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FRIEDRICH POLLEROSS

Between Typology and Psychology: The Role of the Identification
Portrait in Updating Old Testament Representations

Introduction

As a genre, the identification portrait, or disguised portrait, has
been treated with a mixture of incomprehension and amazement
even in the most recent work on the history of Renaissance por-
traiture.! The reason may be that pictures of this type are today
found only in the form of political cartoons. For example, in a
paraphrase of Michelangelo the Austrian news weekly profi/ shows
West German Chancellor Helmut Kohl as the God of Creation,
breathing {political) life into the East German prime minister Lothar
de Maiziére as Adam, through a handful of Deutsche mark notes.

A recurrent figure in political cartoons is the “statesman”
Moses, who may have the facial features of Nelson Mandela and
carry tablets proclaiming the same commandment ten times over:
“No Apartheid.” The Moses theme, of course, comes particularly
close to home for the Israeli Prime Minister Yitzhak Shamir, whose
stone tablets on the occasion of his meeting with U.S. President
George Bush displayed the command “Thou Shalt Not Talk to the
PLO” [Fig. 11.2

The tradition of the identification portrait as ameans of carica-
ture goes back to the political leaflets of the Reformation and
Counter-Reformation, and reached its height in the nineteenth cen-
tury. The Moses theme was adopted as early as 1873, when it

* was used to represent the chancellor of the German Reich, Otto

von Bismarck, and his comrades-in-arms against the Catholic
Church, Lasker and Falk, as Moses,3 Aaron, and Hur in their
struggle against the Amalekites [Fig. 2]:

And it came to pass, when Moses held up his hand, that Is-
rael prevailed: and when he let down his hand, Amalek
prevailed. But Moses’ hands were heavy; and they took a
stone, and put it under him, and he sat thereon; and Aaron
and Hur stayed up his hands, the one on the one side, and
the other on the other side; and his hands were steady until
the going down of the sun (Exodus XVI1:11-12).

In 1848, the French king Louis-Philippe was derided as a “new
Joshua” vainly attempting to stay therise of the “sun of freedom.”
Later, Empress Eugénie, wife of Napoleon Ill, was said to luxuri-
ate like “a new Susanna in the bath” on account of the extrava-
gant life she led.*

However, such ironical identifications with biblical figures con-
stitute only the fringe of this branch of portraiture, examples of
which are to be found everywhere between the formal and func-
tional poles of the disguised and the hidden portrait. The crypto-
portrait is the older form, although it is by no means limited to
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THE ROLE OF THE IDENTIFICATION PORTRAIT

As an example of another relationship between the model and
the patron, which will likewise only be known to the initiated, we
can take a depiction of St. Stephen with the features of the Duke
of Buckingham. This painting, which is no longer extant, presented
in an almost blasphemous way the “reverence” of King James |
of England for his “idol” Buckingham, whom he defended before
Parliament in a rather lascivious manner: “You may be quite sure
that | love the Earl of Buckingham more than any other ... and it
cannot be considered a mistake if Jesus Christ did the same....
Christ had his John and | have my George.”13

This connection between religion and love seems to have
gained particular significance in seventeenth-century England.
Rubens painted Charles | as St. George rescuing Queen Henriet-
ta Maria from the dragon,” and a generation later Charles Il had
several of his mistresses portrayed as Blessed Virgins.

Small-scale identification portraits probably also had a simi-
lar function, asin the case of the miniatures of the young Margra-
vine Barbara of Baden-Durlach (15693-1627), who was portrayed
with the attributes of her patron saint, or the representation of
Countess Juliane von Leutrum as Salome in 1747 (Neues Schloss,
Baden-Baden). A miniature copy of a painting of 1709 showing
the comptrolier of the Danish court, Frederik Walter, as John the
Baptist (Frederiksborg Slot, Hillerod), probably alludes to the
fact that Walter, as the travelling companion of King Frederik 1V,
prepared the way for his lord as John the Baptist had done for
Christ.

A more significant role within the genre was played by the
donor portraits, since it seemed as if the contradiction between
the two spheres of reality could here be effortlessly reconciled.
While no sources exist for the more famous examples, such as
Direr’'s Paumgadrtner Altar of 1504 (Alte Pinekothek, Munich),
which depicts the donor’s sons as Sts. Eustace and George, or
some Upper Italian works from the sixteenth century,'® we do
have unequivocal evidence of an identification portrait in the cen-
tral panel of a Cologne triptych of 1657 [Fig. 4]. This is provided
by the donor himself, who records in his diary that, with the ex-
ception of Christ, all the biblical figures depicted in the altarpiece
display the features of family members or friends:

Und ich hab auch in die angesichter allesamen leuth laissen
conterfeiten uisgescheden Jhesu Christi angesicht und steit
in Marienbildt feigin myner frauwen suster angesicht in Jo-
hannis under dem Creutz myner frauwen sons Johan. In Abra-
ham steidt des kirchmeisters Peter Nuvenars angesicht und
in Mose steit des kirchmeisters Heinrich van Krufftz angesicht.
In den vier evangelisten sint contrafeit insamt Matheo M Jo-
han Cortessum Offermann, in Marco myn broder gottschalk,
in Luca myn broder Cherstgin, in Joanne her Johan Nuven-
haven pastor.'®

As early as 1506, Lorenzo Lotto endowed the Madonna of
Asolo with the facial features of Caterina Cornaro, Queen of
Jerusalem, who was famous for her chastity. In 1653, a group
portrait of donors was painted for the Court Chapel in Neuburg,
portraying the Counts Palatine Wolfgang Wilhelm and Philipp Wil-
heim, their wives, Anna Katharina Konstantia and Elisabeth Ama-
lia, and the painter Paul Bock, as their respective patron saints.'”

In genuine identification portraits, and especially in state por-
traits, the significance of the relationship between the type and
antetype played a leading role, and it is probably in this area that
the origins of the genre as such are to be sought. The oldest ex-
amples, originating at the early humanist courts of Rome, Prague,
Milan, and Paris, were presumably executed not only with a
knowledge of ancient identification portraits but also perhaps in
conscious application of this form of apotheosis to the Christian
sphere. Above all, the sanctity of emperorship and the divine right
of Christian rulers could be clearly illustrated by means of aniden-
tification with the Holy Family. Presumably the oldest example
of this kind is the representation in Karl3tejn Castle in Bohemia
of the wife of Emperor Charles IV with their son Wenceslas, the
heir to the throne, as the Madonna and Child.

This ideology was again consciously adopted during the
Counter-Reformation.'® Examples include what is thought to be
a portrait of Bianca Capello, the second wife of Grand Duke Cosi-
mo | of Florence, as the Madonna,"® and a picture from the end
of the sixteenth century showing the Wittelsbach family at the
Presentation in the Temple, with the future Duke Maximilian of
Bavaria as the child Jesus.2® Similar paintings from the same
period come from the courts of the Habsburgs in Vienna,?' Graz,
and Madrid.?2

In this sense, however, even the kings of Israel and the an-
cestors of Christ were interpreted not only as prefigurations of
the Redeemer but also as the padres figurativos of the Catholic
kings. This emerges from a dedication to Charles Il of Spain in
the Spanish edition of Nicolas Caussin’s La Cour Sainte:

Son los Reyes de Juda desde David padres naturales de la
Santissima Virgen (Reyna la mayor) y de su Hijo lesus, fun-
dador en la tierra del Reyno Catholico de dios, que Causina
pinta. Y son Padres legales y figurativos de V. M. y de su Catoli-
co Reyno, de qui en fueron simbolos sus Coronas. Es suMadre
especialissime la Virgen Maria, que con especial patrocinio
ha declarado a V. M. y a sus gloriosos antecessores por es-
peciales hijos; porque ellos con especial y zeloso culto lahan
reconocido por unica Madre .23

However, apart from this tendency towards sacralisation, hu-
manist portraits of princes were heavily influenced by the doc-

trine of virtue taken over from antiquity.2* This was formulated
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THE ROLE OF THE IDENTIFICATION PORTRAIT

to illustrate on the one hand the divinely ordained preeminence
of a prince or military commander, and on the other his potential
or actual virtue. In this way, conceptions of the divine right of
kings stemming from the Middle Ages were combined with a po-
litical typology which received special impetus from the Refor-
mation and which also, of course, provided the basis for the
bourgeois Netherlandish variant of the identification portrait.
Ever since the religiopolitical polemicism began, the Protestants
had been equated with the “chosen people” and their rivals with
the enemies of Israel, the Amalekites or the Egyptians.60 As
early as 1524, Martin Luther was represented on a political
leaflet as Moses freeing his people from the rule of the papal
Pharaoh, and in 1547 King Henry VIl of England was praised in
the same way by Catherine Parr:

But our Moyses, a moste godly, wise governor and kyng
hath delivered us oute of captivitie and bondage of Pharao.
I mene by this Moyses King Henry the eight, my most sover-
ayne favourable lorde and husbande. One (If Moyses had
figured any morlre] then Christ} through the excelient grace
of god, mete to be an other expressed veritie of Moses con-
quest over Pharao. And | mene by this Pharao the bishop of
Rome, who hath bene and is a greater persecutor of all true
christians, then ever was Pharao, of the children of Israel.

In contrast to the numerous instances in literature of princes
and popes being compared with Moses, pictorial identifications
involving him are surprisingly few. (The above-mentioned Moses
and Aaron panelfeaturing the Dintevillesis rather to be regarded
as an an analogy of political events.) The same applies to the
priest-king Melchizedek. He embodied even more than Moses
the sacral component of kingship, to which reference is made in
a work written for the coronation of the Spanish king Fernando
Vlin 1747. The righteous Prince of Peace in the Old Testament
is presented as the model and “print” of the “Meichisedech
espanol”:

Fue Melchisedech come Sacerdote un prototypon de
Christo, el origen de deste Pan, la raiz de este Sacramento,
y fue come Rey de Salén un espejo de los Reyes, un exemplar
para Principes, una estampa de los Grandes.... Pues dexenne
a houra de tanta fiesta, ... que estamos dando, decir, que el
Senor D. Fernando, come lucido rayo del Cielo, es un Mel-
chisedech Espanol....ﬁ-2

This theme was treated, against the background of the
French Wars of Religion of 15689-90, in a painting by Antoine Ca-
ron (Ehrmann Collection, Paris), in which it is presumably the
Spanish-backed Catholic party’s candidate for king, Cardinal

Charles de Bourbon, and Field Marshal Alessandro Farnese who
are represented as Melchizedek and Abraham respectively.

Appointment by God and victory gained with divine help
over heathen enemies constitute the principal motifs taken from
the stories of biblical heroes. Among the less well known is that
of Gideon, who asked the Lord for a sign on aram’s fleece to con-
firm his having been elected. This motif was the basis for the
choice of this hero as the leading figure of the Order of the Gold-
en Fleece. Duke Philip of Burgundy was only symbolized as
Gideon on the stage, but his son Charles the Bold appears
together with the biblical hero on a posthumous idealized por-
trait.83 An actual identification portrait of the French King Louis
Xl as Gideon is found in a manuscript dating from the beginning
of the sixteenth century [Fig. 71.54

An importance inestimably greater than that attached to
Gideon was reserved for the biblical heroes Joshua, Judas Mac-
cabeus, and David, who enjoyed special status as representa-
tives of the Old Testament among the “Nine Worthies.”5 Like
David, Joshua, successor to Moses as leader of the people of Is-
rael, was under the protection of the Lord from the time of his
calling. A connection to this non-hereditary succession naturally
lent itself to changes of dynasty, for example after the extinction
of the Spanish Habsburg line in 1700. A funeral sermon of the
time directly refers to the biblical story, comparing Charles Il with
Moses and the Bourbon heir, Philip V, with Joshua, in terms of
their virtue and the events:

Confirma se mas esta razon, si atendemos a las circumstan-
cias de la Succession del esclarecido Principe Josué en el
govierno de Ysrael, que son las mismas que concurrieron en
la Succession del Segundo Josué de laley de gracia Nuestro
Invicto Rey, Don Philippe V en el Govierno de la Monarchia
Espanola.... Oye Dios la peticion de Moyses, y haze la provis-
sion de Successor en la Persona de Josué: “Dixitque Domi-
nus ad eum: tolle losué filium Numvirum in quo est spiritus
& pone manum tuam super eum.” Porque ... solo Josué es
escogido de Dios para Successor de Moyses en el govierno
? Yo lo diré. Porque Josué era un Duque, un Capitan y Adalid,
que sabia governar el Pueblo en todas sus acciones: assi
politicas, como militares.... Era un Principe adornado de la
virtud, de la prudencia, de la piedad y mansedumbre de la
fortalezay de todas las demas virtudes y calidades, que con-
stituyen un buen Principe, que esse significa el estar Josué
adornado del Espiritu de Dios. Estas son las circumstancias
que concurrieron en la Succession del govierno del Pueblo
de Israel en el primero Josue: y estas mismas son las que
concurren en la Succession del govierno de la Monarquia Es-
panola en el Segundo Josue de la Ley de gracia Nuestro Rey
y Senor Don Philippo V porque en el Segundo Josue de la Ley
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& Lunaticae Gentis nebulae Veritatis exorto Sole dissiparen-
tur, necnon Muselmanica Jericho, quae hebraice luna
dicitur, funditus everteretur.”?

However, besides Joshua, one also referred to Judas Mac-
cabeus in connection with the true faith. This applied just as
much to Leopold’s struggle against the Turks as to the battles of
the Swedish King Gustav |l Adolf against the Catholics. During
the Thirty Years’ War, Gustav Adolf was depicted as the new Ju-
das Maccabeus in two leaflets [Fig. 111.7% The French King Louis
XIV was praised in a funeral sermon at Saint-Cyr as a still greater
hero than his model from the Old Testament, regardiess of his
wholly unjustified and often unsuccessful campaigns:

tout Israel pleura un des ses Capitaines, les échos de Juda
retentirent de gemissements. Ce n’est pas un Machabée que
nous perdons aujourd’hui, mais le plus vaillant de tous les
Heros, le plus puissante de toutes les Monarchques, le plus
religieux des Rois du Monde, le plus digne de V'immor-
talité.”*

However, a crucial role for the identification portrait was
played by David and Solomon, both of whom were among the
most important models for Christian princes from the Middle
Ages onwards. David, included as one of the “Nine Worthies” on
account of his victory over Goliath, was likewise under the pro-
tection of God, who had called him to the office of sovereign.
Furthermore, he was promised numerous descendants and the
continuation of his dynasty.’® This aspect was of particular in-
terest to young princes. In 1518, Frangois | of France was com-
pared to David “par semblables vertuz et dons de grace."-’6 And
inthe Crénica de Carlos V, Pedro Mexia records that the emperor
had been called by God to rule in the same way as the shepherd
of the Old Testament and that he also emulated David in piety
and bravery:

pero por ser secretos juyzios de Dios no fueron admitidos
paraelreyno, por este otro David que El tenia escogido para
ello, aunque chiquillo y apartado y olvidado por ventura
para esto, y ansi en todo a sido ymitador de David, en la
religién y en la defensién de sus reinos y acrecentamiento
dellos.””

Some decades later, the Psalms of David were interpreted
as being a speculum principis expressis verbis in the title of a
work dedicated to Balthasar Carlos, heir to the Spanish throne:
“Commentaries and Notes on the 100 Psalms of David, or Five
Books Concerning the Best Prince and the Best Princely Ad-
ministration.” The young prince is here called upon to rule “ex-

empla Davidis” or “Davidisimagine,” whereby the biblical king
is shown to be an example in the sense of classical authors like
Seneca, Pliny, and Livy.’®

Thedivine right of kings, and the hopes which were invest-
ed in a young prince, areillustrated in an identification portrait
of fourteen-year-old Crown Prince Friedrich Wilhelm { of Prus-
sia. In this painting of 1702 by Anton Schoonjans {Schloss
Charlottenburg, Berlin), the prime concern was not to glorify
a victory but to represent God's elected heir to the throne of a
kingdom which had only been in existence for ayear. The court
painter therefore depicted the prince as David not after, but be-
fore his triumph over Goliath.

Although the triumphant martial role of David as the victor
over Goliath provided inspiration for courtly propaganda time
and again from the fifteenth century on, formal identification
seems to have first occurred in the sixteenth century. A
representation of David after Dosso Dossi from the second
quarter of the century (Galleria Borghese, Rome), may be pre-
sumed to be a disguised portrait on account of the bearded
face, which is in contradiction to the story; and King Henry i
of France was portrayed on a piece of jewelry as David (Nation-
almuseet, Copenhagen).

David’'s victory is frequently related to a concrete political
and military threat. Thus in 1682, on the occasion of his entry
into the Netherlands, tribute was paid to Frangois, duc d’An-
jou, expressis verbis as the new David, to whom rulership was
to be transferred from the tyrant Philip I, the new Saul:

Samuelremonstre a Saul sa desobeissance & en signe que
le Royaume seroit arraché de sa maison & donné a un
meilleur luy rompt une partie de son habillement: Signifi-
cant que la Seigneurie de ces Pais est ostée au Roy
d’'Espaigne, pour ses sermens violez par tyrannies & con-
cussions abominables.... Comme Dieu arracha a Saul la
Couronne, la donnant & David; ainsi le ciel te donne ceste
espée Ducale, en ta vaillante main, pour defendre les tiens
du tyraninhumain, lequel pour sa fureuer, sa rage & tyran-
nie nous avons dechasse hors de nostre Patrie.”?

The hope of the new people of Israel for a victory over Goliath,
which was also given expression in a tableau vivant on this occa-
sion, was only fulfilled later. Accordingly, Stadholder Frederick
Hendry, Prince of Orange, was apotheosized as David in a paint-
ing by Jacob Gerritsz Cuyp in 1630 after the conquest of s'Her-
togenbosch. “Thus itis announced that God is on the side of the
small Dutch Republic in its struggle against the Great Power, in
the same way as he supported David against the Philistine
Goliath. The Stadholder does not represent the economic in-
terests of the Republic, he represents God’'s interests.”&°
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derives from its function as a donor portrait and the analogy be-
tween the chapel and the Temple of Solomon.?" Furthermore, it
forms the logical continuation of the identification of Sigis-
mund’s parents with David and Bathsheba on the above-
mentioned tomb of King Casimir.

Yet even the construction of churches “a imitazione del gran
re Salomone,” which Vasari mentions along with other services
performed by Grand Duke Cosimo | de’ Medici,®2 could be inter-
preted allegorically. The portraits identifying the English King
Henry Vil with Solomon, which are likewise embedded in a rich
literary-iconographical context, are to be understood in this
sense. In the example by Holbein [Fig. 161,23 emphasis is placed
on the correspondence of the virtues of the type and the ante-
type in the legend “Thy wisdom and prosperity exceedeth the
fame which | heard.” Above the throne one can see the speech
of the Queen of Sheba as it appears in the Bible: “Blessed be the
LORD thy God, which delighted in thee, to set thee on the throne
of Israel: because the LORD loved Israel for ever, therfore made
he thee king, to do judgement and justice” (1 Kings X:9). As Jane
Roberts has pointed out, the Queen of Sheba is depicted in this
picture in her traditional role as a personification of the Church.
In receiving her fealty the king was also receiving the fealty —
and, tacitly, the sanction —of the Church of England. In addition,
the Bible verses imply that the king is responsible to God
alone.®* The style furnishes evidence for dating it to around
1534, the year in which the king appointed himself head of the
Church of England.

At about the same time, this theme was made the subject
of a stained-glass window in King’s College Chapel at Cam-
bridge, in which the figure of Solomon is proved to be an identifi-
cation portrait of Henry VIIi by the presence of a putto bearing
the royal monogram “HR. %%

Formally closer than in the family chapels of the Jagiellons
and the Tudors is the analogy with the Temple of Solomon to be
found in Philip Il’'s monastic residence, El Escorial. Even upon his
accession to the throne, Philip was received in the Netherlands
{!) with the inscription “Vos Felipe! soys el Prudente Salomén,
que por mandato de vuestro justo padre gobernaréys los reynos
que os pertenecen...” (Philip! Be the wise Solomon, and rule the
kingdoms that belong to thee by the mandate of thy just father).
The biblical father-son analogy is also to be found in the funeral
sermons for the Spanish king.%® In the Netherlands, the idea
was transposed pictorially in 1559 in a painting commissioned
by the Order of the Golden Fleece (St. Bavon Cathedral, Ghent).
Here Philip is depicted, like Henry VIII, in the center of a sym-
metrical composition, seated on the lion’s throne, with the
Queen of Sheba symbolizing the homage of the country. The
comparison of the Spanish king with the Old Testament model
is ideologically based on the notion, expressed in 1597 by Lopez
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Madera in his work Excelencias de la Monarquia y Reyno de Es-
pana, that the sovereignty of the Habsburgs was built on wis-
dom andjustice. It reached its climax in the construction of El Es-
corial as the new Temple of Solomon.®” For this reason Philip I
was described in a funeral sermon as being equal to Solomon not
only in wisdom and justice but also in magnificentia and as a pi-
ous builder:

A David sucedio Salomén, y a Carlos, Felipe Il Salomén....
Fuele parecido. Lo primero en sabiduria...; lo segundo en la
Justicia...; lo tercero en la paz, que es fruto de la justicia...;
lo quarto en magnificencia.... Lo quinto fue excelente Salo-
mon, que lo escogio Dios, para que le edificasse casa, aquel
templo ... de San Lorenzo el Real, y casa celeberrima, que en
orden es el octavo milagro del mundo, y el primero en dig-
nidad edificado en tantos anos, con tan magnificas ex-

pensas.®8

in 1634, Philip’s grandson Philip IV was portrayed as Solo-
mon in an engraving by C. Galle and M. van den Enden with the
motto “wise rulership knows no decline” (Biblioteca Nacional,
Madrid). When the Spanish king, who also bore the title of King
of Jerusalem, had a throne with 12 gilded lions constructed in
the royal residence in Madrid in 1651, thisideology was no longer
presented solely allegorically but also, as it were, “in reality."99
Under these circumstances it was only logical that this theme
was to be carried on into the eighteenth century by the Spanish
Bourbons.'®

The continuation of the typology was made that much easi-
er by the fact that it enjoyed a long tradition among the Bourbons
in France. The evidence goes back as far as the thirteenth centu-
ry, and it is recorded in a tract on the ordo for the coronation of
Charles V in 1372 that the unction served for the transmission
of the four cardinal virtues as possessed by King Solomon.'?’
Logically enough, Charles VIl of France celebrated his unction
in Rouen in 1485 with a play based on the Old Testament:
Bathsheba appears with her retinue before David and asks him
to crown her son Solomon, “a blond youth who represents our
ruler and natural lord.” As a result of this theatrical typology, the
young king was subsequently also represented in the role of
Solomon on a tapestry in the cathedral of Sens. The mother-son
analogy is found again in the case of Louise of Savoy and her son
Frangois |, who was also praised as the lover of Francia in the
verses of the Bible. While the programs for the young king’s offi-
cial entries were also intended to reflect his virtue, constitutional
motives are involved in the comparison found in a manuscript of
1532 of the French king with Solomon and his kingdom with Is-
rael,'°2 and in Guillaume Bude’s work De /'institution du prince
(1547).193
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applied to the person of the King, where one may notice God'’s
admirable Direction of his Majesty in the most notable Deeds of
his Life, he interprets the Bible in a straightforward political
fashion. Among other things, he writes in the dedication to the
king that some authors relate this psalm to Christ and others to
Solomon, yet with regard to power on earth, Louis X1V far sur-
passes the Old Testament ruler:

mais pour la Puissance temporelle, il Vous la donne, Sire, in-
comparabliement plus grande qu’a Salomon, comme la
verité le fait connoistre, si I'on compare vostre monarchie
avec la sienne.'%%

A comparison with Solomon is also made in the funeral ser-
mons for Louis X1V, together with the remark that “la Reine du
Nord vint coranme une autre Reine de Saba, écouter sa sagesse”
(the queen of the north [Christine of Sweden] came like another
Queen of Sheba to hear his wisdom). Another sermon interprets
the Queen of Sheba symbolically and refers to the quotation
from the Bible encountered above in the engraving of Henry Viil
[Fig. 16]:

nous pouvons vous adresser au lit de votre mort les paroles
qu‘une Reine de I'Orient adressa autrefois & Salomon,
glorieux & triomphant sur son Trdne: Nous avions entendu
publier de vous de grandes merveilles, MAIS VOS VERTUS
SURPASSENT VOTRE RENOMMEE. Vicisti famam virtuti-
bus tuis.'%®

The Habsburgs, subjected to disparagement in the 1659 en-
graving of Louis, were nevertheless able to point to a long tradi-
tion of Old Testament iconography not only in the Spanish line
of descent but also on the Imperial throne; representations of
David and Solomon constitute a central motif as early as the
tenth century, on the Imperial crown. However, the first genuine
identification portrait is found at a much later date, namely in
1653, when Ferdinand IV, on the occasion of his coronation in
Augsburg as king of the Romans, was glorified in a Bamberg the-
sis engraving by Melchior Kiisel as a wise heir to the throne and,
above all, as one who had been ordained by God (Graphische
Sammlung Albertina, Vienna).

In the same year, his father, Emperor Ferdinand ill, was
apotheosized as Solomon in both text and illustration for the
holding of the Imperial Diet in Regensburg. An arch of honor was
constructed for the emperor’'s entry into the city, and in a
description of it reference is made first of all to a representation
of Solomon as the symbol of wisdom and to the similarly great
wisdom of the emperor. In a painting of the triumphal arch, the
analogy is illustrated still more clearly by an identification por-
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trait which characterizes Solomon/Ferdinand lil as the prince of
virtue per se:

Das auff der Seiten steht, das ist des Keysers Thron
auff den der Keyser sitzt als Kénig Salomon

mit Léwen umb und umb. Vier schéne Tugend-Frauen
sind neben diesem Thron in ihrer Zier zuschauen:

Die Starke, Massigkeit, Gerechtigkeit, Vernunft

als rechtes Oberhaupt der andern Tugend-Zunff’t.107

Previously, Elector Maximilian | of Bavaria had been praised
as the new Solomon in a thesis engraving of 1641 by Wolfgang
Kilian and Matthaus Gundelach. Peaceful and warlike landscapes
allegorizing concord and envy are visible behind the canopy cover-
ing the throne, the lions of which symbolize Maximilian’s twelve
predecessors in office, and the text emphasizes the ruler’s achieve-
ments in war and peace with the motto “IN VTROQVE LEO." 108

In 1649, for the baptism of Henry of Brandenburg, the court
painter Mathias Czwiczek painted a family portrait in which Hen-
ry’s father, the Great Elector, is shown as Solomon. He only ap-
pears in the background, however, while his own mother, Elisabeth
Charlotte of the Palatinate, dominates the scene in the role of the
Queen of Sheba presenting her treasures [Fig. 18).'%°

In Spain, Queen Maria Anna of Austria, regent for her son
Charles I, who had not yet come of age, in 1666 was similarly
exalted as the “Potens Arabiae Regina” before the throne of
Solomon.''® This theme had been adopted as early as the
fifteenth century in Florence to illustrate male wisdom and fe-
male splendor.’'" Expressing the latter is undoubtedly the ob-
ject of agroup portrait from the early seventeenth century show-
ing a Duchess of Mantua and her ladies-in-waiting as the Queen
of Sheba with her retinue before King Solomon (who is not
represented as an identification portrait).’’2 Functionally,
however, like the already mentioned Czwiczek painting on the
same theme, it constitutes a transition from the official portraits
of sovereigns to the group of familial identification portraits.

Marriage and Family Portraits

Within the group of familial portraits there is a predominance
of Netherlandish works, commissioned mainly by bourgeois Pro-
testant patrons, since in this milieu a corresponding typology
had been preserved.113

Lines dividing history and scripture dissolved as the mean-
ing of Dutch independence and power was attributed to the
providential selection of a new people to be as a light unto
the nations. In this Netherlandish addendum to the Old
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However, by the late sixteenth century the more “modest” theme
of the reconciliation of Jacob and Esau did not cause any excite-
ment at all when it was used by Pieter Pietersz for a portrait of a
family and their relatives (private collection, England). This sub-
ject, which was entirely suited to the Calvinist ethos, also attract-
ed Jakob Willemz Delff the Eider'2? as a theme for a family por-
trait (Kunsthistorisches Museum, Vienna), and around 1645,
Gerrit Williamz Horst painted a family as Jacob and his tribe be-
fore the encounter with Esau (Staatliche Kunstsammlungen,
Kassel).

Two representations of the discovery of the child Moses, one
by Abraham van Dyck {formerly in a private collection, The
Hague) and the other by Jan de Bray, 124 dating from the second
half of the seventeenth century, may allude to adoptions.

Furthermore, married couples and families of the Old Testa-
ment were presented time and again as ideal examples in litera-
ture and emblemata. For instance, in a speculum virtutis of 1686
for newly married couples it is expressly stated that the bride
should seek to emulate Sarah'’s spirit, the virtue of Ruth, and the
humility of Abigail.125 The numerous portraits of married cou-
ples, with or without children, portrayed in Old Testament roles
exhibit the same ambivalence between arrogance and the pursuit
of virtue as the courtly examples. In doing so, identification por-
traits provide what is probably the most impressive illustration of
the desire, expressed in numerous portraits of married couples, to
be depicted “with social masks that would express ideas and
values shared within a larger social order” 126

Moses and his wife, Zipporah (seen bidding farewell to
Moses’ father-in-law, Jethro [Exodus 1V:18-20], in a painting by
Jan Victors), Moses and the daughters of Jethro (painted by Piet-
er Verelst, 1643, art market, London), Tobias and Sarah (by Adri-
aen van Nieulandt, 1653, private collection, Edinburgh), and
David and Abigail {by Aelbert Cuyp, Kunstmuseum, Basel) seem
to occur as pairs only once each.'?’ The couples Isaac and Re-
bekah, and Jacob and -Rachel,'?® however, enjoyed special
popularity. In the role of Isaac and Rebekah, who are also
represented on a wedding medallion of 1652 as an “obvious ex-
emplum of ideal matrimony,” 129 jan Victors was presumably por-
traying the de Wittes. 130 gources identify a picture from the mid-
seventeenth century by Ferdinand Bol as a portrait of Anna van Er-
ckel and Erasmus Scharlacken [Fig. 211."3"

Conjugal ties are alsoillustrated in two paintings of Jacob and
Rachel. One is by Dirck Santvoort and inciudes portraits of other
family members as well (formerly in a private collection, Berlin),
and the other is by Theodor van Thulden (?) (Palais des Beaux-Arts,
Valenciennes). Victors's paintings from the 1640s,'32 and works
by Gerbrand van den Eeckhout dating from 1652 (private collec-
tion) and 1667 (Szépmivézeti Mizeum, Budapest),133 can like-
wise be classified as a treatment of the theme of Israelite predeces-
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sors. They show a family of shepherds camped beside a well and
indicate the pastoral genre that was also very popular in Holland
at this time."3* Victors’s 1670 portrait of a family in Oriental
costume seems to allude, with its huge bunches of grapes, to the
exploration of the land of Canaan (Numbers X138

When Jacob van Hasselt painted in 1636 the wedding feast
of Jochum Berntsen van Haecken and Grietje van Hasselt, he
dressed all the guests in Oriental costume, yet to this very day it
has not been possible to explain whether the theme is that of Es-
ther und Ahasuerus, the marriage of Samson, or some other bibli-
cal event.'3®

We have the same problems of interpretation with a family
portrait of 1663 (?) by the Dutch-trained German painter Simon .
Peter Tilmann (Kunsthalle, Bremen). The picture shows the family
of Magnus Gréning, a patrician in Bremen, in Oriental dress."®’

The Dutch predeliction for sumptuous Oriental costumes is
also featured in two family portraits on the theme of Hannah
bringing Samuel to Eli (1 Samuel 1:25-28), one painted by Lam-
bert Doomer {(Musée des Beaux-Arts, Orléans) and the other by
van den Eeckhout (Ashmolean Museum, Oxford) in the 1660s. In
the latter work, the identification with Hannah may well have
been prompted by a long period of infertility only overcome after
urgent prayer to God. This is indicated by at least one contem-
porary source, albeit from the courtly sphere. Louis XIV was com-
pared to Samuel in the title of a panegyric of 1645 in honor of the
French Dauphin: Louis, gift of God to Louis and Anna—Samuel,
gift of God to Elkanah and Hannah. In this work by a Spanish
author, not only the divinely ordained birth of the son and heir af-
ter a long period of infertility but also the virtues of the biblical
Hannah and the French Anna are regarded as analogous:

El Sagrado Texto (o Poderoso Principe) nos dize, que Elcana
tubo por su Esposa & ANA, glorioso Triumpho de ia que di6é
a Francia otro segundo Samuel, Governador y Principe del
Pueblo de Dios. Pasa & mayor Trono el mayor Monarcha del
Orbe y dex6 3 V.M. por Madre, la mayor Reyna del universo
D. ANA DE AUSTRIA REYNA DE FRANCIA Y DE NAVARRA.....
Derete V.M. lo que Samuel a ANA, veinte y quatre anos de es-
peranza, que mucho le costaze tan caro un primogenito divi-
no DADO DE DIOS por merced particular suya. Vino V.M. al
mundo como Samuel a lagrimas, aymos y Sacrificios, cuya
tolerancia, valor y paciencia, en sola la virtud de tan gran
Senora se pudieran hallar y lograrse.... Fue tan milagroso el
nacimiento de V.M. que el sagrado Testo nos discubre en cada
verso mayores maravillas con que califar nuestra Doctrina,
por que si ANA madre de Samuel, frequentava el Templo de
Dios, la Chatolica y Christianissima Magestad de ANA DE
AUSTRIA, es tan continua enlos Templos como en la Oracion,
digalo, V.M. pues vino al Mundo, a dar testimonio de su virtud







































THE ROLE OF THE IDENTIFICATION PORTRAIT

This article is based on the author’'s 1986 doctoral dissertation, Das
sakrale Identifikationsportrét. Ein héfischer Bildtypus vom 13. bis zum
20. Jahrhundert, Manuskripte zur Kunstwissenschaft, XVIli, Worms,
1988. Therefore, references are only given for the examples, sources,
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