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Nico Jungmann often worked in the Dutch town of Volendam, about twenty kilometres northeast of
Amsterdam, and became particularly associated with paintings and drawings of Volendam and its
inhabitants in their traditional costumes. Volendam was originally the harbour of the nearby town of

Edam, at the mouth of the Ij bay. However, in the 14th century a shorter route from Edam to the
Zuiderzee was dug as a canal, and the village was no longer used as a port. The harbour was filled with
earth (the name Volendam translates as something akin to ‘filled dam’) and the village was settled by
fishermen and farmers, but for the most part remained resolutely untouched by modern life. Volendam

attracted numerous artists, and such foreign painters as George Clausen, Walter Langley, Pablo
Picasso, Auguste Renoir, Frits Thaulow and Théo van Rysselberghe are known to have spent time

there, usually staying at the Hotel Spaander, which was the centre of artistic life in the town. Volendam
remains a popular tourist destination today, known for its old houses, quaint fishing boats, and the

distinctive costumes still worn by many of the Volendammers.

In one of the earliest accounts of the artist’s work in English, published in The Studio in 1898, it was
stated that ‘Mr. Jungmann is an artist with a strong individuality that has so far found its fullest
expression in studies of figures rather than in pictures, or even in designs, as the terms are

conventionally understood. In 1896 he returned to Holland, and did much work at Vollendam, one of its
most picturesque sketching-grounds. In the water-colours and pencil drawings he made there his aim

has been (to quote his own words) “to make studies per se, and make them express their own
character.” Later on he hopes to proceed to finished paintings; but for a while he is satisfied to

complete isolated decorative drawings…The actual drawings are made with a sort of crayon of his own
preparation, and to an outsider the results appear to be just elaborate pencil studies. But the curious

power and realism of his completed sketches are accompanied by so much remarkable subtlety in the
use of line, that face to face with the actual work one cannot help feeling inclined, under the influence of

a first impression, to forbear from any further and lengthier analysis, and to rest content with
the ensemble. After the drawing has been advanced to this stage, Mr. Jungmann adds the necessary

colour, and the work is complete…Mr. Jungmann has developed a highly personal manner of
expression. Selecting subjects from his native country, he has recorded them in a way that is at once
singularly like the effect of a good Japanese colour-print…Mr. Jungmann, whether consciously or the

reverse, has in these studies of Dutch peasants approached the effect of a first-rate Japanese colour-
print…They are not pictures in the popular sense, for their incident is simple, they owe nothing to

anecdote and little to sentiment; but as decoration of the best sort a single one would add distinction to
any room. Like the matchless drawings by Holbein now at Windsor Castle, and the masterpieces of
Japan, they are self-contained works of art…The frank delight they arouse is not of a sort that might
attract the average picture lover, but to those who can appreciate virtuosity without affectation – a

transcript of life, idealised by its maker to be a work of art, and in no way “prettified” in the process –
they are memorable…Mr. Jungmann has found a field of his own, and the soil under his cultivation has

already yielded a promising crop. He dreams of greater things, and will do them.’  

Writing the following year, the art critic P. G. Konody similarly found praise for ‘Nico Jungman, whose
delightful Volendam genre-pictures have just recently scored an enormous and well-deserved success

at a Bond Street exhibition; in his work the quaint costume appears to be the main purpose of the
picture; everything else is mere after-thought. His technique is exquisite, his drawing admirable, his

colour very decorative; his pictures will always please and even delight…’

The present sheet is a relatively early work by Jungmann, executed in 1889, a few years before he
settled in London. The dress of the women of Volendam, characterized by a high, pointed bonnet, is
among the most distinctive and recognizable of traditional Dutch costumes. Prominent in this work,
beneath the name of the town, are the coat of arms of Volendam, depicting a horse stepping on a

flounder, while at the upper right are the arms of the Kingdom of the Netherlands.
 



Artist description:Apprenticed to a decorative church painter in Amsterdam at the age of twelve, Nicolaas (‘Nico’)
Wilhelm Jungmann was trained as a muralist and gained admittance to the Rijksakademie four years

later. In 1893 he earned a scholarship from the Dutch artist’s society Arti et Amicitiae to travel to
London, where he settled and became naturalised as a British citizen. Active as a landscape and figure

painter, as well as a decorator and book illustrator, Jungmann (whose surname was often spelled
Jungman in England) travelled throughout Holland, Belgium, France and Italy. In March 1899 an
exhibition of fifty of his works at the Dowdeswell Gallery in London firmly established the artist’s

reputation in England. As one review of the exhibition, which was entitled Picturesque Holland, noted,
‘The collection of drawings and frescoes by M. NICO JUNGMANN recently shown at the Dowdeswell
Gallery has a curious interest, as demonstrating technical ingenuity of a pleasantly unusual kind. The

artist sees things with a strongly developed preference for certain aspects, and paints them according
to the rules of a decorative convention of his own creating. The results are occasionally surprising, but
never incapable and never commonplace; so that the show, despite its dominating mannerism, was

welcome as being agreeably unlike anything that had been seen before. It was a new sensation, and a
sound one; therefore it was a success.’ Two further exhibitions, each likewise entitled Picturesque

Holland, were held at the same London gallery in 1900 and 1901.

Jungmann made his debut at the Royal Academy in 1897 and continued to show there until 1923, while
also sending his works to the Grosvenor Gallery and the Royal Society of British Artists, and to

exhibitions in Brussels, Paris and Munich. A painter of genre scenes, townscapes, peasant portraits
and still life subjects, Jungmann also illustrated topographical guides to Holland, Norway and Normandy,

published in 1904 and 1905. In 1916, during when the First World War, Jungmann was returning from
Holland to Britain when he was arrested by the Germans and, as a British subject, interned at the

Ruhleben civilian prison camp, not far from Berlin. (A number of works painted during this period are
today in the collection of the Imperial War Museum in London.) In his later years he painted Alpine
subjects, and also developed a reputation as a fine restorer of Old Master paintings. At the artist’s

death in 1935, the politician and patron of the arts Lord Lee of Fareham noted in an obituary that ‘The
world of art is distinctly poorer by the death of Nico Jungman, whose talents, while not so widely known
as they deserved, were, in certain directions, of an exceptionally high order and of real service to his

generation. As a painter of modern pictures he was perhaps not in the first rank, but his work was
always scholarly and distinguished by masterly drawing and a fine sense of atmosphere.’


