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1595-1661 

P I E T E R M O L I J N , born in London of Flemish par­
ents, was baptized on 6 April 1595. He became a 
master of the Haarlem guild of painters in 1616. It is 
not known when he left England or where and with 
whom he studied painting. There is no evidence to 
support the tradition that he was a pupil of Frans 
Hals (q.v.), although it is quite likely that he received 
his instruction in Haarlem. 

In 1624 Molijn joined a Haarlem civic guard com­
pany, and from 1630 to 1649 he was also a prominent 
figure in the administration of the guild. He held 
office as either hoofdman or deken in 1630, 1633, 1637, 
1638, 1645, and 1649. Little else is known of his 
professional career, except that he seems to have 
remained in Haarlem until his death in 1661. His 
pupils included the genre painter Gerard ter Borch 
(q.v.) and probably also the landscapist Allart van 
Everdingen (1621 -1675). 

During the course of Molijn's long career, Dutch 
landscape painting underwent rapid and dramatic 
changes. Until 1625 his work was inspired by the 
mannerist, Flemish tradition of landscape painting 
practiced in the Netherlands by artists such as 
Roelandt Savery (q.v.). Perhaps through the inspira­
tion of his fellow Haarlem painter Esaias van de 
Velde (1587-1630), however, Molijn helped forge 
the way for a new mode of landscape during the 
latter half of the 1620s with compositions unified by 
a sweeping diagonal. These small landscape views, 
executed with a limited palette, anticipate the tonal 
style that Jan van Goyen (q.v.) and Salomon van 
Ruysdael (1600/1603-1670) refined during the late 
1630s and 1640s. Molijn was also a talented 
draftsman and graphic artist. 
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Landscape with Open Gate 

c. 1630 
O i l o n oak, 33.6 x 47.9 ( 1 3 V 4 x i87/s) 

A i l s a M e l l o n B r u c e F u n d and G i f t o f A r t h u r K . and Susan 
H . W h e e l o c k 

Technical Notes: T h e support , a single, hor izonta l ly 
grained oak board , has several m i n o r cracks parallel to the 
gra in . Dendrochrono logy has determined a fe l l ing date be­
tween 1628 and 1634, w i t n t n e most plausible date be ing 
1630.1 T h e back is wax-coated and the edges beveled. T h e 
double g round consists o f a lower whi t e layer and an upper 
l ight b r o w n layer. T h e smooth , t h i n g round masks the w o o d 
gra in and is extensively incorporated into the design. T h e 
fluid, brush-appl ied strokes o f the extensive unde rd rawing , 
w h i c h is more agitated and ob l ique than the final compos i ­
t ion , are readi ly v is ib le to the naked eye as w e l l as w i t h 
infrared reflectography. T h e t w o small foreground figures, 
w h i c h do not appear i n the underd rawing , seem to be later 
addit ions. 

T rans lucen t paint is appl ied t h i n l y and rap id ly , w i t h 

s l ight ly impasted highl ights and st iff b rushwork i n the sky . 

Frequent ly the g round is merely glazed over l igh t ly or h igh ­

lights appl ied to exposed underd rawing l ines, as i n a q u i c k l y 

executed sketch. D i sco lo red re touching covers scattered 

small losses and reinforces lines i n the gate and the figures to 

its r ight . Remnants o f aged varnishes indicate past selective 

cleaning. 

Provenance: Private col lec t ion , France; A r t h u r K . and 
Susan H . Whee lock , Washington , i n 1980. 

Exhibited: Haarlem: The Seventeenth Century, Jane Voorhees 
Z i m m e r l i A r t M u s e u m , Rutgers Univers i ty , N e w 
B r u n s w i c k , N e w Jersey, 1983, no. 85 (as "At t r ibu ted to"). 

T H I S S M A L L W O R K , so evocative of the windswept 
terrain near the dunes along the Dutch coast, cap­
tures the essence of early seventeenth-century land­
scape painting. With free and fluid strokes, Molijn 
has created a vigorous and animated scene, where 
sea breezes, which have so molded the craggy form 
of the dead, vine-covered oak and the wood slats of 
the gate and fence, rustle the leaves of trees sur­
rounding the farm. The painting does not have a 
composed feeling, but appears as though it were a 
view suddenly happened upon along a sandy road. 
From the low vantage point, nature rather than man 
takes precedence. The road, gate, and craggy tree 
are boldly depicted, while the only figures Molijn 
included, a shepherd returning with his sheep just 
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