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While the gentleman here has not been identified, much can be deduced about him and the portrait
itself by taking a closer look.

The miniature can be attributed to the seventeenth-century Dutch School on the basis of the sitter’s
appearance, the medium used, and the artist’'s handling of colour and rendering of the face. While the
general components of the gentleman’s costume appear Dutch in character, it must be noted that
England had adopted many Dutch fashions at the time, including lace collars and ruffs, and “Van Dyke”
style facial hair. Therefore, costume alone does not denote Dutch workmanship. The materials used to
execute the portrait do however suggest Dutch origins, as oil on metal was decidedly more commonin
this region than watercolour on vellum, the preferred medium of the English. The palette is relatively
neutral compared to the bright jewel tones used by English contemporaries like Peter Oliver (1584-
1647), in line with Dutch tendencies. The depth of the portrait, both physical and psychological, also fits
with Dutch practice. While English artists at this time typically used a flat light to portray subjects in
almost an iconic manner, the Dutch modelled the face more three-dimensionally, highlighting features
that might have been smoothed out or excluded by the English. For example, the shadows around this
gentleman’s eyes, nose, and mouth, as well as the colour in his cheeks bring the sitter to life instead of
creating a static symbol beyond our reach. The artist’'s dynamic rendering of the sitter grants the viewer
emotional access that is forgone in more stylised English portraits.



Our gentleman wears a lovelock over his left shoulder, signifying romantic devotion to a lover,
presumably his wife.[1] This French hairstyle was popular from 1590 until about 1650, but it was
primarily fashionable in England, France, and Germany. Lovelocks are rare in portraits of Dutchmen
from this period,[2] perhaps due to the polarising discourse surrounding them, both in Holland and
England,[3] and it is possible that the sitter in this portrait was an Englishman, painted by a visiting
Dutch artist. Some of the derision they provoked came from the inherent clashing of the perceived
excess and vanity of this hairstyle with the Calvinist morality that gripped seventeenth century Holland.
This resulted in some scathing satirical critiques of lovelocks and other supposedly ‘Indecent’ or
‘Offensive’ hairstyles including the sixty-three page English essay The unlovelinesse of LovelLockes by
William Prynne from 1628 and the 1635 Dutch essay Encomium Callvitii; Lof der Kaalkoppen (“Praise
of Baldness” or “Praise of the Baldheads” in Latin and Dutch respectively) by Elias Herckmans.[4]

While virtually absent from full-scale Dutch portraiture, perhaps lovelocks found a place in portrait
miniatures due to their intimate sentiments.[5] Miniatures were frequently personal gifts intended for
loved ones, as a way to keep friends, family, and, very often, spouses close to the wearer. Therefore,
the inclusion of a lovelock in this portrait points to the sitter's dedication to his wife, perhaps the
recipient of this portrait. Moreover, bold fashion statements are not excluded from portrait miniatures the
way they are from full-scale portraiture. Fleeting trends and more daring choices in costume are often
immortalised in miniature when they fail to survive elsewhere. The lovelock here may very well be an
example of this.

Like the lovelock, the ruff found both acceptance and resistance in Holland and abroad.[6] In response
to criticism of the presumed self-obsession associated with the tedious preparation of a tall, starched
ruff, lower-maintenance varieties emerged in Holland, including the falling ruff seen here. This type of ruff
came into fashion around 1615 and remained until 1640.[7] As well demonstrating more of an
adherence to moralist values, their rise to popularity represented a cultural rebellion against the Spanish
influence in Dutch costume, rejecting the starched, stiff ruffs that were favoured in Spain.[8] It also
happens to suit the sitter's chosen hairstyle, allowing the lovelock to drape down his left shoulder without
any interference.

The panelled doublet worn by the sitter is not of the usual pattern worn at this time. More common are
doublets with vertical slashes revealing a different coloured, or maybe patterned, shirt underneath. This
does not appear to be the case in the current miniature, as the blue panels maintain a uniform width
while slashes would taper more towards the ends. While not as common as slashed doublets, these
kinds of garments were still popular, with a comparable example found in a 1623 portrait where a
gentleman is seen sporting a shirt with embroidered panels (photographic record in Heinz Archive).
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