited me to view his collection and dis-

cussed the issue of van Hulle’s portrait of Willem II. 
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was working on the series.87 Frederik Hendrik acquired many paintings 

commemorating military battles for display at Buren, which castle had 

once been used as ‘staging point’ for the war in the south.88 In an inven-

tory taken at Buren between 1675-1712, it is recorded that ‘there are   

thirteen paintings on canvases of the sieges and taking of towns [...], 

which are fixed to the walls between pilasters.’89 These were supplied by 

Jan Breecker and Gerrit van Santen,90 and their payments are registered in 

the Ordonnantieboeken.91 The fact that there is an abundance of informa-

                                                
87 Filips Willem left a large sum of money to his wife Eleonore de Bourbon, which codicil 

led immediately to problems with Maurits, but which resolved itself automatically by her 

untimely death on 20 January 1619. See for this Blok 1924: p. 48.  
88 Nonetheless, Buren castle was also used when Elisabeth Charlotte van Dohna, Amalia 

van Solms’ niece, was married to Otto Count of Limburg Stirum in 1645. 
89 Drossaers 1974-76: dl. I (Buren): p. 558. Item 61: ‘Daar sijn derthien schilderijen op 

doeken van de belegeringen ende veroveringen der naervolgende steden, die tegen de muer 

tusschen pylasters vaststaen. Eerstelijck de belegeringe van Mastricht, Breda, Rijnberck, 

Grol, Gennep, ‘s-Hertogenbosch, drie stucken van de intocht in Brabant, het innemen van 

Wezel boven de deur, Hulst, Sas van Gent, Schenckenschans.’ 
90 Drossaers 1974-76, dl. I (Buren): note p. 558 to item 61: ‘Jan Breecker of Amersfoort 

made in 1646 for Frederik Hendrik’s new gallery three paintings, namely, Breda (1644), 

Rijnberk (1633), and ‘s-Hertogenbosch (1629) (N.D. 736 fol. 411). Gerrit van Santen de-

livered in 1647 two large paintings of the sieges of Hulst (1645) and Sas van Gent (1644) 

as replacement of two pieces, namely, Schenkenschans (1636) and Wezel (1629), which 

he also supplied in 1646 together with the sieges of Maastricht, Grol, and Gennip (N.D. 

737, fol. 411); in addition he delivered two ‘small’ paintings of the sieges of Schenken-

schans and the taking of Wezel (N.D. 736 fol. 464). Jan Breecker, moreover, painted three 

pieces of the crossing of the army at Florival in 1644 (Brabant, dept. Archennes) for the 

last piece of the gallery’ (N.D. 736 fol. 411, my translation). One of the versions of the 

battle at Schenkenschans is now in the Rijksmuseum: no. 2126-E1. 
91 Jan Breecker: ‘For the painting of three pieces by the painter J.B. from Amersfoort, ac-

cording to the contract of 29 May 1644, and depicting: the crossing of the army at Florival, 

he received the sum of ƒ 372.-- and for each canvas to deliver a frame ƒ 1-2.--. The to be 

delivered canvases were found to be broad 7 and high 43/4 ellen, for which he received     

ƒ 36.-- making together the sum total of ƒ 402.--.’ Besides the painting of the Sieges of 

Breda, ‘s-Hertogenbosch, Jan Breecker was also bound by contract of 3 January 1644, to 

produce ‘hanging weapon trophies on either side’ for the new gallery at our castle of   

Buren’ (my translation). Gerrit van Santen: ‘To G.v.S., painter, to pay the sum of ƒ 260.-- 

for ‘large’ paintings of the Sieges of Hulst and ‘t Sas van Gent, instead of the two pieces of 

Schenckenschans and Wezel painted there, each for ƒ 80.-- and the Sieges of Schencken-

schans and the taking of Wezel ‘small’, each for ƒ 50.-- all for the new gallery of His 

Highness’ castle of Buren.’ The Hague, 8 Feb. 1647. Leupe 1875: p. 247. Gerrit van San-

ten: ‘On the account of G.v.S., painter, for the help at the castle of Buren of some paint-

ings, has by ordinance been deposited the sum of ƒ 43--. The Hague, 18 Dec. 1647.’ On 

the same day was deposited the ordinance for a sum of ƒ 20.-- ‘on his request the compen-

sation for extraordinary cost for the production of some paintings for the gallery at Buren’, 

and ƒ 590.-- for five paintings for the new gallery of the castle, to wit: the Siege of Maes-

tricht for ƒ 150.--, that of Grol and Gennep each for ƒ 110.--, and the Siege of Schencken-

schans and the taking of Wesel each for ƒ 80.--. For freight and travel expenses ƒ 60.-- ’ 

(my translations). See for these Leupe 1875: p. 255. 
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tion about military paintings, but so little has been recorded of the Nassau 

equestrian portraits, which may be indicative of their susceptible nature. 

 Having identified the likely designation of Van Hulle’s series, the 

question arises as to what happened next. There is useful information in 

the inventory of Buren castle of 1675-1712. This states that ‘two large 

paintings for the fireplace, to wit his highness Prince Frederik and his 

highness Prince Willem, in high honourable memory, both sitting on 

horseback, [that] these pieces being already quite damaged through travel 

and by being folded.’92 This damage was possibly caused by their removal 

when German forces (under command of Bishop Bernard von Galen of 

Munster) attacked Utrecht in 1672, and ransacked many of the surround-

ing fortifications. It is quite possible that they were removed in a hurry, 

and cut or ripped out of their frames or from behind the wooden panelling 

in the new gallery, since the Germans would likely have pilfered them.93 

This explains why the paintings seem so cropped, which was exacerbated 

by the canvas reframing in the 20th century (see below). 

 Presumably, William III decided to return only the paintings of 

his father and grandfather to Buren, which explains why in the inventory 

of 1675, these are cited as hanging above fireplaces, and not in the gal-

lery. William hardly made use of the castle. The French and Germans had 

left the Dutch Republic, so there was no further fighting along the rivers.  

 Much later, the series became part of King Willem II’s collection, 

but were not on display in the Gothic Hall in The Hague.94 It is unknown 

when they were sent to the Royal Palace in 1850, after the collection was 

sold following the king’s death. In the 1980s the paintings were restored. 

According to Marten Loonstra, who recalls the process of which there is 

no report, the paintings underwent an intensive restoration particularly of 

the faces, and that of Willem II having been most heavily damaged.95  

                                                
92 ‘Twee groote schilderijen voor de schoorsteen, te weten sijne hoogheyt prince Hendrick 

ende seine hoogheyt prince Willem, beyde hooghlofl. Memorie, sittende te peerdt, sijnde 

dese stucken in ‘t reysen en door het toevouwen al vrij wat geschent’, Drossaers, dl. I (Bu-

ren): p. 554, item 2. 
93 In 1673, the French forces were totally discouraged by the battle in submerged Dutch 

polders, but in their retreat ‘foraged’ surrounding land for bounty (a/o. Lexmond, Ameide). 
94 Drossaers 1974-76, dl. I (Buren): p. 553. See for Willem II’s art collection, Paarlberg, 

Sander and Henk Slechte. Willem II, de Kunst-Koning (ex. cat), Dordrecht, 2013. Van 

Hulle’s equestrian portraits are unfortunately not mentioned in King Willem’s extensive 

account. Moreover, in the illustrations of the Gothic Hall (ex. cat. p. 101, fig. 19, p. 132, 

fig. 10, and, p. 223, fig. 115), not one of Van Hulle’s series can be found. See for the his-

tory of Kneuterdijk Palace as well as other palaces planned, but not build by Willem II, 

Van der Laarse, Rob. ‘Vorstelijke smaak en Vorstelijk Verlies, de paleisbouw van Willem 

II en Anna Paulona in Brussels en Den Haag, in: Paarlberg 2014: pp. 127-141. 
95 I am grateful to Marten Loonstra, former curator of the art collection of the Royal Ar-

chives, for this information, and his recollection of the paintings’ restoration in the 1980s. 
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 To sum up: Frederik Hendrik probably commissioned the series 

for his gallery in Buren in the early 1640s. It was at a pivotal point in the 

history of the Dutch Republic: the war with Spain was won, and the coun-

try had grown into a major military and economic power. The stadholder 

entertained a sovereign-like court, linked the House of Orange-Nassau 

with the House of Stuart, and made representation of the family an essen-

tial aspect of his authority. A conclusive reconstruction of their original 

hanging is unfeasible lacking primary sources, but today’s display in the 

Schepenzaal at the Royal Palace in Amsterdam may be indicative of the 

importance given them by Queen Beatrix, who was much involved with 

the palace’s recent renovation and redecoration. It is truly ironic to see 

the most powerful relic of dynastic succession in the former town hall of 

the most republican city of the country. 

Van der Merck, copyists par excellence 

Jacob Fransz. van der Merck produced a further Nassau equestrian series. 

He was above all a portraitist, but also excelled in the genre of merry 

companies, much in the manner of Anthonie Palamedesz. (1601-1673). 

He was born in ‘s-Gravendeel in about 1610, became a member of the St. 

Luke guild in The Hague in 1636, and remained there until 1657. He 

joined the guild in Leiden in 1658 and died in 1664.96 This implies that 

his paintings of respectively, Maurits, Frederik Hendrik, and Willem II, 

were made during his stay in The Hague. The three are nearly square at 

178 x 177 cm, and none appear to be signed or dated.97 However, the de-

liberations pertaining to the dating of Van Hulle’s series also applies to 

those by Van der Merck. He portrayed Willem II without the Order of the 

Garter. His patrons would have noticed that mistake (the orange sashes 

hide the decorations in the portrayals of Maurits and Frederik Hendrik). 

Therefore, at least this painting was made before 2 March 1645. 

  Whereas Van der Merck followed Van Hulle’s equestrian ensem-

bles of respectively Frederik Hendrik and Willem II in practically every 

detail, that of Maurits is inexplicitly different (fig. 32). In fact, as Dumas 

has pointed out, he copied a pose from an engraving by Crispijn van der 

Queborn’s (1604-1652, fig. 9), which in turn was based on Van de 

Venne’s equestrian portrait of Frederik Hendrik (fig. 8). The horse looks 

                                                
96 Buijsen, Edwin (ed.). ‘Haagse Schilders in de Gouden Eeuw.’ Het Hoogsteder Lexicon 

van alle schilders werkzaam in Den Haag 1600-1700. Zwolle, 1999: p. 328. 
97 According to Dumas, the painting of Maurits was signed; that of Frederik Hendrik 

signed and dated 1647; and of Willem II signed and dated 1643. Dumas 1980: pp. 51, and 

54-55. The series was restored between 2008 and 2010. I had the opportunity to study the 

three portraits carefully and could not discern any signatures or dating. A note on the 

frame of that of Frederik Hendrik indicated that it was given by official decree by the city 

of The Hague to Queen Wilhelmina in 1948 after her fiftieth anniversary as Queen. 
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hideous, with weird proportions such as a tiny head, wide-open mouth, 

and manes tied down by a fancy ribbon.98 These are too long, but pre-

sumably refer to Maurits’ Nieuwpoort trophy. Van de Merck not only 

copied the characteristic bit with rosette, but even the froth emanating 

from the steed’s mouth. There is no explanation for the departure of van 

Hulle’s example, since he presumably also had that portrait as guidance. 

 The equestrian portrait of Frederik Hendrik (fig. 33) does follow 

Van Hulle. The horse has the same colour; its decorations are similar too. 

Even small details such as the positions of the legs and the light shadows 

cast on them are the same. The city depicted in the background cannot be 

identify, but presumably is ‘s-Hertogenbosch, where Frederik Hendrik had 

been so successful. 

 The portrait of Willem II (fig. 34) is similar again. It shows the 

same pose and saddle decorations as shown by Van Hulle. The prince’s 

facial features follow closely Von Siegen’s mezzotint (fig. 25a). Willem’s 

head is turned towards a putto holding his open helmet as if ready for the 

battle, which is depicted in the background and likely is the skirmishes of 

Brasschaat in 1643, in which the young prince had participated. 

 It cannot be excluded that Van der Merck also made portraits of 

William of Orange and Filips Willem since he so closely followed Van 

Hulle, but there is no trace of these. Neither is it known who commis-

sioned the series, but considering its imposing size it seems likely that it 

came from within the Nassau family (albeit there is no reference in the 

Nassau inventories), or from a wealthy Orangist. 

Equestrian portraits in the Oranjezaal 

The forty-four paintings in the Oranjezaal at Huis ten Bosch commemo-

rating Frederik Hendrik’s life and triumphs is the largest commission by 

the stadholder’s court of the 17th century.99 The Oranjezaal posthumously   

visualizes Frederik Hendrik’s near monarchic position of power, in gran-

deur unequalled in the Republic, and surpasses the decorations of Hamp-

ton Court made on behalf of William III some fifty years later. Frederik 

Hendrik’s intended the central hall to be a portrait gallery such as he had 

                                                
98 Dumas 1980: p. 50. 
99 Eikema Hommes, Margriet van, and Elmer Kolfin. De Oranjezaal in Huis ten Bosch: 

Een zaal uit louter liefde. Zwolle, 2013. See also Kolfin, Elmer. ‘Overtuigen door over-

weldigen. Buitenlandse reizigers over de beschilderingen in de Oranjezaal van Huis ten 

Bosch, 1650-1750.’ In Koopmans, Joop W. and Werner Thomas (ed.), Propaganda en 

spektakel. Vroegmoderne intochten en festiviteiten in de Nederlanden. Maastricht, 2010. 

Brenninkmeijer-De Rooij. ‘Notities betreffende de decoraties van de Oranjezaal in Huis 

ten Bosch.’ Oud Holland, 96 (1982): pp. 133-185; and, Peter-Raupp. Die Ikonographie des 

Oranjezaal. Hildesheim, 1980. And: Gelder, J.G. van. ‘De schilders van de Oranjezaal.’ 

Nederlands Kunsthistorisch Jaarboek, I (1948-1949): pp. 119-164. 
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installed at his other palaces, since it is unlikely that the stadholder could 

have approved of such elevation—at par with that of sovereigns during 

his lifetime—for that would have infringed on the balance of power so 

carefully maintained. Once Frederik Hendrik had passed away, Amalia 

commissioned, and in many ways directed, a programme exalting her 

husband, and his near deification has turned the Oranjezaal into a quasi 

mausoleum. The programme includes three equestrian paintings.100 

 Willeboirts Bosschaert’s The Princes Frederik Hendrik Hendrik 

and Maurits as Generals (fig. 35, 36) made use of the two archetypical 

compositions. Bosschaert (1613-1654), in his portrayal of the stadholders 

as the victors of the Battle of Nieuwpoort, used the poses of martial tri-

umph and majestic authority united in one painting, as Van Hillegaert had 

once combined them (fig. 10). Furthermore, he clearly borrowed elements 

from Rubens. For example, the allegorical figure of the Victory with lau-

rel wreath above the riders reminds of Rubens’ portrayal of the meeting 

between King Ferdinand of Hungary (1608-1657) and Cardinal-Infante 

Ferdinand of Spain (1609-1641) before the battle at Nördlingen (1634-

1635), which also contains a double wreath.101 

 The portrayal of Frederik Hendrik’s Ride over the Three Rivers, 

showing some mythological figures, and attributed to Jacob van Campen 

(1596-1657, fig. 37), has its equine shortcomings. Van Campen portrayed 

the stadholder on a white stallion (as are the horses by Bosschaert and 

Van Thulden), befitting the symbolism of triumph earlier mentioned. The 

scene reminds of Rubens’ now lost portrait of George Villiers, which also 

portrays horse and rider jump over Neptune and Amphitrite.102 However, 

Van Campen’s horse seems static even though it performs a difficult 

crossing over a sloping bridge. This sense of immobility is exacerbated 

by the awkward execution of the horse with its huge rump on tiny legs. 

 The equestrian painting by Theodor van Thulden (1606-1666) 

depicting Frederik Hendrik’s inhuldiging is well executed, in terms of its 

execution and message (fig. 38).103 It shows how the Dutch Virgin hands 

Frederik Hendrik the baton of command over military and naval forces, 

                                                
100 Not discussed here, but included in the extensive program of the Oranjezaal, are painted 

versions of four commemorative medallions by Christaen van Couwenberg (1604-1667), 

positioned next to the four heralds, portraying a triumphant Frederik Hendrik on horseback 

after his victories at Maastricht, Rheinberg, Breda, Hulst, Gennep, ‘s-Hertogenbosch, and 

Grol. 
101 Peter Paul Rubens, The Meeting at Nördlingen on 2 September 1634, between King 

Ferdinand of Hungary and Cardinal-Infante Ferdinand of Spain, 1635. Canvas, 328 x 388 

cm. Vienna, Kunsthistorisches Museum. See also Peter Raupp: pp. 64-69. 
102 Peter Paul Rubens, Equestrian Portrait of George Villiers, Duke of Buckingham, 1627, 

formerly at Osterley Park (destroyed by fire in 1949). 
103 Frederik Hendrik’s inhuldiging (investiture) is indicative of the republican character of 

the Dutch polity, for the sovereignty of the Dutch Republic lays with the States-General.  
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represented by ships and the militia with standards and horses, in the 

background. Seven putti and lions, distinguished by their heraldic shields, 

represent the United Provinces, and a bundle of seven arrows signal their 

unification. Two putti hold the hat of Liberty. To the right, between the 

militia and Frederik Hendrik, pages hold his helmet ready for action: the 

open visor, though being a digression from the convention, befits the nar-

rative character of the decorative programme. Between militia and pages, 

two falconers hold a bird of prey and hunting dogs, which scene is a 

metaphor of military competence.104 

 Most striking is the visual effect Van Thulden achieved with his 

equestrian ensemble centrally positioned above the entrance door to the 

Oranjezaal. He has cleverly rendered the stadholder’s stallion and Dutch 

Virgin in light tones below clouds lit by the sun, so that one cannot but 

look up in amazement. High above the viewer the horse strides forward 

as Frederik Hendrik grasps the baton, and this energetic posture is imme-

diately recognizable, since Van Thulden followed Van Dyck’s Charles I 

on Horseback with M. de St. Antoine (fig. 19). Though it is difficult to 

suggest motion, particularly when an equestrian ensemble rides towards 

the viewer, the painter has achieved this by way of Frederik Hendrik’s 

flaying robe. And something else is noticeable too: the robe, the harness 

and helmet are Roman. Indeed, it is the first of such outfits à l’antique 

that has been encountered in this study, which poses the question why the 

viewer is taken back in history when the present had been so glorious.  

 The answer is found in the ensemble of paintings on the wall to 

the right of the entrance commemorating Frederik Hendrik’s birth, and 

which signals the arrival of a new Golden Age in the tradition of Virgil’s 

Aeneid.105 Virgil (70-21 BC) used Homer’s hero to write a Roman equiva-

lent of the Iliad, and to present Augustus (63 BC-AD 14) as saviour after 

a century of internal strife. It was meant to help consolidate the position 

of the emperor by portraying his divine lineage (back to Aeneas),106 whose 

virtues of devotion and duty had brought about peace and prosperity. The 

comparison of Frederik Hendrik with Aeneas/Augustus must have been 

considered, when at the end of the war with Spain the Dutch Republic 

                                                
104 Peter-Raupp 1980: p. 79. See also Wall, J.W.M. van de. De Valkerij op het Loo, The 

Royal Hawking Club 1839-1855. Haarlem, 1986: p. 9.  
105 The program consists of the following paintings: Allegory of Frederik Hendrik’s birth 

with Mars handing the baby the commander’s staff; the paintings, The Muses going to sing 

the hero’s fame, at both sides of Frederik Hendrik’s birth; the Vulcan forging the armour 

for Aeneas; and, Venus receiving Aeneas’ armour, also at both sides; and above, Apollo in 

the quadriga of the Sun; preceded by, Aurora representing the rising sun announcing a 

new day. See Peter-Raupp 1980: pp. 30-46. I am much indebted to Eric Jan Sluijter for 

having brought the Aeneid interpretation of this section of the Oranjezaal to my attention.  
106 Kolfin Elmer. ‘Amalia’s ambities: Een vorstenzaal voor de stadhouder.’ In Eikema 

Hommes 2013: pp.  64-71. 
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had emerged as a world power. Moreover, the monumental programme is 

executed in such a manner that no one could accuse Amalia of openly 

aspiring for more Orange-Nassau power. Though nowhere stated directly, 

the sum-total spells the birth of a new Aeneas. Whether Amalia’s guests 

would have seen it without being prompted as being a cleverly devised 

epos of Frederik Hendrik’s deeds that ends with his triumph and apotheo-

sis on the opposite wall (fig. 39) can only be guessed at. Chapter 6 shows 

that William III commissioned a painter in England to make a similar 

comparison: that of the bringer of peace and prosperity to a new land.  
  

A large number of paintings portraying members of the House of Orange-

Nassau on horseback have been reviewed. Some are small and awkwardly 

produced; others are monumental. Most match the archetypical composi-

tions conveying a consistent message. What they have in common is that 

they always present members of the Nassau family riding together. In the 

cavalcades they are represented on a single print or canvas, in the series -

next to each other. Nearly all include deceased members. Seen as a total 

body of work, nothing in Europe rulership imagery equals these; indeed, 

no other aristocratic family has thus been represented.  

 The painting by Jan Mijtens (Chap. 2, fig. 14) is a testimony to 

the fact that these representations were used at public occasions. The 

court of Frederik Hendrik and Amalia was, in terms of numbers of people 

in and around the Binnenhof, large and diverse.107 Besides the households 

of the stadholder, visiting aristocrats, and foreign delegates, the district 

also housed members of the States-General, delegates from major cities, 

and important regents and businessmen. Although carefully orchestrated, 

these would meet and mingle, for business and for pleasure. Foreign aris-

tocrats would treat Frederik Hendrik as a ruling prince considering the 

honour bestowed on him by Louis XIII. States officials also benefited 

from that standing since this reflected the stature they sought for the 

Dutch Republic and for themselves.  

 Nassau equestrian representations thus served as visual reminder 

that the Dutch Republic was led by men with aristocratic status, many of 

who had paid with their lives in the war of independence. Their persever-

ance had enhanced the position of the country, and to the public at large it 

gave expression off a widely felt belief that stadholders of the House of 

Orange-Nassau were the most able men to defend and lead them. Thus 

the imagery became an important aspect of their presentation of authority, 

and the trade-off worked well, for it did not diminish the political position 

of the elite, and therefore all parties were satisfied. It was, in short, a 

characteristically Dutch solution for a complex political situation.  

                                                
107 Keblusek and Zijlman: pp. 30-46. 
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The condemnation of Willem II 

The short stadholderate of Willem II (1647-1650) was an intermezzo, also 

considering the few equestrian works of art made during his tenure. Other 

than some drawings by anonymous craftsmen,108 and a wanting hunting 

scene by Frederik de Widt,109 the only equestrian painting that fits the pic-

torial tradition is by Govaert Dircksz. Camphuysen (1623-1672), in which 

he depicts Willem II riding a white stallion at the hunt (fig. 40). There is, 

however, an issue that deserves attention. The communicative value at-

tained by the image of the stadholder includes symbols of power with a 

comparable heritage in terms of its Greek and Roman roots: that of the 

quadriga, or the victory chariot.110 Especially, since it was used to depict 

two significant memorials: the commendation of Frederik Hendrik by 

Jacob Jordaens, and the condemnation of his son Willem II by Sebastian 

Dadler (1586-1657), both from 1652. Jordaens’ posthumous glorification 

of the stadholder as the heroic and virtuous leader of the Dutch Republic 

in his monumental canvas The Triumph of Frederik Hendrik (fig. 39) at 

Huis ten Bosch has been thoroughly studied, and only one point will be 

made at the end of this section concerning the reoccurring inclusion of 

deceased members of the House of Orange-Nassau in formal portraits.111  

 Dadler’s luxurious silver medal depicting the Trojan Horse on the 

obverse (fig. 41a), and a deceased Willem as Phaeton falling from his 

quadriga on the reverse (fig. 41b), has not received much attention. It 

gives a glimpse of how—probably a citizen in Amsterdam—felt about the 

attempted coup by the young stadholder against the province of Holland. 

Besides, it is the only extant example of the equestrian imagery used 

against the House of Orange-Nassau during the period under review. 

Small as it is, the medal tells of treachery and deceit, using the mytho-

logical stories of Phaeton and the Trojan Horse as its image material. 

Though Willem’s sudden death in 1650 may have averted civil strife, it 

certainly did not halt an ongoing propaganda war, and it will be argued 

here that Dadler’s medal was an expression of one opinion concerning a 

wider constitutional conflict.112 Indeed, if taken into account who may 

                                                
108 For example, a decorative but un-regal print by an anonymous artist and published by 

Claes Jansz., Double portrait of Willem II and Mary Stuart in front of the Buitenhof in The 

Hague, 1646-1647. Engraving, 40,8 x 51,6 cm. The Hague, Haags Gemeentearchief, inv. 

no.z.gr. 1340. 
109 Frederik de Widt, William of Orange and Mary I Stuart on horseback, undated. Print, 

26.0 x 32.3 cm. Hollstein LIII, 153. 
110 See for a review of the origin of the Horses of San Marco in Venice, Perrocco 1979. 
111 Van Gelder 1948-49: p. 151; Brenninkmeijer-De Rooij 1982: pp. 160-175; and: Peter-

Raupp 1980: pp. 147-163.  
112 See for this Groenveld, S. De prins voor Amsterdam. Reacties uit pamfletten op de aan-

slag van 1650. Bussum, 1967. 
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have commissioned Dadler, and consider the accusations embossed in 

silver, then it can be concluded that the medal foreshadowed the political 

upheaval that was to lead to the First Stadholderless Period.  

 Willem II had received a state burial as can be observed on the 

reverse side of the medal, with his hearse being drawn by eight horses. 

However, the mood had shifted ever since Frederik Hendrik’s death, 

when leading regents from the States of Holland embraced the political 

ideology of the so-called Ware Vrijheid: True Liberty. This foresaw full 

sovereignty to the Provincial State-colleges of a federation of seven prov-

inces excluding any remnants of sovereign authority in an Eminent Hoofd, 

in short: a stadholderless ideology. The delicate balance of power that the 

stadholders and the regents had so ardently observed during the Revolt 

became upset when Willem II made it all too clear that he did not support 

the 1648 Peace Treaty of Westphalia, and accordingly that he did not 

want the armed forces to be reduced. However, the Dutch were tired of a 

conflict that had cost so much money and effort, and Willem’s temperate 

nature only exacerbated the situation. Even though agreement over the 

army’s reduced size was within reach, the conflict spun out of control 

when Willem had Johan de Witt, the representative of Dordrecht in the 

States of Holland arrested, together with the burgomasters of Haarlem, 

Delft, Hoorn, and Medemblik. He then secretly marched in the middle of 

the night on Amsterdam, getting lost on the way, arriving after all, and 

finding the gates closed and the civic militia on the ramparts. After two 

days of negotiations Willem agreed to withdraw on 3 August 1650. Civil 

war had been averted, and his untimely death of smallpox on 6 November 

broke the stalemate.113 Within days after Willem’s death, the Commis-

sioned Delegates of Holland convened, and called upon all the provinces 

to participate in a Great Assembly set for 16 January 1651, in The Hague. 

Shortly later Dadler was commissioned to produce the medal. 

 Dadler was born in Strasbourg, trained as a goldsmith in France, 

and first settled in Augsburg. He also resided in Vienna, Dresden, Gdansk, 

Nuremberg, Berlin, and in Hamburg where he died. He worked on behalf 

of rulers as Johann-Georg I, Elector of Saxony, and Gustav II Adolf of 

Sweden (1594-1631). His Dutch medals (he also made one on the occa-

sion of the wedding between Willem II and Mary Stuart in 1642114) are 

typical of those he made for rulers, dignitaries, and for rich private citi-

zens; all in relatively large format, they are characterised by a powerful 

relief with plastic effects.  

                                                
113 See for a review of the debate within the Republic between different factions over the 

justification of the coup, Israel 1995: pp. 607-609. 
114 Sebastian Dadler, Willem van Oranje en Mary Stewart, 1642. Silver, 59 mm. See Maué, 

Hermann. Sebastian Dadler. Medaillen im Dreizichjärichen Krieg. Nürnberg: p. 38. 
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 The obverse side of Willem’s medal shows a horse leaping from 

right to left. It is positioned on the embankment of the river Amstel facing 

the city, which is protected by two wooden defensive structures, known 

as ‘blokhuizen’, which were built at the time of Willem’s failed raid (July/ 

August 1650). The horse is covered by a large saddlecloth decorated with 

seals and frills and shows an open charter. One corner of the saddlecloth 

is folded back revealing the heads of half a dozen soldiers, who, as in the 

story of the Trojan Horse, are secretly smuggled into the city.115 Behind 

the horse, the sun’s rays cast light on the scene, and also on a segment 

inscribed at the foot of the image, reading: QUIA BELLA VETABAT (he 

gained only through war).116 The inscription on the circumference of the 

medal are quotations from Virgil’s Aeneid and contains the coat of arms 

of the city of Amsterdam held by two lions and reads: CRIMINE AB UNO 

DISCE OMNEIS (from the crime of one learn the nature of them all), where 

we also find the medal’s date: MDCL.XXX IULII; 30 July 1650. On one of 

the city gates we find Dadler’s monogram SD.117 

 The reverse side of the medal shows an elevated view of The 

Hague’s Buitenhof in front of which a hearse is pulled by eight horses 

accompanied by dignitaries. In the sky above we see the fall of Phaeton, 

as Ovid (43 BC-AD 17) described it in his Metamorphoses.118 As Apollo’s 

quadriga, driven by his reckless son Phaeton, is rendered asunder by 

Zeus’ lightning, we see Phaeton falling to his death.119 The circumference 

of the medal contains the coat of arms of the city of The Hague, and is 

inscribed with a quotation from Ovid followed by the date of William’s 

death: MAGNIS EXCIDIT AUSIS MDCL. VI NOVEMBRIS (his great reckless-

ness caused his fall on 6 November 1650).  

 By this reference to the Ovidian story of Phaeton the whole point 

of the medal is captured, namely, Willem’s inability to steer Frederik 

Hendrik’s wagon of state. The medal, which very bluntly suggests that 

the illness that caused the death of the stadholder was a punishment by 

Zeus (God), was originally carried in a cardboard case that included two 

short poems by Joost van Vondel (1587-1679) entitled Attack and Fall 

(Overval en Afval), and closely mirror the medal in its accusation of Wil-

lem’s recklessly attempted coup.120  

                                                
115 Virgil, Aeneid, Book 2, verse 12-267. 
116 Virgil, Aeneid, Book 2, verse 84. 
117 Virgil, Aeneid, Book 2, verse 65-66. 
118 Ovid, Book I, verse 750 to Book II, verse 400. 
119 Maué 2008: cat. no. 76: p. 123.  
120 A complete set can be found at the special collection’s department of the library of the 

University of Amsterdam. For Vondel’s poem see Vondel, Joost van den. De werken van 

Joost van den Vondel. Volledige en geïllustreerde tekstuitgave in tien delen, 11 vols. Am-

sterdam, 1927-40: V (1645-1656): p. 514.  
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 Vondel’s resourceful political and religious position is shown by 

his satirical poems (hekelgedichten) that included the House of Orange-

Nassau, but also lauded Willem II at his birth by a Geboortklock.121 Un-

known is whether he wrote the poems on his own accord, or was invited 

to do so by high-ranking regents in the city of Amsterdam. Dadler’s pa-

tron has, to date, not been identified, but the medal was probably meant 

as a gift, and acquired by private citizens.122 The medal’s circumferential 

quote of Virgil’s CRIMINE AB UNO DISCE OMNEIS, and Ovid’s MAGNIS 

EXCIDIT AUSIS are identical to those used by Vondel, which supports the 

notion that the two were related through the same commission. 

 The princely court may have considered the medal and poem as 

being rather provocative, particularly now that Virgil’s Aeneid venerating 

Frederik Hendrik was used in the very year that it was used to condemn 

his son Willem. Indeed, large medals had usually been employed to me-

morialise joyous occasions and certainly not used for political satire. This 

constitutes a unique political expression of republican animosity at the 

beginning of the First Stadholderless Period.  
 

--------------------------- 
 

Jordaens’ immense The Triumph of Frederik Hendrik contains painted 

statues of William of Orange and Maurits placed on pedestals. Both wear 

military harnesses and hold batons, and they seem to function as pillars of 

an arch through which Frederik Hendrik enters. These mirror the four 

life-size marble statues of the Princes of Orange by the sculptor François 

                                                                                                           
OVERVAL                                  AFVAL 

De Hoimaent schreef haer derde kruis,  In Slaghtmaent van het Gulden jaer, 

In ‘t Gulden jaer, toen met gedruis  Wert d’ ondergaende Zon gewaer 

Het Oorloghspaert quam aengestoten  Hoe ‘t zeste daghlicht sloot de dagen 

Door ‘t Goy, spoorbyster in der nacht,  Des tweede Willems, die ons Lant, 

En, van de Morgenzon belacht,  Daer Vrede en Vryheit was geplant, 

De poort des Aemstels vond gesloten.  Met oorloghslasten zocht te plagen. 

Wie Eenigheit en Godtsdienst mint,  Dus storte Oranje, als Faëton, 

Zie dat geen dekleet hem verblind,  Die’s vaders spoor niet volgen kon, 

Door schonen schijn, en veinzeryen:  En met geen reden was te houden. 

De drift van heerschzucht valt te bloos,  Hoe schrikte ‘t dierrijk van dien toght! 

‘tBedrogh bezet ons van ter zyen,  Hoe trof de blixem uit de locht 

Ga leeren t’Amsterdam.   Die op dat stout bestaen betrouden,  

CRIMINE AB UNO DISCE OMNEIS  Als ‘t spel verkeeren zal, 

P. VIRGILIVS MARO.   Komt hooghmoet voor den val. 

     MAGNIS EXCIDIT AUSIS  

     P. OVIDIVS NASO. 

 
 

121 For Geboortklock, see Vondel 1927-40: II, no. 150. 
122 Bas Dudok van Heel, in a private conversation with Marten Jan Bok, suggests that a 

likely candidate is Andries de Graeff (1611-1678), a fervent anti-Orangist. At the time 

Andries de Graeff had no formal position in Amsterdam and was often in The Hague, but 

he regularly commissioned Vondel to write political poetry. 
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Dieussart (ca. 1600-1661), which were placed at the main entrance to 

Huis ten Bosch. It has been suggested that in so doing, Jordaens followed 

Rubens’ emperor statues in ‘Porticus caesareo austriaca’ for his ‘Pompa 

introitus’.123 That may be possible, but Jordaens also followed the by now 

well-established tradition of showing various deceased members of the 

House of Orange-Nassau in dynastic representations. Romeyn de Hooghe 

was to carry this tradition forward, as shortly will be demonstrated. 
 
 

 

  

 

 

 

 

 

 

 

 
 

 

 

 

 

 
 
                  

                  

                  

 

 

                      
 

Details of, above, fig. 39, Jordaens, Frederik Hendrik, and below, 

Chap. 6. fig. 1, De Hooghe, William III. 

  

 Amalia also continued this tradition during the First Stadholderless 

Period, when she likely commissioned Pieter Nason (1632-1690) to depict 

Four generations of Princes of Orange, William I, Maurits, Frederik Hen-

drik, William II, and William III, 1662-1666 (fig. 42).124 The group portrait 

shows how the dynasty wanted to be regarded during this critical period.   

                                                
123 Peter-Raupp 1980: p. 150. See also Th. H. Lunsingh Scheurleer. ‘De woonvertrekken in 

Amalia’s Huis ten Bosch.’ Oud Holland, 84, 1969: p. 31.  
124 Attributed by the Rijksmuseum to Pieter Nason (initially to Van Honthorst), the portrait 

is reminiscent to that painted by Abraham Raguineau (1623-after 1681). Raguineau por-

trayed Frederik Hendrik’s grandchildren in 1662 at the request of Amalia van Solms (An-

haltischen Gemäldegalerie, Dessau), see Bauer, A.N. Die Holländischen Gemälde Des 17. 

Und 18. Jahrhunderts. [cat.] Dessau, 2005: pp. 182-185. Raguineau was William’s tutor 

and drawing master (Barclay 2007: p. 267). Amalia van Solms may have known of Pieter 

Nason through a copy that he had made of Raguineau’s portrait on behalf of Willem 

Frederik Hendrik van Nassau-Dietz (1613-1664).  
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 The painting emphasizes the continuous power expressed through 

four generations of Nassau military leadership. The princes are portrayed 

as military commanders in traditional cuirassier-style armour long after 

such protection was used on the battlefield on any large scale; as important 

aristocrats, with three princes wearing the Order of the Garter; and as re-

sponsible governors, as all four bear an orange garment symbolizing the 

bond between their house and the country. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 


