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   Granada University
   During the 17th century, landscape painting attains significance and
   autonomy. The Renaissance countries had already designed an essential
   scene or relevant subject, which gave importance to the background
   landscape. Thenceforth, landscape painting would develop with an
   increasing autonomy in the depiction of the natural scenery in
   contrast with human activity. Scholarship has traditionally observed
   two prominent pictorial schools, Flemish and Italian, which would work
   landscape painting profusely, each school proclaiming its distinctive
   patterns. The story would always prevail over the landscape in the
   Italian school, even in the seicento landscapes executed by Sacchi or
   Albani, whilst in the Flemish school, according to Matías Díaz Padrón,
   el personaje era el paisaje en fechas en que era todavía menospreciado
   por el resto de Europa, es decir, antes del siglo XVII, en que este
   género alcanza su plenitud (`the motif was the landscape, when it was
   still underestimated by the rest of Europe, i. e., before the 17th
   century, when this genre was to reach summit´).1 Because of their
   anticipatory proficiency, Flemish painters have been considered the
   founders of landscape painting. Although the relevance of the
   aforementioned landscape schools is undeniable, it is fair as well to
   emphasise the French School on the one hand, and to mark as different
   the Flemish and the Holland schools on the other hand. In fact, both
   Holland and France helped to determine the essential qualities of the
   new landscape pictorial genre, not only supported by the work of their
   most renowned artists , but also by the the scholars, who applauded
   the new pictorial authority conquered by the 17th-century landscape
   masters. Thus, in his essay of 1707 The Great Painting Book, Gérard de
   Lairesse objected to the Classicism assumption which maintained that
   landscape painting needed figures completion in order to put landscape
   and thematic painting on the same level. In France the Rubéniste
   historian, Roger de Piles, contributed to define the autonomy of
   landscape painting with his Cours de Peintre par principes, 1708, in
   which he distinguished two different styles in this genre, the heroic
   style on the one hand, worked by Poussin and Claude Lorrain who used
   to show the natural scenery in an idealistic way, and the pastoral
   style, which did not amended nor corrected the natural scenery, but it
   showed the whole scene with its singularities.2
   To comprehend the Dutch painting during the 17th century it is
   necessary to consider landscape painting among the three most relevant
   pictorial genres, whose executors developed together with portrait and
   genre painting, despite the fact that great masters such as Rembrandt
   devoted most of his work to different themes. Early interpretations of
   Dutch landscape are shown by the so-called manieriste painters,
   particularly Gillis van Connixloo, and his followers David Vinckboons,
   Roetlant Savery3 and Abraham Bloemaert. The painters known as the
   first realists, also worked in this line during the first decades of
   the century. Among these painters are Hendrik Avercamp, Esaias van de
   Velde and particularly Hercules Seghers, whose paintings begin to show
   an interest to apprehend the atmosphere of liveliness which would turn
   out to be an essential feature of Dutch landscape painting.
   Subsequently, Jan van Goyen, Salomon van Ruisdael and Pieter de Molyn
   took the pictorial realism of Dutch landscape to its summit when they
   began painting works in which the impression produced by the natural
   scenery prevailed over the human figure. Painters of the Classical
   stage also worked in this scope, but showing a more monumental
   landscape type; in this group are included artists such as Jacob van
   Ruisdael, his disciple Meynder Hobbema, Aelbert Cuyp, Paulus Potter,
   Wouwerman and Adrien van de Velde. However, the Italian ascendant
   landscape painters enjoyed most esteem and popularity during the 17th
   century; in addition most of them were also engravers and their
   engraving works helped to expand their name and fame in a time in
   which graphic works were highly estimated and greatly collected. All
   these painters were influenced in different scale and ways by Adam
   Elsheimer (1579 - 1610), German painter who eventually settled in Rome
   after a short time in Venice. Elsheimer, as many of the artists who
   worked in Rome during the early decades of the 17th century, was
   encouraged by Caravagio´s work, i.e. the sculpture quality of the
   figures and the emotion brought up by the chiaroscuro. He discovered
   the serenity of the classicism of the Ancient world in the Roman
   countryside and created a new type of landscape which attracted 17th-century
   Northern artists´ attention who perceived his sensibility both for the
   treatment of light and for the atmosphere values. Rubens always
   proclaimed a hearty regard for the German artist. Rubens´engravings,
   as well as his disciples´ pictorial works - Lastman, Tengnagel,
   Moeyaert,…- helped to spread Elsheimer style in Holland, the Northern
   countries, and among the first generation of italianate Dutch
   landscape painters who lived in Rome for a period of time, such as
   Cornelius Poelenburgh (c.1586 - 1667), Bartolomeus Breenbergh (c.1599
   - 1655/59), Paulus Bor (d. 1669) and Hermann van Swanevelt. The second
   generation of italianate painters was basically composed by Jan Both
   (1618?-1652), his brother Adries (c.1612-1641) and Jan Asselyn
   (c.1615-1652). Despite the fact of being younger artists than those of
   the previous generation, since all died by the same years, with the
   exception of Poelenburgh, Bor and Karel Dujardin (c.1622-1678), who
   lived longer lives. Dujardin, however, was more influenced by the
   bamboccianti painters, Peter van Laer (c.1592-1642)4 particularly, the
   first artist to specialize in reflecting the street scenery of Rome5.
   Thus, by the last third of the 17th century, Dutch landscape painters
   had already made their magnificent contributions to the European
   painting.
   LANDSCAPES OF THE ALCAZAR AND BUEN RETIRO IN MADRID
   In Spain, by the middle of the 17th century, not only landscape
   painting had acquired an autonomous entity, but it had also become a
   very attractive genre both for art collectors and painters6, despite
   the fact that some Spanish scholars such as Pacheco, Palomino and
   Carducho, sustained the idea that what it really worth being painted
   was human action and not landscape which they still considered as a
   lesser genre7. A review of the 17th-century Spanish Royal collection
   proves this collector´s like for landscape painting.
   
   An inventory of the funds of the Alcázar made in 16868, usual
   residence of the Spanish kings, and where it was the main part of the
   Royal collection was housed, accounts a total of 1547 paintings out of
   which about 250 were views of cities, countries and seascapes. The
   17019 inventory, which comprises both the Alcázar and the other royal
   places and palaces, is of great importance since it relates the last
   state of the Alcázar royal collection before the fire of 1734 and the
   Bourbons reigned in Spain. In addition, we may say that the 1701
   inventory eventually contains Philip´s IV collection, despite the fact
   that it was written after the death of Charles II who had only
   increased the Alcázar collection in 28 paintings. However, as an art
   collector, Philip IV, felt great admiration for painting and he added
   2,000 paintings to the royal collection, this way he joined the
   European trend to bring collections towards the gallery of paintings.
   By the time this inventory was in process, there were 1684 paintings,
   out of which 174 were countries and seascapes (10.32 % in contrast
   with the rest of genres). If we add cities views to the former
   countries and seascapes, the number of paintings is 361 and the
   percentage reaches 20.24 %. This is a remarkable figure if we bear in
   mind that the Alcázar had the best paintings of the traditional
   pictorial genres: portrait, mythological-allegory and religious (60
   %). In fact, landscape genre clearly surpasses other lesser genres:
   hunting (0.5%), flowers and fruits (2.37%), animals (3.14%), genre
   (2.19%) and still life (1.12%).
   The Buen Retiro inventory of 1701 might be considered as a testimony
   of Philip´s IV sensibility as an art collector. He was loyal to the
   spirit of his time and his collection is a testimony of the decorative
   arts which were developed in his reign. The king was anxious to see
   concluded the renovations and enlargement of the Cuarto Real de San
   Jerónimo, which had been started by Philip II, but this urgency
   finally produced an architecture which showed a flat exterior in deep
   contrast with the richness of the interior. The king and Olivares
   decided to make of this decoration a paradigm of the royal splendour10,
   and in eight years only (1633-1640), over eight hundred pictures were
   collected in Spain, Italy and Flanders as one of the greatest and best
   organized collection enterprises ever accomplished in Europe during
   the 17th century. 28 per cent of these eight hundred works were
   defined in the inventory as landscapes (281 countries and marines out
   of a total of 929), the rest being maps and cities views (2.79%). This
   proportion was probably much bigger since a great number of paintings
   were not specified as `country´ by the inventory, despite the fact
   that presumably landscape presence had a special significance in these
   paintings which reflected besieged cities, seasons and months of the
   year representations, weather elements, battles, etc…11 This
   remarkable presence of landscape in the Buen Retiro collection should
   be explained by the fact that it was a more modern decorated building
   than the Alcázar, but also because of the characteristic of this royal
   residence, situated far away from the city, surrounded by gardens and
   countryside. Probably, the decorative elements in the palace were
   supported by the postulates posed by Carducho in his Diálogos de la
   Pintura: Si fuere casa de campo de recreación serán muy a proposito
   pintar cazas, bolaterias, pescas, países, frutas, animales diversos...
   y si fuere compuesto todo debaxo de alguna ingeniosa fabula, metáfora
   o historia que de gusto al sentido, y doctrina al curioso será de
   mayor alabanza y estimación (`If it were a recreational dwelling in
   the countryside it would be very appropriate to paint huntings, flock
   of birds, fishing scenes, countries, fruits, diverseness of animals…
   and if the whole scene was sustained by some ingenious fable, metaphor
   or story which it gives delight to the senses and doctrine to the
   curious observer, that will be of major praise).12
   Spanish royal collection´s landscape paintings, and particularly those
   of the Buen Retiro, included some landscape works from Velázquez,
   Mazo, Ribera, Juan de la Corte, Collantes, Matías Jimeno, a great
   number of Flemish and Italian landscapes, most of the of unknown
   author, and many others executed by foreigner artists settled in Rome
   (Claude Lorrain, Poussin, Swanevelt, Jan Both, etc…). Because of this
   variety of painters the royal collection was very modern , attentive
   to the novelties of its time. It was a new type of painting in which
   landscape and figures brought each other into harmony in the
   composition. This type of pictorial execution had been created in
   Venice in the early 16th century, to fall later into long oblivion
   until its revival in Rome a hundred years later. Although the original
   impulse for this revival had been given by Annibale Carracci and
   Domenichino, artists of Classical beliefs, the genre had been hugely
   improved by the most picturesque and irrational contributions from
   Northern artists, who, in the 1620s and 30s, evidently enjoyed a
   monopoly of this modality.13
   Nonetheless, if we compare inventories from the Alcázar and Buen
   Retiro, it gives the impression that landscape paintings from the
   Alcázar are of higher quality. In the Alcázar we find a country by
   Basano14, 9 works by Brueghel15, 3 by Pablo Brill16, 1 country by
   Rubens17, 4 by Herman van Swanevelt, 2 by Theniers18, 2 copies by
   Martín de Vos19, 3 countries by Tiziano and one copy20, one by
   Tintoretto21, 13 countries copies by A. Carracci22, 2 by Marchino23, 2
   by Velázquez24, 2 by Matías de Acevedo25, and 9 by Mazo26, as well as
   many others of unknown author. In the Buen Retiro there were two
   countries by Asneyra27, one by Martin de Vos28, one by Voche29, 15 by
   Campaño Napolitano30, one copy by Veronés31, 8 countries by Collantes32,
   13 by Juan de la Corte33, 13 by Matías Jimeno34, 1 by Ribera35, and 32
   by Ytaliano36. Landscape collection in the Buen Retiro, it was a good
   pattern of Dutch and Flemish landscape painting, on the one hand, and
   Classicism landscape which flourished in Rome during the period of
   time which comprises Annibale Carracci´s arrival in 1600 and Poussin´s
   death in 166037, on the other hand. It was not exclusively a painting
   style worked out by local artists, since landscape as an ideal image
   was an international artistic stream followed by foreigner artists as
   well, basically French artists. Most of the names of the artists are
   not registered by the inventory, however nowadays it is possible to
   establish the identity of many of them and to include these artists
   into the Classic landscape movement: Claude Lorrain, Poussin, Gaspar
   Dughet, Lemaire, etc…
   If we compare the assessment of the paintings in the Alcázar with the
   paintings in the Buen Retiro we may come to know that the countries in
   the Alcázar amount to 10044 doubloons (an old gold coin of Spain)
   whilst those of the Buen Retiro amount to 6084 doubloons. This means
   that the countries, marines and views of cities of the Alcázar had an
   average value of 45 doubloons per piece, in contrast with the 21
   doubloons of the paintings in Buen Retiro. In the Alcázar the
   assessments of landscape painting range from one doubloon (e.g. n 548)
   to 800 doubloons ( n 247 Basano´s A View of Venice); other worthless
   paintings remain out of assessment (n 885 to 889). The assessments of
   landscape paintings of Buen Retiro range from one doubloon (n 725,
   Juan de la Corte), to 80 doubloons (n 164, Landscape with Tobias and
   the Angel, Claude Lorrain). Others are not included in the assessment
   (n 725, A Flemish Landscape). This different assessments might be
   explained by the fact that the paintings of the Alcázar were a solid
   collection whilst Buen Retiro collection was initially a modern art
   collection, composed of paintings by living and controversial artists,
   sometimes foreigner artists settled in Italy, etc… In any case, it
   must be said that landscape painting of Buen Retiro is not less
   appraised than others genres. The prices of the portraits, for
   instance, range between four doubloons (n 330), and thirty doubloons
   (n 219). However it is true that the highest assessments are assigned
   to the so-called historical painting, large size pictures treating
   mythology and religious themes, i. e., The Judgement of Paris (n 230)
   by Rubens is assessed to 450 doubloons, La Rendición de Breda (n 235)
   by Velázquez is assessed to 500 doubloons, La Natividad (n 450) by
   Ribera, 500 doubloons,… It is obvious the Buen Retiro housed a museum
   of seicento paintings with an excellent group of landscapes38, which
   was beyond any comparison with the rest of museums in Europe.
   HERMAN´S VAN SWANEVELT PAINTINGS IN THE ALCÁZAR AND BUEN RETIRO DURING
   THE SECOND HALF OF THE 17TH CENTURY
   Herman van Swanevelt, Dutch painter, was born in Woerden about 1600
   and died in Paris in 1655. His early artistic education might have
   taken place under some of the masters at work in Utrech during the
   1610´s. He is known to have left Holland in 1623 and have settled in
   Paris, since there are two signed and dated drawings by him (today in
   Herzog Anton Ulrich Museum in Brunswick), that give a clear reference
   of his staying at Paris in that same year39. He worked from 162940 to
   1641 in Rome, possibly he had been living in Rome since 1641, and
   after his time in Rome he alternatively worked in Paris and Woerden.
   He is included in the 1634 lists of the St. Luke Academy as one of the
   four artists of Northern Europe who had already joined the Academy. He
   moved to Paris in 1641 and got married in 1644. Some time later he was
   promoted to `peintre ordinaire du Roy´, and joined the French Academy
   in 1651. In Paris he executed important works, including works of the
   Hôtel Lambert41, where, together with Pierre Patel and Jan Asselyn, he
   decorated with some landscapes the panels of the Cabinet de l´Amour.
   From among his patrons were Cardinal Richelieu, who had one of
   Swanevelt´s mythological pictures depicting Diana and two lovers, and
   Gédéon Tallement, to whom the artist dedicated a group of engravings
   with views of Rome. He returned to Holland in, at least, three
   occasions: 1643, 1649 and 1650. He died in Paris in 1655.
   He is considered as one of the masters among the Italianate circle of
   Dutch painters, together with Jan Both42 and Jan Asselyn with whom he
   kept great similarity in manner during his career. Hence, Herman van
   Swanevelt and Jan Both were in France for some time, they moved to
   Italy later and eventually settled in Rome. Van Swanevelt´s landscape
   painting style full of Southern trees influenced Jan Both´s painting.
   Asselyn also lived in Rome, where he closely collaborated with Jan
   Both, and possibly with Swanevelt, until 1641. They executed identical
   studies on the same theme and reproduced their early italian works in
   later works executed out of Italy43. They worked the theme of the
   cascade, which was treated as a relevant theme about 1640, precisely
   among the Italianate Dutch painters of the second generation:
   Swanevelt44, and Jan Both who, curiously, is not listed in the Museo
   del Prado inventory45 (Royal Collection). Cascades are of primary
   importance in most Swanevelt´s paintings, and they are of minor
   importance in his landscape paintings in which figures appear. In
   addition Swanevelt worked in closely association with French painters
   during his time in Rome, with Claude Lorrain particularly, but he also
   had contacts with other minor painters, such as Henri Mauperché
   (c.1602-1685), who worked profusely the landscape with ruins, much in
   fashion during the 1630´s and 1650´s. Mauperché was living in Rome by
   1634, where he entered in contact with Sébastien Bourdon and the
   bambocciante circle, and subsequently he got to know Swanevelt46.
   The fame of this Dutch painter is mainly due to his easel paintings
   and to his engravings47. The biggest collection of Swanevelt´s works,
   also known as Herman of Italy, belongs to the National Gallery of Art
   in Washington, and it is formed up by a total of 105 paintings and two
   drawings from the Ailsa Mellon Bruce Fund48. Passeri records that
   Swanevelt executed landscape friezes in many Roman palaces; the only
   mural paintings Passeri specifies, however, are the two lunettes in
   the sacristy of S. María sopra Minerva, of which one survives and
   depicts the Martyrdom of a Dominican. Susan Russell has recently
   proposed the attribution to him of a frieze with scenes from the life
   of Joseph in the east wing of the Palazzo Pamphilj in Piazza Navona49,
   Rome, which had been executed by him in the 1630s, a moment of full
   artistic maturity in Herman´s career. It is difficult to establish if
   the friezes were directly asked to Swanevelt or either they were
   painted for Tassi, who would have been in control of the decoration,
   as a commission50. Agostino Tassi (c.1580-1664) was one of the
   outstanding quadratura painters of the period and taught Claude
   Lorrain. Herman has traditionally been considered as the unifier of
   the styles of both Tassi´s and Claude´s. Established criticism has
   pointed out Herman´s work indebtedness to Claude´s style, however, a
   present revision of Herman´s artistic production allows us to question
   that assertion, as well as it allows us to think that he was a much
   more ingenious artist than he had been previously considered, being
   Herman, not Claude, the artist who began introducing new pictorial
   elements; subsequently might have been Herman the artist who
   influenced Claude51.
   What must be beyond any doubt, is the fact that his work was
   particularly appreciated by his patron, cardinal Pamphilj (later
   Innocent X), who had always shown his preference for landscape
   painting. The cardinal, or someone from his circle, might have
   possibly recommended Herman to other patrons of high reputation in
   Rome; it might have been as well through the cardinal´s influence that
   Herman would paint for Buen Retiro, since Pamphilij was one of the
   members of the papal legation who had come in Spain in 1625, leaded by
   cardinal Francesco Barberini (subsequently papal nuncio to Spain in
   1626). Both Barberini and Pamphililj held strong links with the
   Spanish Catholicism, as well as with the Spanish wing in Rome52.
   Taking into consideration Herman´s friezes in Palazzo Pamphililj,
   other works may be attributed to his hand. Thus, Marie-Nicole
   Boisclair has attributed to him other friezes with scenes from the
   story of Joseph in Palazzo Mancini, which had been attributed by
   Sciavo53 to Gaspar Dughet.
   Herman van Swanevelt, nicknamed the hermit, because he used to wander
   about the Roman countryside in the task of drawing ruins, was
   represented in the Alcázar of Madrid since 1686 with at least three
   works:
     336. 
       Una pintura de Vn País de dos varas de ancho y una vara y quarta
       de alto con vnos Pastores de mano del Hermitaño. [1 Vara = 84cm].
     337. 
       Una pintura del mismo tamaño y Autor del juego de la Gallina
       Ciega.
   These paintings were in el Pasillo junto al Cubillo de la pieza de la
   Audencia (Corridor next to Cubillo ((Small Tower)) of the lounge of
   the Court), together with other 27 paintings, two relieves and two
   drawings by Miguel Angel. From among these paintings there were one
   marine by Paul Bril, seven countries by unknown author, one country by
   Matías de Azevedo and another one unfinished by the same painter, two
   landscapes by Marchino, one landscape by Velázquez which is not
   described, and one view of the gardens in Villa Médici and one marine,
   both by unknown painters54.
   The description of the landscape with shepherds (n. 336) offered by
   the 1686 inventary is not sufficient to relate this painting to any
   from the great group of paintings on the same theme in Museo del Prado
   (Flemish Collection), which came from the Royal Collection. We cannot
   know if this painting was rescued from the fire in the Alcázar which
   took place in 1734. Nonetheless, Prado´s inventory - Royal Collection55-
   records one `Landscape´ by Herman van Swanevelt (n. 1129) depicting
   one shepherd, two male figures and cattle; its measures do not
   correspond to those recorded by the 1686 inventory (n.336), however,
   due both to its authorship and theme, it may be related to the
   aforementioned painting. In addition, it must be considered that the
   size of those paintings has been modified along the history of art
   collections because of reasons.
   The painting El Juego de la Gallina ciega (Blind man´s buff) might
   have been lost in the 1734 fire. Prado´s inventory - Royal Collection-
   does not record any painting on the theme.
     564. 
       et (565) Dos Payses de a vara y media de ancho y vara y quarta de
       alto que son dos puestas de Sol de mano del Hermitaño Marcos
       negros56.
   These landscapes decorated la Pieza consecutiva donde se vestía su
   Majestad (Room where his majesty was dressed) with 25 paintings more,
   out of which 13 were copies of landscapes by A. Carracci, in addition
   to a landscape by Brueghel, and a shepherds´ hovel by Tintoretto,
   where landscape had an essential role57. The landscapes by Herman
   (n.564 / 565) could be connected with `Paisaje con cazadores´ (n.
   1793) and `Paisaje con sol poniente´ (n. 1799) listed in the Prado´s
   inventory; both have identical measures and depict sunset.
   In Buen Retiro´s records, nor the name Herman van Swanevelt, neither
   his nickname, The Hermit, appear to attribute to him the authorship of
   any of the paintings housed. His works appears as anonymous or as `by
   the Italian´s hand´. Nowadays, the Museo del Prado houses eight
   paintings attributed to Swanevelt from the royal collections:
   -`Paisaje´ (inventory number 1129. 1.58 x 1.90), depicting one
   shepherd, two male figures and cattle and it had been attributed to
   Domenico Brandi. (aforementioned).
   -`Paisaje montañoso (inventory number 1457. 1.60 x 1.32). Depicting a
   hovel in the foreground, and some vegetables on the right. It had been
   attributed to Jan Both. It is listed with number 158 in Charles II´s
   estate: Un Pais de dos Varas y media de largo y siete cuartas de alto
   Con Vna hermita y Varias hortalizas Con marco dorado y tallado tasado
   en Settenta doblones…4200.
   -` Paisaje con Santa Rosalía´ (inventory number 1782. 1.59 x 2.34).
   Landscape depicting some trees and Santa Rosalía from Palermo with an
   angel engraving on a rock her assertion to taking monastic vows. This
   painting may be connected to n.200 in Charles II´s estate: Ottro Pais
   del mismo tamaño del Anttezedentte de mano del Italiano con Santta
   Rosolea grauando su nombre tassado en settenta Doblones…4200.
   `Paisaje con San Bruno´ (inventory number 1784. 1.58 x 2.32). San
   Bruno by a cave, holding a basket with figs and a garden. It had been
   attributed to Jan Both. It is recorded in Charles II´s estate with
   number 172: Un Pais de Dos varas y media de largo y siette quartas de
   alto de el Ytaliano Con Vn San Bruno y Un Berjel Con marco tallado y
   dorado tassada en settenta doblones…4200.
   `Paisaje con San Benito´ (inventory number 1786. 1.58 x 2.34). A
   hermit dropping from atop of a rock one basket with foodstuff and
   Lucifer in a menacing attitude in the sky. It had been attributed to
   Jan Both, with figures by P. de Laar, the Bamboccio. Estate´s number
   136: Un pais de dos Uaras y media de largo y siete quartas de alto con
   San Benito desnudo en la Zarza y Con marco dorado tallado en Setteta
   Donblones…4200.
   - `Paisaje de San Pablo predicando´ (n.1778. 2.12 x 1.56). S. Paul
   preaching infront of a crowd of people staying by a grove. This
   painting might correspond to number 148 in Charles II´s estate: Un
   pais original del Ytaliano de dos Uaras y media de alto y siete
   quartas de ancho con Vn hermitaño predicando a un gran numero de gente
   Con marco dorado y tassado en ochenta doblones…4800.
   - `Paisaje con cazadores´ (n. 1793. 2.12 x 1.56), depicting one river,
   a bridge and some figures in the foreground. Twilight effect.
   `Paisaje con cazadores´ (n. 1799. 2.10 x 1.56), depicting one river
   and a group of fishermen. Twilight effect.
   These two last paintings could be related to the landscape in the
   Alcázar. They can be dated in the 1630s since it was during the period
   1633-1640 that Philip IV carried out his art campaign - paintings as
   well as other works- to decorate Buen Retiro. By those times,
   Swanevelt had already achieved international acclaim as it is proved
   by the fact that his large size works are assessed among the highest
   prices -from 70 to 80 doubloons- in the Charles II´s estate as
   Claude´s and Poussin´s. another fact supporting Herman´s fame is that
   his two landscapes with twilight effect (1.25 x 1.05) were assessed in
   50 doubloons each, whilst one landscape by Tiziano (n. 95. 1.05 x 28)
   was assessed in 15 doubloons and one landscape by Rubens (2.52 x 1.78)
   was assessed in 60 doubloons. His reputation is also shown by the
   rapid spread of his engravings about Europe, the collectors´eagerness
   for gettings his engravings, and the circulation of them even after
   the death of the artist.
   Swnavelt58 symbolised in his painting the feeling of Nature as many of
   the best 17th-century authors had reflected in their works, because
   Nature was not only a literary theme, but a common place for all arts
   and philosophy in this century. In fact, the biggest architectural
   programmes implemented during the 17th century inevitably took Nature
   into consideration. Remarkable art collectors of the century also
   instituted the theme of landscape, even Bambocciante attempts, in
   their collections.
   In Swnavelt this love for Nature is expressed with an intimate and
   personal manner, sometimes closely connected to Claude´s, but his
   style was also aware of the Italian culture which should have
   impressed his art as many other artists´. Sandrat describes a
   wandering Herman about the Roman countryside painting ruins. Herman
   expressed in a condensed form both the view of landscape by Northern
   Europe painters and the Italian concept about the landscape which
   painters had been defending sine the 15th century. We will not find
   nor in his engravings, neither in his paintings the boastful Italian
   style, but a lyrical description where the figures turn smaller and
   landscape magnifies. Swanevelt made use of several rhetorical
   resources which had already gained a place in painting, such as the
   executioning the main figures of the composition facing backwards to
   the viewer, as in San Pablo predicando. In other paintings, `Paisaje
   frondoso´, he works in the line of the Flemish tradition but with a
   new character. The elements that had been of minor importance in the
   landscape pictorial tradition -the hovel, for instance- became with
   Swanevelt´s manner in the essential element. Herman´s outlook worked
   as a zoom and situated the element in foreground, occupying the whole
   composition.
   1 AA.VV Paisajes del Prado. Madrid, Nerea,1993, p.16.
   2 CARUS, Carl Gustav. Cartas y anotaciones sobre la pintura de
   paisaje, Madrid, Visor, 1992, pp. 24-25
   3 These three artist were in fact Flemish born, but they moved to
   Holland because of the Spanish religious prosecution they had been
   suffering. In Holland they developed most of theirs artistic careers.
   4 Van Laer arrived in Rome by 1625 where he was nicknamed Bamboccio
   because of his deformed body (Bamboccio means `grotesque´ or `puppet´)
   and the name was employed by his hostile Classicism critics as a
   pejorative label for the painters (bamboccianti) who adopted his
   themes and style.
   5 See: ROSENBERG, J., SEYMOUR SLIVE, E.H., and TER KUILE. Arte y
   arquitectura en Holanda 1600/1800. Madrid, Cátedra, 1994.
   6 In this respect Pacheco states in his Arte de la pintura: Cosa muy
   usada es en este tiempo (con cuya parte se han contentado muchos) el
   ejercicio de pintar países. PACHECO, Francisco. Arte de la pintura..Madrid,
   1866, p.119.
   7 Both Pacheco and Palomino write about landscape painting in the same
   chapter they write about flowers and fruits. Nonetheless, Pacheco
   quotates the ancient critics to justify the existence of the landscape
   but he considers this genre a lesser one: No se olvidó de este género
   de pintura la venerable antigüedad, pues Ludio fue el primero que
   halló con alegrísimo modo el pintar villas, pórticos, y lugares
   ornados de árboles y jardines, selvas y collados (…) si bien (para que
   los pintores aspiren a cosas más altas) concluye Plinio con estas
   breves palabras:    de los que pintaron tablas, que éstos alcanzaron mayor relevancia
   entre los antiguos>>. PACHECO, Francisco, Arte…, p.123. On his regard,
   Palomino distinguished two types of countries: the country which
   submits to the History, on the one hand, and the History which submits
   to the country, on the other hand. These last countries achieved the
   emancipation of the landscape pictorial genre as well as its
   universalization once that Classicism had been surpassed by the second
   half of the 17th century. See: PALOMINO DE CASTRO Y VELASCO, Antonio.
   El museo pictórico y escala óptica. Madrid, Aguilar, 1947, p. 507.
   8 BOTTINEAU, Yves. ``L´Alcázar de Madrid et l´inventaire de 1866.
   Aspects de la cour d´Espagne au XVIIè siecle´´. Bulletin Hispanique,1956
   (58), pp.421-452; 1958 (60), pp. 30-61, 145-179, 228-326, 450-483.
   9 FERNÁNDEZ BAYTON, Gloria. Inventarios Reales II, Testamentos del Rey
   Carlos II (1701-1703). Museo del Prado, 1981.
   10 BROWN, J and ELLIOT, J.H. A palace for a king: The Buen Retiro and
   the Court of Philip IV. Madrid, Revista de Occidente y Alianza
   Editorial, 1981.
   11 Most paintings depicting Belgium, Dutch and French besieged cities
   which might contain relevant landscapes were executed by Antonio
   Tempesta: numbers 1 to 10. The same occurs with a set of cities views
   from the same author, numbers 11 to 19. Paintings of besieged cities ,
   cities, and maps correspond with numbers: 328, 329, 480, 494, 495,
   591, 592, 603, 728, 736, 737, 738, 740, 742, 743, 789, 792, 794, 796,
   798, 799, 800, 801, 802 and 807. Some doubts are brought by three
   copies from Basano representing the Spring, the Autumn and the Summer
   (numbers 43 to 45), as well as other works depicting the months of the
   year ( numbers 532 to 536, 621, 622, 686 to 689, 706 to 708, 717 to
   719, 780 to 785), the seasons ( numbers 222, 223, 384, 519, 722), and
   the weather elements ( numbers 647 to 650). Battles depictions are
   registered with numbers: 135, 145, 159, 340, 397, 488, 490, 491, 498,
   524, 586, 587, 588, 589, 590, 604, 651, 739, 744, 756, 757, 758, 774,
   914, 915, 916. There is also a set of hermits depictions (numbers 280
   to 286) in which landscape presence cannot be determined.
   12 CARDUCHO, Vicente, Diálogos de la pintura, Madrid, Turner, 1979, p.
   330.
   13 HASKELL, Francis. Patronos y pintores. Madrid, Cátedra, 1984, p.
   178.
   14 This painting had already been identified by Bottineau as `Dogo´s
   embarkation in Venice´ from Leandro da Ponte, nicknamed the Bassano.
   It is included in the inventory of Prado with number 910. See:
   BOTTINEAU, Yves. `` L´alcazar de Madrid…´´, p. 293.
   15 Of these nine countries painted by Brueghel, only number 1016 in
   the 1700 inventory can be related with `` Wood and houses´´ (number
   1255 inv. Prado); and the two referred paintings in the same inventory
   with number 1206 which Bottineau (L´Alcázar…, p.50) identified with
   number 2872 (Harbour, Flemish anonymous) and 2870 ( Wind mills) Museo
   del Prado.
   16 Paul Brill was represented by two marines and a country with
   Ganímedes. Only the country can be identified with number 1705 from
   Prado inventory `` Landscape with Psiquis and Jupiter ´´, attributed
   to Paul Brill and Peter Paul Rubens. This Flemish settled in Italy
   significantly contributed to the emancipation of landscape painting
   considering independently several elements such as the waterfalls.
   See: STELAND, Anne Charlotte: `` Wasserfälle. Die Emancipation…´´
   (1985), p.86. Brill adapted A. Carracci´s classical view of landscape
   to the Flemish panoramical view and he influenced 17th-century Italian
   landscape painting. See: AYALA MALLORY, Nina.La pintura flamenca del
   siglo XVII, Madrid, Alianza, 1995, p. 68-70.
   17 This painting was identified by Bottineau (``L´Alcázar…, p.314)
   with Prado number 1528 `Atalanta y Meleagro´. Rubens ´works as
   landscape painter are hardly known. In this painting it is possible to
   appreciate his concept of Nature and landscape with big religious and
   mythological compositions. However, Trevor-Roper (Pírncipes y
   artistas, p.189), relates in words of Rubens´ first biographer, how
   the artist managed to withdraw from his diplomatic responsibilities
   and social obligations and how he enjoyed painting landscapes…he
   bought Steen´s property, situated between Brussels and Malinas, where
   he used to stand alone and enjoyed painting landscapes, in that
   pleasant hiding place in the country which was a combination of
   meadows and hills.
   18 These paintings are not housed by Museo del Prado. They were
   probably destroyed in the fire in 1734.
   19 (684) et (685) Dos paysitos de tres quartas de largo [ 63cm] y
   media vara [42cm] de alto copias de Martin de Voz.
   20 The copy has been identified by Bottineau (`L´Alcázar de Madrid…´
   p.314) with number 728 `Diana y Acteón´ by Mazo
   21 It depicts one hovel (n 312 in Charles II´s estate. 2.10 m x 1.26
   m), assessed in 300 doubloons. There is not any work by Tintoretto
   with this theme.
   22 (551 to 563) Treze payses de a tres quartas de largo y media vara
   de ancho con marcos negros…copies by Aniual Caracho. Probably
   destroyed in the fire.
   23 Benezit relates in his Dictionary two artists who might be related
   with Marchino: Giussepe Marchis, architectural painter in Rome where
   he died in 1703, and Laurent de Marchin, who worked in Malinas during
   the 17th century. See: BENEZIT, Emmanuel Charles. Dictionnaire
   critique et documentaire des peintres, sculpteurs, dessinateurs et
   graveurs de tous temps et de tous pays. París, Libraire Grünel, 1976.
   24 According to Bottineau these two countries by Velázquez
   corresponded to Views of the gardens in Villa Médicis (n101 and 102
   inv. Prado), however the inventory only records as `garden´one of the
   paintings, the other is recorded as `country´; in addition, only one
   of the paintings coincides with the measures provided by the
   inventory.
   25 We do not have references about this artist. It is not recorded nor
   by Benezit, neither by Palomino and there is not any painting by him
   in Museo del Prado.
   26 Seven of these paintings were copies of Rubens of varied hunting
   scenes and countries which do not exist; they might have been
   overstock. From among the rest of countries, only `Vista de la ciudad
   de Zaragoza´ (n 79 inv.Prado) can be identified.
   27 Aseneyra´s works have not been identified.
   28 Martín de Vos (1532-1603) is attributed one Land Paradise by
   Charles II´s estate with the same measures and theme than one painting
   by Paul de Vos (Hulst 1596-Antwerp 1678): `Paraíso Terrenal´(n 1570
   inv. Prado) which might be the same picture.
   29 About Voche´s production Buen Retiro inventory mentions one country
   with the Temptations of St Anthony (n 168), assessed in eighty
   doubloons, which A. Blunt had attributed to Claude Lorrain in `Poussin
   studies VIII- A series of Anchorite subjects commissioned by Philip IV
   from Poussin, Claude and others´, The Burlington Magazine, 91 (1950),
   p.389.
   30 It could be Scipion Campagna, born in Naples in 1684, taught by
   Falcone and Salvatore Rosa, if these woks belonged to his first
   period. There were twelve landscapes with hermits and three saints,
   one with St Elias, another one with St Anthony Abbot, and another with
   St Jerome in the dessert. All these paintings were of the same size
   and all were assessed in forty doubloons. They were probably
   overstock, as in the case of St Eulogio.
   31 (607) Una pintura de Uara y media Casi en quadro con Vn Pais del
   Jucio de Pari Copia de Pablo Beronés Con Marco negro tasada en doze
   doblones. N 1867 Prado´s inventory.
   32 Only two landscapes by Collantes (1599-1656), can be identified
   with paintings housed by Museo del Prado, from the Royal Collection:
   Incendio de Troya (n 2197 inven.) and `Martyrdom of St John the
   Evangelist´ (n 2410 Prado´s inven.). More about Collantes see: GAYA
   NUÑO, J. A., `En el centenario de Collantes. Escenarios barrocos y
   paisajes dismulados´, Goya, 1956 (10), p. 222-228; y PÉREZ SÁNCHEZ,
   A.E. `Algunas obras inéditas y nuevas consideraciones en torno a
   Collantes´. Archivo Español de Arte, 1962 (35), pp. 253-263.
   33 Juan de la Corte (1597- 1660) said to be Flemish, but Palomino
   estates he was born in Madrid. He was a remarkable painter of fables
   and scenes from the Holy Bible. Only his `Pais con la Ballena y el
   profeta Jonás ´ has been identified (n 806 in Charles III´s estate and
   2219 in Prado´s inventory which records it as `Flemish anonymous´).
   See: ANGULO IÑÍGUEZ, D. Y PÉREZ SÁNCHEZ, A.E. Pintura madrileña.
   Primer tercio del siglo XVII. Madrid, CSIC, p.350-368; and AGULLO
   COBO, Mercedes. Noticias sobre pintores madrileños de los siglos XVI y
   XVII. Granada, 1978.
   34 It is possible to identify `La caza del oso´ (n 500 Charles III´s
   estate. N 2274 in Prado´s inventory), and `Pais con Diana y Acteón´ (n
   598 Charles II´s estate and n 2218 in Prado´s). `Pais con unos
   monteros y un oso´ (n 543) in Charles II´s estate) could also be
   related to n 2005 in Prado´s inventory, but their measures do not
   coincide.
   35 Charles II´s estate records `Paisaje con San Onofre´(n 310) by
   Ribera which could be related to n 2433 in Museo del Prado,
   irrespective of their different measures.
   36 BLUNT had already pointed out that Ytaliano was not any real
   painter and this expression referred to the Italian origin of the
   paintings. See: BLUNT, A. `Poussin studies VIII- A series of Anchorite
   subjects commissioned by Philip IV .... In fact, in other Buen Retiro
   paintings it appears the expression `from Italy´, and in the group of
   countries attributed to Ytaliano there are many paintings that can be
   identified with works by Claude and Poussin.
   37 Paisajes del…, p. 146.
   38 Elliot and Brown have provided interesting new data to identify
   Buen Retiro paintings. They declare how Villanueva bought four small
   landscapes from Velázquez to decorate Buen Retiro, two big landscapes
   from Crescenzi and twelve varied Italian landscapes. Castrillo bought
   big landscapes from cardinal Trejo´s collection, former Chairman of
   the Castillian Conseil, twelve landscapes by García de Pareja and some
   marines by Suero de Quiñones. The earl of Monterrey, viceroy of Naples
   sent some paintings from his collection some of them by the hand of
   the masters working in Naples by the time (Ribera, Stazione, Falcone,
   A. Leone, Spadaro, Lanfranco, Domenichino). The Marquis of Castel
   Rodrigo, ambassador to the Vatican, sent as well some pictures. He
   commissioned Claude, together with other Northern Europe artists, two
   series of landscapes, one depicting scenes of shepherds and the other
   one with hermits. Poussin was also commissioned two pictures from the
   serie, `Paisaje con San Jerónimo´ y `Paisaje con Santa María Egipciaca
   y el Abad Socimas. Jan both executed at least six paintings for the
   landscape gallery, and Sacchi `San Pablo Ermitaño´y `San Antonio
   Abad´. Adries van Eervelt painted some marines. Possibly, other
   painters such as Dughet, Lemaire and D´Arthois also participated.
   39 Alan Chong en Peter C. Sutton, Masters of Seventeenth Century Dutch
   Landscape Painting (ex. Cat. Amsterdam, Rijksmuseum, et al., 1988), p.
   498.
   40 Van Swanevelt appears en Stati delle anime of 1629 in Sant Andrea
   delle Fratte living new door to Cerquozzi in Isola della Salita di San
   Giuseppe. In 1631 Cerquozzi (n 1707 Prado) and Herman were still
   neighbourghs. And in 1632, 1633 and 1634, Swanevelt appears with
   `Carlo Vadram, intagliatore´ ( possibly French artist Charles Audran)
   who must have been his dealer. Se: BLUME, Andrew C. : `Herman van
   Swanevelt and …´Oud Holland, 108 (1994), n 1, p. 2.
   41 ROSENBERG, Pierre: `Le cabinet de l´amour de l´hôtel Lambert´,
   Revue du Louvre, 21 (1971), pp. 157-164.
   42 Some paintings by Jan Both are housed in Buen Retiro such as his
   `Bautizo del eunuco de la reina Candance´(n 1767 Prado´s inven.) which
   is also refereed to by Charles II´s estate with n 184, assessed in
   seventy doubloons. Both `Salida al campo´ ( n 1774 Prado) and `El paso
   del puerto´ ( n 1354 Prado) were also in Buen Retiro Before 1700.
   `Pais con hermitaños´ ( n 1470 Prado) was also in Buen Retiro.
   43 STELAND, Anne Charlotte. `Beobachtungen zu frühen Zeichnungen des
   Jan Both und zum Verhältnis zwischen Jan Both und Asselijn mi Rom vor
   1641´. Niederdeutsche Beiträge Zur Kunstgeschichte, 1988, vol. 27, pp.
   115-138.
   44 Herman van Swanevelt is considered by Ann Charlotte Steland as a
   member of the second generation of Italianate Dutch painters
   45 STELAND, A., `Wasserfalle. Die emancipation eines bitmotivs in der
   Holländischen Malerei um 1640´. Niederdeutsche Beiträge zur
   Kunstgeschichte Köln, 1985, vol 24., pp. 85-104.
   46 Mauperché went back to Paris in 1639 to work in the decoration of
   Richelieu´s Hôtel. He also decorated Le Cabinet de L´amour of Hôtel
   Lambert where Herman and Jan Asselyn also worked.
   47 Bartsch and Hollstein attribute to Herman a total 117 engravings.
   See: BLUME, A. C. : `Herman van Swanvelt and his prints´. Oud Holland,
   108 (1994), n 1, pp.1-13.
   48 Ailsa Mellon (1901-1969), Andrew Mellon´s daughter, who started
   National Gallery of Washington
   49 RUSSELL, Susan. `Frescoes by Herman van Swanevelt in Palazzo
   Pamphili in Piazza Navona´. Burlington Magazine, V, 139 (1997), pp.
   171-177.
   50 Gaspard Dughet also took part in the decoration of Palazzo
   Pamphili, executing the so-called landscape room
   51 BLUME, A.C. : `Herman van Swanevelt and…´, p.1
   52 Barberini as well and his secretary Cassiano dal Pozzo, `The old
   art collector´, who came with him in Spain influenced Poussin.
   53 SCIAVO. Palazzo Mancini, Palermo, 1969.
   54 In addition to these landscape paintings, there were other
   paintings of high worth as one San Marcos by Veronés, one Last Supper
   by Velázquez, on San Cristóbal by El Bosco, and one view of a castle
   by Parmesano
   55 MUSEO DEL PRADO. INVENTARIO GENERAL DE PINTURAS I. LA COLECCIÓN
   REAL. Madrid, Espasa-Calpe, 1990.
   56 BOTTINEAU, Yves. `L´Acázar de Madrid et l´inventaire…, LX (1958),
   p.168 y p.300
   57 In this place there were one painting by Leonardo which represented
   some men eating cheese, one by Veronés `Moisés salvado del Nilo´, one
   by Bassano The Young `El Robo de Europa´, two portraits by Van Dyck
   and another painting by Bassano `The Elder´ which is not described.
   58 Another bibliography relating Herman van Swanevelt and landscape
   painting: ALPERS, Svetlana. El arte de describir: el arte holandés en
   el siglo XVII. Madrid, Herman Blume, 1987. BODART, D. Les peintres des
   Pays-Bas méridionaux et de la Principauté de Liége á Rome au XVIIè
   siècle. Bruselas y Roma (1970). BOSCLAIR, M.N. Gasprd Dughet.
   1615-1675 París, 1986. Die Künstlerbiographien von Giovanni Battista
   Passeri, e d. J. Hess, Leipzig and Viena (1934). DESCAMPS, J.B. La vie
   des peintres flamands, allemands et hollandois. Paris, 1754. EARP,
   F.R. A Descriptive Catalogue of the Pictures in the Fitzwilliams
   Museum,. Cambridge, 1920. IGLESIAS, Concha: `El siglo de oro del
   paisaje holandés. El nacimiento de un paisaje´, Lápiz, 1994, 12 (106),
   pp. 38-43. KITSON. Michael: `Swanevelt, Claude Lorrain et le Campo
   Vaccino´, Revue des arts, 8 (1958), pp. 215-220, 258-266. LUNA, J.J.,
   Claudio de Lorena y el ideal clásico del paisaje en el siglo XVII,
   Madrid, Dirección General de Bellas Artes y Archivos, Madrid, 1984.
   MUSEO DEL PRADO. Catálogo de las pinturas, Madrid, Museo del Prado,
   1996. PITA ANDRADE, J.M. Los palacios del Buen Retiro en la época de
   los Austrias. Madrid, Instituto de Estudios Madrileños, 1970.
   PUGLIATI, T. Agostino Tassi tra conformismo e libertá. Roma (1977).
   ROETHLISBERGER, M. Claude Lorrain: the Painting. New Haven and London,
   1961. SALERNO, L. I pittori di paesaggio del Seicento a Roma. Rina
   (1977-78). SANDRAT, Joachin von. Academie der Bau-bild und
   Mahlerey-Künste, et. A.R. Peltzer, Munich, 1925. VALDIVIESO, Enrique.
   Pintura holandesa del siglo XVII en España., Vallalodid, Universidad,
   1973. WADDINGHAM, Malcolm, R: Herman Van Swanevelt in Rome. Paragone,
   II (1960) pp.37-50. WATERHOUSE, E. Baroque Painting in Rome, London
   (1937).
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