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Jacques de Gheyn II (1565-1629)
“Maniement d’Armes, d’Arquebuses, Mousquets, et Piques. En conformité de 
l’ordre de Monseigneur le Prince Maurice, Prince d’Orange, Comte de Nassau 
etc. Gouverneur et Capitain General de Geldres, Hollande, Zeelande, Utrecht, 
Overijssel etc.” Amsterdam, published by Robert de Baudous, 1608.

Folio, H. 36.5 x W. 26 cm; a few tears restored, in a modern slipcase.

Beautiful copy, in a parchment binding, 
of the rare 1608 edition in French of 
Jacques de Gheyn’s famous pictorial 
army manual for the use of officers to 
teach the young recruits how to handle 
their weapons. With three series of plates 
on the use of the blunderbuss (42), the 
musket (43) and the picket (32), and 
accompanying text of 5, 4 and 4 pages 
before each chapter. The manual gives 
an excellent picture of the victorious 
army of the Dutch Republic at the end of 
the 16th century, so successfully reformed 
by Prince Maurits of Nassau, introducing 
new forms of armament, exercise, and 
drill. Maurits, after his father, William the 
Taciturn, had been murdered in 1584, 
proved himself among the best strategists 
of his age and organized the Dutch 
uprising against Spain into a successful 
revolt.
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A large wall map of Asia by Nicolas de Fer (1647-1720)
L’Asie divisée selon letendu de ses principales parties, et dont les points 
principaux sont placez sur les observation des Monsieurs de l’Academie Royale 
des Sciences. Dressée par N. De Fer, Geographe de monsieur de Dauphin. A 
Paris chez l’auteur dans l’Isle du Palais, fur le Quay de l’Horloge, à la Sphere 
Royal. Avec le Privilege du Roy, 1696
Engraved by Hendrik van Loon after design by Nicolas de Fer, printed on four 
copperplates, and published by Guillaume Danet, Paris 1724, with later hand-
colouring.

H. 92.5 x W. 117 cm
H. 112.5 x W. 139 cm (including frame)

The map is surrounded by richly decorated borders, depicting the peoples 
of Asia, the Chinese, Japanese, Turks, Indians, Tartars (Russians), Filipinos, 
inhabitants of the Maluku and Sunda islands, Sri Lankans, people of 
Colgonda, Malaysia, Thailand, Cochin and Tonkin. Some detail maps show 

Arctic areas, with Spitsbergen, Nova Zembla and the northeast of China 
based on the writings of the Jesuits Martino Martini and Ferdinand Verbiest.
Nicolas de Fer started his apprenticeship at the age of twelve in the map 
making business of his father, Antoine de Fer (act. 1644-1672). After his 
father’s death his mother continued the business and after her retirement, 
Nicolas took over in 1687. He turned it into a flourishing business and thanks 
to his contacts with the Académie Royale des Sciences in Paris he was 
able to use the latest discoveries in geography and subscribe his maps with 
‘Dressée sur les nouvelle observations des Messieurs de l’Académie Royale 
des Sciences.’ In 1690 he became the official cartographer of the Dauphin 
and later King of France and Spain. He published more than six hundred 
maps and many atlases, documenting French fortified towns, strongholds 
and the explorations and discoveries of new territories. Unlike most Dutch 
cartographers who mainly made maps for navigational purposes, Nicolas de 
Fer, in the French decorative style of cartography, made a total of 26 large 
wall maps to adorn the walls in the palaces and castles of the French royals 
and aristocracy.
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An exceptional Dutch lacquered cabinet on stand with chinoiserie 
decoration
Holland, late 17th century
Pine wood covered in black linseed-oil varnish and gold decorations  of 
birds flying over flowering trees and pavilions at the water side.

H. 192.5 x W. 140 x d.59 cm

At the end of the 17th century European lacquer art, as an attempt to imitate 
imported Japanese and Chinese lacquer art, started in Holland and England 
but rapidly spread to other European countries. Lacquer work, mainly from 
Japan, had been imported by the Portuguese since the late 16th and by the 
Dutch since the second quarter of the 17th century. Lacquered furniture and 
Oriental textiles had an enormous impact in Europe contributing to a craze 
for the exotic. Till the end of the 17th century the VOC shipped Japanese 
lacquer to Europe but then they decided it had become too expensive to 
make profit any longer and Chinese lacquer was of to little quality. It had to 
be made in haste between the arrival and the departure of a ship, so instead 
of the 20 to 40 layers of Japanese lacquer, Chinese lacquer often had only 
3 to 4 layers. Although private traders continued to buy smaller lacquered 
items in Japan and the English shipped lacquer from China, in Europe a 
search for alternative ingredients started, because the essential raw material 
for East-Asian lacquer work, the resin of the Rhus verniciflua tree did not 
exist in Europe and raw lacquer could not be shipped to Europe. During the 
long journey it dried and could not be made fluid again. This meant that 
initially European lacquer workers had to work with inadequate materials. 
However they quickly learned to develop suitable substitutes; spirit-lacquer 
and even better, linseed oil-lacquer. In 1688 John Stalker and George 
Parker published A Treatise on Japanning and Varnishing, being a complete 
Discovery of these Arts, together with a hundred distinct Patterns of Japan-
work... So this do-it-yourself book not only contains recipe’s for the making 
of lacquer but also prints with examples of ‘Chinoiserie’ decorations.

Even before Stalker and Parker’s book, the Dutch must have known recipe’s 
for making lacquer, because in Amsterdam lacquer workers, ‘verlakkers’, 
already in 1610 were members of the St. Joseph guild of furniture makers. 
Nevertheless, almost nothing is known about Dutch lacquer workers 
and few pieces of Dutch lacquered furniture survived. Probably because 
European lacquer is not as hard, shiny and water resistant, let alone paint-
remover resistant, as is oriental lacquer.
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A Dutch walnut writing box with brass mounts
Early 18th century

H. 20 x W. 47 x D. 28 cm

The interior divided in various 
compartments for an ink pot, sand 
dispenser, pens, and papers. A similar 
walnut writing box that belonged to 
Joan van Hoorn, governor-general 
for the VOC in Batavia (Jakarta), 
1704-1709, was exhibited in the 
Tropenmuseum Amsterdam, Wonen 
in de wijde wereld, 20 December 
1963 - 16 March 1964 
(illustrated in the exhibition 
catalogue, no. 155).

Writing boxes for papers, 
pens, and ink pots, were a 
basic requirement for East 
India Company officials 
and merchants in faraway 
trading posts. They were 
obliged to regularly write 
communications about 
everything of potential 
interest to the High 
Government of the 
Company in Batavia 
(Jakarta).

5
A collection of seven VOC silver ingots
 
Four stamped with VOC Amsterdam monogram, and with the Amsterdam assayer’s 
hallmark of the Grill family, silver assayers in Amsterdam, circa 1738
Weight circa 1960 grams
All bars are 98.7% pure silver

Three stamped with the VOC Zeeland/Middelburg monogram, two with the 
Middelburg assayer’s hallmark of François Engelsen and one with the assayer’s 
hallmark of Gerrit van Driel
Weight 1758 and 1766 grams (marked François Engelen) 
Weight 1751 grams (marked Gerrit van Driel)
All bars are 98.7% pure silver

The Amsterdam ingots were salvaged in 2004 from the wreck of the VOC 
East-Indiaman Rooswijk of the Amsterdam VOC Chamber. She sank on her 
second voyage to the Dutch East Indies off the English coast on the Goodwin 
Sands in 1739.

The Dutch had little to offer in Asia but silver and gold. Therefore, VOC ships 
had to sail to Asia with silver and gold bars to pay for Asian goods. The bars 
were cast in private factories, run by assayers, from melted-down silver coins, 
mainly Spanish-American ‘reales’. Once in Asia, these bars were melted down 
again and minted into coins and silver objects that could be used to pay for 
purchases or as diplomatic gifts in the East.

The Grill family originated from Genoa, their name comes from the Italian 
Grillo, meaning cricket, and the family’s coat-of-arms displays a crane holding 



a cricket in its beak. Part of the family moved to Augsburg and Amsterdam 
where they became gold- and silversmiths. Some moved on to Sweden to 
become one of the wealthiest merchant families in Stockholm in the 18th 
century, having significant influence within the Swedish East India Company 
(SOIC). The branches of the Grill family trading houses in Stockholm, 
Gothenburg, Hamburg, and Amsterdam worked closely together. Anthoni 
Grill (1664-1727) moved back to Amsterdam from Sweden and settled in the 
Kalverstraat. In 1712 he was appointed assayer at the Wisselbank, supplying 
the Dutch East India Company with silver. After he died childless in 1727, his 
two nephews, Johannes and Anthoni, continued the silver melting business 
until 1747.

The three Middelburg ingots were salvaged in 1986 from the wreck of the 
VOC East-Indiaman Bredenhof of the Middelburg VOC Chamber, heading 
for India and wrecked the 6th of June 1753 on a reef about 13 miles off the 
coast of Mozambique. The Bredenhof carried 29 crates with silver bars and a 
crate with 5000 gold ducats. To prevent looting the crew dropped the boxes 
containing the silver bars overboard, expecting to recover them later, and 
took the gold with them ashore. Attempts to recover the lost silver in 1754 
and again in 1755 failed. The boxes falling on the reef broke and the silver 
bars moved about by the currents on the reef and in the sand lost weight and 
shape through abrasion. On the François Engelsen bar, one of the very first 
bars brought to the surface in May 1986, a small drill test has been performed 
on the side of the bar for metallurgical assessment. In addition, the year 
of the find and the registration number have been punched: -1986-11305-
4. Silversmith François Engelsen jr. (1694-1754) was Dean of the Guild of 
Silversmiths in Middelburg in 1752.

6
Two exceptional folk-art 
pictures (of a series of 
twelve), depicting signs 
of the Zodiac
South Germany or Tirol, 
18th century
Various textiles and fibres 
applied to painted paper

9.7 x 13.5 cm (including 
frame: 20 x 25 cm)

Under the sign of ‘Virgo’, August 23 - September 23, associated with the 
planet Mercury and the element earth, country folk are shown harvesting 
grain. To the right an exotic (American?) figure shows some products of the 
season.

Under the sign of ‘Libra’ (The Scales), September 23 - October 23, associated 
with the planet Venus and the element air, elegant love-couples are shown in 
an enclosed garden with a fountain, some offering sweet fruits. To the left an 
exotic Moorish figure is displaying sweet, ripe fruits of the season.
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A Victorian taxidermy Himalaya Monal Pheasant (Lophophorus impejanus) 
by Edward Gerrard & Sons (act. 1853-1906)
England, late 19th century

H. approx. 60 x W. 48 cm

Including age certificate and CITES documents.
The dome and bird perfect condition, the bird seated on rockwork, with label 
for Gerrard & Sons. Male monals all have colourful, iridescent plumage, and 
their physique is rather plump. Their diet consists of plants such as roots and 
bulbs and insects. During mating the males are polygamous where they mate 
with several females, but the females in turn only mate with the selected male 
and enter into a monogamous relationship. Due to habitat destruction and 
hunting, they have become rare and their population is endangered.

8
Henri Jean-Joseph Ubaghs (1852-1937)
Portrait of a Balinese model wearing batik and gold bracelets
Signed lower right, J. Ubaghs

Oil on canvas, 78 x 56 cm

Jean Ubaghs was born in Liège where he studied at the Académie Royale des 
Beaux-Arts and later became a professor at the same Académie. On April 
8th, 1886, Ubaghs married Clara Marie Albertine L’hoest from Liège. Ubaghs 
painted this same Indonesian model more often as well as another model 
from the Orient. He is not known to have travelled outside Europe or even 
outside Belgium.
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A shisham wood (Dalbergia sissoo) and American walnut (Juglans nigra) 
coffer with iron and brass mounts, previously owned by settler Anneken 
Jans Bogardius (1604/1605-1663) 
North America, New Amsterdam (New York), circa 1633, the lock inscribed 
ANNEKEN JANS B A1633

The slightly trapezoid shaped sisham wood coffer with American walnut 
carved escutcheon, iron hinges and handles, a Dutch mechanism lock, in 
which 17th century Swedish copper was used. 
Inside, at the top left side of the interior, the typical small-lidded 
compartment, found in practically all VOC chests. The present compartment, 
a late 19th/early 20th century replacement of the original one, is made of 
American oak (Quercus alba) with a northern pitch pine (Tsuga canadensis) 
lid.

H. 49.2 x W. 112 x D. 46.8 cm

The chest, because of its style and the wood used, probably is 
from the Indian Malabar Coast or Persia/Shiraz, before 1633. 
It has a wooden lock surround carved in American walnut 
in the New Netherlands in the auricular or ‘kwab’ style, so 
very popular at the time. Originally the chest probably had an 
additional central hinge (traces to be found inside the lid) ending 
in a hasp hanging over a metal back plate with a protruding 
ring (traces of which can be seen inside the chest), secured by a 
padlock. This was the usual way chests from the Malabar Coast 
were locked. The Dutch always replaced the padlock by an 
internal Dutch mechanism chest lock.

All parts of the brass lock, analysed by the Conservation 
Laboratories of the Rijksmuseum with stereomicroscopy and 
XRF-analysis, proved to have originated from the Falun mine 
in Sweden, which dominated the European copper market 
during the mid-17th century. Brass based on Swedish copper 
also made its way to the New World and was found among the 
scrap discovered during an excavation of an early 17th century 
site in Jamestown (Carter C. Hudgins, Articles of Exchange or 
Ingredients of New World Metallurgy? Early American Studies 3, 
no. 1 (2005): 32-64). The engraving of the text first set up with 
a scriber, clearly shows signs of wear predating some repairs 

to the lock, and according to researchers Ellen van Bork, Tamar Davidowitz 
and Arie Pappot of the Conservation Laboratorium of the Rijksmuseum 
Amsterdam, seems to be old and authentic.

The lock bears the inscription ‘Anneken Jans. B A1633.’ B probably stands for 
Beverwijck (present day Albany), where Anneken Jans lived A(nno) 1633.

Anneken Jans, also known as Anneken Jans-Bogardus, was born 1604/1605 
in Norway, Fleckerøy, Vest Agder, daughter of Jan (Roelofsz. ?) and Trijn 
Jonas, who later was to become the first midwife for the WIC, the Dutch West 
India Company, in New Amsterdam. At a young age Anneken and her family 
moved to Amsterdam. Anneken married Roeloff Jansz (1601/1602-1637) on 
April 18th, 1623, a Norwegian seaman. The couple certainly were not afraid 
to take risks. As one of the very first Dutch settlers Anneken and Roeloff in 
1630 sailed to Nieuw Amsterdam with a contract to work for three years for 
the wealthy Amsterdam jewellery merchant Kiliaen Rensselaer, a governor of 
the West India Company in Amsterdam, who was granted by the WIC, as a 
patroonship, vast lands encompassing all of present-day Albany, Rensselaer 
counties, and part of Columbia and Greene counties. On May 24th, 1630, 
Anneken, Roeloff, their three daughters, together with Anneken’s mother and 

THE ANNEKEN JANS  
CHEST 



The couple had two more daughters and a son, and the family interacted 
daily with local Native Americans. Incidentally, their first daughter, Sara, later 
became translator for the New Netherlands director-general, Peter Stuyvesant, 
in negotiations with the local tribes. However, the farm wasn’t very suc-
cessful and in 1634 the family moved to Manhattan and worked in the Dutch 
West Indian Company’s Bouwerie, or farm, in the section of Manhattan 
now known as ‘The Bowery.’ In 1637 the industrious Roeloff was given a 
grant for a 62-acre farm of his own near the site were later the World Trade 
Center would be standing. Here he built a small house on the farm for his 
mother-in-law, the colony’s midwife. That same year Roeloff suddenly died. 
Together Anneken and Roeloff had five daughters and one son, all baptized 
Lutheran. Anneken, now with six children, no money and apparently in debt 
to Rensselaer, was acquitted her debts by Rensselaer, and continued to work 
her own farm. A year later, 1638, Anneken married reverend Everhardus 
Bogardus (ca. 1607-1647), the second ‘dominee’ to be sent by the West India 
Company to the New Netherlands. Bogardus was a well-read Dutch Re-
formed clergyman, with whom Anneke had another four sons (one of their 
grandsons, Everardus Bogardus (1675-ca. 1725), was to become a famous 
Dutch New York silversmith). The couple lived on Anneken’s 62-acre farm 
which came to be known as ‘Dominee’s Bouwerie’. Reverend Bogardus was 
orthodox, considering himself the guardian of the public morals, even though 
he himself had quite an alcohol-problem. He had frequent quarrels with the 
New Netherlands magistrates often denouncing them from the pulpit. They 
didn’t like that, and Bogardus was charged with drunkenness, meddling with 
other men’s affairs, and using bad language. In September 1647, leaving 
behind his wife Anneken and his four sons, Bogardus sailed on the ‘Princes’ 
for Amsterdam to defend himself from the charges brought against him. He 
drowned when the ‘Princes’ was wrecked on September 29, 1647, off the 
coast of Wales. Anneken, widowed for the second time at the age of 42, had 
nine children to support and still was cash-poor but land-rich, having three 
farms; in Beverwijck (Albany), Manhattan and an 82-acre farm on Long Island, 
called ‘Dominee’s Hoek’, she inherited from her husband dominee Bogardus. 
She sold the Long Island farm and moved back to Beverwijck (Albany), where 
she had a house built on land adjacent to the property owned by her son 
from her first marriage. As her children married and moved out, she gave 
each of them a bed and a cow as a wedding present.

In 1659 the widow Anneken Bogardus had to appear in court because she 
had shown her ankles in public! She was saved by a friend who declared that, 
when Anneken had to walk through the mud, she had lifted her skirts only to 
keep them clean. Fortunately, she was acquitted.

Anneken died in 1663 after living another sixteen years in Beverwijck. Her 
will stipulated that the estate be divided equally among her seven surviving 
children. The children sold her Albany house to Dirk Wessels ten Broeck for 
the substantial sum of 1.000 guilders.

sister, arrived at Fort Orange and settled in the small village of Beverwijck. 
Roeloff was paid 72 guilders a year as farmer of the Laets Burg Farm along 
the Hudson River near Normanskill Creek, and was appointed schepen, 
alderman, of Beverwijck. In the meantime, Anneken, together with her sister 
and mother, set up a (illegal) retail business.



After Colonel Richard Nicolls had taken possession of New Amsterdam in 
1664 for the Brits, all property-holders were required to obtain new titles for 
their lands. Anneken’s heirs secured a new patent for the farm of 62 acres 
on Manhattan from Governor Nicolls on March 27, 1667. On March 1671, 
the farm was sold to Governor Lovelace for a ‘valuable consideration’. All 
of Anneken’s heirs signed the deed of transfer, except the widow and child 
of Cornelius Bogardus, one of Anneken’s sons who had died in 1666. That 
omission was to cause a lot of subsequent legal problems. In 1674 the Duke 
of York (the later King James I) confiscated ‘Dominee’s Bowery’ and it was 
turned over to the British crown. In 1705 Queen Anne granted the farm to the 
Trinity Church. Descendants of Cornelius Bogardus (whose wife and son had 
not signed the deed) later claimed parts of the Trinity Church’s farm, because 
their ancestors hadn’t agreed to the sale. This resulted in the most famous and 
protracted lawsuit over Manhattan landownership that dragged on well into 
the 20th century. In the end all ended in the Church’s favour.

The Albany Institute of History and Art possesses another chest, brought to 
New Amsterdam in 1633 by dominee Bogardus as it was impossible to travel 
without a chest in those days.

West Indian Company vessels arriving in New Amsterdam were laden with 
goods from Holland, such as building materials (bricks and tiles), and all kinds 
of household goods such as furniture, textiles from East India, carpets from 
Turkey, oriental ceramics, Dutch Delftware, silver, tin, and copper ob-jects. 
Possibly the present coffer arrived with a Dutch ship in 1633 and was bought 
then by Anneken Jans, amongst other goods for her private retail business. 
She had her name inscribed on the lock, presumably because she intended to 
keep the chest to store her own belongings.

Anneken Jans-Bogardus now is famous as the almost mythical ancestress of 
the Dutch community in the United States. Six of her children had numerous 
offspring, forming a ‘Nederlandse’, anti-British, anti-royalist, Dutch Reformed 
community. Anneken became the object of an unbridled creation of legends, 
making her even a daughter of William of Orange, the Vader des Vaderlands, 
and leader of the Dutch in their revolt against Spain. These legends still form 
a strong bond for the multitude of descendants of Anneken Jans. Bogardus in 
the United States.
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A joined enclosed American walnut, white oak, pine, beech, maple, krappa 
(crabwood), and letterwood Boston chest of drawers with lidded top
Ipswich/Boston, Massachusetts, 1650-1670

On the inside of the lid a sticker with a drawing of the chest of drawers and 
a text reading: from Lord Sheffield’s sale at Sheffield Park 1910. 24. OLD 
CABINET in chestnut wood with panels of walnut + turned enrichments of 
ebony. The upper part is in the form of a chest with a lift up lid, the lower 
portion contains 3 drawers which are enclosed by a pair of doors. The wood 
is of good colour, free from stains. H. 3ft 9ins W. 3ft 10ins Depth 2ft 4ins 
Price £18

Sheffield Park was in the ownership of the De La Warr family already in 1292. 
It passed through various other hands including those of Thomas Howard, 
Duke of Norfolk in the mid 16th century and the Sackville family in the late 
16th century. It was purchased by the Neville family in 1623, but apparently 
owned and occupied again by the De La Warr family latest in 1700 when the 
Deer Park was partially formalized by John West 6th Baron and 1st Earl De La 
Warr who planted avenues of trees radiating from the house and cleared areas 
to establish lawns. In 1769 John West (1729-1777), the 2nd Earl De La Warr 
sold Sheffield Hall to John Baker Holroyd (21 December 1735-30 May 1821), 

H. 124 x W. 122 x D. 71 cm

Provenance:
Sheffield Park, United Kingdom; their sale,  
1910, lot 24; […]; Private collection, the Netherlands

THE BARON DELAWARE’S 
CHEST OF DRAWERS



who in 1780 was raised to the Peerage as Baron Sheffield, and advanced as 
Earl of Sheffield in 1783.
The 3rd and last Earl of Sheffield, Henry Holroyd (1832-1909), had three 
house sales in Sheffield House, in 1907, 1909 (a four-day sale) and 1910. The 
first two sales were by Oakden & Co of Eastbourne and the last by Christie’s 
London where the present cabinet possibly was sold. The house itself was 
sold to Arthur Giltrap.
Sheffield House in Sussex was owned in 1700 (or earlier) by John West 
6th Baron and 1st Earl De La Warr (Sussex, [Sheffield House?] 1663 - 1723 
Westminster). His ancestors include, Thomas West, 3rd Baron De La Warr 
(Wherwell Abbey, Hampshire, 9 July 1577 - 7 November 1618 at sea), great-
grandson of Mary Boleyn, English politician for whom later the bay, the 
river and the state Delaware were named. Thomas was the first governor of 
Virginia arriving in Jamestown in 1610. Because of bad health he returned to 
England where, in 1616, he introduced John Rolfe and his native American 
wife Pokahontas, daughter of the Chief of the Powhatan peole, in London, to 
raise money for the colony in Virginia. Thomas died at sea while travelling 
from England back to Virginia in 1618. His brother John West also was 
governor of Virginia from 1635 till 1637. Thomas’ son, Henry West 4th Baron 
De La Warr (1603-1628) died young and was buried at Wherwell Abbey. 
Thomas, his brother John and his son Henry all died before this chest was 
likely to have been made, between 1650 and 1670. Henry had one son, 
Charles West 5th Baron De La Warr (1626-1687), born in Sussex, (Sheffield 
House?) and buried at Wherwell Abbey in Hampshire. The 6th Baron De 
La Warr, alternatively described as Baron Delaware, was John West (Sussex 
{Sheffield Hall?}1663 - London 1723, buried at Westminster). Neither Charles 
nor John ever were in America. John’s son, John West the 7th Baron De 
La Warr and 1st Earl Delaware (4 April 1693 – Westminster, 22 November 
1766) was a soldier and politician who sat in the House of Commons from 
1715 to 1722. He was the 7th Royal Governor of New Jersey, and in June 
1737 was appointed Colonial Governor of New York. That same year, in 
September 1737, he resigned before taking up his duties in New York. John, 
the 7th Baron and 1st Earl Delaware, in his second marriage, married Anne 
Neville (?1641- after 1701) widow of George Neville, 1st Baron Bergavenny 
(1659-1720), daughter of captain Nehemiah Walker. Nehemiah was the 
son of a London goldsmith and stockholder in the Hudson’s Bay Company 
(officially “The Governor and Company of Adventurers of England, trading 
into Hudson’s Bay”), established by King Charles II in 1670. Nehemiah 
himself also was stockholder in the Hudson’s Bay Company and sailed for 
the Company to America several times but being an ill-tempered drunkard he 
was dismissed. In the 1909 Sheffield House sale a 17th century fire-back once 
belonging to Anne Neville (born Walker) was sold. A bookplate that belonged 
to The Honourable John West, Lord De La Warr, stamped Martin & Allardyce, 
Asbury Park New Jersey, was recently sold in auction.

John West the 2nd Earl of Delaware (Wherwell Abbey, Hampshire 1729 – 
London, 1777) sold Sheffield Hall in 1769 to John Baker Holroyd.
We only know for certain that the chest was in the 1910 sale at Sheffield 
house. How and when the cabinet came to Sheffield House is difficult to 
establish with certainty, but there certainly are enough connections between 
the Barons Delaware and America through which the cabinet could have 
come to Sheffield House.
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A very interesting centre table commemorating the Paris Treaty between the 
original thirteen states of the United States of America and Great Britain ending the 
American Revolution or War of Independence in 1783
France, or possibly the United States of America, 1886, signed and dated, 
Camurri Enrico Fece l’anno ‘86

Walnut, maple, burr maple and poplar, in the centre of the top pictorial inlays 
with various woods and ivory showing British and American negotiators, 
surrounded by four oval scenes of triumphal chariots with classical gods, 
drawn by horses, cockerels and a dragon, interspersed with bell flower vines, 
resting on a marquetry inlaid octagonal baluster column with four sculptured 
sea creatures as its legs.

H. 70 x W. 143 x D. 112 cm

The decoration of the negotiators is loosely based on Benjamin West’s 
unfinished 1783-84 painting ‘American Commissioners of the Preliminary 
Peace Negotiations with Great Britain’ (in the Winterthur Museum). The table 
commemorates 100 years of independence of the United States of America. 
The style of the table is French Charles X, early 19th century, and no longer 
fashionable in France in 1886. Therefore, it could very well be an American 
made table.
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An early diorama by Gerrit Carl François Schouten (1779-1839)  
Surinam, dated 1818, signed and dated on a paper label in the lower left 
corner

H. 48.9 x W. 78.3 x D. 23.5 cm (excl. frame)  
H. 70 x W. 99 x D. 26.5 cm (incl. frame)

 
A so far unknown Schouten-diorama showing the daily activities in a Carib 
indigenous camp besides the river. The indigenous had camps, not villages, because 
they were nomadic hunter-gatherers, quickly building simple huts and soon moving 
on. The background of the diorama is watercolour painted with trees, to the left 
there is a small hut with a rooster on top and a hen in front, and a man weaving a 
basket. Weaving of baskets and pagalen, a type of box with geometric patterns in 
which usually clothing is kept, is a man’s work, while pottery is a women’s work. In 
front of the man, a woman is preparing an armadillo, kapasi, considered to be a real 
treat, with two dogs looking on with interest. In the large hut on the left a woman 
is making a cassava meal, another woman steering in a pot on the fire, and a third 
woman reaching for the pagalen or perhaps chasing off a spider monkey up in the 
top of the hut where also a red macaw is perched. The indigenous shoot these birds 
with a ‘bird-arrow’, without killing them. The bird is only stupefied and kept in the 
camp as a pet and for its feathers. On the ground a ‘trumpet-bird’ a kami-kami, whose 
call sounds like a trumpet, which is also kept as a pet or sold. In the back of the hut 
sitting in a hammock is a woman with a small child on her lap apparently begging for 
a cassava bread from a man standing next to a two-tier table with cassava bread and 
what looks like two juicy deer legs. Against the post of the hut a rifle and bow-and-
arrows are standing and hanging on the posts are circular baskets, kurkuri’s, in which 
all sorts of things are kept. In the middle sits a man fishing, with a fish he caught next 
to him. Behind him two men are building a hut, applying palm leaves to a domed 
structure. In the centre-right a beautiful woman arrives with a young girl holding her 
hand. Caraïb-indigenous women wear cotton shorts, but this woman and her child 
wear bead-skirts, kweyou, as the Arowak do. However, her hair is not pined-up in the 
way of Arowak women, so perhaps this Arowak woman was married into the Caraïb 
camp. These two figures are the same as the woman and child in the diorama of a 
Caraïb camp in the collection of the Tropenmuseum (inv. 6371-d), dated 1819, one 
year later than the present diorama. In the 1819 diorama they no longer wear Arowak 
bead-skirts, but Caraïb shorts. Presumably they were admitted into to the Caraïb 
community by then. In the hut to the right somebody is sleeping in a hammock, three 
green macaw are perched on a slat, and two kurkuri are hanging on the posts of the 
hut. Moored in the river are two corials/dug-outs, in one of them a woman carrying a 
water jar in the traditional way with a band over her head.

Gerrit Schouten was born in 1779 in Paramaribo, the administrative centre of the 
Dutch colony of Surinam, the son of a Dutch father, Hendrick Schouten, who came 
to Surinam in 1767 in government service but is best known as a poet and satirist, 
and Suzanna Johanna Hanssen, a free coloured whose great-grandmother was a freed 
enslaved. Hendrik was the son of the sea captain Gerrit Schouten from Amsterdam 
who regularly sailed to Surinam. Suzanna was the daughter of Samuel Loseke, a 
Dutch inspector who became a rich Surinam plantation owner, and the free born 
black Bettie van Hannibal.

Gerrit became a self-taught botanical and animal painter but is best known for his 
diorama’s depicting life in the Dutch colony of Surinam in the early 19th century. 
However, it was his younger brother, Hendrik Schouten (1785-1840) who made the 
very first diorama of a camp of Caraïben Indians, signed and dated “Geboetzeerd 
in Jagtlust door Hendrik Schouten in Surinaame 1809” (Uit Verre Streken, October 
2016, no. 13). Hendrik became a planter after inheriting the Jagtlust plantation from 
his grandfather Samuel Loseke, and Gerrit would become the famous artist. The first 
dated diorama of a Caraïb camp Gerrit made was in 1810, a year after his brother 
Hendrik had made his first and only diorama.

Dioramas were a speciality of Gerrit Schouten. He was commissioned to produce 
two dioramas of the indigenous peoples of Surinam, Caraïbs and Arowaks, for the 
Koninklijke Kabinet van Zeldzaamheden (Royal Cabinet of Curiosities) established 
by King William I in 1806. The King awarded Schouten a gold medal for his oeuvre. 
One of these royal commissions is now in the collection of the Rijksmuseum voor 
Volkenkunde in Leiden (inv. no. 360-1311).

Only about forty dioramas’ by Gerrit Schouten, made between 1810 and 1839, 
depicting enslaved people’s dance performances or ‘du’s’, scenes of indigenous 
villages, river scenes with tent-boats, plantation houses and views of Paramaribo, 
are known. The dioramas were bought as (expensive) souvenirs by travellers and 
European settlers returning home. Most ended up in Holland, a few in England 
and other European countries, but none remained in Suriname. Only in 2005 
three returned to Surinam on the occasion of the celebrations of the thirty years of 
independence of Surinam.

Most dioramas are in Dutch institutional collections. For a few other dioramas from 
our collection see Uit Verre Streken, June 2004 (no. 5), June 2007 (no.17), June 2008 
(no. 7), and November 2015 (no, 8 and 9).





13 
An important Spanish colonial Barniz de pasto lacquer casket with  
the Jesuit IHS monogram and silver mounts 
Colombia, 1625-1650

L. 13.3 x W. 6.9 x H. 8.4 cm

The surface of the casket has been richly decorated in colourful barniz de 
pasto lacquer. The subject matter of the decoration involves, at the front; 
a boy riding a fantasy animal, a monkey with a human face and a bonnet 
playing the guitar, at the back; a predator catching a rabbit, another animal 
with a human face wearing a bonnet, at one side; a human figure coming 
out of a horn-shell, at the other side; a bird coming out of a horn-shell, 
the lid with two lions and all over, various birds among scrolling vines 
with exotic flowers and leaves. The inside of the lid is decorated with the 
monogram IHS, an abbreviation of the name of Jesus Christ, with a cross, 
and a heart pierced by three nails. This symbol was adopted by Ignatius of 
Loyola as general of the Jesuit Society of Jesus. Lock missing.

The indigenous lacquer traditions in Mexico and Colombia started 
because the demand in Spain and Spanish America for expensive Asian 
lacquerware exceeded the supply brought from Asia to Acapulco on the 
Manila galleons. Therefore, artisans in Mexico and Colombia began to 
apply their skills to the production of local lacquerware.

Barniz de Pasto is a lacquer-like technique made of plant extract, called 
mopa mopa, a translucent pale green natural sticky resin applied to wood. 
Mopa mopa is obtained from the garbanzo-bean-sized leaf buds of the 
mopa mopa tree (Elaegia pastoenis Mora), native to the tropical rain forests 

of southwest Colombia. The indigenous people of the Sibundoy Valley supplied the 
resin covered leaf buds, pressed into blocks, to the lacquer artisans in Pasto. The 
long process of working the raw mopa mopa began with removing all impurities, 
then small amounts of the gummy resin were chewed or boiled in water to make it 
sufficiently elastic to stretch it into thin sheets by pulling in opposing directions by 
hands and teeth. Finally, the very thin sheets were applied with heath to a wooden 
object. The resulting layer provided an exceptionally durable, waterproof surface, 
impervious to most organic solvents and ready to be decorated.

The naturalist-explorers Jorge Juan and Antonio de Ulloa visited Pasto in 1740 and 
remarked that barniz de Pasto ‘rivalled the best Asian lacquers in its colours’ beauty, 
shine, and durability.’



15 
A large wall map, Brasilia qua parte paret Belgis 
Composing of nine, hand-coloured engravings and two additional strips 
available as loose supplements in the back of the reissue of Barlaeus’ book, 
translated in Dutch after the original Latin issue of 1647, by Martinus Nijhoff, 
‘s Gravenhage 1923, in 160 copies. Included a copy (number 78) of the 1923 
Dutch edition by Martinus Nijhoff of the Barlaeus book.

Three different issues of the nine-sheet map have been published in the 17th 
century. The first issue was published in 1647 as a loose supplement in only 
three copies of the book, published by Johannes Blaeu, Amsterdam. In 1659 
the map was issued for the second time by Huygh Allardt, in Amsterdam, 
and for the third time in 1664, by Clement de Jonghe, in Amsterdam. Today 
only ten complete maps, out of these three different 17th century issues of the 
Barlaeus book are recorded in public and private collections.

H. 116 x W. 161 cm

Frans Post (1612-1680) is almost certainly the author of the original drawings 
that served as the basis of the engraved vignettes that illustrate this large 

map drawn by the physicist, astronomer and cartograph George 
Marggraf (1610-1644) in 1643, as mentioned in the cartouche, top 
left. Marggraf was one of the scientists, cartographers, artists, and 
physicians who joined Maurits van Nassau-Siegen to Brazil. The 
vignettes were probably engraved by the same Jan Brosterhuizen 

(1596-1650) who produced the thirty-three prints for the book by 
Caspar Barleaus (1584-1648) Rerum per octennium in Basilia et alibi 

nuper gestarum, sub Praefectura Illustrissimi Comitis I. Mauritii, Nassoviae, 
&c. comitis, nunc Vesaliae Gubernatoris & Equitatus Foedeatorum Belgii 

Ordd. Sub Auriaco Ductoris, Historia (reading in short: Things that happened in 
Brazil during eight years under the government of Count Maurits van Nassau).

The original map of 1647 is among the most noteworthy cartographic achievements 
of the 17th century, a field in which Holland distinguished itself during that period. 
Barlaeus would boast that not even Europe had such a thorough map of comparable 
quality.

In the four main vignettes diverse scenes of Dutch Brazil are to be seen; at the 
centre, below and to the right of the title, Brasilia qua parte paret Belgis, hunting 
and cannibalism scenes of the Tapuias indigenous; below that, a group of enslaved 
Africans fishing in a river, a manioc mill, and to the right indigenous engaged in 
cooking and sleeping in hammocks; further below a sugar mill with water wheels to 
grind the sugar cane, and to the right some soldiers carrying the Dutch flag, followed 
by women carrying baskets. Also included are the four sea battles fought by the count 
against Spanish-Portuguese fleets, off the Brazilian north-eastern coast.

14 
A massive Victorian taxidermy Loggerhead seaturtle 
(Caretta caretta) measuring over 170 cm 
England, 19th century

The creature of enormous proportions, with original 
carapace, head and limbs, with some restorations and 
recolouring. Including age certificate and CITES documents.

L. approx. 170 x W. approx. 140 cm
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A map of Brazil by Johannes Blaeu (1596-1673) 
Brasilia, Generis nobilitate armorium et litterarum. Scientia 
prestant. mo Heroi. CHRISTOPH: AB ARTISCHAV 
ARCISZEWSKI. nuper in Brasilia per triennium Tribuno militum 
Prudentiss. Fortiss. Feliciss. tabulum hanc prono cultu D.D.D. 
Johannes Blaeu. Excudedat Johannes Blaeu. 

First published Amsterdam 1642, the present edition is from Blaeu’s 1663 
Atlas Maior.

H. 38 x W. 49 cm

Joan Blaeu’s second map of Brazil, oriented with West at the 
top, shows the coastline with many details but the inland highly 
conjectural and mostly empty. Originally the copper plate was 
acquired by Willem Blaeu, Joan’s father, from the Hondius stock 
of copper plates, in 1629. It was later considerably updated by 
Joan. Willem Blaeu (1571-1638) left his prosperous business 
to his sons Joan and Cornelis. After the premature death of 
Cornelis in 1642, Joan completed the work of a six-volume 
atlas in 1655. Immediately he started to work on the even larger 
work of The Atlas Maior, which reached publication in 1663 
in eleven volumes, containing six hundred double-page maps 
and three thousand pages text. This was, and remains, the most 
magnificent work of its kind ever produced.

At the time of the first appearance of the map of Brazil in 1642, 
the Dutch were actively attempting to colonise the north-east 
coastal regions of Brazil. Dutch attempts to establish colony in 
South-America began in 1624 with a unsuccessful attack on 
Bahia, the natural harbour of Bahia de Todos os Santos. In 1630 
they were successful, this time at Olinda de Pernambuco (Recife), 
further north near the north-eastern most point of Brazil. In 1642 
the Dutch West India Company’s power was at its height. Under 
the leadership of Johan Maurits van Nassau-Siegen, a large part 
of the Brazilian coast was controlled by the Dutch and most 
of the lucrative sugar trade of north-east Brazil was in Dutch 
hands. However, the West Indian Company never succeeded 
in attracting enough Dutch Protestant settlers to replace the 
Roman Catholic Portuguese settlers who would always remain 
Portuguese in heart, and would ultimately revolt against the 
Dutch, eventually leading to the expulsion of the Dutch from 
Brazil in 1654.

The map is dedicated to Christoffel Arciszewski (1592-1656), a 
Polish nobleman, vice-governor, military commander, engineer, 
cartographer, and ethnographer in Brazil, second in command 
under Johan Maurits.
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Follower of Zacharias Wagener (1614-1688) 
Tamanuâguasû (Giant Anteater) 

Watercolour on Italian 17th or 18th century paper 
H. 28 x W. 43.5 cm

The present painting is a copy after Wagener’s painting of the anteater, 
Tamanduá-bandeira, which is illustrated in his “Thier Buch”, with 109 
drawings of Brazilian fish, birds and mammals, published in Amsterdam  
c. 1641, in German. 

Zacharias Wagener, or Wagenaer in Dutch, (Dresden 1614 – Amsterdam 
1668) was a real adventurer who became Opperhoofd on Deshima and 
Governor of the Cape of Good Hope in the service of the VOC. During the 
Thirty-Year War in Germany Wagener tried his luck in Amsterdam where he 
worked for the map-maker Willem Blaeu. In 1634 he joined the WIC and left 
for Dutch Brazil where he worked as writer and painter, together with Frans 
Post, Willem Piso, Georg Marcgraf and Albert Eckhout to describe and depict 
Brazil for Governor Johan Maurits van Nassau Siegen. Wagener was the 
author of “Thier Buch,” with descriptions and drawings of fish, birds, animals, 
worms, fruits, etc. of Brazil, which were unknown in Europe.

In 1641 Wagener was back in Amsterdam where he signed up for the VOC 
and sailed for Batavia (Jakarta) in September 1642. There he quickly made 
a successful career, moving along with the highest circles. In 1656 he was 
appointed Opperhoofd in Japan where he made the court journey to Edo, 
and where he was caught in a great fire which destroyed most of the city, 
including the shogun’s palace. After a year he travelled back to Batavia 
(Jakarta), by way of Dutch Formosa/Taiwan. In 1658 Governor-General Joan 
Maetsuycker sent him to Japan for a second year as Opperhoofd. Because 
of the civil war in China between the Ming and the Qing no more ceramics 
were coming out of China and Wagener was the first to order ceramics in 
Japan, using German stone wares as examples. Back in Batavia (Jakarta) he 
was appointed surveyor, but because of health problems, in 1662, he was 
sent to the Cape of Good Hope as successor of Jan van Riebeeck where he 
built the Castle of Good Hope.

Wagener kept a diary which was posthumous published in 1704, and in 
1732 translated in English as “A short account of the voyages of Mr. Zachary 
Wagener, performed in thirty years, through Europe, Asia, Africa and America.”

18 
Nine framed pencil and watercolour sketches depicting various African 
tribes by J. White, Esq., together with a book containing 41 tinted 
lithograph plates, after these and other sketches by J. White, and 21 pages 
with descriptions of the various tribes of South Africa

The book cover with title: The Caffre Tribes and inside titled: Sketches of some 
of the various classes and tribes inhabiting the colony of the Cape of Good 
Hope and the interior of South Africa with a brief account descriptive of the 
manners and customs of each, London, W. Robt. and Lowes Dickinson, 114, 
New Bond Street, 1851.

Provenance:  
John and Gertrude E. Leveson-Gower, who were in South Africa in 1847

The sketches all signed in pencil with initials J.W., and most with descriptions 
in pencil, c. 1845.
Fifty nine watercolours by this artist are in the collection of the Africana Museum, 
Johannesburg (R.F.Kennedy Catalogue of Pictures in the Africana Museum, 
Johannesburg, 1968, volume 2, pp. 103-117). For the lithographs see R.F. Kennedy, 
Catalogue of Prints in the Africana Museum, Volume 2, W3-W43, Johannesburg, 1976.



The mystery surrounding the identity of the artist J.W. was solved by Alfred Gordon-
Brown. In his book Pictorial Africana, Gordon-Brown (1975) details the different 
paths of inquiry over the years, as well as the dead ends and finally, an unexpected 
discovery. The publishers of Sketches of Some of the Various Classes and Tribes 
inhabiting the Colony of the Cape of Good Hope claim that the lithographs they 
reproduced in their book were based on watercolours by a gentleman resident in the 
Cape for many years. The editor called the book a “curious literary fabrication” and 
that the artist was “a colonial amateur now in Government Service who was formerly 
accustomed to send his sketches to booksellers for sale.” According to the Cape Town 
Mail of 4 October 1851 the artist was “not a little astonished at the use which some 
unscrupulous purchaser has made of his production” (Africana Notes & News, Vol. 20 
No. 1, p. 17-19, Johannesburg: Africana Museum, 1972).

The riddle was solved when Gordon-Brown was shown a folder of 24 watercolours. 
The watercolours were signed with the familiar J.W. and came up for sale at auction 
in Gloucester in 1972 in the original wrapping titled “A collection of characteristic 24 
sketches by J. White, Esq., Cape of Good Hope.” Bechuana Woman (Mantatee) Playing on 

the Jomoa (plate 35 in the book:  
A Hottentot Musician), 21 x 17 cm

Zoolo Warrior Chief (plate 40 in book: 
Matabele), 20.5 x 15 cm

Bushwoman (plate 42 in book:  
A Hottentot), 19 x 18 cm

Bushman (plate 41 in book: Bosjesman or 
Bushman), 21 x 15 cm

Kafir (plate 16 in book: An Old Amakoora 
Caffre), 21.5 x 16.5 cm

The sketches all signed in pencil with 
initials J.W., and most with descriptions 
in pencil, c. 1845.



Fingoo (plate 11 in book: Bechuana 
Woman), ‘XXVIII’, 23.5 x 17 cm

Untitled (plate 2 in book: Herdsman), 
‘VII’, 21 x 16.5 cm

Coolie (plate 30 in book: A Negro 
Mozambique), ‘XXVII’, 24 x 16.5 cm

The book cover with title: The Caffre Tribes and inside titled: Sketches of some of the 
various classes and tribes inhabiting the colony of the Cape of Good Hope and the 
interior of South Africa with a brief account descriptive of the manners and customs of 
each, London, W. Robt. and Lowes Dickinson, 114, New Bond Street, 1851.

Untitled (plate 26 in book: A Malay 
Woman), 21.5 x 16.5 cm

Lithographs in the book:



Indian Oce
an
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An extremely rare black Leopard skin by Van Ingen & Van Ingen, Mysore, 
with jaw slightly agape 
Taken by J. Macgillivray, manager of the Lattakoojan Tea Estate, Assam on 
8-4-1946

L. approx. 210 cm

Including age certificate and CITES documents.

Van Ingen & Van Ingen or Van Ingen of Mysore, were Indian taxidermists 
located in Mysore, South India, best known for their tiger and leopard 
taxidermy trophy mounts. Morris states in A History of Taxidermy; Art, science 
and bad taste (2006) that Van Ingen factory processed more than 43,000 
tiger and leopard trophies in less than 90 years of operation. Their taxidermy 
today is still found throughout the world in the form of head mounts, full 
mounts, flat animal rugs, and rug mounts with heads attached. The firm 
was established by Eugene Van Ingen in the 1890s and served the highest 
in international nobility as well as the Maharajas of India, preserving their 
‘shikar’ hunting trophies in the most lifelike poses and in the utmost beauty, 
with attention to detail like no other in their time of operation.

With text reading: “This bird was seen in Mauritius by Sir Th Herbert about 
1589 – there are Remains of the bill + legs in the Museum at Oxford – but 
– it is near 200 years since any specimen has been brought to England. The 
Draw(ing) is made from a Dutch Painting in the British Museum – (?) J. A. says 
that it is eaten but the flesh is oily + unpleasant –”

“The Dodo-Walgh vogel or Dod Aersen of the Dutch.”  
Sir Thomas Herbert (1606-1682) was an English diplomat, writer and erudite 
traveler. He participated as secretary in an embassy sent by Charles I to Shah 
Abbas I of Persia. On the way he visited Mauritius in 1629 and illustrated and 
described the dodo in his book published in 1634 in London Some Yeares 
Travail Begunne Anno 1626 into Afrique and the Greater Asia. However, his 
illustration and description are rather inaccurate.

The dodo (Raphus cucullatus) was a flightless bird from Mauritius. Its first 
recorded mention was by Dutch sailors in 1598 and its last accepted sighting 

was in 1662. In less 
than a century the dodo 
became extinct through 
hunting by Dutch 
sailors and settlers on 
the island and invasive 
species (rats and pigs) 
that came with the 
Dutch. The dodo’s 
appearances in life 
are evidenced only by 
drawings, paintings and 
written accounts from 
the 17th century.

The present drawing 
probably is after the 
depiction of a dodo 
in Johann Michael 
Seligmann’s famous 
book (incorporating 
George Edwards’ and 
Mark Gatesby’s books 
on birds), Sammlung 
verschiedener 
ausländischer und 
seltener Vögel (tab. 
LXXXIV), published 
Nuremberg, Johann 
Joseph Fleischmann, 
1749-1776, 9 parts in 3 
volumes.

20 
A drawing of a Dodo 
Second half 18th century 
Pen and ink, and watercolour on paper, 

H. 18 x W. 12.2 cm



21 
An extremely rare Dutch-colonial ebony cradle  
India, Coromandel Coast, or Batavia (Jakarta), late 17th/early 18th century

L. 100.5 x W. 67 x H. 47 cm

 
The ebony cradle is decorated on all sides with elegant carving of flowers and 
vines in half-relief; in Jan Veenendaal’s classification, type I bold carving. The 
flower carvings are based on Dutch flower prints in Florilegia by E. Sweert 
published in 1612 and Den Blomhoff by Crispijn de Passe de Jonge, published 
in 1614 (Jan Veenendaal Wonen op de Kaap en in Batavia (Jakarta) 1602-1795, 
Den Haag 2002, pp. 31-32).

Holes in the head- and foot ends indicate that originally this cradle had 
a (removable) support which allowed it to swing like a rocking cradle. 
Very few ebony rocking cradles have survived, among them is one from 
the Coromandel Coast inlaid with ivory now in the collection of the 
Rijksmuseum. The present cradle probably originally had four posters to 
support a mosquito net.

22 
A Dutch-colonial Indian carved ebony box with silver 
mounts

H. 17.8 x W. 36.5 x D. 24 cm 

This low relief carving of curling vines and large flowers 
and leaves belongs to the earliest type of carving in ebony, 
ordered by the Dutch in Asia. The ‘Kust’, Coromandel 
Coast of South India, with places such as Masulipatnam and 
Madras, harboured an important industry for the production 
of carved ebony furniture ordered by the Dutch, who’s 
presence there was already important in the early 17th 
century, hence the title ‘kustmeubelen’, coastal furniture. 
Due to many famines and wars at the ‘Kust’ in the second 
half of the 17th century, many local furniture makers were 
forced to sell themselves as slaves to the Dutch and some 
ended up practising their trade in Batavia (Jakarta).



23 
A rare Indian armorial palempore chintz for the Dutch market 
Coromandel coast, probably Sadraspatnam (Sadras), 1st half 18th century

H. 333 x W. 225 cm

‘Palempore’ refers to large chintzes laid on a bed or hung behind it. The 
present very large cotton, mordant- and resist-dyed and painted palempore 
in the centre shows a coat of arms with a reddish salient deer in front of a 
green tree on the ground, the crest with a deer issuant. The mantling shows 
scrolling leaves and European style scrollwork in red and green, within a 
circle of flowers. In the corners of the white field four vases with large flower 
bouquets. The borders are decorated with undulating vines with flowers and 
leaves issuing from large flowers and leaves in each corner and in the middle 
of the long sides.

The coat-of-arms probably belongs to Jacob Hartogh (Leiden, 30 October 
1701 - Delft after 1756), a cloth manufacturer in Leiden. His father, Hendrik 
Hartogh, a cloth-shearer, emigrated from Bremen to Leiden at the end of the 
17th century. He married Jannetje Pieters in 1701 and the couple had two 
sons, Jacob, and Jan. Jacob, from 1740 till 1756, owned a cloth factory at the 
Turfmarkt in Leiden. In 1756 he sold the factory and settled in Delft. Jacob 
married twice, first to Katharina Paré (1697-?) in 1721, and secondly some 
time before 1735 to Marianne Petit (1708-?). His son from the first marriage, 
Michiel Hartogh, also became a cloth manufacturer in Leiden and his 
descendants held public posts in Delft and Rotterdam during the second half 
of the 18th century.

Jacob possibly ordered the palempore somewhere shortly before 1735. 
Jacob apparently also ordered an armorial chine de commande tea set, dated 
between 1730 and 1735, of which only some cups and a saucer survive. The 
coat-of-arms on the tea set consists of a tree on the ground with a yellow 
tripping deer in front, the crest with a yellow deer issuant, and the mantling 
with polychrome scrolling leaves (Dr. Jochem Kroes, Chinese Armorial 
Porcelain for the Dutch Market, Waanders Publishers, Zwolle 2007, pg. 168).

Several other similarly decorated armorial chintzes all bear the arms of Frisian 
and Groninger families; Goslinga (Rijksmuseum, inv. BK-1980-795), Burmania 
(Rijksmuseum, inv. BK-1980-98), Alberda-Horenken-van Berum, Rengers 
van Welderen, and Douma van Langweer (Ebeltje Hartkamp-Jonxis, Sitsen 
uit India Indian Chintzes, Rijksmuseum Amsterdam 1994). Ebeltje Hartkamp-
Jonxis dates these armorial chintzes to a short period between 1725 and 1730.
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Marius Bauer (1867-1932) 
Arriving at the Palitana temples, Gujarat, India (circa 1898)
Signed lower right and with title on a label of Kunsthandel E.J. van 
Wisselingh, Amsterdam on the reverse

Pencil, chalk, watercolour and gouache on paper, H. 46 x W. 78 cm

Marius Bauer visited India for the first time in 1897-98. India fascinated him, 
and he wrote enthusiastically from Palitana to the Dutch art dealer E.J. van 
Wisselingh who supported him: “Order a thousand etching plates and a 
thousand reams of paper for a thousand Akëdyssérils. We will earn thousands 
of Guilders!” (Akëdysséril was a book by Auguste Villiers de l’Isle-Adam about 
the mysterious East illustrated by Bauer in 1894.) In this correspondence 
Bauer writes a lot about, and bought, Indian antiques. These were used by 
the art dealer to decorate houses of wealthy Amsterdam families who also 
bought a lot of prints and paintings by Bauer. They indeed both made a lot of 
money out of the visit to India, and Bauer produced his best works during this 
fruitful period.

25
An anonymous British watercolour showing the grave of American 
missionary Ann Hasseltine Judson (1789-1826) at Kyaikkhami, Southeast 
Myanmar (Burma) 
Circa 1827 
Titled on the reverse: Kyik-Nee (Amherst, the Landing Place)

Watercolour on paper, H. 24.5 x W. 36 cm

The tree shown in the centre of the painting is a hopia tree, a flowering 
Burmese tree, belonging to the genus Amherstia called so after Sarah, 
Dowager Countess of Plymouth (1762-1838), the first wife of William 
Amherst. Near the tree is the grave of Ann Hasseltine Judson Her husband, 
Adoniram Judson (1788-1850) was one of the first and an important American 
missionary in the early 19th century, working for over forty years in Burma. 
On 5 February 1812 he married Ann Hasseltine and just two weeks later 
they sailed from Salem for India to do missionary work. On board the ship 
Judson decided to become a Baptist. The English in India weren’t happy 
with this American missionary and in 1813 the Judson’s moved on to Burma. 
On board the ship Ann had a miscarriage. In 1817 a second child also died 
young. In Burma Judson first learned the language, wrote a Burmese-English 
dictionary and in 1823 translated the New Testament in Burmese. With the 



outbreak of the Anglo-Burmese War in 1824, all the English and also the 
American Judson were imprisoned under horrible circumstances. At the end 
of the war Judson was released in order to act as interpreter during the peace 
negotiations. These dragged on for months and Judson wouldn’t see his wife 
again. She died after months of illness, stress and loneliness 24 October 
1826, and her third child died only three months later. The hopia tree, with 
the lines Rest! Rest! The hopia tree is green, was standing over her grave 
(Teresa Suttles, Under the Hopia tree. The life of Ann Judson. The inspiring 
story of Ann Judson, missionary in Burma. The Christian Biography Series, 
December 2019). After a period of heavy depressions, Judson moved to North 
Burma and in 1834 finished his translation of the entire Bible in Burmese. He 
remarried Sarah Hall Boardman and together they had eight children, five 
of which reached adulthood. In 1845 Sarah, because of health problems, 
returned to the US but died at sea. Judson also returned to the US where he 
was received as a celebrity. In 1850 on his way back to Burma, he also died 
at sea. His legacy was a Bible translated in Burmese, hundreds of churches 
and over eight thousand Baptists in Burma. Today, next to the US and India, 
Burma/Myanmar has the largest number of Baptists.
William Amherst, 1st Earl of Amherst (1773-1857), Governor General of India 
from 1823 till 1828, captured this place from Burmese forces during the 
1824-1826 Anglo-Burmese War. Arakan and Tenasserim were ceded to the 
British Empire, but the war would cost the English East India Company over 13 
million pounds and contributed to an economic crisis in India. It was only due 
to the influence of powerful friends in England such as George Canning and 
the Duke of Wellington, that William Amherst was not recalled in disgrace at 
the end of the war.
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Hugo Vilfred Pedersen (1870-1959) 
Gadesanger fra Singapore (Musician from Singapore)  
Signed lower left, titled on the stretcher and frame and with a typewritten 
label (probably 1950s) in Danish on the reverse of the canvas, giving details of 
the artist’s career

Oil on canvas, H. 67 x W. 42 cm

Pedersen studied at the royal Academy of Fine Arts in Copenhagen and 
afterwards spent twelve years travelling in Southeast and South Asia, painting 
portraits of all the different peoples he met; Indians, Sri Lankans, Malay, 
Arabs, Thai, Indonesians and Chinese.
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Attributed to Willem Lodewijksz (? - 1604)
Four drawings in ink and brown watercolour, heightened with white, of 
people in the Dutch East Indies, unsigned, possibly drawings by Willem 
Lodewijcksz, c. 1596-1597.

In Willem Lodewijckz’ book “D’eerste boeck. Historie van Indien, waer 
inne verhaelt is de avontueren die de Hollandtsche schepen bejeghent sijn”, 
edited by Cornelis Claes, Amsterdam 1598, the engravings are based on 
drawings by Willem Lodewijcksz.This book is the classic account of the first 
Dutch voyage to the East Indies under the command of Cornelis de Hout-
man. The expedition left Holland in 1595 and arrived in Banten, a famously 
wealthy spice port, in June 1596 after a voyage during which many of the 
crew died. Houtman was an undiplomatic, rude person, managing to offend 
almost everybody in the East and under his command a lot of troubles arose 
between the captains and crews. Although the voyage was a disaster of 
deceases, deaths and other troubles, with only three of the four ship and 89 of 
the original crew of 249 returning alive to Holland, because of the increased 
price of pepper, the expedition was still able to turn a profit. But more 
importantly, it opened the way for subsequent enormously successful voyages 
that led to the founding of the VOC in 1602, and the establishment of a vast 
Dutch commercial empire in Asia.

The account of Houtman’s voyage was first published in Amsterdam in 1598. 
The engraved illustrations and text are after a manuscript supplied by Willem 
Lodewijcksz who served as a senior member and the most reliable chronicler 
of Houtman’s expedition.

Watercolour with caption reading: Afbeeldingen van eenige indiaensche koopluijden, 
A. sijn Malaysche koopluijden, C. sijn de qullin, B. is een afteekeniage van haer 
vrouwen, met haer kleedinge.

17 x 20.5 cm

Watercolour with caption reading: Afteekeninge van de inwoonders van pugnatian(?) 
loopende gans naakt, haer geneerende met vissen, stem een abesin ofte moor uijt 
paepjanslant sijn goede koopluij-den en bootsgesellen.

16.3 x 19.2 cm

Watercolour depicting an 
Indonesian prince, with a 
keris tucked in his sarong 
under a parasol held by a 
servant, preceded by two 
soldiers and followed by 
servants with gifts, and 
looked at by two squat-
ing figures at the side of 
the road.

14.1 x 20.7 cm



Watercolour with 
caption reading: 
Afbeeldinge van de 
dansinge der Javanen.

16 x 19.7 cm
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Three Indonesian gold repoussé dishes 
Maluku islands, Tanimbar, 19th century or earlier 

Diam. 27 cm 
Weight 103.6 grams

The richly decorated 
gold dish executed in 
fine repoussé, shows 
four phoenixes arranged 
in a stylized swastika in 
the centre of the well, 
surrounded by two scroll 
borders, with a geometric 
border around the interior 
sides and another scroll 
border around the rim.

Diam. 23.2 cm
Weight 73.2 grams

Instead of phoenixes this 
dish shows a decoration 
of four peacocks 
arranged in a stylized 
swastika in the centre of 
the well surrounded by 
two scroll borders, with 
various geometric and 
foliate borders around 
the interior sides and 
another scroll border 
around the rim.

Diam. 16.8 cm
Weight 64.1 grams

With a star-shaped flower 
in the centre of the well, 
surrounded by two scroll 
borders and another 
scroll border around the 
rim.

Provenance: 
- The Zelnik István Southeast Asian Gold Museum, Budapest 
- Institutional art collection, Belgium 
- Acquired from the above

Dr. István Zelnik, a former high-ranking Hungarian diplomat spent several decades in 
Southeast Asia, building one of the most important private collections of Southeast 
Asian art in Europe.

Literature: The Zelnik István Southeast Asian Gold Museum, Budapest, 2013
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A fine and large Indonesian silver filigree casket 
West Sumatra, Padang, late 17th/early 18th century 

W. 19.5 x D. 12.2 x H. 13 cm 
Weight 1221 grams 

During the late 17th and most of the 18th century Amsterdam was the place to 
be for Russian Tsars, a host of French, German, and Danish princes or their 
agents, and for rich collectors looking to fill their European ‘Kunstkammer’ 
with all kinds of Eastern curiosities, including silver filigree items. Because 
these curiosities were to be found in Amsterdam this points to an origin 
somewhere within the Dutch sphere of influence in the East. Centres of 
filigree production in the East include India, Karimnagar and Goa, China, 
Canton, the Philippines, Manila, and West Sumatra, Padang and Kota Gadang.

The western coast of Sumatra had enjoyed the protection of the VOC since 
1663. In return the VOC demanded a monopoly on trade from the area and 
was granted land near Padang that was known to be gold-bearing. Although 
mining proved uneconomic and was eventually abandoned by the VOC, 
large numbers of mainly Malay gold- and silversmiths were active in the 
area making traditional jewellery and silverware, and more particularly silver 
filigree objects. The VOC did enforce its trade monopoly on gold, but not 
on finished filigree products, so VOC officials and independent traders were 
able to buy curiosities and finished filigree objects in the area for European 
collectors. The VOC itself regularly used gold and silver filigree items from 
West Sumatra as gifts for 
Asian rulers.

Filigree work, filigrain in Dutch, both derived from the French word ‘filigrane’, 
is an age-old, wide-spread technique that enables gold- and silversmiths 
to produce attractive works of art out of very little precious metals. The 
technique involves pulling silver or gold through a small hole in a harder 
metal. The result is a long, fine thread which can be decorated, for example, 
by twisting, flattening or by making indentations. Loops are then made of 
the thread and soldered together at the point of contact to produce various 
patterns. These fine looped threads are then soldered inside empty spaces left 
by stouter wire.
Although there are regional variations and changes over time, filigree work 
is impossible to mark, so it is often hard to determine the provenance and 
the exact age of filigree objects. In Asia there are several filigree production-
centres. In India, Goa was probably the first centre producing, initially 
mainly gold boxes, for export to Portugal, starting in the late 16th century. 
Karimnagar, in the 18th century, produced fine silver filigree objects, such as, 
complete toilet sets, boxes, rosewater sprinklers, buttons and jewellery for 

30
A rare pair of silver 
filigree candle sticks
West Sumatra, late 18th 
or early 19th century 

H. 24.5 cm
Weight 242 grams



the English taste. China, Canton, in the 18th and 19th century, made various 
object such as lidded baskets (Uit Verre Streken, December 2013, no. 34), 
and boxes of the finest threads and sometimes with colourful enamel inlays, 
for export and for foreigners in China. West-Sumatra, Padang, in the 18th and 
well into the 20th century was famous for its gold and silver filigree jewellery 
and exotic objects d’art, including Sumatra rhino horn, ivory, lacquer ware, 
coconut and pedro de porco (see Uit Verre Streken, June 2019, no. 34) fitted 
in filigree work, made by Malay and Chinese silversmiths. In the late 19th and 
20th century Dutch tourists bought filigree miniature houses (see Uit Verre 
Streken November 2015, no. 31), jewellery, small boxes, dishes, tazza’s and 
candle sticks. Already in the 18th century there were many Dutch collectors 
of filigree work, in Batavia (Jakarta) and in Holland, and Amsterdam was the 
most important centre for the Russian Tsars, German and Austrian princes, to 
find and buy exotic filigree objects.
The lobed edges of the candle sticks and those on filigree fitted rhino horn, 
coconut beaker, lacquer cup and plate from West-Sumatra, illustrated in Asian 
Art and the Dutch Taste, Jan Veenendaal, Waanders Uitgevers, 2014, pg. 122 
– 133, are very similar.
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A pair of ‘Van Arcken’ lead glass decanters
Circa 1900, the glass Germany, the silver feet Batavia (Jakarta),  
marked Van Arcken (V-crown-A)

H. 36 cm 

The place to be in Batavia (Jakarta) in the late 19th and first half of the 20th 
century for exclusive jewellery was Van Arken, which employed dozens of 
Indonesian goldsmiths. Clemens Gerardus Franciscus van Arcken had opened 
a shop selling watches and chronometers in Amsterdam in 1851. The business 
prospered and he would never have moved to the archipelago had he not 
numbered the King among his clients. William III was known to have an eye 
for the ladies and proved to be interested not only in Van Arcken’s timepieces, 
but also – indeed most particularly – in his attractive young wife. The solution 
to this awkward situation was to take ship and leave the Netherlands. Van 
Arcken arrived with his wife and children in Batavia (Jakarta) in 1861 and 
opened his first shop in the colony shortly afterwards. Three years later 
he sold the business – called Van Arcken & Co – to a Mr. Mayr, who had 
“Opvolger van Van Arcken” (Successor of Van Arcken) painted on the shop 
front in large letters. Just six weeks later Van Arcken announced the opening 

of a new shop at Noordwijk 8 in Batavia (Jakarta) under his own name and 
advertising himself as “Jeweller to H.M. the King of the Netherlands.” Here 
he sold watches, chronometers, objects made of gold and silver as well 
as diamonds and other gemstones. The business clearly prospered and in 
1880 he moved to larger premises at Rijswijk 11. After his death in 1885, the 
business was managed with continuing success by his son Clemens Johannes 
Wilhelmus van Arcken. At the height of its fame, Van Arcken employed over 
a hundred Indonesian goldsmiths, but the economic depression of the 1930s, 
followed by the Second World War, the Japanese occupation and the difficult 
years following the Indonesian Independence, led to the eventual closure of 
the company in 1958.

Literature:
Jan Veenendaal, Asian Art and Dutch Taste, Waanders Zwolle 2014, p. 138-140, ill. 212
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Auke Sonnega (1910-1963) 
A sawah landscape, Sumatra 
Signed and dated lower right, with inscription on the reverse Voor Jan de Bas 
1-1-1970 / R. de Bas

Oil on canvas, 50.5 x 60.5 cm

“The light I observed everywhere was of a special quality, fluorescent blue, 
shone from nowhere but radiated from every point, oddly with great depth 
and intensity. The light with the glow of a bright blue jewel. The most 
important thing I discovered was of being omnipresent and able to understand 
everything at the same time, yes I could fathom creation completely” 

This blue landscape by Sonnega, possibly sawah’s around Brastagi and 
Bindeh, would seem to represent particularly well Sonnega’s “fluorescent blue 
light” experience.

Auke Sonnega, born March 9, 1910, in Leeuwarden, is best known as a 
painter of young Balinese men and women. His talent for drawing revealed 
itself at an early age which in 1926 led to a four-year study of textile design 
at the Academy for Art and Craft in Amsterdam. After finishing his study, 
Sonnega worked as designer at a carpet factory in Twente until 1934. Then he 
followed his sister Aafje’s footsteps, leaving for the former Dutch East Indies 
in 1935 where he started working as a graphic designer with an advertising 
bureau in Batavia (Jakarta). He was able to travel through Java and Bali on his 
motorbike and was paid for his travelogues, enhanced with his own photo’s 
which appeared in several Dutch newspapers and magazines.

In Bali, where he settled in 1937, Sonnega saw the vibrant and mystical work 
of Walter Spies and dedicated himself fully to painting. His early work still 
showed his background as a textile designer, but his encounters with Bali and 
the artists working there made Sonnega’s work much more expressive and 
abstract. 

After the occupation of Indonesia by the Japanese, Sonnega initially managed 
to evade confinement in a concentration camp, mainly due to his friendship 
with Takashi Kono, a high-ranking Japanese officer who also was an artist. 
Later, when Kono was transferred, Sonnega was imprisoned in a labour camp 
in Ngawi. But even there he was privileged and able to continue to draw and 
sometimes even to paint, though with limited resources.

After the Japanese capitulation, Sonnega returned to the Netherlands but in 
1950 he was back in Indonesia where he first settled in Sumatra and soon 
again in Ubud, Bali. In his first post-war exhibition in Jakarta in 1951 his 
work was highly appreciated. Soekarno acquired several of his works and 
Indonesian artists such as Dullah and Lee Man Fong visited his exhibition.

In 1950 Sonnega met the Maroccan mystic Husein Rofé in Indonesia, and 
this changed his life spiritually. Auke wrote about a “latihan”, a spiritual 
exercise conducted under the direction of Rofé which in Auke’s mind led to 
a change of consciousness. The opening citation above describes part of that 
experience.

In 1958 he was forced, like all Dutchmen, to leave Indonesia. He settled in 
The Hague where he died, 10 December 1963.
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Jane Sutherland (1853-1928)
Malayan or Indonesian tapir (Acrocodia indica) 
Signed with initials upper left and signed J. Sutherland at the reverse 

Oil on board, H. 61 x W. 101.5 cm 

Jane Sutherland was an Australian painter of mainly landscapes, member 
and ‘grande dame’ of the Heidelberg School in Melbourne, and part of the 
pioneering plein-air movement in Australia.

She emigrated with her parents to Sidney in 1864 and the family moved on to 
Melbourne in 1870. Thanks to the support and encouragement of her parents 
Jane was able to pursue a career as an artist, and to live comfortably as an 
unmarried, working women. In 1871 she enrolled in the National Gallery 
School. Between 1878 and 1911, as one of the first women artists in Australia, 
she had several exhibitions at the Victoria Academy of Arts, the Australian 
Artists’ Association, and the Victoria Artists’ Society. Jane Sutherland was a 
leading female artist in the Heidelberg School of painters, working outside 
the studio. Due to a serious stroke in the early 1900s, she was only able to 
continue painting with the help of her brother William, but the impact of her 
illness can be seen in the diminishing size of her work, from large oil paintings 

to small pastels. After William’s 
death in 1911, Jane was unable 
to work any longer and was 
gradually forgotten, until 1975 
when the exhibition Australian 
Women Artists; One Hundred 
Years 1840-1940 was held in 
the Ewing and George Paton 
Galleries of the University of 
Melbourne. Nowadays Jane 
Sutherland’s work can be 
seen in many of the major Art 
Galleries of Australia.

October 6, 1862, the first 
Australian Zoo was opened in 
Melbourne; initially mainly for 
the acclimatisation of domestic 
animals recovering after their 
long trip to Australia. Only after 
1870 more exotic animals were 
procured for public display. 
Although it is unknown when 
the first Malayan Tapir arrived 
in the Zoo, Jane Sutherland 
must undoubtedly have seen 
the Malayan Tapir and painted 
it in the Melbourne Zoo, 
sometime between circa 1880 
and 1900.
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A Chinese Shih-Hua or ‘dream-stone’ in a wooden frame
18th century 

H. 24.3 x W. 25 cm (stone)
H. 49.5 x W. 36 x D. 15.5 cm (including frame)
 
The mysterious mountains of Cangshan are known for yielding incredible and 
fantastic natural land-scape ‘paintings’ in Dali marble, created over tens of 
millions of years from mineral inclusions that affected the process of ancient 
organic material which transformed into limestone and finally resulted in 
marble. Shih-Hua has been known in China since at least the Tang-dynasty 
(c. 600-800 AD) and became popular in the West in the 19th century when 
French collectors named it pierres de rêve. The striking patterns of the 
dream-stones somewhat resemble traditional Chinese, Korean and Japanese 
paintings.

35
A Chinese export drawing of a Canton tea-warehouse by an unknown 
Chinese artist
Canton, late 18th century 

Gouache on paper, H. 30.5 x W. 26 cm
 
A view inside a Canton tea-warehouse with two British merchants, one tasting 
tea, the other at a table together with a hong merchant signing contracts, and 
Chinese workers packing, weighing on tripod scales, marking, and boarding 
tea chests into a sampan to be taken to an East Indiamen anchored at 
Whampoa for export to the West. A painting with the same scene, probably 
by the same hand, is in the collection of the Hong Kong Maritime Museum 
(Hong Kong Maritime Museum Guide, 2013, pp. 34-35). Huge fortunes 
were made on both sides as Western demand for tea continued to increase 
throughout the 18th century and well into the 19th century.
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An extremely rare and large Chinese famille verte armorial dish  
with the Amsterdam coat-of-arms 
Kangxi period, circa 1710-1720 
 
Diam. 47 cm

In under glaze decoration, in the centre the coat-of-arms of 
Amsterdam beneath a crown, over a ribbon with inscription 
AMSTELDAM, surrounded by birds, insects, peonies and 
flowering stems, the edge with a geometric blue pattern, 
decorated with six large cartouches, three with Chinese 
figures in landscapes and three with birds and branches of 
flowering cherry, and six smaller medallions with pink fish 
and grey shrimps.

This dish belongs to a group of so-called 
‘provincieborden’, dishes with the coat-of-arms of 
Dutch and Belgian cities and provinces, and also of 
a few French and English places. In total about 21 
different coats-of-arms of provinces and cities are 
known, in four different patterns, produced between 
1710 and 1730. This early in the 18th century the 
VOC hardly ordered any porcelain in China, so these 
‘provincieborden’ probably have been ordered by one 
or more Dutch private merchants who clearly were 
quite successful commercially with these dishes.

The decoration of the present dish is exactly the same as 
in a dish with the coat-of-arms of the city of Groningen 
in the collection of the Rijksmuseum Amsterdam. In 
2013 the KVVAK (Royal Asian Art Society) acquired an 
even bigger (diam. 54 cm) dish, dated slightly later (c. 
1720-1725). This latter dish also bears the coat-of-arms 
of the city of Amsterdam and is now exhibited in the 
Rijksmuseum. The decoration of this Rijksmuseum dish is 
different from the present one, with the coat-of-arms being 
held by two lions in a stage like setting with to the left and 
the right a Chinese lady in a recess.
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A rare and exquisite pair of Chinese export porcelain ‘Table Bay’ dishes
Qianlong period, 1735-1750 

Diam. 23.6 cm each
 
The porcelain painted in polychrome enamels and gold depicting Dutch ships 
ay Table Bay, Cape of Good Hope, the inside rim with a ‘Meissen’ border of a 
continuous band of C-scrolls.

Few bays are so easily recognizable as Table Bay with the flat expanse of 
Table Mountain, and Devil’s Peak and Lion’s Head on either side together 
with signal Hill to the far right, the last two mountains with Dutch flags on 
top. At the foot of Table Mountain lies Cape Town, to the left the Castle 
of Good Hope with the Dutch flag and to the far right the gallows. In the 
foreground four large ships lie for anchor with furled sails and an array of 
Dutch flags, with two rowing boats, and closer to the shore four more smaller 
boats. Three different versions of the Table Bay dishes are known, two slightly 
different depictions in enamel colours and one in encre de Chine, of which 
the present dishes are the rarest and most beautiful.
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A drawing of a Chinese bird’s nest 
Signed and dated A: E: Van Braam Houckgeest ad viv: del., ATR Pinx: 1782 

Brown ink and watercolour on paper. H. 16 x W. 20.2 cm
 
Text at the top: “Aardig nestje gemaakt door een vogeltje te Canton in 
China, de groote hebbende van een quickstaart, ‘t welk met een eigen 
gesponnen draad van verschillend gecouleurde wol drie bladeren van een 
pompelmoesboom t’ zamen naaid & onder aan t’ einde van ijder naad met 
een knoop verzekert opdat het werk niet los gaat & dan het zelve daar in 
toestelt. Zie Martinet 2d. Fol 194.”

Text below, left, and right of the tip of the nest: 
A: E: Van Braam Houckgeest ad viv: del. ATR Pinx: 1782

Unfortunately, it is not known who the initials ATR stand for.

Text at the bottom (a free translation of the Dutch text): “Nid d’un oiseau 
de Canton en Chine qui, avec un fil de sa façon de different couleurs suivant 

qu’il a trouvé 
le coton, ajoute 
ensemble trois feuilles 
de pompelmoes 
attachées a une même 
queu, l’emplit de 
coton & y couse ses 
œufs.”

The bird’s nest 
depicted here is made 
by a kind of wagtail, a 
small bird living in the 
Chinese province of 
Guangzhou (Canton). 
According to the 
handwritten text the 
bird uses self-spun 
wool threads to sew 
together leaves of the 
grapefruit tree and 
then fills the nest with 
cotton and lays its 
eggs in it.

The original drawing by Andreas Everardus van Braam Houckgeest was 
printed by his friend J.F. Martinet in his “Katechismus der Natuur.” The present 
drawing by ATR (?) in 1782, seems to be a copy after the original drawing by 
van Braam Houckgeest or perhaps after the print in Martinet’s book.

The Dutch-American merchant A.E. van Braam Houckgeest (1739-1801) is 
mostly known for his stimulation of, and participation in, the last Dutch VOC 
embassy to China under the tributary system. In 1758 Van Braam arrived in 
China where he was engaged in trade for the VOC in Canton/Guangzhou 
and Macao. In 1773 he returned to the Netherlands and settled as a county 
gentleman with his wife near Zutphen. Here he met Johannes Florentius 
Martinet who was a historian of physics, theologian, and minister in Zutphen, 
and between 1777 and 1779 published his “Katechismus der Natuur,” in 4 
volumes, with five 18th century reprints and translations in French, German, 
English and even Japanese. The book was used in Dutch schools well into 
the 20th century. Together van Braam and Martinet founded an economical 
branch for the “Hollandse Maatschappij voor Wetenschappen.”

Inspired by the American Revolution Van Braam decided to immigrate to the 
United States and in 1783 settled with his wife and five children in Charleston 
to work as a merchant and rice planter. A year later he became an American 
citizen. That same year, 1784, because of a family tragedy, four of his five 
children died in a diphtheria epidemic, and because of financial difficulties, 
Van Braam decided to leave the United States and take up a position as 
chief of the Dutch factory in Guangzhou/Canton, where he arrived in 1790. 
Having learned about the British Macartney Embassy to the Qing-court in 
1793, Van Braam requested the Governor-General in Batavia (Jakarta) to send 
a VOC embassy to the court of the Qianlong Emperor for the celebration of 
his sixtieth year on the throne. In November 1794 the embassy, including 
Van Braam but headed by Isaac Titsingh (1745-1812) departed for Beijing 
where it arrived in January 1795. Van Braam kept an everyday journal of the 
voyage and the stay in Beijing where they were lavishly entertained. Upon 
the embassy’s return to Guangzhou in March 1795, Van Braam was unable 
to find a ship bound for the Netherlands because Holland by then was at war 
with England. He chose to board a ship to Philadelphia. His arrival in the city 
attracted a lot of attention. In Philadelphia, with the help of the printer-editor 
Moreau de Saint-Méry, a refugee from France, he published his “Voyage 
de l’ambassade de la Compagnie des Indes orientales hollandaises, vers 
l’empereur de la Chine, dans les années 1794 et 1795.” Moreau de Saint-Méry 
soared no effort to produce a work which stands out as a real landmark of 
the history of printing and bookmaking in the United States. The book was 
dedicated to George Washington, who gave his consent. Unfortunately, the 
first volume of the Philadelphia edition is almost completely lost. Because of 
his American citizenship Van Braam also was the first American to visit the 
court of the Chinese emperor. In 1798 he returned to the Netherlands and 
bought a property in Amsterdam where he died in 1801.



39
A Japanese Imari porcelain beer tankard 
Arita, 18th century 

H. 15.2 x W. 12.5 cm
 
The bulbous body surmounted by a cylindrical neck and with a C-shaped 
handle to one side. The handle is pierced near the top, as European 
stoneware tankards almost always were, to attach a pewter or silver lid with 
thumb rest. The exterior is painted in the typical Imari palette of under glaze 
blue, green and yellow enamels and overglaze iron red and gold with an 
abundant decoration of flowering plants, including peony, chrysanthemum 
and prunus, and with two birds in flight. The front is painted with a circular 
vignette containing the letter ‘B’ in gold. The ‘B’ most probably refers to 
‘beer’ which was consumed from tankards of this shape in the Netherlands. 
An example of a Meissen porcelain copy with cover, also displaying the letter 
‘B’ and dating from the 1730’s, is in the Dresden Collection. It is highly likely 
that an Imari tankard like the present one, as an example for the Meissen 
one, was in Augustus the Strong’s collection in Dresden (Reichel, F. Early 
Japanese porcelain: Arita porcelain in the Dresden Collection, 1981, no. 95). 
In the Victoria and Albert Museum there is a blue-and-white export porcelain 
tankard of the same form (Earle, J. (ed) Japanese Art and Design, the Toshiba 
Gallery, Victoria and Albert Museum, London 1986, pp. 74-75).

40
Two small Japanese imari porcelain ewers for vinegar and soya
Arita, late 17th century 

H. 8.5 x diam. 6.5 cm
 
The blue is rather sloppily applied and the letters inside a circle may be ill 
understood Latin characters; ⋀ standing for A, Azijn (vinegar) and    standing 
for Z, Zoja (soya).

41
A rare Japanese Nagasaki school scroll painting, Kakemono, attributed to 
Ishizaki Yũshi (1768-1846)
Edo period, early 19th century 

H. 98 x W. 57 cm (watercolour)
H. 185 x W. 69.5 (scroll)
 
Ink and colour on paper, depicting two Dutch merchants conversing with 
two high-ranking prostitutes, oiran. The Dutchmen wearing long coats and 
stylised tricorn hats, the two keisei (prostitutes) with elegant kimonos, adorned 
with foliate designs, their elaborate hairstyles featuring multiple ornaments. 
With inscription above reading ‘Buddha sells doctrine, Patriarchs sell Buddha, 



Priest of the degenerate ages sell 
Patriarchs, and Thou sell thy body 
of five foot, thus satisfying the 
worldly desires of all creatures’ 
and a poem reading ‘the moon 
frequents nightly the surface of the 
pond, but does not leave behind 
its heart nor its shadow.’ With two 
seal marks for Ho and Setuchi.
Strange-looking Westerners and 
their odd garments were a favoured 
subject in Japanese art, on 
ceramics, in paintings, prints and 
netsuke. The Japanese word for 
prostitute is ‘keisei’, and possibly 
the Dutch living on Deshima 
corrupted that Japanese word to 
‘keesje’, for prostitute, and ‘kezen’, 
for making love, as depicted in 
the Japanese shunga, or ‘spring 
pictures.’ For a scroll of shunga, 
erotic pictures of Dutchmen and 
Japanese women engaged in sex at 
the Dutch trading post of Deshima, 
see Zebregs&Röell, Kawahara 
Keiga studio paintings, Maastricht, 
June 2020, pg 102-111.
The present scroll is illustrated 
and discussed in Sidney L. Moss, 
Odd Men Out, pp. 34-35, no.7, 
where the author explains that this 
painting is a mitate-e or ‘parody 
picture’ because of the provocative 
signature. The inscription refers 
to the Great Zen Priest Takuan 
(1573-1645), a famous painter 
and the 153rd abbot of the 
Daitokuji temple in Kyoto. The 
idea of a priest producing such a 
sacrilegious paint-ing is certainly 
irreverent and provocative.
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A Japanese scroll painting depicting Lorenz Heister (1683-1758) 
Late 18th century 

Titled Portrait of Heister in Japanese at the bottom and annotated at the top 
indicating that the scroll was a present to an unknown doctor. 

H. 194 x W, 63 cm (scroll)
H. 109 x W, 51 cm (image
 
According to Wolfgang Michel-Zaitsu of Kyushu University, one of the leading 
experts on the introduction of Western medicine into 17th and 18th century 
Japan, rangaku, this is likely to be the portrait of Heister, not only because 
of the text and of the book he is holding but also because of the strong 
resemblance to other known portraits of Heister, for instance a scroll painting 
by Shiba Kõkan (1747-1818) in the Minneapolis Institute of Art, and another 
one by Kitayama Kangan (1767-1801) in the Kobe City Museum.

Lorenz Heister (Frankfurt am Main 1683 – Bornum 1758), had a strong 
influence on Japanese Rangakusha, studies of western science, and 
specifically on Orandaryũ-geka, surgery according to the Dutch methods.

Heister, son of a lumber merchant who later became an innkeeper and 
wine merchant, was educated at the Frankfurt Gymnasium where he 
received additional lessons in French and Italian, and studied medicine at 
the universities of Giessen and Wetzlar. Thereafter he went to Amsterdam 
where he attended the botanical lectures of Caspar Crommelin and the 
anatomical demonstrations of Frederik Ruysch. In June 1707, during the War 
of the Spanish Succession, Heister worked in the field hospitals at Brussels 
and Ghent. After his return to Holland, he continued his studies in Leiden, 
attending Herman Boerhaave’s lectures on chemistry and the deceases of 
the eye, and Govert Bidloo’s anatomical lessons. In 1708 he returned to 
Amsterdam where he gave lessons and demonstrations in anatomy, in Dutch, 
German, French or Italian, depending on his students. In 1709 he again joined 
the Dutch army as a field surgeon. In 1711 he was appointed professor of 
anatomy and surgery at the University of Altdorf and later at the university of 
Helmstedt. In Helmstedt, where he remained for the rest of his life, he was 
charged with the teaching of theoretical and practical medicine, and botany.

Heister made many advances in anatomy and discovered the true cause of 
cataracts, an opacity of the crystalline lens. He main significance though, is 
as a teacher and author. He trained many surgeons and physicians, and his 
books on anatomy, surgery, and medicine dominated the field for several 
generations, serving to educate thousands of surgeons and physicians 
throughout western Europe. His main work, Chirurgie, published in 1731 
in several editions, originally written in German, was translated into seven 
languages, including Japanese. The Japanese translation is based on the Dutch 

Heelkundige Onderwijzingen, published in 1755 in Amsterdam. Although 
not the first European book on surgery to be translated in Japanese, it was 
certainly the most influential in introducing Western methods to many 
Japanese surgeons. Starting in 1792 different parts of the book were translated 
and circulated in manuscript only. One of these manuscripts, on the dressing 
of wounds Geka Shũkõ was published in 1814 by Õtsuki Genkan, and the 
work Yõi Shinshõ, attributed to Sugita Gempaka and Õtsuki Gentaka, published 
in 1822, is sometimes considered to be the complete translation of Chirurgie, 
but rather is a collection of earlier manuscript translations.
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Ura Gyokukin (act. early 19th century)  
View of the Port of Nagasaki 
Signed Ura Gyokukin, sealed Kinpo and another seal, the calligraphy signed 
Hanko Okada (Okada Hanko; 1782-1846), sealed Denshuku and another seal.  

Ink and colour on paper, mounted on a scroll, 76 x 123 cm
 
This rare picture shows a view of Nagasaki port with a Dutch ship saluting 
while entering the bay, another Dutch ship anchored, two Chinese junks, and 
many Japanese rowing boats. Fixed to the mainland by a small bridge and 
flying the Dutch flag is the small man-made fan-shaped island of Deshima, 
where the Dutch were restricted to, and next to it the square artificial island  

 
where the Chinese were based. Nagasaki was a small fishing village in the 
16th century, but because it was the only Japanese harbour open to the 
outside world during the country’s policy of national seclusion, sakoku (1639-
1856), it grew to become one of the most important cities in Japan by the late 
17th century.

Several similar views of Nagasaki harbour have been painted by Kawahara 
Keiga (c.1786-c. 1860), see for instance Uit Verre Streken, June 2017, no 54. 
The present scroll possibly was inspired by Kawahara Keiga’s paintings of 
Nagasaki harbour and Deshima.
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A Japanese wood block print, Ukiyo-e, depicting the capture  
of Pieter Nuyts 
Meiji period, late 19th century 

H. 36.5 x W. 49 cm
 
The print depicts the capture of the Dutch governor of Formosa (Taiwan), 
Pieter Nuyts, his son Laurens, and some other Dutchmen, by Hamada-Yahyoe 
and other Japanese sea captains in 1628.

The Japanese texts read:

‘Title of the picture: Story telling about the Hamada-Yahyoe Incident with it’s 
poem.’

‘Sizes of original picture: 114 x 159 cm.’

‘Original painter: Sato-Masaki (1809-1857).’

‘Original poet: Nonokuchi-Masataka (1793-1871).’

‘Engraver after the original: Hiratsuka-Kunso, and poet Kabe-Iwao (1849-1922).’

Pieter Nuyts was born in 1598 in Middelburg from wealthy protestant 
immigrants from Antwerp. After his study of philosophy in Leiden, he 
returned to Middelburg to work in his father’s trading company. In 1620 
Pieter married Cornelia Jacot, also a child of Antwerp émigrés. Together 
they had four children, Laurens in 1622, Pieter in1624 and the twins Anna 
Cornelia and Elisabeth in 1626. In 1626 Pieter entered service with the VOC 
and was seen as one of its rising stars. On 11 May 1626, Pieter and his eldest 
son Laurens (only 4 years old) sailed from Amsterdam on the VOC ship ‘t 
Gulden Zeepaert. Deviating from the standard route to Batavia (Jakarta) the 
ship continued east to map the southern coast of Australia. The ship’s captain 
François Thijssen, named the region ‘t Landt van Pieter Nuyts, after Nuyts 
who was the highest ranking official on board. Today several areas in South 
Australia still bear his name, such as Nuyts Reef, Cape Nuyts and Nuyts 
Archipelago.

On May 1627, just one month after completing his Australian voyage, Nuyts 
was simultaneously appointed both governor of Formosa, present-day 
Taiwan, and ambassador to Japan. In this last capacity he made the court 
journey to the Shõgun, Takugawa Iemitsu. At the same time Hamada Yahyoe, 
a Japanese trader based in Nagasaki with frequent business in Formosa, 
where he already had some collisions with Nuyts, had taken a group of native 
Formosans to Japan, posing them as the rulers of Formosa. His plan was to 
have the Formosans grant sovereignty over Formosa to the Shõgun. At the 
same time Nuyts was in Japan to assert the Dutch claim on the island. Both 
embassies were refused an audience with the Shõgun. The Dutch failure 
being variously attributed to Nuyts “haughty demeanor and the antics of his 
travel companions,” and to “Hamada’s machinations at the court.”

On returning from his unsuccessful mission to Japan, Nuyts took up his 
position as the third governor of Formosa, with his residence in Fort 
Zeelandia. One of his first aims was to force an opening for the Dutch to 
trade with China, something which had eluded the Dutch since they arrived 
in East Asia in the early 17th century. To further this goal, he took hostage 
Zheng Zhiling, merchant, pirate, military leader, and interpreter in the peace 
negotiations between the Dutch and Ming China over the Pescadores Islands, 
occupied by the Dutch. Nuyts refused to release him until Zheng agreed to 
give the Dutch trading privileges. Not the best way to make friends and thirty 
years later it was Zheng’s son, Koxinga, who would end the Dutch reign in 
Formosa.

Nuyts also succeeded in making enemies in Formosa by treating the natives 
with arrogance. In 1629 he narrowly escaped death when after being feted 
at the native village of Mattau, the locals took advantage of the relaxed and 
convivial atmosphere to slaughter sixty off-guard Dutch soldiers. Nuyts was 
spared by having left early to return to fort Zeelandia. Later the Dutch would 
take revenge by massacring the village of Mattau.



The already troubled relations with Japanese merchants in Formosa took a 
turn for the worse in 1628. The Japanese, who had been trading in Formosa 
long before the arrival of the Dutch, refused to pay Dutch tolls levied for 
conducting business in the area. Nuyts exacted revenge on the same Hamada 
Yahei who he blamed for causing the failure of the Japanese embassy by 
impounding his ships until the tolls were paid. However, the Japanese still 
refused to pay taxes and instead Hamada took Nuyts hostage at knife point in 
his own office (as illustrated in the present print), demanding the return of his 
ships and safe passage to Japan. This was granted by the Council of Formosa, 
and as a security six Dutchmen, including Nuyts’ son Laurens, were taken 
to Japan as hostages. Laurens died in Omura prison on 29 December 1631. 
During the later Japanese occupation of Taiwan, 1895 till 1945, school history 
books retold the hostage taking as the Nuyts-incident (noitsu jiken), portraying 
the Dutchman as a “typical arrogant western bully who slighted Japanese 
trading rights and trod on the rights of the native inhabitants (sic).”

The Dutch were very keen to resume the lucrative trade with Japan which 
had been choked off in the wake of the dispute between Nuyts and Hamada. 
All their overtures to the Japanese court failed, until they decided to extradite 
Nuyts to Japan for the Shõgun to punish him as he saw fit. This shows the 
relative weakness of the Dutch when confronted by powerful Eastern Asian 
states such as Japan. Nuyts was held under house arrest by the Japanese 
from 1632 until 1636, when he was sent back to Batavia (Jakarta), where he 
was fined, dishonourably dismissed, and sent back to the Netherlands by 
the VOC. Thanks to powerful allies in the Middelburg Chamber of the VOC 
Nuyts successfully reclaimed the fines placed on him and started a career as 
local administrator and mayor of the town of Hulst. He died on 11 December 
1655. For more reading on this subject see: Leonard Blussé (2003), Bull in a 
China Shop: Pieter Nuyts in China and Japan (1627-1636).
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A Japanese colour woodblock print, Nagaski-e, titled Oranda fujin no zu 
(Dutch ladies) 
With publishers mark, Yamtoya, designed by Isono Bunsai, probably after a 
painting by Kawahara Keiga made in 1817 

H. 35.6 x W. 3.5 cm (slightly reduced in width)
 
Depicted are, Titia, the wife of Opperhoofd of Deshima, Jan Cock Blomhoff, 
and the nurse Petronella Munts holding the child Johannes in her arms.

In 1639 the third Tokugawa Shogun, Iemitsu (reigned 1623-1651), proclaimed 
a policy of total isolation, sakoku. This policy implied that no foreign women 
were permitted to stay on the small island of Deshima where the Dutch 



powerful member of the Amsterdam patriciate and 
seven times mayor of the city, painted by Rem-brandt 
in 1639, and the painting ‘Jacob Blessing the Sons of 
Joseph’, the sitters being Wendela de Graeff (niece 
of Andries and wife of ‘Raad-Pensionaris of Holland, 
Johan de Witt) and her two sons, also painted by 
Rembrandt. The paintings were sold for a large sum 
to an art dealer in Hamburg who sold them to the 
great art collector William VIII Landgrave of Hesse-
Cassel (1682-1760). Since Gerrit couldn’t allow 
himself to be known to barter away important family 
portraits, they were sold as an ‘anonymous portrait 
of a man’ and another ‘anonymous painting.’ Now 
these Rembrandt paintings are in the Wilhelmhöhe in 
Kassel.

His family owned a house on the Herengracht in 
Amsterdam (until recently Het Tassenmuseum), castle 
Ilpenstein near Ilpendam, and Bronstee, a country 
estate near Heemstede. Gerrit studied law in Leiden 
where he graduated in 1732. He married twice, first 
with Maria Elisabeth Sautijn (1709-1736), daughter of 
the Amsterdam burgomaster Jan Sautijn (1680-1750) 
and Catharina Munster (1684-1768). In this marriage 
Joan de Graeff was born, who died 19 years old. 
The second marriage was with Elisabeth Lestevenon 
(1716-1766), daughter of Abraham Lestevenon 
and Geertruid de Vroede, and sister of Mattheus 
Lestevenon, Dutch ambassador to France. In this 
marriage six children were born; three of them died 
young.

In 1736 Gerrit became one of the 
‘Heren Zeventien’ of the VOC, the 
Dutch East India Company, and a 
year later he was also appointed 
as one of the ‘Heren Negentien’ 
of the WIC, the Dutch West 
India Company. In 1737 he 
became member of the 
‘vroedschap’, the city council 
of Amsterdam, and captain 
of the ‘schutterij’. From 1748 
till his death in 1752 he was one 
of the directors of the Company 
of Suriname and commissaris in 
Noorderkwartier.
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A Sawasa armorial wax container with a seal 
Japan, Edo period, mid 18th century 

L. 9.3 cm
 
The coat-of-arms, consisting of shovels, swans, 
lions and rhombus, belongs to Gerrit de Graeff 
Vrij-heer van de Heerlijkheid Zuid-Polsbroek and 
Heer van Purmerend en Ilpendam (Amsterdam 
1711 – Slot Ilpenstein 1752). Gerrit de Graeff was 
a Dutch regent from the important patrician De 
Graeff family, notorious for being rich and for his 
stinginess. Gerrit had a famous art collection but is 
supposed to have silently sold his family portraits; 
his ancestor Andries de Graeff (1611-1678) a very 

traders in Japan were restricted to. The strict regulations concerning the 
access to Deshima by women explicitly stipulated that only prostitute from 
the Maruyama quarters in Nagasaki were permitted to stay on the island. 
These ‘openbare juffers’ (public damsels) enjoyed the special privilege of 
being allowed to stay on the island at night. Before long, they became familiar 
with European customs and these Oranda-yuki, ‘women that go to the Dutch’, 
were an important source of information on the lifestyle of the Dutch on 
Deshima. They receive little attention in the art of the Nagasaki prints, except 
in the now very rare erotic prints, shunga (see for examples Zebregs&Röell, 
Kawahara Keiga, Studio Paintings, Maastricht, June 2020). It was after all the 
exotic Dutch that were the subject of Nagasaki-e prints.

In July 1817, the Japanese were able to behold Dutch women in the flesh for 
the first time. In that year, Jan Cock Blomhoff took over the management of 
the Dutch settlement from Hendrik Doeff. To the great consternation of the 
Japanese authorities, he came to Deshima in the company of his wife Titia, 
their sick little son Johannes, and the Dutch nurse Petronella Munts. However, 
the women and the child had to return with the same ship that would sail 
back to Batavia (Jakarta) in autumn. Mrs. Cock Blomhoff and her company 
stayed for five months on Deshima, long enough for artists, like Kawahara 
Keiga, and publishers of Nagasaki prints to throw themselves onto the task of 
illustrating the red hair, blue eye, barbaric females. The newly arrived Dutch 
women were carefully observed. In the present colour woodblock print, after 
a design by Kawahara Keiga, much attention is given to the correct rendering 
of the clothing of both women. Titia’s five months stay in Japan might never 
have been preserved for history hadn’t she been the first western women in 
Japan, provoking much artistic activity by Japanese artists into reproducing 
Titia’s image in painting, woodblock prints, woodcarvings, and clay.
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A lacquered half-inch refracting pasteboard telescope decorated  
with VOC monograms 
Japan, Edo Period, late 18th century 

L. 81 cm (fully extended)
 
In four sections, the three inner sections black lacquered, impressed with 
bands of gold, European style, patterns. The outermost section red lacquered 
with three broad decorative bands, the central one incorporating rain-
dragons, the outer bands with repeated VOC monograms, and in between 
four square motifs incorporating VOC monograms and geometric designs. 
With two covers for both ends and a Japanese cotton sleeve for storage.

The VOC monograms do not mean that the Japanese made telescopes for 
the Dutch, but rather that the Japanese used the monogram as a decorative 
element on an item that was initially introduced into Japan by the VOC.

Telescopes were introduced in Japan by Dutch/European seamen and soon 
were ordered by the Shõgun and by important samurai from the VOC, the 
Dutch East India Company. At the end of the 17th century the Japanese started 
making telescopes themselves, mainly in Nagasaki, the only harbour where 
Western/Dutch ships were allowed to trade during the period of the Sakoku 
Policy of the ‘closed country’(1641-1854). The best-known opticians during 

the Edo Period were Mori Nizaemon (1673-1754) of Nagasaki and Iwahashi 
Zenbei (1756-1811) of Osaka. The present telescope, with all the VOC 
monograms, most likely was made in Nagasaki where the VOC had its trade 
post on the small artificial island of Deshima. For similar Japanese telescopes, 
but without VOC monograms see Uit Verre Streken, December 2020, no. 66, 
and Uit Verre Streken, October 2016, no. 61.
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A rare pair of Kyoto-Nagasaki style lacquer and mother-of-pearl  
inlaid knife urns 
Edo period, early 19th century 

H. 71 x diam. 30 cm
 
Formed as urns with vertically lifting covers and elongated finials, revealing 
fitted green velvet lined interiors for knives, decorated overall with birds, 
flowering stems, faux-fluting and oval panels with landscapes. The square 

plinth raised on four bracket feet. Inside the lifting cover of one of the 
urns are Japanese characters, supposedly indications of 

some code by the craftsman.

A closely related knife urn, now in the 
collection of the Peabody Essex Museum, 

Salem (inv. E 73115), was acquired in 
Nagasaki by Captain Samuel Gardner 
Derby of the Margareth of Salem in 
1801. Captain Gardner Derby traded 
in Nagasaki under charter from the 
VOC (Vereenigde Oostindische 
Compagnie), the Dutch East India 
Company. Between 1797 and 1814 
Holland was occupied by the French 
and from 1811 until 1816 Java by 
the English. During these periods 
practically no Dutch shipping was 
possible between Holland and Batavia 
(Jakarta) or between Batavia (Jakarta) 
and Nagasaki. To maintain a minimum 
amount of shipping between Batavia 
(Jakarta) and Nagasaki, between 1797 
and 1807, the VOC chartered mainly 
American ships. American captains 
and officers ordered and bought mainly 
lacquered furniture in an American-
English style, completely different from 
what the Dutch up till then had ordered. 
The present knife urns were possibly also 
ordered and acquired by Captain Gardner 
Derby during his stay in Deshima/Nagasaki 

in 1801.

Another similarly neoclassical 
shaped knife urn in the 
collection of the Ashmolean 
Museum Oxford (inv. 1996.17) 
appears to be signed by 
woodworker Kiyotomo koreo 
tsukuru (Kiyomoto made this). 
The same name, together with an 
address in the Sanjo-Teramachi 
District of Kyoto, has been found 
inside a fragmentary urn in a 
private collection. This is an 
indication that European-style 
furniture was not only lacquered 
in Japan but made there as well. 
This undoubtedly is not only true 
for knife-urns, but all European-
style furniture lacquered in Japan 
after circa 1800 was made by 
Japanese furniture makers, after 
European models or drawings.



After the Portuguese had been banned from Japan in 1638, and the Dutch 
were the only Westerners allowed to trade in Japan, the Iberian style fall-
front was replaced by the Flemish/Dutch two side-opening doors, pictorial 
style lacquered cabinet (1640-1690). In the pictorial style all sides of the 
cabinet were decorated with one ‘picture’ covering the whole surface, initially 
within borders but eventually without any border. Because these cabinets 
in Europe were placed on European made stands, the top was not visible 
and therefore usually left undecorated in plain black laquer (see Uit Verre 
Streken, December 2020, no. 60). A next step, seldomly taken, was to have a 
black lacquered Japanese cabinet without any decoration at all (see Uit Verre 
Streken, March 2020, no. 52) or covered all-over with shagreen. The final 
step in the development of Japanese export cabinets at the end of the 17th 
and early 18th century was to skip lacquer altogether and have plain wooden 
cabinets. These plain wooden cabinets, like the present one, were made in 
Japan, with Japanese woods. Occasionally they were copied in Indonesia in 
teak (Jan Veenendaal Furniture from Indonesia, Sri Lanka and India during the 
Dutch period, Volkenkundig Museum Nusantara, 1985, p.75), or red sandal 
wood (Titus Eliëns ed. Wonen op de Kaap en in Batavia (Jakarta), 1602-1795, 
pg. 80-81). These last two steps in the development of export cabinets from 
the East, plain black lacquer, and no lacquer at all, appear to have been 
exclusively in the Dutch (Calvinist) taste, where they were called comptoirs 
or kantoortjes and were popular as collectors’ cabinets. To the taste of royals 
and aristocrats in other European countries these undecorated cabinets 
probably were a bit too austere.

The present cabinet is practically identical to another Japanese horse chestnut 
cabinet illustrated in Uit Verre Streken, March 2020, item 54. Together they 
would make a nice near pair.
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A Japanese horse chestnut (Castanopis cuspidata), burr walnut, ebonised 
wood, and hinoki wood (Japanese cypress) two-door portable cabinet with 
brass mounts for the Dutch market 
Japan, late 17th/early 18th century 

H.61 x W. 70 x D. 49 cm
 
Among the earliest recorded Japanese export cabinets of similar shape are 
Namban lacquer cabinets with multiple drawers. The very first cabinets, 
dating from 1580-1600, did not have a front but, following European/Iberian 
examples, soon (1590-1620) the cabinets were equipped with a fall front. The 
only early Namban cabinets with original side-opening doors are those with a 
single door, usually hinged on the dexter side.
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A wooden Japanese anti-Christian ‘Edict board’ or kosatsu 
Dated 1719, reading:
    NOTICE
The Christian religion has long been prohibited. If there is anybody suspected 
of being a Christian, report it and the following rewards will be given to the 
informant:
To the informant of Bateren (padre)  500 silver coins
To the informant of Iruman (foreign lesser clergy)  300 silver coins
To the informant of Converts   300 silver coins
To the informant of the same house and sect. 100 silver coins   
      1719
      The Commissionar (bugyö)



H. 40.5 x W. 99 cm
 
Practising Christianity was outlawed in Japan in the 1630s, and these edict 
boards were displayed all over Japan after that. They were still in use until 
1867, but due to centuries of rain and wind few of the early ones have 
survived.

Christianity first appeared in Japan with the arrival of the Portuguese in 
1543 and particularly with the arrival of the Jesuit missionary Franciscus 
Xaverius in 1549. The Jesuits focused their missionary efforts successfully 
at the higher strata of society, with Daimyo families such as the Satsuma 
clan in Kyushu joining the faith, partly to obtain imported goods (such as 
guns), the Portuguese were trading in. However, the Shogunate military 
rulers of Japan increasingly distrusted the Christian community and after the 
Shimabara rebellion of 1637-38 during which Christian peasants rebelled 
against the Shogunate, Shogun Iemitsu fully banned Christianity in Japan. 

The proclamation of 1639, fully outlawing the promulgation and adherence 
of the Christian religion, marked the beginning of a period of more than 
two centuries of anti-Christian persecution, as well as sakoku, the period of 
seclusion of Japan.

Signboards such as the present one were set up all over the country, 
encouraging people to report Christians to the authorities for various financial 
rewards. Being found out as a Christian involved death penalty, sometimes 
by crucifixion, and symbols and objects used for Christian worship were 
destroyed or desecrated. Nevertheless, after the Meiji restoration and the 
re-establishment of religious freedom after 1867, more than 30.000 ‘hidden 
Christians’ came out of hiding. For another ‘Edict Board’ relating to the 
prohibition of Christianity in Japan, dated 1685, see Uit Verre Streken, March 
2020, no. 49.
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A Japanese colour woodblock 
print, Yokohama-e, by 
Yokokawa Chyokoku 
Early Meiji period, circa 1870, 
published by Ryogoku Taihei 
Ban 

H. 32.2 x W. 23.4 cm
 
The Japanese text reads: “Dutch 
person carefully signing contract 
paper in merchant’s house at 
Yokohama.” The figures that 
are shown are to the right an, 
Oranda-Jin (Dutchman in Japan) 
and to the left a Doissuland-Jin 
(German in Japan).

steamship of the Japanese Navy, was to be presented to Japan. Johan Maurits 
kept a diary of his voyage, starting 25 March 1855 in London and ending 29 
February 1856 in Vienna. His diary, written in French, was only translated 
in Dutch, and published in 2011 (Annechien Bertheux, Jaarboek Kasteel 
Keukenhof, Dagboek van een reis naar Japan, 1855, pp. 11-95). It is a highly 
interesting account of the Count’s journey to Japan and the meetings with the 
Japanese officials in Nagasaki. The drawings and watercolours of Nagasaki, 
Deshima and surroundings by Johan Maurits were lithographed in large size 
and published as loose-leaves in a map between 1860 and 1866. Ten original 
watercolours are in the collection of the Maritime Museum Prins Hendrik, 
Rotterdam.

On 4 April 1855 Count van Lijnden, together with Karel Jan Gijsbert baron 
van Hardenbroek, orderly to the king, and captain lieutenant-colonel 
Gerhardus Fabius sailed for Batavia (Jakarta), with the King’s portrait, where 
they arrived 23 May. On 25 June they sailed on to Nagasaki on board the 
steam warship Gedeh, captained by Gerhardus Fabius, and accompanied by 
the steam-paddle-warship Soembing. A portrait painted in Hongkong by an 
unknown Chinese artist of the Gedeh was later presented by captain Fabius to 
baron van Hardenbroek (see: Uit Verre Streken, June 2019, no. 50).
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Johan Maurits Graaf van Lijnden (1807-1864)
VUE DE LA BAIJE DE NAGASAKI DEPUIS LA FACTORERIE (view from the 
island of Deshima towards the entrance of the bay of Nagasaki)

Titled and annotated Le Comte de Lijnden del., Lith. roy.le de C.W.Meiling
From a collection of loose-leaf chromolithographs titled: Souvenir du Japon, 
vues d’après nature avec texte par Comte de Lijnden, premier Aide-de-Champs 
de S.M. le Roi des Pays-Bas. La Haye, C.W. Meiling, 1860-1866.

Chromolithograph, H. 36 x W. 48 cm 

In 1855 Count van Lijnden, aide-de-champs to King William III and a good 
artist, was sent by the King to Japan to present the Shõgun of Japan with a life 
size portrait of the Dutch King, painted by N. Pieneman. At the same time the 
paddle-steamship Soembing (later renamed Kanko-Maru), becoming the first 



Netsuke depicting Dutchmen constitute a clearly recognizable group of 
netsuke; Dutchmen are long, goggle-eyed, with a large nose and bad teeth. 
They wear a wide brimmed hat with a feather or tassel, a long coat decorated 
with Chinese motives of dragons, clouds, or waves, over knickerbockers and 
long buttoned socks in low shoes. The portrayal of the Dutch by Japanese 
artists was popular from the late 18th, throughout the 19th, and into the 
20th century, and presents us with a fascinating insight into the Japanese 
perception of things foreign. In Kyushu, the southern island of Japan, old 
myths predicted the coming of foreigners by ship from unknown southern 
lands, bringing good fortune and wealth. Netsuke of Dutchmen, therefore, 
were not only depictions of exotic foreigners but probably had some 
talismanic functions as well, such as warding off evil and bringing wealth.

AUSPICIOUS DUTCHIES  
A collection of Japanese netsuke  
depicting Dutchmen, Kõmõ-jin
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A stag antler netsuke of a Dutchman holding 
a cockerel
Edo period, late 18th century
H. 9.8 cm

This tall Dutchman has the classical 
appearance of an 18th century Dutchman in 
the eyes of the Japanese: a curly wig, bulging 
eyes, teeth that leave something to be desired, 
a large, brimmed hat with a plume and a 
long coat and undercoat. He firmly holds his 
fighting cock under his arm. To kill time during 
the long waits between arrivals of Dutch 
ships, the Dutch at Deshima organized cock 
fights – a tradition taken from Indonesia – as 
entertainment and as a betting opportunity.
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‘The squat Dutchman’ by Michael Henry 
Birch (1926-2008)
Signed with initials, carved in 1996
H. 6.2 cm

The Dutchman carved in Lignum vitae 
is enveloped in a three-quarter length 
cloak with ruffed collar, the legs crossed 
one over the other. According to the 
artist’s widow, the idea for this netsuke 
was inspired by a visit to the National 
Gallery, London, where Birch admired 
the anamorphic skull in the foreground of 
Holbein’s painting ‘The Ambassadors’. It is 
the only anamorphic work Birch carved.

Provenance: Acquired directly from the artist’s 
wife 
Literature: The Art & Life of Michael Birch, Janet 
K.L. Birch, Arbon Lambert 2013, p.91
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‘The Goan Imposter’, netsuke of a 
Goanese trader by Michael Henry Birch 
(1926-2008) 
Signed with initials, carved in 1996
H. 6.5 cm

Carved in Roebuck antler, the hat in 
Molokai Taxis deer antler and the eyes in 
drawn crystal rod. Birch used this darker-
than-usual bony core of the antler coronet 
to denote the dark skin of a trader from 
Goa, posing as a Portuguese merchant.

Provenance: Acquired directly from the artist’s 
wife 
Literature: The Art & Life of Michael Birch, Janet 
K.L. Birch, Arbon Lambert 2013, p.79
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An ivory netsuke of a 
Dutchman
Japan, Edo period, 18th century
H. 7.5 cm

A very expressive netsuke of 
a Dutchman, standing on one 
foot, the other leg slightly raised 
as if jumping with joy for the 
nice catch of a young deer he 
carries over his shoulders, the 
poor animal’s tongue stretched 
out. The Dutchman’s face with 
an exuberant look, the mouth 
wide open revealing his tongue, 
the large bulging eyes inlaid 
with dark horn, as are his shirt’s 
buttons and the hat’s finial.
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‘A Dignified Old Dutchman’, 
netsuke of a Dutchman by Michael 
Henry Birch  
Signed with initials, carved in 1999
H. 8 cm

The cloak and body in Springbok 
horn, hat in Molokai Taxis deer 
antler, eyes double inlaid with 
drawn crystal rod.

Provenance: Acquired directly from the 
artist’s wife 
Literature: The Art & Life of Michael 
Birch, Janet K.L. Birch, Arbon Lambert 
2013, p.82
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A Japanese Arita porcelain armorial porcelain dish
Circa 1850, the reverse marked Zoshuntei Sampo Zu
Diam. 23 cm

The coat-of-arms in the centre belongs to Antoni Otto Herman baron Gansneb 
genaamd Tengnagel (Haarlem 1815 - The Hague 1878). Antoni in 1841 married 
Henriette Wilhelmina Catherina Baronesse Van Heekeren (Arnhem 1817-The Hague 
1890) and in 1842 their only daughter Maria Johanna Gansneb genaamd Tengnagel 
was born. Antoni was Major General and aide-de-camp to the Dutch King. The 
Gansneb family was an old Gelderland and Overijssel province aristocratic family.
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A unique Japanese Imari porcelain armorial dish with the coat-of-arms of the 
Danish Halling family 
Arita, late 18th century
Diam. 22.3 cm

Dish decorated in under glaze iron-red, pale blue, green, black, and gold, with in 
the well a coat-of-arms with a chevron with two walking lions (or dogs?) and three 
two-headed eagles. On top of the crest a lion rampant and under the shield a ribbon 
with the word ‘FORWARD’. This most likely is the coat-of-arms of the Danish Brigadér 
William Halling.
William Halling was born, 19 March 1744, as Vitus Halling in the rectory in Hårslev 
on Zealand, Denmark, the son of the local vicar Mogens Halling and his wife 
Elisabeth Marie née Olivarius. The family came from the Halling Valley in Akershus, 
Norway.
In 1759 William became an assistant in the Danish Asia Company (Asiatisk Kompagni) 
in Copenhagen, and in 1760 he travelled to the Danish-Indian colony Tranquebar 
and a few years later continued to the Malabar Coast. He was promoted to senior 
assistant (overassistent) but fell foul with opperhoved P. Scheel and in 1766 moved 
on to Bengal to enrol in the British Indian army. He served under Major-General 
Robert Clive and was promoted to captain (this experience might explain the words 
FORWARD below his coat-of-arms). Halling became a Danish nabob and achieved 
considerable wealth during his years in India. On his way back to Denmark, on board 
a ship to the Netherlands, he was captured by pirates and brought to Algiers, where 
he was sold as a slave. Finally in 1772 he was able to make it back Denmark. In 1773 
he purchased the Brigadér tittle for 1,000 Danish rigsdaler and since then was referred 
to as Brigadér Halling. He was also given the rank of Major-General and became 
member of the board of directors of the Danish Asia Company. He purchased a house 
in Lille, Strandstræde, and commissioned the architect Hans Næss to undertake a 
comprehensive refurbish-ment of the property, since then known as the Brigadér 
Halling House. He also acquired the Bryskesborg estate in Jutland, renaming it 
Qilliamsborg.
In January 1774, he married Christine Linde Hvas de Lindenpalm the only daughter of 
Jørgen Hvas de Lindenpalm. As part of the marriage agreement, he received the estate 
of Tirsbæk at the low price of 10,000 rigsdaler, as a dowry. In 1776 he ceded Tirsbæk 
to count Caspar von Moltke in exchange for Dronninglund Castle in Vendsyssel. He 
later constructed a large town mansion in Aalborg (now Hotel Phønic) and acquired 
Petersholm at Vejle, and Kærgård in the parish of Hunderup. In 1776 he became a 
White Knight at a cost of 10,000 rigsdaler and was ennobled by letter of patent in 
1783.
Halling had a reputation of being a brutal ruler of his estates and for leading a 
somewhat bizarre life-style. He had an Indian servant and had acquired an oriental 
taste for splendour during his years in India. His marriage was unhappy, and the 
couple lived apart at times. Halling constructed 21 residences for soldiers on the 
Dronninglund estate. He launched a programme which taught boys a craft and he 

hired a physician on the estate in 1790. In 1796, shortly before he died, he created a 
trust for residents of the Dronninglund estate. His widow sold Dronninglund in 1806 
and settled at Keldkær where she died, a very wealthy woman in 1817.
Whether this dish belonged to a larger service is not known, neither when it was 
ordered by William Halling. It is also possible that it was ordered by his oldest son 
Hans Hendrik von Halling first lieutenant, landowner of Ormstrup and Frisholt, major 
and rittmaster.
In 1804 and 1807 the Danish ship Maria Susanna under the Danish captain Gerrit 
Belmer, and the Dutch captain Ditmar Smit, sailed to Nagasaki chartered by the 
Dutch. Because between 1797 and 1815, while the Netherlands, first as ally of France 
and later occupied by France, was at war with England and all Dutch shipping was 
prevented by the British navy, the only way for the Dutch to continue trading with 
Japan was by chartering ships of neutral countries, such as Denmark or the United 
States of America. Possibly Hans Hendrik von Halling ordered the Danish captain 
Gerrit Belmer to purchase the plate for him.
Only one other similarly designed and painted Imari armorial dish, with the coat-of-
arms of the Dutch Snoek family, is known (David Howard & John Ayers, China for the 
West, volume two, Sotheby Parke Bennet, New York, 1978, ill. 394).
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A small Japanese Ko-imari VOC dish 
Arita, Edo period, early 19th century

Diam. 21.2 cm

At the reverse with imitation Chinese Ming Dynasty Chenghua marks, 
‘Great Ming Chenghua period mark’.
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A large Japanese Imari porcelain dish
Arita, late 19th/early 20th century.

Diam. 43 x H. 7.4 cm

This porcelain dish with under glaze blue and overglaze decoration in red, green, 
yellow, black, aubergine enamels and gold, is depicting in the rim two groups of 
Dutchmen, -women and children, two groups of Portuguese, twice the crowned 
coat-of-arms of the city of Groningen over a ribbon inscribed ‘Groeningen’, and twice 
the coat-of-arms of Jan Albert Sichterman (the Sichterman squirl looking more like a 

kangaroo). In the well the initials VOC (Vereenigde Oostindische Compagnie) under 
a crown and surrounded by twigs with leaves and peaches. The reverse decorated 
with three views of town houses and a church tower with a cross, supposedly the 
‘Martini toren’ of Groningen, and three times the VOC monogram on a red and green 
background.
These kinds of plates catered to the need for exotic imagery amongst the Japanese 
tourists visiting the port cities to see the newly arrived Europeans and Americans.
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A large Japanese Arita blue-and-white porcelain VOC dish 
Edo period, late 17th century
 
Diam. 32 cm

These Japanese dishes in the Chinese Wanli-style with the 
VOC monogram of the Dutch East India Company in the 
centre, were made between c. 1658 and 1685 primarily for 
use by VOC officials in the many different trade posts of 
the Company in Asia and on the Cape of Good Hope, and 
probably also for use as diplomatic gifts.



THE UNITED STATES OF 
AMERICA AND JAPAN 
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A rare and fine Japanese six-fold gold-leaf screen with depiction of Commodore 
Matthew Perry’s flag ship the USS Mississippi
Early Bakumatsu period (1853-1867)

H. 61 x W. 183 cm

On 8 July 1853 Commodore Matthew Perry with his paddle-wheel warships USS 
Mississippi and Susquehanna, and two sloops, with a total of 65 guns and little less 
than 1000 man, for the first time arrived in the harbour of Shimoda, in the bay of Edo, 
in his own words, “to open doors of commerce, and spread civilization to a backward 
people, and also to spread the Gospel of God to the heathen.” In Japanese parlance 
the American ships quickly became known as “black ships,” depicted as demonic 

monsters. For the Japanese these huge coal-burning ships with black hulls and 
belching black smoke out of their funnels, probably were Darkness Incarnate. In the 
present Japanese depiction of Perry’s ship not only the hull and the smoke are pitch 
black, but also the figurehead on the bow is a leering monster, the portholes high in 
the stern glow like eyes of an apparition, the ship’s sides bristle with rows of cannon, 
and gunfire streaks like searchlight from guns at both sides of the ship.

Perry remained in the Edo Bay until the Japanese accepted an official letter by 
President Millard Fillmore. In 1854 Perry returned with a fleet of nine ships on his 
flagship Mississippi and remained in Edo Bay as part of his show of force until the 
signing of the Convention of Kanagawa on 31 March 1854.

In 1841 the USS Mississippi, built under personal supervision of Perry, was launched, 
and became Perry’s first steam-driven frigate and flagship. She was involved in many 
US Navy operations until she ran aground and was destroyed in 1863 during an attack 
against Port Hudson, Louisiana, during the American Civil War.
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An anonymous Japanese, Kawaraban, illustration of a Dutch ship, Ransen no zu
Circa 1854
The text upper right indicates distances from Nagasaki to such places as Nanjing, 
Korea, Holland, Java, New Holland (Australia), England and North America. The text 
upper left reads: “Capacity of loading 30500 kin (18.3 mt); forty-five ken in L. (81 m); 
twelve ken in W. (22 m); four masts; nine sails; two breech-loading guns, sekkaya; 
thirty-six large guns.”

H. 30.5 x W. 41.5 cm

At the beginning of the 17th century Japanese newspapers, known as yomiuri (literally 
“to read and sell”) or kawaraban (literally “tile-block printing” referring to the use of 
clay printing blocks), were printed handbills sold in major cities to commemorate 
major social gatherings or events such as natural disasters, religious happenings, 
murders, and less commonly, political satire. Throughout the Edo period the 
Shogunate repeatedly restricted printing for mass audiences, particularly seeking to 
avoid political commentary. Therefore, these sheets were often printed anonymously. 
By the time the ‘Black Ships’ (i.e., Perry’s fleet) arrived, at the end of the Edo period, 
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A cabinet card portrait of Commodore Matthew Calbraith Perry, United States 
Navy, c.1854-58
An album print by Mathew Brady, National Portrait Galleries, Rembrandt Photograph, 
No. 785 Broadway, New York; 627 Pennsylvania Avenue, Washington, D.C.

H. 14.9 x W. 10.2 cm (image)
H. 16.6 x W. 10.8 cm (card)

the system of censorship could no longer keep up with the large number of prints in 
circulation. The kawaraban publishers served as a crucial vector for the transmission 
of information about Commodore Mathew Perry’s opening of Japan. That time was 
characterized by great social upheaval, and intense public interest in the agents of the 
outside world arriving in Japan. Depictions of Perry’s Black Ship, as on the folding-
screen, are based on kawaraban prints like the present one. The present kawaraban 
print is a very early one. It is still titled Ransen no zu (Dutch ship), although it rather 
depicts a Ikokusen no zu (foreign ship) but does not yet show a coal-burning paddle-
wheel ship with which Commodore Perry arrived in Japan, as depicted in many 
slightly later kawaraban prints.



66
A painting depicting the Star and Stripes flying over the American Consulate in 
Nagasaki
signed with monogram and dated: Apr. 1891, SPL(?).
Oil on canvas, 29 x 39.5 cm

In July 1859, coerced by Commodore Perry and his paddle-wheel warship diplomacy, 
Japan was forced to end its policy of national seclusion, sakudo, and to accept 
a ‘Treaty of Amity and Commerce.’ The country had to open five Treaty Ports, 

Nagasaki, Kanagawa, Hakodate, Niigate and Yokohama to 
five Western powers, the United States, Great Britain, France, 
Russia and the Netherlands. The first foreign Consulates were 
established in Nagasaki where the Dutch already for over 
two hundred years had their quarters on Deshima. Finding 
accommodation was the first problem the other Treaty Nations 
had to solve. The first British Consulate in Nagasaki in 1860, 
was located in a Japanese temple. The locations of the English, 
French and Russian Consulates in 1860 can be seen in a 
large panoramic painting of the harbour of Nagasaki in Uit 
Verre Streken, March 2020, nr. 66. The Americans apparently 
arrived later in Nagasaki and bought the old British consulate. 
In 1890 William H. Abercombie was appointed American 
consulate in Nagasaki, succeeding John M. Birch. Abercombie 
arrived in Nagasaki in August 1890. However, he could not 
open his office until November 1890, after the town was 
declared free of cholera (over 2500 mostly Japanese died of 
the epidemic). Whether the cholera epidemic had any effect 
on his health is difficult to say, but he did complain about his 
health. Maybe because of his health problems Abercombie 
did little to distinguish himself as consul to Nagasaki. 
Abercombie had been a medical doctor in Jersey before, and 
his sole qualification for the consul office apparently was that 
he was the nephew of Admiral Robert Shufelt, who had strong 
connections with the Republican administration. In 1898 
Abercombie, succeeded by Charles B. Harris, returned to the 
United States, settled in Yonkers, New York and never took on 
another diplomatic position.

Nagasaki was to become the most important Japanese marine 
base, but Yokohama, being closer to the capital Edo, Tokyo, 
took over as the more important trade port. The work for the 
American Consul in Nagasaki consisted mainly of rescuing 
his nationals from the clutches of the Japanese police. In the 
winter months the harbour of Nagasaki was crowded with 
up to fifteen or more whalers under American flag at one 
time, that came to refit. Tea houses and saloons were busy 
with drink-and-women-crazed seamen and the American 
Consul was an harassed man trying at the same time to 

rescue his countrymen from the police and the Japanese public from the drunken 
sailors. The Bishop of Hong Kong in 1860 wrote that the foreign community in 
Nagasaki comprised of the disorderly elements of California adventurers, Portuguese 
desperadoes, runaway sailors, piratical outlaws, and the moral refuse of European 
nations. No wonder the Consul was an harassed man.

Nowadays the American Consulate in Nagasaki is called “the Grover House,” on 
Consulate Hill.
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The engraved portrait of the first Japanese Ambassador to the United States of 
America, Tomomi Iwakura (1825-1885)
Japan, circa 1872
With handwritten note stating: ‘Portrait of His Imperial Majesty’s Vice Prime Minister, 
Prince Tomomi Iwakura, first Japanese Ambassador to the United States, 1872, made 
at the bureau of Engravings + Printing, Tokyo, Japan, presented to John Adams Lowell 
(of) Boston, by his son, likewise called Prince Tomomi Iwakura, Privy Councillor 
Imperial Household, January 1st, 1906.’

H. 73 x W. 55 cm

Tomomi Iwakura was of high nobility attached to the Imperial Court during the Edo 
and Meiji era. After the Meiji restoration, he became a very influential politician in the 
emperor’s government. John Adams Lowell (1837-1915), son of an engraver, and an 
engraver himself, lived and worked in Boston.



A boxwood Saishiki netsuke of 
a Dutchman

Japan, Edo period, late 18th/
early 19th century

H. 9.4 cm

Highly unusually this netsuke 
was painted, traces of which 
remain. It shows a bearded 
Dutchman wearing the 
characteristic hat, long coat, 
standing on one leg the other 
leg raised with the knee bent, 
and holding a jar in both 
hands.
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