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It is as the great Rembrandt expert that Abraham Bredius is known. And justifiably so.
He rediscovered a large number of paintings by Rembrandt, bought around five from
his own pocket for the Mauritshuis museum and also compiled a catalogue of the artist’s
oeuvre. He estimated that Rembrandt must have painted over 600 paintings. Currently,
the total is thought to be slightly more than 300, yet most of these were already attributed
by Bredius. He was a Rembrandt enthusiast, but also a Steen enthusiast, about whom he
wrote: ‘No one is as diverse as Jan Steen.’
Bredius had one small painting by Rembrandt (Head of Christ) in his own collection
at his home at Prinsegracht 6 and no less than five – he thought six – by Jan Steen. Steen
produced a far larger oeuvre than Rembrandt, of which the quality was also less consistent; it is hardly surprising that Bredius did not attempt to compile an exhaustive catalogue of Steen’s work. Instead, in 1927, he published a singularly luxurious and expensive
edition of ‘one hundred photogravure plates of his finest works’.
It is now almost twenty years since Amsterdam’s Rijksmuseum hosted an exhibition
of Jan Steen: Painter and Storyteller: a splendid survey of the diversity which Bredius had
so admired. Mauritshuis, which possesses surely the finest selection of Jan Steen’s work,
presented a smaller exhibition in 2011 entitled Leven in de Brouwerij (English title: Spice
of Life) featuring a fine and appropriately lively overview of Jan Steen’s work.
This exhibition at Museum Bredius attempts to convey the quality, diversity and omnipresence of Abraham Bredius as art historian and connoisseur through a selection of works
by Jan Steen, one of his two favourite painters. Bredius saw everything, was everywhere
and was always ready to give an opinion based on what he had seen before elsewhere, and
on what he had read and found in archives and old catalogues. Not least, he also relied on
his expertise as a connoisseur, a kind of educated intuition. Almost everything shown at
the exhibition was also seen by Bredius, discussed by him, owned by him or bought with
his assistance. Sometimes he made mistakes in ways that seem incredible now, yet more
often than not he saw through the layers of dirt and discoloured varnish and recognised
a painting’s true quality. When Bredius saw these paintings they were not the bright and
beautiful works we see today. Thanks to a gift from a private collector, this exhibition also
features a major addition to the collection of Jan Steen works. In fact Bredius had seen the
Wrath of Ahasuerus while in the possession of a previous owner.
Museum Bredius’s board is especially grateful to the private and museum lenders who
have made works available for this exhibition which was organised with utmost expedition under the inspiring direction of John Hoogsteder. We are indebted to Guido Jansen,
who also edited the catalogue for the Rijksmuseum’s Jan Steen exhibition in 1996, for
agreeing to provide texts for our catalogue. Considerable additional research was required
to throw more light on Abraham Bredius’s connection with the works of Jan Steen.
For this, the Bredius Archive at the unsurpassed rkd, the Netherlands Institute for Art
History, proved invaluable.
Abraham Bredius was director of Mauritshuis from 1889 to 1909. At his death in 1946,
he left the museum no less than five works by Rembrandt, including Saul and David,
and three works by Jan Steen. According to the conditions of his will drawn up in 1944,
we can only show these works in his own Museum Bredius as reproductions. Those who
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want to see the real thing will have to cross to the other side of Hofvijver. Which is once
again possible, since Museum Bredius’s Jan Steen exhibition coincides with the opening
of the new, expanded Mauritshuis. This present exhibition is a tribute to the man who
played such a decisive role in both our institutions and is a festive toast in the finest Jan
Steen tradition to the reopening of Mauritshuis.

Interior Museum Bredius
The Hague.

The House Lange Vijverberg 14

Kees C.J. Stal
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Museum Bredius was originally housed in the former residence of its founder, Dr
Abraham Bredius, a seventeenth-century patrician house on Prinsegracht 6, The
Hague. The house in which the collection now appears, dates from the mid-eighteenth century. From their façades it is evident that its construction was closely tied
to that of the two neighbouring buildings to the east, numbers 15 and 16. In fact the
history of the site goes even further back. Shortly after the counts of Holland established their court in The Hague, Vijverberg and Voorhout became prime locations
for senior courtiers to build their residences. That is the origin of the distinguished
character of these lanes.
In the fifteenth century, the houses that then occupied the site of today’s numbers
14, 15 and 16, were owned by Jan van der Capelle, a canon attached to the court
chapel whose name may have derived from his function. A century later, we find
a councillor of the court of Holland, Leonard Casembroot, as the owner-occupier.
Willem de Soete van Laecke, whose family lived in a house on the site of today’s
number 14 between 1622 and 1646, was also a leading figure, descended from a noble family from the Southern Netherlands. As lieutenant admiral of Zeeland (16011627), he played a role in the naval war against Spain. It was a controversial role: critics complained that his errors caused too many problems for himself and for others.
In fact he was more successful subduing the Barbary pirates who were causing havoc
in the Mediterranean during the Twelve Year Truce.

The House Lange Vijverberg 14.

Court of Friesland
Frisian stadholder Willem Frederik van Nassau established a magnificent court here
in 1652. It was symptomatic of the prestige that The Hague exuded for this provincial functionary as the seat of the States General. Willem Frederik had just married
a daughter of stadholder Frederik Hendrik with much pomp and ceremony. The
public celebrations had lasted six days. Yet while Willem Frederik may have had
ambitions for a princely career after his father-in-law, the Frisian branch of the house
of Nassau was to play no role in The Hague. In 1651, the patricians of Holland had
succeeded in sidelining the house of Orange, wary of the apparent monarchist ambitions of the stadholders. In was not until 1702, when Willem Frederik’s grandson
succeeded to the title of prince of Orange following the death of stadholder-king
Willem III, that the Frisian branch returned to centre stage. Because of the aversion of the patricians for the office of stadholder, it was not until 1747 that Willem
Frederik’s great-grandson Willem Karel Hendrik Friso succeeded as Willem IV to
the stadholdership of Holland and the other provinces.
For generations, The Hague remained relatively unimportant for the Frisian
stadholders. While they maintained a splendid court with halls and chambers on
Lange Vijverberg, they seldom used it. An inventory drawn up in 1711, testifies to
its rundown condition: old carpets in the stadholder’s wardrobe, cracked mirrors in
the antechamber and the front room, old and worn furnishings in Princess Mary’s
room, worn wallpaper in the aristocratic dining room. When the stadholdership
of Holland finally passed to the Frisian branch, there was little point retaining this
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dilapidated court on Lange Vijverberg. In April 1755, the whole complex was sold at
auction. It was acquired by the wealthy Manuel Lopes Suasso, whose father was the
financier who lent stadholder Willem III two million guilders to fund his invasion
of England.
New Building
The large old palace was no longer suitable as a residence or indeed for any other
purpose. Lopes Suasso had it demolished and built three new, symmetrical houses, the buildings that still stand today. Commenting in 1936, art historian M.D.
Ozinga concluded from their style that the architect was Pieter de Swart. He had
worked for the stadholder, and had also designed the city’s theatre – Koninklijke
Schouwburg – and the former palace on Lange Voorhout. The distinguished, decorative Louis XV style that marks his work, is evident in slightly subdued form in
the design of the three houses on Lange Vijverberg.
Demolition and construction took several years to complete. A year into the
project, Lopes Suasso applied for permission to adjust the sewage pipes. Then in
June 1757, the first house was sold, number 16. It took another two years for the
other two houses to sell. The first owner-occupier of the house at number 14 was
the treasurer of Delfland, Gerrit Pieter Hoofd.
A succession of owner-occupiers followed, all drawn from the aristocracy and
patrician class. In 1780, the house came into the possession of Anna Catharina
Elisabeth Baronesse du Tour, wife of Anne Willem Carel Baron van Nagell,
burgomaster of Zutphen until 1795. Later, he would follow Gijsbert Karel van
Hogendorp as minister of foreign affairs. Anna Catharina Elisabeth’s grandmother
had lived in the adjacent number 15 since 1757, and her family would reside there
until well into the nineteenth century. She herself moved out of The Hague after
1795: in 1806, she sold her house at number 14.
In 1822, the house became the property of Jacob Baron Fagel, descendant of an
old patrician family and an ardent supporter of the Orange party. He had been
forced to resign his post as ambassador to Denmark after the Batavian Revolution
of 1795. He maintained close contact with the fugitive stadholder. It was Fagel
who sailed to England in 1813, to appeal to the prince of Orange to ascend the
Dutch throne. For his efforts, Willem I would later raise him to the peerage and
appoint him to the council of state.
Twentieth century
The Fagel family held on to the house until 1912, although they had no longer
lived there since the 1890s. Indeed, in 1900 it became home to Artz art gallery.
This firm had been founded by Helene Artz-Schemel, widow of David Adolphe
Constant Artz (1837-1890), a Hague artist known chiefly for his paintings of the
nearby fishing villages. When she died in a calamitous shipwreck in 1907, her son
Anthony Theodoor Alex continued the business. In 1912, he bought the premises
from the Fagel family, although the art gallery did not last long after that. In 1914,
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Artz and his family moved to London. Various owners occupied the house after
that, including J.H. van Laer, a lawyer, before it finally came into the possession
of art historian and collector Frits Lugt.
Like Dr A. Bredius, Lugt broke new ground with his research into documentary sources. He had shown an aptitude for art history since an early age: at ten
years old he had set up his own Museum Lugtius, ‘open when the director is at
home’, in other words, when he was not at school. Lugt served his apprenticeship on the staff of Frederik Muller’s auction house. Later, he published standard
works such as Répertoire des Catalogues de Vente, in which he surveyed 60,000
auction catalogues. The Netherlands Institute for Art History (Rijksbureau voor
Kunsthistorische Documentatie) received a collection of 22,000 auction catalogues from him, and 130,000 photos. Lugt was a prominent collector of drawings and prints, which he kept at his home on Lange Vijverberg. To preserve
his collections, he established Fondation Custodia, to which ownership of the
house passed in 1949. Lugt, who had also lived in Paris since 1931, helped found
Institut Néerlandais, where his collections would henceforth be housed. In 1955,
the foundation sold the premises along with the adjacent number 15 – which Lugt
had also owned – to the city of The Hague. The municipality was looking for a
better location for Museum Bredius. Yet the proposed move met with considerable resistance, and for the meantime the museum remained at its original home
on Prinsegracht. The house at Lange Vijverberg 14 was assigned to a collection of
historical costumes which had been awaiting a more suitable setting in the attic of
the same Museum Bredius. That collection was based on an accumulation which
the city had acquired in 1951 from actor Cruys Voorbergh. The Costume Museum
(Nederlands Kostuummuseum) expanded in subsequent years, absorbing the adjacent number 15 in 1975. When Museum Bredius moved into number 14, the
original intention was revived: to provide a respectable home for the Bredius collection at a historical location in the city centre.
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Biography of Abraham Bredius (1855-1946)

Portrait of Abraham Bredius
Johannes Antonius van Welie
(Druten 1866 - 1956 The Hague)
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Abraham Bredius was born in Amsterdam on 18 April 1855, the only child of
Hendrika Hillegonda Brink (1814-1865) and Johannes Jacobus Bredius (18081894), from a wealthy family of gunpowder manufacturers. Although his father
wanted him to follow into the family business, Abraham felt more attracted to
music. In 1878, when it became apparent that a career as concert pianist was not
a realistic option, his father allowed him to travel to Italy as a consolation. There
his interest in the visual arts developed into a passion that would last a lifetime.
Henceforth, Bredius would dedicate his efforts to the study of seventeenthcentury Dutch painting, one of the first in Holland to do so. Soon his articles
on subjects such as painters, museums and exhibitions were appearing in Dutch
and foreign periodicals. He spent years in an intense study of historical sources,
often wrapped in his fur coat, defying the rheumatic and uncomfortable conditions of archives. He combined rigorous research into original documents with
analysis of style and laid the groundwork for the study of major and minor
masters of the seventeenth century. Bredius published most of his accounts of
his archive findings in a magazine called Oud Holland. In the years 1915-1922,
he published a seven-volume Künstler-Inventare, opening up a treasure store of
archive material. The oeuvre catalogues of his two favourite painters, Jan Steen
and Rembrandt, appeared in 1927 and 1935 respectively.
Colleagues at home and abroad made grateful use of his expertise. At the
same time, away from the limelight, the wealthy Bredius provided widows and
others in need with assistance. Artists and relatives of colleagues also received
his support. Apart from wishing to help, Bredius was also a charitable man
whom friends described as an engaging personality. At a time when fabulously
rich American collectors were busy buying up European art, he displayed generosity as a collector. When major works of art were about to be lost to the
Dutch nation, he would intervene personally. He used his knowledge and connections to enable Dutch museums such as Frans Halsmuseum in Haarlem,
The Hague’s Gemeentemuseum, Dordrechts Museum and Westfries Museum
in Hoorn to acquire paintings, and he contributed no less than 43 paintings to
the Rijksmuseum from his own collection. He also recognised the importance
of restoring art. For example, he paid for the restoration of the first window
when Gouda’s sixteenth-century St Jan’s church was restored. Spontaneous and
passionate, Bredius could also be vain and never averse to a conflict with those
who took a different view. He had no qualms about letting people know if he
felt aggrieved and the newspapers invariably took his side, since this benevolent
collector had earned their loyalty as a defender of the country’s artistic heritage.
Several publications in De Nederlandsche Spectator had brought Bredius to
public attention by the late 1880s. This was sufficient for legal secretary Victor de
Stuers to propose him as deputy director of the Museum of Dutch History and
Art (Nederlands Museum van Geschiedenis en Kunst) in The Hague. ‘Pots and
pans!’ Bredius complained later. ‘I did not enjoy that for long; I had just turned
25.’ But ‘around eight years later, minister [of the interior] Mackay came to me
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Interior Museum Bredius at
Prinsegracht 6, The Hague,
circa 1922.
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with an urgent request to accept the post of director at Mauritshuis. I took it,
on condition that I could travel as much as I wanted.’ Indeed, as director of
the Mauritshuis he would regularly travel abroad to view private collections,
auctions and art galleries. Many of the thirty paintings that he acquired for the
museum were from overseas. In the years 1889-1929, he paid for 25 works from
his own pocket (including various Rembrandts, the cost of which far exceeded
the museum’s budget) and presented them on long-term loan to Mauritshuis.
It is not entirely clear why Bredius retired as director in 1909. He himself put it
down to health reasons. Perhaps he felt that twenty years in government service
were enough and it was time to resume the life of the generally respected connoisseur and collector.
After he left Mauritshuis, Bredius was once more able to visit collections at
home and abroad as he pleased. He did not confine his travels to Europe’s cultural centres; he also visited Russia, America and Algeria. He also sat on various
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committees connected with art and museums, including a government commission (Staatscommissie voor het museumwezen). He was personally asked for
advice on issues such as the restoration of Rembrandt’s Syndics and Jewish Bride
at Amsterdam’s Rijksmuseum. Bredius had been on the board of Vereniging
Rembrandt since 1888, a society that had been set up five years before to promote and preserve Dutch cultural heritage. He sat on The Burlington Magazine’s
editorial Consultative Committee and was himself editor of Oud Holland from
1886 until his death. Both authoritative journals regularly published his articles.
Abraham Bredius shared almost half his life with art critic Joseph (Joop) Otto
Kronig (1887-1984).
The reason why Bredius chose to live in Monaco rather than the Netherlands
from 1922, was the astronomic income tax of between 56 and 60 percent. He
had significant sums to pay to loyal pensioned employees and also made frequent contributions to the poor. Liquidating the factory made more funds
available. In addition he offered to sell his house on Prinsegracht to The Hague
municipality for 100,000 guilders and to throw in Jan Steen’s Fable of the Satyr
and the Peasant. The collection was presented on loan as Museum Bredius. On
his annual visits to the Netherlands, Bredius stayed at the Twee Steden Hotel
on Buitenhof in The Hague, where a suite was always ready for him. The grand
old man paid his final visit to Holland in 1939. Since war was looming, his
paintings were removed from Museum Bredius and Mauritshuis and stored in
the Nederlandsche Handel-Maatschappij safe. ‘I can still picture him sitting by
the entrance to the safe in the lowest of the vaults,’ his successor Willem Martin
(1876-1954) recalled in 1947. ‘His posture and expression were blank. It seemed
as if he were watching the occupation of a part of himself.’ ‘I keep worrying
about the fate of my precious paintings,’ Bredius wrote to him in January 1944.
It was with relief that he thanked Martin in September 1945 for the ‘important
news’ of the return of his loans. It was the last letter his successor received from
him.
On 13 March 1946, Bredius died in Monaco. When his will was read it transpired that he had left his loans to Mauritshuis to the state. His private collection went to the city of The Hague. His grandfather had laid the foundations for
that collection, with major accumulations of porcelain, silver and seventeenthcentury paintings. Bredius had expanded the collection. He felt that the priority
should be to present a cross-section of Dutch seventeenth-century paintings,
including a selection of masterpieces.
Naturally, a man of the calibre of Bredius received accolades in the course
of his career. In 1888, he had received an honorary doctorate in Germany. A
University of Amsterdam award followed in 1906, the Rembrandt memorial
year. He was respected around the world; in 1915 and 1925 the art historical
world celebrated him in festschriften. In 1933, a bust was presented, commissioned by the minister and sculpted from life by Theo van Reijn. For Bredius,
the greatest honour came in 1935 when he was named grand officer in the Order
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of Orange Nassau to mark his eightieth birthday. It was a well-earned award
for a man who had played a key role in the development of art history and the
Dutch museum world.

Bust of A. Bredius
Theo van Reijn
(Breda 1884 - 1954 Haarlem)
On loan from Mauritshuis,
The Hague
The above is a summary of a biography by Josefine Leistra in: Marjolein de Boer and Josefine
Leistra, with contributions by Ben Broos, Bredius, Rembrandt and the Mauritshuis!!! A tenacious
director collects (The Hague-Zwolle 1991).

Abraham Bredius and Jan Steen
– Connoisseurship

Guido M.C. Jansen
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Abraham Bredius and Jan Steen
In an interview with C. Harms Tiepen in 1908, Abraham Bredius was asked how he
had managed to find so many paintings by Rembrandt and Vermeer.1 His answer
was simple: ‘Travel, travel: observation – the ability to observe, using the eyes to
see... that’s it.’ Harms Tiepen pursued the subject; he wanted to know about the
painting by Johannes Vermeer, ‘The allegory of the New Testament... the woman
with her foot on the globe?’ So Bredius told him the story of one of his greatest
coups. ‘I was in Berlin at the time. ‘You should go and see the De Keyzer [=Thomas
de Keyser c. 1596-1667] at W,’ people had told me. I had clean forgotten until the
final day. So I went to have a look at the gallery anyway – well, the De Keyzer was an
interesting canvas. But in the corner there was another painting resting against the
wall. I asked in passing – what is that? Oh... he wasn’t exactly sure – and the experts
weren’t sure either, the dealer told me. It was the property of someone in Moscow
who wanted to get rid of it at any price. I looked at it, and saw immediately – by
this and by that – it had to be a Vermeer. But... I kept my mouth shut. How much
did the Russian want? I asked nonchalantly. ‘So much.’ I’ll take it, I said calmly, paid
cash and had it shipped to The Hague as quick as could be...’2
Connoisseurship
What Bredius was describing here is connoisseurship: the ability of an art historian to judge from the style of a work of art where it was made, its age and
preferably even the identity of the person who made it. Connoisseurship comes
from the Latin cognoscere, meaning to discern, to know, to read. Connoisseurship
is about learning to know, to recognise a person’s style. It was Wilhelm Bode
(1845-1929), director of Kaiser Friedrich Museum in Berlin and an authority in
various fields, who first encouraged Bredius to devote his energy to the study of
Dutch painting of the Golden Age. In 1879, a year after meeting Bode, he published one of the first essays that marked him out as an expert on Dutch painting, an article about a little known collection of paintings at Hofje van Aerden
in Leerdam, which Bredius described and titled ‘A hidden treasure’. This is still
the home to one of Frans Hals’s finest genre paintings, Two Laughing Boys (ill.
1), neatly identified with the artist’s monogram. ‘The first thing I saw there was
a masterpiece by Frans Hals!’ wrote Bredius. ‘The quiet self-satisfied smile of the
boy pouring beer and the impish grin of the other is unforgettably depicted. The
work is painted with a broad brush.’3 In fact his connoisseurship was not limited to the Dutch seventeenth century. One of his greatest finds for Mauritshuis
for example, was an early Flemish painting: the portrait of a member of the
Lespinette family painted around 1485-90 by Hans Memling. Bredius acquired
it for 7,000 guilders at a sale on 7 July 1894 in London, where it was offered as a
work by Antonella da Messina.4 These are just some of Bredius’s many discoveries which have been discussed extensively elsewhere.5
A connoisseur should also be a historian, and able to analyse historical information, inscriptions, documents, written references and other primary sources.
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1. Frans Hals
Two Laughing Boys
c. 1627
Canvas
69.5 x 58 cm
Hofje van Aerden, Leerdam

Bredius showed his command of this aspect of his field in numerous publications about his finds in the municipal archives of Holland. The fruit of years of
research in musty, unheated rooms, searching through countless damp, infested
seventeenth-century notarial records was Bredius’s magnum opus, his sevenvolume Künstler-Inventare (The Hague, 1915-1922). It was still a long way off
in 1908. ‘“Tell me – I asked – what is the result of all those years of travel and
archive research... are you satisfied?” Dr Bredius laughed, puffed his cigar for a
moment and stood up: a safe door burst open: “Here is the result of a quarter
of a century’s work – my dear sir!” Two bundles of paper lay there – “My notes
on everything that was painted in this country, archive extracts, fragments from
family papers and notarial deeds, and signatures on paintings.”’
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Bredius’s fortune enabled him to act independently: independent of his bureaucratic superiors during his tenure as Mauritshuis director, and independent
in his assessment of works of art. Independent, yet not infallible, as he readily
admitted in the introduction to his book about Rembrandt’s paintings published by Phaidon in London in 1935. Several of his attributions did not stand
up to criticism, an example of which is shown in the present publication: cat.
no. 20.
For many years, connoisseurship had a poor reputation. How connoisseurs
arrived at an opinion was in some cases entirely unclear, and many a Gutachtung
or authentification by some art history professor or other was based on little
more than the name of the artist, at least in the owner’s opinion, scribbled on
the back of a photo, to which the ostensibly respected academic would append a date and signature before completing the transaction by accepting a fee.
Bredius never asked a penny for his attributions. He considered it inappropriate.
Cornelis Hofstede de Groot (1863-1930) eventually did accept fees, with the best
of intentions – after all, not everyone is born with a silver spoon – and it was to
lead to a rift between the two.
Bredius’s connoisseurship was based on a thorough investigation the artwork
in question in person and on his own memory and experience built up over
the years. Travel was an essential part of a museum director’s job, as Bredius
remarked to Harms Tiepen: ‘He has to know the museums, be on good terms
with art dealers, be in contact with them – so that he knows where this or that
work by one or other artist is: you have to oversee the whole picture in your
mind... And then besides the familiar terrain, you have to carefully investigate
the uncharted territory: the private collections!’6 In an unpublished piece written around 1925 about training museum directors, Bredius once again emphasised the need for extensive travel and for seeing plenty of art. Yet that was not
enough: ‘One has to have a keen ability to judge, and finely-tuned taste. Both
are qualities that can and should be honed by regularly viewing and studying
works of art. Without an innate talent for this, all efforts at improvement are in
vain. Here too, the saying applies: many shall be called, but only few shall be
chosen...’7
While pictures of paintings were scarce in Bredius’s day, today there is no
shortage of visual material for comparison. Scientific methods have also been
developed to enable the connoisseur to rely on more than just intuition. For
example, a careful measurement of the tree rings of the panel reveal that cat. no.
20 is painted on a nineteenth-century surface, making any attempt to attribute
it to Jan Steen entirely spurious.
Dendrochronology, the science of measuring and comparing annual tree rings
in wood, is just one of many new tools with which to establish the authenticity
of a work of art. Today, investigations involve entire teams of experts in various
fields. In 2012, a research project was launched by Mauritshuis together with
Shell Nederland into the museum’s Jan Steen collection. All fifteen paintings
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are being examined with the principal aim of acquiring new insights into the
dating of his work. Steen only dated a few of his paintings, which makes it difficult to understand how his oeuvre developed. The research which was carried
out in 1995-96 at the Rijksmuseum restoration studio for the Steen exhibition
(Jan Steen: Painter and Storyteller) shed more light on the matter, yet the artist’s
oeuvre is so large and diverse that more technical research is required.8
The Mauritshuis project focuses primarily on the grounds and pigments that
Steen used for his paintings. As the biographical sketch of Steen below explains
(p. 47), he worked in several Dutch towns: Leiden, The Hague, Warmond and
Haarlem. Grounds used by painters may differ from one place to another. It is
hoped that an analysis of samples of paint from various paintings, and the identification of pigments in the grounds and paint layers will provide new insights
into Steen’s use of materials and his manner of working.9
Jan Steen
‘Steen is certainly the greatest painter that we have after Rembrandt.’ Bredius
could hardly have said it any plainer to Harms Tiepen, and we encounter this
view many times in his publications about the artist.10 What fascinated Bredius
about Steen’s work is something that continues to absorb people to this day: his
astonishing ability to tell a story and his phenomenal skill as a painter. Jan Steen
possessed a talent few could match when it came to telling a story through the
interaction of his subjects, the comic details, and above all the amazing pictural
quality. With brushwork varying from fine to broad, Steen convincingly conveyed a range of emotions while his rendering of texture was often second to
none, and all this with the subtlest of palettes. In the catalogue section below,
Bredius features in many of the discussions of the paintings on show in the
exhibition and it is evident time and again that the narrative aspect of the composition is what appeals first, and then the technical aspect, the delicate details,
the use of colour and so forth.
Bredius’s affection for Steen developed early. He made notes when he visited
museums, private collections, art galleries and auctions on his travels, describing
what he had seen. These pencilled comments in small notebooks are currently
at the Netherlands Institute for Art History in The Hague (rkd); later, he collated his notes in exercise books, now kept at Museum Bredius. These reveal
his astonishing ability to observe and his excellent memory. It was that which
he depended on most to recognise the hand of particular master, since the only
photos then available were of the principal works in museums.
These notes clearly show Bredius’s fascination with Steen, and at the same
time provide information about where the paintings were at that time – which
is not always available anymore. For example, in 1888 he described the Laban
Seeking the Teraphim Hidden by Rachel, now at Stedelijk Museum de Lakenhal
in Leiden, while at Charles Sedelmeyer’s gallery in Paris: ‘Un grand et intéressant J. Steen, partiellement soigneusement traité avec beaucoups de figures.
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2. Jan Steen
Two Women with a Priest
c. 1665
Panel
35 x 31 cm
Sold by Gemeentemuseum,
The Hague, in 1956
Present location unknown

Léa cherchant l’idole. Elle est assise avec un enfant sous un parasol, à droite un
homme en jaune et violet et un homme en rouge examinant une caisse, paysage
au crépuscule.’11 At Colnaghi’s gallery in London in 1893, Bredius saw Steen’s
Supper at Emmaus, now at the Rijksmuseum, interpreting the composition in
a rather curious way: ‘un grand tableau, les pélérins d’Emmaus, deux hommes
endormi à une table, à gauche se tient un garçon les versant. Ils ont l’air comme
s’ils avaient trop bu. Derrière se tient une servante un panier avec du pain aux
mains. A gauche Jésus disparait comme un brouillard dont sort seulement la
tête et une main. De grandes figures avec de grands visages.’12 Bredius did not
always take Steen’s history paintings seriously, especially here, where he depicted
the two apostles nodding off, drunk (cf. cat. no. 5).13 Either way, it is interesting
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that both paintings ended up in Dutch museums shortly after Bredius had seen
them: the Leiden painting arrived as a gift from C.J. van Leembruggen in 1889;
the Rijksmuseum work came as a loan from Gijsbert de Clerq in 1894 (later as
a gift from Vereniging Rembrandt in 1900). Whether Bredius played an active
role in these transactions remains unclear, although he certainly helped initiate
several museum acquisitions (cat. no. 8).
For example, in 1895 Bredius received an auction catalogue for the sale of
Henry Doetsch’s collection in London. He knew the collection well, having
seen it on a visit in 1893 and having studied some of the works, including his
Merrymaking (A Pig belongs in its Sty, cat. no. 19). Commenting on the catalogue and the sale, he paid especial attention to lots 427 and 428, two works
by Steen, Two Women with a Priest (ill. 2) and the previously mentioned work:
‘Two genuine, delightful Jan Steens: one with a priest having a neighbourly
chat through a window with a charming young woman posing elegantly as she
regards him; the other a scene with a drunken woman who, to the amusement
of the crowd, can barely remain upright as the street violinist plays his fiddle
(90 and 52 guineas) – I managed through the intervention of [auctioneer] Mr
Murray to obtain these two items for not much more for the Netherlands. One
shall go to a museum in The Hague.’14 That closing remark refers to the acquisition by the city’s municipal Gemeentemuseum of the Two Women with a Priest
(De herderlijke vermaning), arranged by Bredius from start to finish, including
the funding; in fact he had to go to considerable lengths to obtain a refund of
the money he had advanced. This painting should actually have featured in
the present exhibition, and would have done so if it had not been sold by the
museum in 1956.15 During its half century as public property, the small panel
received especial praise in several publications and it is a pity that the museum
treated this acquisition which Bredius had taken such trouble to acquire with
such ingratitude.16
Acquiring paintings had become a tradition in the Bredius family. Abraham
Bredius (1782-1863), grandfather of the eponymous connoisseur, had left paintings that the latter inherited. In 1803, he had married Johanna Remmers (17781837), daughter of Johannes Johannesz Remmers (1741-1828), a painter and manufacturer of wall hangings who later moved into sugar refining.17 In fact Bredius’s
grandfather and great-grandfather appear to have purchased thirty paintings in
Amsterdam between 1808 and 1813, including work by Steen.18 One of these, The
Severe Teacher (cat. no. 13), is shown here. In fact Abraham Bredius senior also
had another Steen in his collection: ‘In this work, an elderly woman is scolding
a simple rustic, who appears to have left her daughter expecting a child, with
other figures; charming.’ The picture measured around 36.5 by 29 cm. In 1816
and 1819, the grandfather sold most of his paintings, which is the last we hear of
the scolding woman.19 In 1917, Joseph Kronig noted a story that was told in the
Bredius family circle, explaining the end of grandfather’s enthusiasm for collecting: ‘Unfortunately, when a painting fell onto a set of Lange Lijs tableware [of
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Chinese porcelain], grandmother’s pride, grandfather was compelled to give up
his collection and to offer the guilty party along with various others for sale as
an act of contrition.’20
Bredius did his best to photograph as many paintings as he could by the artists
in which he was especially interested, as a result of which he accumulated an unparalleled photo archive of Rembrandt and Steen’s work. It made an impression
on Harms Tiepen, who noted: ‘Bredius has a collection of photos of Jan Steen’s
paintings in museums and collections around the world. It must have cost him
a fortune – imagine: photographers dispatched all over the place, the effort and
work involved in getting permission from the owners. Most extraordinary of all,
is that they immediately make the significance of Jan Steen abundantly clear.’21

3. Title page designed by C.A.
Lion Cachet for Bredius’s
monograph on Jan Steen
published in 1927.
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Monograph
This collection of photos laid the groundwork for the two monographs that
Bredius published in his lifetime, both totally different in construction. In his
book on Rembrandt, which appeared in 1935, he aimed to illustrate all the paintings the artist had ever painted. Documents are not mentioned and the text
comprises barely a few lines of commentary for each painting, many of these
were actually written by the young Horst Gerson. With its appendix on archive
sources in which Steen and his family are mentioned, its reproduction of biographies of Steen by Arnold Houbraken (1721) and Jacob Campo Weyerman
(1729) and its discussion by Bredius of over a hundred of Steen’s best works,
the monograph on Jan Steen was entirely different in structure and content (ill.
3). Interestingly, of the hundred plates in the edition, only a handful are now
rejected as a pastiche or copy – and that is quite a descent score for a book published in 1927.22
The book took many years to produce. Bredius already mentioned in his first
publication on Steen in Elsevier’s Geïllustreerd Maandschrift in 1907 that he was
working on a more extensive work on the artist, for which he planned to research archives in Haarlem and Leiden.23 Scheltema & Holkema’s Boekhandel
had been the intended publisher from the start. Klaas Groesbeek (1858-1936)
was the director and Paul Nijhoff joint owner of this book and print emporium and publishing house. Groesbeek was also a leading art dealer, through
his connection with the prestigious Kunsthandel E.J. van Wisselingh & Co,
whose business he represented in Amsterdam.24 This was how Groesbeek met
artists such as G.H. Breitner and W.A. Witsen and found himself at the centre
of the city’s artistic scene. At the turn of the century, Groesbeek had set up a
furniture workshop specially for Theo Nieuwenhuys, Gerrit Willem Dijsselhof
and Carel Adolph Lion Cachet. In 1902, Lion Cachet (1864-1945) had designed
the cover for Théophile de Bock’s monograph on Jacob Maris and in 1922 a
commemorative book for Thérèse van Duyl-Schwartze by Wilhelm Martin.
The Steen monograph would be a splendid addition to the series, and so Lion
Cachet designed a superb cover to match the others (ill. 4).25 Braches dates the
design to 1910, yet it was not until 1927 that the monograph actually rolled
from the press.
Some of the correspondence between Groesbeek and Bredius regarding the
progress of the project is preserved in Museum Bredius’s archive. The twelve letters date from 1926 to 1932. Nothing is mentioned about Lion Cachet’s involvement – he had submitted his design fifteen years previously. He had made the
superb parchment binding for the first numbered copy which was for Bredius
himself. In addition, he designed the titles and the close of the text section. On
the parchment binding at the top in the centre the author’s initials are blind
stamped (ab), and below that in gold in the centre, the initials of Jan Steen
(js), in the style found on his paintings. And blind stamped below that, the
monogram of Scheltema & Holkema’s Boekhandel (shb). Arranged around Jan
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4. C.A. Lion Cachet
Parchment binding for the
author’s copy. Museum Bredius,
The Hague.

Steen’s initials in coloured leather and gold are the heraldic symbols of the cities
in which the artist worked: left the arms of Leiden, right the arms of Haarlem
and below, the arms of The Hague. The ornamental designs are tooled with gold
leaf, a technique that still exists but is rarely employed due to the prohibitive
cost. The monograph is printed in royal folio format – 51 cm by 40 cm – on
special laid paper with a watermark stating: Jan Steen. As Groesbeek wrote to
Bredius on 9 June 1927: ‘The object was to publish a majestic book.’ The project
was part of a series of monographs, as we have seen. The binding for the Jacob
Maris book published in 1902 also features blind stamping and the suggestion
of monograms of the artist and publisher, and so Lion Cachet’s binding for the
Thérèse Schwartze publication in 1922 adhered to the same pattern. However,
while these editions were produced in dark leather, a light parchment was cho-
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sen for the Jan Steen binding to bring the gold and the coloured heraldic emblems to the fore.
The earliest letters to have survived date from 1926 and discuss problems relating to the proofs which Bredius wanted to see. From their exchanges, which
often seem rather petty in retrospect, the two old codgers appear well matched.
Groesbeek gave as good as he got, as the first letter of 2 September 1926 shows:
‘It is becoming rather difficult to meet all your demands... You complain that
you have begged in vain for proofs to be sent to Monaco. That is completely unfair since the work has stagnated while you were in Africa and Italy for a couple
of months and it was impossible to reach you.’ The wrangling continues in the
following letter after Bredius has apparently complained that Groesbeek sent a
representative with proof samples to various booksellers and potential customers. Bredius had heard that Rijksmuseum director Frederik Schmidt Degener
(1881-1941) was also planning a publication about Jan Steen to accompany the
Steen exhibition in Leiden. Groesbeek gave him a piece of his mind: ‘If you
fear that Mr Schmidt-Degener has discovered your personal secret information
about Jan Steen and is about to use it in his own book then I would advise you
to think again and remember that you have only your own loquacity to blame,
as you yourself suggest in your previous letter. I should consider it a personal
favour if you were to stop complaining about my work and finding baseless
faults such as those you describe in your last letter. Or would you prefer that I
publish the book and let it rot in my attic? Do you think that in such a massive
enterprise, a publisher can sell a product like this without actually showing it
to anyone?’26
The letters of June 1927 to January 1928 are about the distribution of the
book, the presentation copies and publicity. At no less than 200 guilders for an
unbound copy, the book was an expensive item. Various bindings were offered:
Russia, pigskin, calf or parchment, for an additional sum of course. Groesbeek
had given copies to Johan de Meester for a review in Het Vaderland, to Wilhelm
Martin who planned to devote a series to the book, and to Maria Viola, the
Handelsblad reviewer; ‘So at least the edition will not be ignored’.27 On 15 June,
Groesbeek returned to the subject of reviews: ‘Strictly between you and me,
I must admit that I do not attach much value to Plasschaert’s scribblings. In
fact few of the critics are fault free. They do not stick honestly and straightforwardly to the subject, instead they are guided by notions such as friend or
enemy or clique. Of course there are exceptions, at least there used to be, and
I would place Jan Veth at the top and I believe that De Meester also had integrity.’ Another revelation worth mentioning is the following: ‘Orders, apart from
your own, are few and far between, only a handful from those that one would
expect to order a book like this immediately – for example, there has been no
sign of people on the boards of societies such as Rembrandt and suchlike, they
are not even interested in seeing the proofs offered by the representative. It is
what I would term the unofficial people, people of whom one hardly hears, who
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do not present themselves as afficionados of art on boards who are buying.’ In
a handwritten letter sent on 6 July 1927 marked confidential, Groesbeek laid
into a relation of Bredius: he refused to give this acquaintance a presentation
copy because of the ‘scandalous, impertinent assertion of the chief librarian at
Lakenhal and archivist of Leiden that he had every right to demand this,’ after
which follows a litany of ancient grievances.
Catalogue
Since the discussions in the catalogue of the various exhibits are designed to
be suitable for reading in the exhibition, there was not always enough space to
deal with all the relevant aspects. The exception being the text accompanying
the Wrath of Ahasuerus (cat. no. 15), since the painting was donated to Bredius
Society in 2014. The slightly longer discussion is justified not just because it is a
new acquisition, it also allows for a closer comparison with an almost identical
work in The Cleveland Museum of Art, from which certain conclusions may be
drawn.
At the heart of the selection presented here are the nine works that Bredius
gave to Mauritshuis and the city of The Hague. Bredius stipulated in his will
that the works were given on condition they would never be lent. No exceptions were allowed, not even for a mutual exchange between Mauritshuis and
Museum Bredius, which is why three of the Mauritshuis paintings, cat.nos. 1,
3 and 19, are presented as life-size framed copies. In addition to these works a
number of paintings discovered in private collections are also shown, and it is
especially pleasing that the superbly preserved Stellio Deriding Ceres (cat. no. 11)
is now publicly displayed for the first time. Painted when Steen was at his peak,
it is a rare nocturnal scene based on a print by Hendrick Goudt of a painting by
Adam Elsheimer (ill. 5).28
Indeed, another revelation is the Fable of the Satyr and the Peasant (cat. no.
9) from the Royal Philips collection, since it appears here in public for the first
time since 1926. Jan Veth had lauded the work in a newspaper article when it
was for sale in 1918, before Anton Philips bought it, and the essay was incorporated in one of his subsequent publications. And before Bredius’s monograph
of 1927, artist and art educator H.P. Bremmer also eulogised the work, as did
Hague Gemeentemuseum director H.E. van Gelder. With all this interest in the
media, the work enjoyed wide renown. Philips was often asked to lend it for
exhibitions in Holland and abroad. He only lent it once however, for the major
Steen exhibition of 1926, because, as he said himself, he was too attached to the
work and could not bear to miss it.29 The painting has been thoroughly restored
for the exhibition.
Significant attention is paid in the exhibition to Steen’s early work, an aspect
which was not given priority in the 1996 Jan Steen: Painter and Storyteller. The
aim in the Rijksmuseum show was to present Steen’s best and most important
works and to persuade as large a public as possible – in all some 365,000 people
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5. Hendrick Goudt after Adam
Elsheimer
Stellio Deriding Ceres
1610
Engraving
32 x 24.7 cm
British Museum, Londen

– of his quality and to establish his key position in the canon of Dutch art history. A crucial aspect for the organisers was the chronology of his oeuvre, and
the preparatory restoration project gave us the technical parameters with which
to establish a framework. The experience of those years has been used here to advantage, so that this catalogue is presented more or less in chronological order.
A key aspect of Steen’s early career is remarked on by artist biographer Jacob
Campo Weyerman, namely that Steen began as an apprentice in Utrecht under
Nicolaus Knupfer, then under Adriaen van Ostade in Haarlem and finally in
The Hague under Jan van Goyen.30 In fact it is already clear from the Wedding
Night of Tobias and Sarah (cat. no. 14) that Knupfer and Steen could never
have been just master and pupil.31 The connection with Van Ostade and Van
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Goyen is even more complex. Bredius based his article on Steen in Elsevier’s
Geïllustreerd Maandschrift in 1907 on the thirteen paintings by the artist in the
1906 Rembrandt exhibition. Then in May-June 1909, Dowdeswell’s art gallery in London organised the first monographic presentation of Steen’s work.
All the loans were from British collections, with Bredius as the only overseas
contributor. When Wilhelm Martin and Hofstede de Groot’s attempt to get
this magnificent exhibition to the Netherlands failed, Martin had photographs
taken of as many of the works as possible for an article in Onze Kunst. Here
he drew the various strands of Steen’s oeuvre together; after all, his readers
were art enthusiasts.32 At the same time he announced his intention to publish a more technical article for fellow art historians, which appeared in 1910
in Monatshefte für Kunstwissenschaft, in an attempt to place Steen’s work in
chronological order. His hypothesis was that ‘Möglich ist also: erst Utrechter
Einfluss (Droochsloot), dann Leiden-Haag (v. Goyen, Potter), dann Haarlemer
(Ruisdael) und endlich dekorative, dem späten Wynantschen und PynackerStil entsprechende Auffassung.’33 Not a mention of Adriaen van Ostade, even
though Bredius had noted in 1907 that this painter ‘probably exercised a greater
influence on his work than any other’ (cat. no. 3).
Perhaps unsatisfied with his initial hypothesis, and with the 1926 exhibition still fresh in his memory, Martin subsequently made a second attempt in
Zeitschrift für bildende Kunst, in which he credited Knupfer with an inordinate influence on the young Jan Steen.34 A year later in the same periodical, an
article appeared by art historian Wolfgang Stechow (then still German, later
American), who corrected Martin on certain crucial points. It was also Stechow
who first made a convincing case for the significance of Isack van Ostade’s influence on Steen, citing the sale in The Hague in 1651 of the latter’s Winter
Landscape now at Skokloster.35 Since then the young Van Ostade’s impact on
Steen has become increasingly clear. Isack was five years older than Steen and
died in 1649. Nevertheless, they must have known each other well, since an inventory drawn up in August 1708 of the estate of Cornelis Dusart, a late follower
of Isack’s elder brother Adriaen van Ostade, mentions the oval portrait of Jan
Steen by Isack van Ostade.36
Preparatory research for the current presentation also underscored Isack van
Ostade’s importance as the principal source of inspiration for Steen’s early
work. For example, Steen’s Village Fair (cat. no. 3) in Mauritshuis clearly
shows the influence of Isack’s 1640 panel of a Tooth-Puller at a Village Fair (ill.
6), the example on which Steen based his composition. Both paintings feature
the same diagonal composition building from left to right, with a stage on
the right on which a rather ridiculously attired quacksalver is subjecting his
victim to a painful cure in front of a painted canvas as a backdrop. Steen also
included a spectator on horseback, as well as a flag fluttering on the tavern
roof, right.37
Another of Isack’s paintings also served as a model for the later Courtyard
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6. Isack van Ostade
Tooth-Puller at a Village Fair
1640
Panel
61 x 82.5 cm
Location unknown

Scene with Peasants Slaughtering a Pig (cat. no. 7), although the smooth execution of the foliage and the cloudy sky reveal the influence of Steen’s father-in-law, Jan van Goyen. While Van Ostade’s 1644 oval panel of Peasants
Slaughtering a Pig at a Farm (ill. 7) has a similar composition, the wooden steps
and supporting frame along the outside wall and the timber-framed upper storey clearly show how Steen had moved on from his example.38 One aspect of
this selection of Steen’s early paintings is the way it shows how he developed
from a landscape painter, first under the influence of the young Van Ostade,
and later inspired by his father-in-law. It must have been during his final years
in The Hague that he decided to specialise in genre and figurative paintings, as
cat. no. 9 shows.
Another key loan in the exhibition is the Lovers in a Landscape (cat. no. 17),
a painting that only recently reemerged and is not therefore shown in Karel
Braun’s book. In fact it was Braun who first mentioned that this work was part
of a series of paintings that was still united in 1801.39 The series represents the
progress of a love affair of a young man and a young woman. Three works are
mentioned together in an auction catalogue of the collection of Herman ten
Kate (1731-1800), a descendant of the famous linguist, drawing collector and
art historian Lambert ten Kate (1674-1731). The 1801 Amsterdam auction catalogue describes them as follows: ‘No. 145, Jan Steen. This delightful composition
shows a young man and a young woman seated, surrounded by courting doves,
in the background of the painting is an old man with a cockerel, the treatment is
among the finest by this master. Height 25, width 31 inch [c. 64 x 80 cm], canvas.
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No. 146, Jan Steen. Under a tree on a hill a young rustic boy is dallying with a
winsome country girl, there is also a basket of vegetables, in every aspect as the
preceding. Height and width as the preceding.
No. 147, Jan Steen. This in no way inferior composition follows on from the
preceding and its execution is no way inferior.’
Lot 145 was last recorded at a Sotheby’s auction in London in 2003 (ill. 8). No.
146 is the famous Dallying Lovers at Leiden’s Lakenhal (ill. 9) and lot 147 is our
cat. no. 17. Braun included a fourth painting in the series, the same size and
from the same period, The Marriage Contract, now in St Petersburg. This shows
an interior with upwards of ten figures, and a young man on his knees asking the
hand of an apparently pregnant young woman, while the mother of the brideto-be lifts the girl’s apron to reveal her condition. Although the painting rounds

7. Isack van Ostade
Peasants Slaughtering a
Pig at a Farm
1644
Panel
19 x 14 cm
Location unknown
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8. Jan Steen
The Dovecote
c. 1673-75
Canvas
64.5 x 81 cm
Location unknown

off the story in the previous paintings nicely, the rather different composition,
the plethora of characters and above all the dissimilar provenance make it hard
to imagine the latter as part of the series.
In 1928, in a letter to restorer C.B. van Bohemen of The Hague, Bredius noted that
the 60,000 guilders that Fritz Mannheimer had just paid for the Village Wedding of
1653 from the Six collection seemed excessive to him: ‘I’m not used to those kinds
of prices and shall leave that to others. I would rather keep a little to be able to buy
another Rembrandt.’40 Two weeks later, Bredius told Van Bohemen: ‘After the truly
exaggerated price for Six’s J. Steen – which is of course an exceptional piece! – I no
longer dare bid for another Steen. Moreover, this is a lot like the Steen I gave on
loan years ago to Mauritshuis (which cost me £300) [cat. no. 3]. Of course I didn’t
get nearly as much for my Vermeer as they say in the newspapers!! And the Steen I
gave to the city [cat. no. 12] is now worth 200,000 guilders! They should be happy! I
think it’s a pity that prices are rising to such idiotic heights because it’s the name they
are paying for. What about that splendid, important Brekelenkam! It raised barely
10,000 guilders. If I had been there I would have bid up to 20,000! But he isn’t as
famous! I shall have to write a book about him, or a nice article!’ Bredius was joking
because he realised full well that it was his years of research into Jan Steen’s oeuvre
and especially the exhibition of 1926 and his monograph of 1927 that had made the
artist such a sought-after name among collectors around the world.
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Bredius had already complained about inflated prices for Steen’s work in his
article of 1907.41 He recollected that in 1882, at the auction of Willem Gruyter Jr’s
collection in Amsterdam, Steen’s Rape of the Sabine Women had sold for a meagre three hundred guilders (‘Now it is in America, owned by millionaire [W.A.]
Clark!’) and that he had acquired two good paintings in 1895 at the Doetsch
auction in London, for ninety and fifty-two guineas respectively, in both cases peanuts. By 1907, sums like those were ancient history. In 1913, Vereniging
Rembrandt paid 375,000 francs to enable Mauritshuis to have Steen’s The Way
you Hear It, Is The Way You sing It at the sale of the Steengracht collection in Paris:
over 150,000 in guilders. In Bredius’s opinion, Anton Philips also paid well over
the odds for his Fable of the Satyr and the Peasant (cat. no. 9) for 34,000 guilders.
Not to mention the 230,000 guilders that Daniël George van Beuningen paid
in 1919 for Steen’s Easy Come, Easy Go (now Museum Boijmans van Beuningen,
Rotterdam). Prices are a key indicator of an artist’s popularity and however disproportionately high Bredius considered they had risen, he would nevertheless
have been pleased to know that it was the result of his efforts to establish the now
generally shared regard for the work of his favourite artist – bar one.

9. Jan Steen
Dallying Lovers
c. 1673-75
Canvas
66 x 80.5 cm
Stedelijk Museum De Lakenhal,
Leiden
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17. 	S.A.C. Dudok van Heel, ‘Wybrand Hendriks en de behangselmakers Remmers’,
Maandblad Amstelodamum 59 (May 1972), 102-109; see also: Nederland’s Patriciaat 84
(2002), 7.
18. 	Grandfather Bredius bought paintings at the following auctions, sometimes with his
father-in-law Remmers: 13 June 1808, 28 October 1808, 22 April 1809, 13 June 1809,
6 September 1809, 1 August 1810, 6 August 1810 and 12 April 1813. See: The Getty
Provenance Index, Sales Catalogues.
19. 	Most of his paintings were sold at the auction of 11 April 1816, and those that
remained together with a few additional items at a sale on 18 October 1819. Steen’s
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37.	The 1640 painting is Hofstede de Groot 1910 (see abbreviated references, p. 130),
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Biography of Jan Steen

Jan Steen
Self Portrait
c. 1670
Canvas
73 x 62 cm
Rijksmuseum Amsterdam

1.	M.J. Bok, ‘The Artist’s Life’,
in: Amsterdam 1996, 25-37; Y.
Prins and J. Smit, ‘De naaste
verwanten van Jan Steen’,
Jaarboek van het Centraal
Bureau voor Genealogie 51
(1997), 153-235.
2.	Based on Bredius 1927, 19 and
95: J.P. Heije, ‘Bouwsteenen
voor Nederlandsche
muziekgeschiedenis’,
Jaarboek der Vereeniging
voor Noord-Nederlandsche
Muziekgeschiedenis 3 (18741881), 13.

Jan Havicksz. Steen
Leiden 1626-1679 Leiden

Jan Steen (ill. 10) was born in Leiden in 1626, the eldest son of a moderately
successful brewer of the Catholic faith.1 Since none of the Catholic baptismal
registers from Leiden for the period have survived, Steen’s exact date of birth
is not known. Neither is there any certainty regarding his apprenticeship. He
clearly grew up in a cultivated middle-class environment and in November
1646 he enrolled at Leiden University’s humanities faculty as a student. Not
that we should attach too much weight to the academic training he received,
since his enrolment was doubtless mainly for the privileges that students enjoyed such as exemption from municipal beer and wine dues and exemption
from service in the civic guard. By this time, Steen must already have been apprenticed to a master painter. Since Steen’s early work is profoundly influenced
by that of Adriaen (1610-1685) and Isack (1621-1649) van Ostade, it is assumed
that Steen spent at least some time at their workshop in Haarlem. Either way,
on 18 March 1648 Steen appears as a master in Leiden’s St Luke’s guild of painters. On 3 October 1649, he married Margaretha, a daughter of landscape artist
Jan van Goyen (1596-1656) in The Hague. That is also where the young family
settled, and where their eldest son Thaddeus was baptised on 6 February 1651.
In the autumn of 1654, Steen and his growing family moved to a brewery on
Oude Delft in Delft. At a time of economic recession, Steen’s brewery foundered and three years later, in July 1657, Jan Steen was referring to himself as a
former brewer and he returned to his easel. In the spring of 1658, he rejoined
Leiden’s artist guild and was living in nearby Warmond. Steen moved again in
1660, this time to Haarlem, where he joined the local St Luke’s guild in 1661.
His wife died there in 1669 and was buried on 8 May at Haarlem’s Grote Kerk.
After his father died in 1670, Steen inherited a house in Leiden and that same
year he returned to live in his native city. Once again, Steen joined Leiden’s St
Luke’s guild, and was immediately co-opted onto the board. In 1674, the artist
served as deacon. He also remarried in April 1673, to Maria van Egmond. In
1672, a disastrous year for the Dutch Republic, Steen was licensed by the city to
open a tavern. Jan Steen died in 1679 and was buried at St Pieter’s church on 3
February. His widow is recorded in 1683 and 1684 as renting rooms to students.2
Cornelis, his son, followed in his father’s footsteps and joined Leiden’s St Luke’s
guild, which Thaddeus had already done in 1664. It seems therefore that Steen
had taught both his children and that they were active in his workshop during
his lifetime.
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Dancing Peasants
Panel
38.5 x 56.5 cm
Signed below left: JSteen
Royal Cabinet of Paintings
Mauritshuis (Abraham Bredius
Bequest, 1946), The Hague,
inv. no. 553
On view at the Mauritshuis

Provenance
(?) Maria Beukelaar auction, The Hague 19 April 1742, no. 125 Een vrolyk dansent
Gezeldschap buytens Huys (A merry dancing company outdoors), 16 x 22 d., ƒ16-5;
(?) Nicolaes van Bremen, The Hague 1752, as Danssende Boeren voor een Herrebergh
(Countryfolk dancing at a tavern), height 1 foot 3½ inch, width 1 foot 8½ inch (c.
40 x 53 cm); auction, The Hague 3 June 1769, no. 128 (ƒ35); J.A.A. de Lelie auction,
Amsterdam, 29 July 1845, no. 20; W. Gruyter Jr, Amsterdam; auction, Amsterdam,
24 October 1882, no. 106 (ƒ415); Hermann Wirz auction, Cologne, 20 May 1890, no.
13 as Pieter de Bloot, for 920 marks to Bredius; given on loan by him to Mauritshuis,
22 May 1890; bequeathed 1946.
Exhibitions
Jan Steen, Leiden (Stedelijk Museum De Lakenhal) 1926, no. 28; Bredius, Rembrandt
and the Mauritshuis!!! A tenacious director collects, The Hague (Mauritshuis) 1991,
no. 19 (text Marjolein de Boer).
Selected References
Hofstede de Groot 1907, no. 624; Kronig 1917, 443-444; Bredius 1927, 26, 53;
De Groot 1952, 126; De Vries 1976, 28; De Vries 1977, 30; Braun 1980, no. 5;
Amsterdam 1996, 111 (text Arthur Wheelock); J. Walsh, Jan Steen: The Drawing
Lesson, Malibu 1996, 10-11; G.S. Keyes (e.a.), Masters of Dutch Paintings: The Detroit
Institute of Arts, Detroit 2004, 225; A. van Suchtelen, Jan Steen in het Mauritshuis,
Zwolle 2011, 24-25.
Here Steen depicts a group of people gathering for a little fun outside a tavern
in the country, although the old title of village fair is perhaps a little exaggerated.
Two of the couples are dancing in a circle to a tune played by a fiddler standing to
the left on a barrel, while beside him a boy holds his cloak... possibly at the same
time looking for his purse. The dancers seem to be ripping each other’s arms from
their sockets while the spectators look on as they sup their ale and smoke a pipe.
To the right, a man is trying to entice a woman sitting on a bench away from an
amorous rival, doubtless attempting to persuade her to join the dance. To the left,
a young man is sleeping off the effects while children are playing games. As a humorous commentary on the ecstatic dancers Steen depicts two dogs sniffing each
other in the foreground.
‘Delightful,’ Bredius noted quite rightly in his copy of the auction catalogue
when this panel came under the hammer in 1890 in Cologne as a Village Fair by
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the artist Pieter de Bloot (1601-1658). Naturally, Bredius knew full well that it was
not the work of this Rotterdam artist who specialised in rustic country scenes, but
an early piece by Jan Steen. He had seen the panel before, at a previous auction,
that of the collection of marine and landscape artist Willem Gruyter Jr (1817-1880)
in Amsterdam in 1882 (see cat. no. 5). Bredius had just launched himself into his
study of Dutch painting of the seventeenth century and was still learning how to
recognise the hand of a master and how to place a work in a painter’s oeuvre. In
1882, he had written in the margin of the sale catalogue ‘genuine, very poor quality’, showing that he had recognised Steen’s style of painting but that his appreciation of the artist’s repertoire still focused on the masterpieces of the 1660s in the
public and private collections of Amsterdam and The Hague.
Thirty years later, Bredius realised that this was a particularly early example of
Steen’s work; he could instantly place it in the painter’s oeuvre and was a lot more
appreciative of its quality. In his monograph on Steen in 1927, he wrote, ‘It is
and remains difficult to date Jan Steen’s work. A small painting in my possession
(Mauritshuis), showing a village fair with a group of rustic men and women dancing about merrily at a tavern, seems to me to be an early work, painted before
1650. The figures still lack the maturity of his later work; they are stocky, almost
dwarf-like characters with caricatures for faces.’ Bredius’s early date for the work
has found approval among all subsequent writers, although estimates vary from
1646 to 1650. In 1648, Steen joined Leiden’s St Luke’s guild and the painting marks
the start of his career: to date it c. 1648 would therefore seem an acceptable solution.
Here the landscape is an essential part of the composition. Bredius considered
it ‘superb’ and wondered whether it showed the influence of Steen’s father-in-law
Jan van Goyen. He rightly placed a question mark beside Van Goyen’s name,
since it was not so much his work, as that of the brothers Adriaen and Isack van
Ostade of Haarlem who provided the model for this landscape. Similar compositions include a Village Fair in Munich’s Alte Pinakothek (Hofstede de Groot 1910,
no. 202) and a Dance at a Village Fair painted in 1643 by Isack van Ostade (not
mentioned by Hofstede de Groot), in which people are dancing in a circle outside
a tavern. In fact Steen carefully prepared this landscape. Recent infrared research
has shown that he drew the landscape with the bridge on the right in a quick preparatory sketch on the prepared panel.
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Revellers at Voorschoten
Panel
26 x 35 cm
Signed below left: JSteen
Museum Bredius, The Hague,
inv. no. 109-1946

Provenance
Amsterdam auction, 30 November 1909, no. 48 with ill.; in 1915 recorded in
Bredius’s collection; in 1922 transferred to Museum Bredius.
Exhibition
Oude schilderijen bijeengebracht uit de verzamelingen van Dr. A. Bredius en J.O.
Kronig (Old paintings from the collections of Dr A. Bredius and J.O. Kronig),
The Hague (Kunstzaal Kleykamp) 1915, no. 22.
Selected References
Hofstede de Groot 1907, no. 775A (author’s copy rkd); Kronig 1917, 443-444;
Braun 1980, no. 3; Blankert 1991, no. 159.
In this rather worn panel we see a group of drunken revellers returning home accompanied by a happy, playful dog. A man and a woman are egging the older man
forward – he evidently decided not to leave his tankard behind – while another
woman tugs him further with her left hand. Meanwhile, with her right hand, she
is trying to keep another dancing man from wandering off. The church in the
background has been identified as Voorschoten church and the group may well
be returning from the fair there, or perhaps they are celebrating the end of the annual market. Either way, in this early work by Steen he shows his uncanny ability
to characterise his figures succinctly. It seems that Steen was also pleased with the
way he depicted his subjects here, since the drunkard who is being led away also
appears in other paintings (sometimes as a drunken woman, cat. no. 19). Since
these figures are more substantial and more finely characterised – less caricaturesque than in Dancing Peasants (cat. no. 1) – this would have been painted later,
c. 1648-1650.
It seems odd that Abraham Bredius never wrote about Revellers at Voorschoten,
while he had no hesitation discussing other Steen’s paintings from his collection
more than once. Yet he considered it good enough to include in his official collection in 1922, which formed the Museum Bredius. Perhaps, on reflection, the
panel’s condition was less than satisfactory. An old photo of the work shows that
much of the sky was painted over and more of the detail in the treetops and the
foreground. Bredius rarely had paintings in his own collection cleaned: he disapproved. When the work was restored in 1995, it turned out that the top eight
centimetres of the panel was not the original paint; it had been filled in by a
nineteenth-century restorer. Fortunately, enough of the foliage had been preserved
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underneath to enable the restorer to determine how Steen had intended to render
the trees, painting dozens of tiny dots of yellowish green with the tip of his brush.
It enabled the twentieth-century restorer to reconstruct the rest of the foliage successfully and to make the painting presentable again.
We can only guess why Bredius remained silent regarding this work. Of course it
should not be forgotten that the Museum Bredius collection and the bequest at
Mauritshuis represent only a fraction of the many paintings that Bredius bought
throughout his life. Sometimes he would buy up entire collections. He considered
it better (and cheaper) to make an offer for everything than to negotiate a price for
the specific paintings he really wanted, which might alert the collector or dealer
to the item he was really interested in and raise their suspicions. Bredius only ever
sold one of his paintings: Johannes Vermeer’s Allegory of Faith (The Metropolitan
Museum of Art, New York, Bequest of Michael Friedsam, 1931). That may explain why, when his heir Joseph Kronig died in 1984, a couple of hundred paintings were discovered in the attic at Bredius’s villa in Monaco which were sold at
Glerum auction in The Hague in June 1992.
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A Village Fair
Panel
47.2 x 66 cm
Signed below, centre: JSteen
Royal Cabinet of Paintings
Mauritshuis (Abraham Bredius
Bequest, 1946), The Hague,
inv. no. 664
On view at the Mauritshuis

Provenance
Recently it is claimed that Bredius bought this painting in 1901 at J.E. Goedhart
art gallery in Amsterdam and gave it on loan that same year to Mauritshuis.
That he lent it is certain, the purchase, less so. In fact it is mentioned in 1898
in Bredius’s collection at his home on Prinsegracht by Georges Lafenestre and
Eugène Richtenberger. Bredius had bought it for £300 from an English owner, as
Hofstede de Groot noted in 1907 (see also p. 39); bequeathed in 1946.
Exhibitions
Catalogue of a Loan Exhibition of Pictures by Jan Steen, London (Dowdeswell
Galleries) 1909, no. 4; Bredius, Rembrandt and the Mauritshuis!!! A tenacious director collects, The Hague (Mauritshuis) 1991, no. 20 (text Marjolein de Boer).
Selected References
G. Lafenestre, E. Richtenberger, La peinture en Europe. La Hollande, Paris [1898],
151-152; Hofstede de Groot 1907, no. 625; Bredius 1907, 14; W. Martin 1909, 168; W.
Martin, ‘Studien zu Jan Steen anlässlich der Ausstellung seiner Werke in London’,
Monatshefte für Kunstwissenschaft 3 (1910), 181-182; Kronig 1917, 443-444; Bredius
1927, 53, 59; De Vries 1976, 29; De Vries 1977, 30; Braun 1980, no. 81; Amsterdam
1996, 102 (text Wouter Kloek); Westermann 1997, 51-53; A. van Suchtelen, Jan
Steen in het Mauritshuis, Zwolle 2011, 26-27.
In his monograph on Steen, Bredius included a brief description of this Village
Fair: ‘Mauritshuis also has a fine and exceptionally carefully painted village fair
in which comic figures appear in an outdoor setting, along with respectable visitors who have come to watch and numerous, detailed, tiny figures by the stalls
(Bredius collection).’ Two large canvas sheets are hung out on the stage to form
a backdrop, in front of which several people are standing. A man in sixteenthcentury attire is playing the role of doctor – derived from the commedia dell’arte
character of the dottore – standing by a banner with symbols and signs doubtless telling of the man’s learning and skill in healing all kinds of ailments. He is
holding up a pulled tooth, as the patient descends the steps with a cloth pressed
against his painful jaw. In the background on the stage is a violinist, whose tunes
were meant to drown the victim’s screams. Spectators have gathered around the
stage, the most noticeable being a well-dressed couple standing at a suitable
distance from the stage and the crowd. Other stalls are located further to the left
and in the foreground is a stall where a woman is selling her wares. This theme
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of fashionable urbanites visiting a country fair extends back to Flemish art and
Jan Brueghel the Elder around 1610, while Adriaen van Ostade also used the
motif in a Village Fair painted in 1640 (Hofstede de Groot 1910, no. 794).
Compared to Dancing Peasants, which he also gave to Mauritshuis and dated
earlier (cat. no. 1), Bredius noted that the figures in the Village Fair were more
‘mature’, and ‘even the smallest of figures walking past the stalls in the background were superbly drawn and proportioned, particularly attractive and complete.’ Wilhelm Martin identified the church tower in 1909 as that of Valkenburg
and he recognised Leiden as the city skyline in the horizon. Nevertheless, the
setting is entirely imaginary.
Journalist and critic Anton C. Loffelt (1841-1906) particularly admired the
landscape aspect of this painting. When Village Fair was first shown as a loan at
Mauritshuis, he wrote enthusiastically in one of his newspapers: ‘In the background, there is a fine, light, silvery vista, perhaps the most beautiful part of the
whole painting. That little Van Goyen is, as it were, like an extra added bonus.’
Bredius would probably not have agreed with Loffelt’s opinion that the background landscape was influenced by Steen’s father-in-law Jan van Goyen, even
though Steen was living in The Hague at the time he painted the work, around
1650-1651. In 1907, Bredius wrote that it was Adriaen van Ostade who ‘probably
more than any other, exercised a certain influence on his work’ referring to his
own Village Fair. Today it is clear that it was not Adriaen, rather his younger
brother Isack who formed a major source of inspiration for Steen. Here too,
because the composition of Steen’s Village Fair seems without doubt to be based
on the 1640 Tooth-Puller at a Village Fair by the younger Van Ostade (Hofstede
de Groot 1910, no. 139; ill. 6 on p. 37).
It was recently suggested that Van Goyen’s influence should not be completely
discounted. His oeuvre includes a number of drawings of rustic scenes with annual markets and country fairs that closely resemble Steen’s Village Fair in subject and composition. Perhaps we should assume that a certain creative rivalry
existed between the two artists and that it was not always clear who borrowed
what from whom.
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Figures by a Tower in a Landscape
(‘The Brewery’)
Canvas
62.8 x 86.8 cm
The signature below, centre, is
now difficult to see
Private collection

Provenance
(?) Nicolaes van Suchtelen auction, Hoorn, 17 April 1715, no. 4 Een Capitael Stuk,
verbeeld’ eenige Reysigers, seer konstig geschilderd door Jan Steen (A first-rate painting showing travellers finely painted by Jan Steen) (ƒ150); P. de Boer art gallery,
Amsterdam 1934; F.H. Minken art gallery, Amsterdam 1935; Dr Wilhelm Mautner,
Amsterdam, before 1938; forced sale after May 1940; D. Katz art gallery, The Hague
1943; recorded in ‘Sonderauftrag Linz’, 5 January 1944, inv. no. 3435; impounded
and brought to Central Collecting Point, Munich, October 1945; transferred to
Stichting Nederlands Kunstbezit and heirs, inv. no. NK 2655; returned to heirs of
Dr Wilhelm Mautner in December 2012.
Selected References
Hofstede de Groot 1907, no. 679b; H. Gerson, ‘Landschappen van Jan Steen’,
Kunsthistorische mededeelingen van het Rijksbureau voor Kunsthistorische Documentatie
’s Gravenhage 4 (1948), 50-51; Braun 1980, no. 42; Rijksdienst Beeldende Kunst-The
Netherlands Office for Fine Arts The Hague: Old Master Paintings: An Illustrated
Summary Catalogue, Zwolle-The Hague 1992, 281, no. 2473.
This sun-soaked landscape, in which Steen features a curious architectural structure
is unusually light and colourful. A wagon is being loaded, or unloaded, beside a
tower surmounted by a dovecote. Two men are lifting a barrel, the source of the
alternative title for the work: The Brewery. Yet one barrel hardly signifies a brewery,
and the barrel might not even contain beer: a different beverage perhaps, or something else entirely, like pickled herring or meat, which is why that name is not used
here. Two horses are harnessed at the front of the heavy wagon with its four massive
wheels, and there is another horse to the left with a rider who is asking directions.
Steen is showing how well he can paint horses, far better than his father-in-law Jan
van Goyen. A man in colourful clothes – a blue shirt and a yellow hat – is carrying
a yoke. The man on the wagon with the red shirt and yellow jacket also provides a
colourful highlight, like the group of travellers resting to the left by a sand hill. A dog
is sniffing around in the centre in the foreground, rendered with a few strokes of the
brush. It seems an unidentifiable type, certainly not a spaniel, Steen’s favourite breed
which would first begin to appear in his paintings a few years later (see for example,
cat.nos. 8, 14 and 16). To heighten the sense of recession in the foreground, Steen
incorporated dark repoussoirs on both the left and right. In the background, right,
we see various houses in a wooden compound while on the left a boat catches the
eye, sailing on a river that leads to the horizon, with a hilly landscape in the distance.
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It is a composition that would have been unthinkable without the work of
Isack van Ostade in the early 1640s. He often included a horse-drawn wagon
in his landscapes, dominating the foreground scene. The younger Van Ostade
could portray horses superbly, and in this too he was doubtless Steen’s model.
The pointed foliage, as in the trees already seen in cat. no. 2, was again derived
from Steen’s slightly older fellow artist in Haarlem.
In the period in which this landscape was painted, in the early 1650s, Steen
was living in The Hague not far from his father-in-law Jan van Goyen. The river
landscape with its low horizon is clearly inspired by Van Goyen’s work, like the
high cloudy sky and the subtle way the composition leads the eye through its
various elements to the horizon. While Van Goyen was never really adept at
populating his landscapes with figures, some of his landscapes feature a wide
panorama on the left and trees and houses on the right, including a tavern
with travellers on horseback in front and a stationary wagon. As with Isack van
Ostade’s landscapes, these also date from the early 1640s. A nice example is Van
Goyen’s Travellers outside a Tavern in a Landscape of 1643 (Beck 1973, no. 1024).
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The Adoration of the Shepherds (Luke 2:16-20)
Panel
31.5 x 41 cm
Museum Bredius, The Hague,
inv. no. 108-1946

Provenance
Collection of marine artist Willem Gruyter Jr (1817-1880), Amsterdam, before
1872; auction, Amsterdam, 14 October 1882, no. 108; Schmetz collection, Aachen;
recorded in 1906 in Bredius’s possession; transferred to Museum Bredius in 1922.
Exhibitions
Tentoonstelling van zeldzame en belangrijke schilderijen van oude meesters ten behoeve van het weduwe- en wezenfonds (Exhibition of rare and important old master
paintings in aid of the widows and orphans fund), Amsterdam (Arti et Amicitiae)
1872, no. 218; Rembrandt-Hulde, Leiden (Gemeentemuseum) 1906, no. 64; Oude
schilderijen bijeengebracht uit de verzamelingen van Dr. A. Bredius en J.O. Kronig
(Old paintings from the collections of Dr A. Bredius and J.O. Kronig), The Hague
(Kunstzaal Kleykamp) 1915, no. 25.
Selected References
Flanor, ‘Vlugmaren’, De Nederlandsche Spectator 1906, 278; Hofstede de Groot
1907, nos. 33 and 36; Bredius 1907, 15; Kronig 1917, 446-447; Bredius 1927, 35;
De Groot 1952, 179; Kirschenbaum 1977, 41, 127 no. 33/36; Braun 1980, no. 119;
Blankert 1991, no. 156; W. Kloek, Jan Steen (1626-1679), Amsterdam 2005, 70-71.
On the subject of Jan Steen’s history paintings, Bredius adhered to the prevailing
opinion that his paintings of religious or mythological scenes were suffused with
the same sense of humour as his genre paintings. Steen was generally regarded
as incapable of being a serious history painter: he could not help being funny,
moreover his knowledge of history was poor and, even worse, he overestimated his
own competence since he should really have left proper history painting to those
who knew what they were doing. Steen’s contribution to what was supposed to be
the highest form of art was dismissed, derided and treated as pure parody (see also
p. 29 and 42, note 13).
In 1907, Bredius wrote of this painting in his own collection: ‘Even in his biblical scenes he is unable to resist the temptation to allow his sense of humour full
play. As in the Adoration of the Shepherds for example, the kneeling man with his
sanctimonious knavish mug!’ In his monograph twenty years later, he repeated
the same view, amplifying further: ‘Another, smaller painting at the Bredius home
in The Hague. Here again, a crowd of spectators. An old couple shuffling in from
the right; a shepherd kneeling by the child, with a real knavish mug doing his best
to keep a pious expression. Mary, in a red gown with a blue cloak, looks weak and
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tired. Here too a bagpipe player, a boy and girl playing by the fire, etc. the light
seems to emanate not just from the candle that the elderly Joseph is holding, but
to radiate from the child himself.’ In Bredius’s opinion, Steen allowed his sense of
humour and irony to permeate his serious, religious art, and he was not the only
one to hold that view.
A dissenting voice was that of Flanor, the pseudonym of P.A.M. Boele van
Hensbroek (1853-1912), who reviewed the Rembrandt exhibition of 1906 and offered a remarkable appraisal of the painting: ‘Yet... perhaps the one work that overshadows every other in this exhibition is Jan Steen’s Adoration of the Shepherds...
However beautifully painted the other paintings by the master assembled here,
they are coarse and superficial compared to this superbly rendered, realistic depiction of that first homage to Christ. In a makeshift crib – some have suggested a
wheelbarrow – we see the loveliest of children. A shepherd is kneeling by the side,
a simple rustic; behind the Christ child, a shepherd is leaning on a barrel. The
setting is as austere as could be; the whole scene is such a realistic portrayal of this
sacred moment, it makes the painter himself almost saintly. The entire panel is so
attractive – the presentation, the concept, the palette, that... one would gladly give
up the rest of the exhibition just for this.’
Flanor aside, Steen was only treated seriously as a painter of history scenes much
later, which hampered the study of this aspect of his oeuvre for many years. It was
only recently that Wouter Kloek pointed out the source of Steen’s various versions
of the Adoration of the Shepherds: the work of Italian painter Jacopo da Ponte,
known as Bassano (c. 1510-1592). Versions and copies of his paintings circulated
in the Netherlands at the time, as well as prints by Jan Sadeler and others. The
tall woollen cap that the boy with the lamp in the foreground is wearing, like the
bagpipe player behind Mary, is directly borrowed from Bassano, as is the motif of
the children by the fire, left.
When this painting was made remained a matter for conjecture for many years.
Suggested dates ranged from extremely early to extremely late. For example, Bredius
considered that it dated from Steen’s final years in Leiden, while Kirschenbaum
felt that, based on a far larger version of the canvas at the Rijksmuseum (inv.
no. sk-a-3509), Bredius’s panel must have been painted around 1660. Certainly
the Amsterdam version was painted around 1660, and shows Steen’s consummate
ability to give his figures character, his powerful brushwork and his splendid use
of colour. Yet the Museum Bredius panel was made earlier. The sober palette and
the spindly figures reveal this to be one of the painter’s early works from the years
1650-1653.
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The Dovecote
Panel
36.8 x 47.5 cm
Signed below left: JSteen
Fondation Custodia (F. Lugt
Collection), Paris, inv. no. 5515

Provenance
Prosper de Berton des Balbes de Crillon, Marquis de Crillon (1764-1869), Paris;
daughter Amélie, Duchess de Polignac, née de Berton des Balbes de Crillon (18231904), Paris; S. de Jonge, Paris, before 1906; art dealer Otto Stettiner, Paris; bought
by Frits Lugt, 3 December 1938.
Exhibitions
Rembrandt-Hulde, Leiden (Gemeentemuseum) 1906, no. 69; Exposition rétrospective des grands et des petits maîtres hollandais, Paris (Jeu de Paume) 1911, no.
145; Herwonnen kunstbezit (Regained Art), The Hague (Mauritshuis) 1946, no.
59; Le paysage hollandais au XVIIe siècle, Paris (Orangerie des Tuileries) 1950, no.
88; Jan Steen, The Hague (Mauritshuis) 1958, no. 6; La vie en Hollande au XVIIe
siècle, Paris (Musée des Arts Décoratifs) 1967, no. 58; Reflets du siècle d’or, Paris
(Institut Néerlandais) 1983, no. 81.
Selected References
Hofstede de Groot 1907, no. 881; W. Martin, ‘Studien zu Jan Steen anlässlich der
Ausstellung seiner Werke in London’, Monatshefte für Kunstwissenschaft 3 (1910),
181; W. Martin, ‘De tentoonstelling van Oud-Hollandsche schilderijen te Paris’,
Elsevier’s Geïllustreerd Maandschrift 20 (1911), 165; Bredius 1927, 47-48; De Vries
1977, 32; Braun 1980, no. 48; S. Nihom-Nijstad, Reflets du siècle d’or. Tableaux
hollandais du dix-septième siècle. Collection Frits Lugt, Fondation Custodia, Paris
1983, 132-133.
Connoisseurs in the Netherlands had an opportunity to see Steen’s Dovecote at
the Rembrandt commemoration organised under Bredius’s direction in 1906 in
Leiden, which featured thirteen paintings by Jan Steen. While he included an illustration of the work in an article on Steen in Elsevier’s Geïllustreerd Maandschrift
the following year, he added no further comment. The subsequent owner Frits
Lugt wrote ‘charming’ in the margin of his copy of the catalogue. It was not until
1911, in a review of an exhibition in Jeu de Paume, that Wilhelm Martin first eulogised the painting. ‘With its colour and atmosphere, it is one of the subtlest works
of Steen’s early period. With the water, ships and willows under a cloud-filled sky
in the distance, Steen has clearly absorbed the influence of Jan van Goyen here.’
Martin had once assigned the painting to Steen’s early years, dating it to before
1653. This was a time in which the artist was still wondering which direction to follow: was he a landscape specialist or was he a figure painter? That is what makes his
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early art such an interesting mix of rustic genre and landscape. His supposed apprenticeship with the Van Ostades in Haarlem and his connection with his fatherin-law Jan van Goyen seem to have made it difficult for him to set his own course.
It was only later that Bredius offered his opinion of this painting. In his monograph he was especially complimentary: ‘Now that I have an opportunity to express my admiration for Jan Steen as a landscape painter, a word or two seems appropriate about this painting, Dovecote, in the De Jonghe [sic] collection in Paris.
Because the actual dovecote serves as a delightful repoussoir for a thoroughly
Dutch river landscape. The dovecote stands outside a tavern, on an embankment
by a canal that leads into a busy stretch of water with ships and barges beneath
a typical Dutch sky. This difficult scene is well chosen, and what a sense depth it
lends to the composition which has all the quality of a fine Van der Neer! And how
well the movement of the figures is captured: the man putting doves onto a basket
while a boy holds it in place, and on the left, a bald man imposing himself on a
young woman as she tries to free herself – and how realistically that rustic sups his
tankard of beer! As a landscape artist, here Jan Steen is on a par with the best in
the field; the work matches any of the finest Van Goyens.’
Bredius doubtless referred to Aert van der Neer (c. 1603-1677) because the
Dovecote’s composition resembles his work, with its distinctive foreground and
a wide river view leading into the distance, with banks left and right. This connection with Van der Neer, who lived and worked in Amsterdam, appears to be
purely coincidental. Rather more interesting is that Bredius agreed with Martin
that the river landscape shows the influence of Jan van Goyen.
Shown from below, the dovecote contrasts starkly against the cloudy sky. Two
sparrow pots are tied to the birdhouse to ensure at least two types of fowl for the
table. On the right, a woman is wearing a black cap and cape known as a huik
which had been fashionable some decades earlier. The dovecote shows that the
tavern also offered other services, besides food and drink. Perhaps the structure
alludes to the Dutch phrase ‘doves in the attic’, suggesting that the tavern doubled
as a brothel. The scene on the left, where the bald man is making advances towards
a young woman points in that direction. Although Bredius would not have been
allowed this possibility to prejudice his appreciation of the painting, for Frits Lugt
it might have been a slightly less savoury revelation, given his opinion regarding
cat. no. 19.
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A Courtyard Scene with Peasants Slaughtering a Pig
Panel
56 x 47 cm
Private collection

Provenance
(?) William Smith auction, London, 25/26 February 1800 (second day), no. 22 The
Pork Butcher; Dowdeswell art gallery, London 1913; London auction (Sotheby’s), 6
July 2000, no. 136; private collection.
References
Unpublished.
We know remarkably little about how Jan Steen learned his trade as an artist (see
biography p. 47). Jacob Campo Weyerman, a largely unreliable source, states in
the second part of his 1729 Levens-beschryvingen der Nederlandsche konst-schilders
en konst-schilderessen that Havick Steen sent his son Jan to Nicolaus Knupfer in
Utrecht to learn the art of painting, ‘from there he moved to the comical painter
Adriaen van Ostade in Haarlem, after which he flew over to landscape painter Jan
van Gooyen, in The Hague, presumably to learn some of the elements of landscape
painting.’ We may conclude from this that Weyerman, who was himself a trained
artist, had seen how Steen’s (early) work had been influenced by Van Ostade and
Van Goyen and had drawn his own conclusions regarding his training.
One of Steen’s works which is most clearly inspired by Van Ostade is this
Courtyard Scene with Peasants Slaughtering a Pig, a superbly preserved painting
dated to around 1653-54, based on its stylistic similarity to the Village Wedding in
Rotterdam, dated 1653 (Amsterdam 1996, no. 6). From under a round arch, Steen
depicts a courtyard of a country farmstead, a surprisingly tall building with two
timber-framed brick-built lower storeys surmounted by an all-timber storey. The
round arches of the blind niches along the top of the brickwork suggest the building is sixteenth-century. Stairs lead up to a wooden platform on the first floor, to
a door beside two windows. An Adriaen van Ostade-like figure is leaning on the
balustrade, watching the action below. A boy is walking down the stairs holding a
jug while two children play at the foot of the stairs. The main scene is on the left
in the foreground, where two men and a woman are slaughtering a pig, watched
keenly by three children. The woman has already filled a skillet with the animal’s
blood. Apart from the butchery, the scene has a sun-drenched, rustic charm.
Slaughtering pigs is a theme often found in Adriaen van Ostade’s paintings, yet
in this work Steen also drew on the ideas of Adriaen’s younger brother for his motif and composition: Isack van Ostade, who died tragically young. Isack was five
years older than Jan Steen and died in 1649. They seem to have known each other
well; among the items in the estate left in 1708 in Haarlem by Cornelis Dusart
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(1660-1704), a late follower of Adriaen van Ostade, was a portrait of Jan Steen by
Isack van Ostade. An little oval panel made by Isack in 1644 shows a remarkably
similar scene of a pig being slaughtered (ill. 7 on p. 38; Hofstede de Groot 1910,
no. 157). The brick house with its external wooden stairs and balcony, and the
timber top floor reveal this as the source of Steen’s inspiration for his composition.
It almost looks as if Steen attempted to emulate the oval shape of Isack’s panel,
although that remains purely speculative since the present work may have been
cut from an originally rectangular panel at a later date. Either way, Steen may have
borrowed the idea of showing the scene from under a sheltering arch from a 1641
work by Adriaen (Hofstede de Groot 1910, no. 437). Steen later used this motif of
a gateway to frame a scene several times.
Despite the influence of the Van Ostade brothers, the sky and the loosely rendered foliage reveal the inspiration of Steen’s father-in-law Jan van Goyen. Both
elements are stylistically linked to the River Fish Market in The Hague (cat. no.
8) and clearly show that this painting was also made in the final years of Steen’s
residence in that city.
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The River Fish Market at St Jacob’s Church in
The Hague
Panel
60.2 x 71.3 cm
Signed below, left: JSteen
Historical Museum, The Hague,
inv. no. 13-1926

Provenance
(?) Breda auction, 23 August 1817 (delayed until 1 September), no. 70; private
collection, Russia; F. Rothmann art gallery, Amsterdam 1926; purchased by
Gemeentemuseum The Hague with support from Abraham Bredius, 1926; in 1991
transferred to Historical Museum.
Exhibitions
Jan Steen, Leiden (Stedelijk Museum De Lakenhal) 1926, no. 62; La vie en
Hollande au XVIIe siècle, Paris (Musée des Arts Décoratifs) 1967, no. 177; The
Dutch World of Painting, Vancouver (Vancouver Art Gallery) 1986, no. 85 (text
Gary Schwartz); Pride of Place: Dutch Cityscapes in the Golden Age, The Hague
(Mauritshuis) and Washington (National Gallery of Art) 2008, no. 42.
Selected References
Hofstede de Groot 1907, no. 252A (author’s copy rkd); W. Martin 1926, 7, 27;
Bredius 1927, 48; W. Martin, ‘Neues über Jan Steen’, Zeitschrift für bildende
Kunst, 1927-28, 325-326; De Groot 1952, 182; De Vries 1977, 32; Braun 1980, no.
47; C. Dumas, Haagse stadsgezichten 1550-1800. Topografische schilderijen in het
Haags Historisch Museum, Zwolle-The Hague 1991, 595-599, no. 51; Amsterdam
1996, 118; Haagse Schilders in de Gouden Eeuw. Het Hoogsteder Lexicon van alle
schilders werkzaam in Den Haag 1600-1700, The Hague-Zwolle 1998, 239-241
(text Edwin Buijsen).
One of the big surprises of the 1926 Jan Steen exhibition was this wonderfully preserved street scene in The Hague. In fact, the panel was purchased during the exhibition by The Hague’s Gemeentemuseum with financial support from Bredius. In
his monograph a year later, the generous donor wrote, ‘At the Jan Steen exhibition
in Leiden, a view of the river fish market in The Hague was shown, amply populated with charming, amusing characters. The church on the right (Groote Kerk)
seems massive; the light, sunlit scene shows the master around 1654, at the height
of his astonishing talent.’ His emphatic dating of the work seems a rather blunt
contradiction of the opinion of his successor as Mauritshuis director, Wilhelm
Martin. Martin had come to the conclusion earlier that the work was painted
around 1649-50, shortly after Steen had settled in The Hague. He based this on
the ‘delightful depiction of the figures and their multifarious activities each appropriately accentuated. The humorous element is not yet the principal element and
only peers round the corner here and there.’ It is a far from convincing argument
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and later experts in Steen’s oeuvre have sided with Bredius’s date for this street
scene, placing it in the final phase of Steen’s period in The Hague.
The river fish market was held on the south side of St Jacob’s church (Grote
Kerk). The part of the church visible here is the choir gallery. Various structures
were built between the exterior buttresses, and later removed in 1858. The street on
the far left is the start of Westeinde, and proceeding to its right are the buildings
on Torenstraat. The market is busy. On the right a vendor is selling salmon while
to the left a buyer is paying for a perch. Five of the women in the scene are wearing
a hooded cloak or huik, while another charming detail shows two children, the
younger pointing to a dog, while the elder is doubtless reassuring her and telling
her not to be afraid. On the far right, a spaniel has entered the scene, one of the
first times this breed of dog appears in a composition by Steen. Nicely in the spotlight, left of centre in the painting is the water pump, appropriately surmounted
by a sculpted fish.
Charles Dumas noted that Steen’s choice of subject was probably inspired by
a similar market scene by Isack van Ostade in the Wallace Collection in London
(Hofstede de Groot 1910, no. 128), while the lively figures are reminiscent of those
painted by the latter’s elder brother Adriaen. The loose brush strokes with which
Steen rendered the leaves of the trees is however definitely in the style of his fatherin-law Jan van Goyen. Here the foliage is rendered with a broader, freer brush
and no longer the laborious, countless dots of paint that appear in cat. nos. 2 and
4. The superb cloudy sky also testifies to the impact that Van Goyen had on his
son-in-law.

Catalogue

81

82

Connoisseurship – Bredius | Jan Steen and the Mauritshuis

The Fable of the Satyr and the Peasant
Canvas
103 x 116 cm
Signed on the child’s chair:
JSteen
Koninklijke Philips NV

Provenance
(?) Burggraaff auction , Paris, 18 October 1811, no. 45 (681 francs); (?) acquired in
Paris in 1830 by John Smith art dealer of London for 2,500 francs; Arthur Kay
art dealer, Glasgow, seen there in 1899 by Abraham Bredius; auction, London
(Christie’s), 11 May 1901, no. 113; Charles Sedelmeyer art dealer, Paris; Gustav
Hoschek von Mühlheim (1847-1907), Prague; Douarière L. van Alphen-Hovy,
The Hague, before 1911; auction, Amsterdam, 2 July 1918, no. 11; acquired there for
ƒ34,000 by Dr Anton F. Philips (1874-1951); his collection, Eindhoven; transferred
to the company he founded, Royal Philips NV.
Exhibition
Jan Steen, Leiden (Stedelijk Museum De Lakenhal) 1926, no. 57.
Selected References
Hofstede de Groot 1907, no. 80; W. Martin, Galerie Gustav Ritter Hoschek von
Mühlheim in Prag, Prague 1907, 75 no. 119; W. Martin, E.W. Moes, Oude schilderkunst in Nederland, The Hague 1911, no. 42; J. Veth, ‘De sater bij den boer van
Jan Steen’, Beelden en Groepen, Amsterdam [1919], 110-115; H.P. Bremmer, Beeldende
Kunst 13 (1925/26), no. 80; Martin 1926, 7-8, 28; Schmidt Degener and Van Gelder
1927, 45-46; Bredius 1927, 72; De Groot 1952, 73, 129; B.B. Fredericksen, Catalogue
of the Paintings in the J. Paul Getty Museum, Malibu 1972, 86-87; De Vries 1976,
22; Braun 1980, no. 35.
While several versions exist of Aesop’s fable of the satyr and the peasant, the one
which was popular in the Netherlands was this. A satyr and a peasant strike up
a friendship. One cold winter’s day, the satyr sees the peasant blowing into his
hands. When he asks why, the peasant replies that it is to warm them. Later, at the
peasant’s home, they sit down to a bowl of soup. It is hot, so the peasant blows on
his soup. Again the satyr wonders why, to which the peasant replies that it is to
cool the soup. At which point he satyr explodes in rage and declares their friendship over since a person whose mouth can blow both hot and cold can never be
trusted.
Various editions of Aesop’s fables appeared in the sixteenth and seventeenth
century, including Joost van den Vondel’s Vorstelycke warande der dieren (1617) and
the Woudt van wonderlicke sinne-fabulen der dieren (1633) by Adriaen van de Venne
(1589-1662). Van de Venne, who settled in The Hague in 1625, had many strings
to his bow: a painter, poet and draughtsman, he was also a publisher and would

Catalogue

83

84

Connoisseurship – Bredius | Jan Steen and the Mauritshuis

certainly have met Jan Steen. These stories were also popular in other mediums.
Flemish artist Jacques Jordaens (1593-1678) painted several versions of the theme
between 1625 and 1650 which were well known in the Northern Netherlands and
would naturally have influenced Steen.
In his monograph, Bredius gave a glowing description of the work: ‘The painting owned by A. Philips of Eindhoven shows (in broad lines) a family eating a
meal. Behind the richly laid table, with bread, golden butter and cheese sits the
peasant, replete with fur cap (everything in the painting indicates that it is cold)
blowing on his soup as he eats. In front of the table, ladling soup from an iron pot,
sitting on a low stool, is a healthy-looking woman in a yellow jacket, purple bodice, grey dress and orange stockings. She seems to be saying something unfriendly
to the satyr. In front of her stands a son, presenting her with a bowl. The boy is
wearing pale red and a yellowish hat. A young blond girl is feeding porridge to a
child seated in a baby-chair. In the background, an old woman is tending the fire.
A tall young man is warming himself nearby. He is making fun of the satyr and
laughs at him. To the right, by the table, the satyr with goat-legs and wrapped in
a sheep’s fleece about his naked body. He is clearly displeased and is making for
the exit where the winter rages, as we can see through the open door. Here again
in this large, expansive canvas, the interaction between the figures is astonishing.
It is a superb composition, vibrant and coherent.’
Bredius did not venture a date. Given the comparatively sober palette and the
angular, elongated faces of the two figures in the background, it was evidently an
early work, which Braun dated to around 1651-1653. Yet this was a period in which
Steen populated his paintings with small doll-like figures, while these are large
portrayals on a comparatively large format canvas. Here Steen is exploring the
path he was to pursue from 1660, when he moved from Warmond to Haarlem. In
1655, Steen painted a portrait of Adolf and Catharina Croeser, known as the socalled Burgher of Delft (Rijksmuseum Amsterdam), also with relatively large figures, although with a brilliant, colourful palette and with a meticulous, fine brush;
that portrait was commissioned. Evidently, Steen was not averse to experimenting
as he searched for his own style and the Philips painting dates from shortly before.
A second version of this composition exists with a few minor differences, including the format (Hofstede de Groot 1907, add. no. 80aa).
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A Couple Warming Themselves and Reading
the Bible
Panel
29.6 x 24 cm
Signed on the footstove: JSteen
Stedelijk Museum De Lakenhal,
Leiden, inv. no. 961

Provenance
Louis Fabricius du Bourg auction, Amsterdam 15 January 1776, no. 17 (for ƒ81 to
Yver, art dealer); (?) widow of P.J. van Oosthuyse van Rijsenburg, auction, The
Hague, 18 October 1847, no. 23; Van Harlingen collection, Amsterdam-Lochem;
widow of Mr W.P. Hubert, The Hague 1936; purchased in 1954 by the museum
from a private collection, Velp.
Exhibitions
Oude Kunst uit Haagsch Bezit, (Old Art in Hague Collections), The Hague
(Gemeentemuseum) 1936, no. 186; Niederländische Barockmalerei, Krefeld (Kaiser
Wilhelm Museum), 1975, no. 30; 20 x Jan Steen, Leiden (Stedelijk Museum De
Lakenhal) 1979, no. 4.
Selected References
Hofstede de Groot 1907, nos. 387 and 397a; J.B.F. van Gils, ‘Het Gebed voor den
Maaltijd door Jan Steen’, Oud Holland 57 (1940), 192; L. de Vries, ‘Achttiende- en
negentiende-eeuwse auteurs over Jan Steen’, Oud Holland 87 (1973), 229; De Vries
1977, 129; Braun 1980, no. 94; M.L. Wurfbain (ed.), Stedelijk Museum De Lakenhal.
Catalogus van de schilderijen en tekeningen, Leiden 1983, 319; L.D. Couprie, ‘De
vijf schilderijen van Jan Steen in de Lakenhal’, Jaarboekje voor geschiedenis en oudheidkunde van Leiden en omstreken 89 (1997), 52.
In this small panel, a woman is warming her hands over a wooden footstove in
which a brazier with burning coals gives off heat; the stove is on a table in front of
her, which is covered with a green cloth. She is wearing a linen cap decorated with
lace and held by an ornamental headband. The fur collar of her cloak also suggests
a degree of affluence. Beside her, also portrayed half-length, sits a man with long
hair and a red cap. His half open mouth suggests he is in mid-sentence, reading
from the heavy book he is holding. It seems to be a lesson from a religious work,
presumably the Bible, and on the wall behind is a framed text of a verse clearly
titled Salemos gebet (Solomon’s Prayer). The lines of the verse enabled Jan van Gils
to find the source of the text in Die Historie van den ouden Tobias ende zijne soone
den jonghen Tobias, a book by Johan Rammazeyn (1619-1693) about Tobit and his
son Tobias published in Gouda in 1647. This edition was a reprint of a popular
children’s reader which first appeared in Antwerp in 1547 and which reappeared
in countless editions in the seventeenth and eighteenth century. The poem runs
as follows:
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Give me not too much wealth my Lord
Or too much poverty in this world
In my hour of need I beseech you
Saying: Where is the Lord my God;
Overabundance causes man to stumble
It is harder for the rich man to enter Heaven
But Lord, I must live in this world
So let me earn my living within reason
You know the weakness of my desire;
Wealth elevates and poverty depresses
So give me Lord only what I need.
Different versions of the Dutch text are found with different spellings in the various editions, including that of Bruyn Schinckel, published in Delft in 1621. The
Rammazeyn edition is the one that Steen most probably read, because this publisher had been based in The Hague since 1652. The plaque on the wall behind the
pious couple was a common decorative feature in many homes and one can still
be seen at the Catherijneconvent Museum in Utrecht (inv. no. S8; formerly in the
collection of August Wilhelm Volz (1873-1944), The Hague). Steen used the text,
a variation on Proverbs 30:8-9, in another context, for the Prayer before the Meal
which was recently offered for sale by the Duke of Rutland from Belvoir Castle,
Grantham, (Amsterdam 1996, no. 28) and which dates from around 1663-1665.
Steen was working in Haarlem at that time, so this work would seem to have been
painted in that period too.
The man reading appears remarkably similar to the Jan Steen we know from
his Self Portrait in the Rijksmuseum (ill. 10 on p. 46), while the woman, with
her pointed nose, has been identified as Grietje van Goyen, the painter’s wife.
It would be an exaggeration to consider this a portrait of the couple: Steen may
have based the man’s appearance on his own, and that of the woman on his wife,
but they were intended as character sketches. Nevertheless, it is tempting to see
the couple as Jan and Grietje Steen, since many did so in the eighteenth century.
Arnold Houbraken wrote of Steen in 1721 that ‘his paintings were like his life, and
his life was like his paintings’ from which many thought that his own story could
be found in his paintings and his dissolute lifestyle in his work. Steen’s story and
his art became inextricably interconnected. One of the earliest examples is a poem
published in 1755 about the Merry Threesome (Amsterdam 1996, no. 42) by Jakob
Spex: Op een stukje van Jan Steen, waerin aen hem zelf, dronken verbeelt, door een
out wyf een roemer met wyn wort aengeboden, terwyl een lichtekooi hem de beurs licht,
which can be translated as ‘On a picture by Jan Steen, in which he depicts himself
drunk, being offered a cup of wine by an old shrew while a young wench relieves
him of his purse’ (Gedichten, The Hague 1755, 306).
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Stellio Deriding Ceres
Canvas
73.2 x 61.2 cm
Private collection

Provenance
Chevalier Jacques Albert Dormer de Baumiscourt, Seigneur de Béez, Namur;
auction, Antwerp, 27 May 1777, no. 115; canon F.A.E. Bruynincx, Antwerp; auction, Antwerp, 1 August 1791, no. 81; Abbé Brasseur, Brussels; auction, Brussels, 3
December 1819, no. 30; François-Xavier de Robiano auction, Brussels, 29 March
1825, no. 20; London auction (Christie’s), 15 June 1838, no. 20 Stella deriding
Ceres, a female holding a torch before them; from the subject of Elsheimer – engraved;
London auction (Christie’s), 8 June 1839, no. 56; London auction (Christie’s),
10 April 1987, no. 4; Zurich auction, 8 September 1993, no. 17; London auction
(Christie’s), 19 April 2000, no. 24; private collection.
Selected References
Hofstede de Groot 1907, no. 72; Kirschenbaum 1977, no. 72; Braun 1980, no. A-30;
Westermann 1997, 278-279; R. Klessmann, ‘Adam Elsheimer – Bemerkungen zur
Rezeption seiner Kunst im Norden’, Collected opinions: essays on Netherlandish art
in honour of Alfred Bader, London 2004, 62.
The earliest record of this painting dates from 1777 and it was lauded then as ‘un
des meilleurs ouvrages de Jean Steen’. Now that it is on public display for the first
time, everyone can bear witness to the accuracy of that opinion. The work dates
from Steen’s best period, when he was working in Haarlem. It seems to have been
painted in the latter half of the 1660s.
Here Steen chose a theme which was seldom used in art, from the Roman poet
Ovid’s Metamorphoses (5:446-461). In the sixteenth and seventeenth century, this
book was what Karel van Mander called the painter’s Bible, since it provided an
endless source of material for artists. Steen had already drawn on Ovid’s compilation before for his Erysichton Selling his Daughter Mestra, now in the Rijksmuseum
(inv. no. sk-a-2572). In the fifth book, Pluto, the god of the underworld, carries
off Proserpina to make her his queen. When Proserpina’s mother Ceres, goddess
of the earth and of fertility, discovers her daughter is missing, she goes in search.
As she wanders through the night, she carries a torch lit by fire from Etna, the
volcano. Eventually, after much wandering, Ceres is thirsty, so she stops at a small
farm and asks for a drink. The old woman in the doorway has offered her a jug
of water flavoured with roasted barley. Ceres is drinking deeply. A young boy has
wandered in and is mocking the haste with which the goddess quenches her thirst.
Offended by the insult she throws the rest of the water over the boy Stellio, who
instantly turns into a lizard. As Van Mander explained in his Wtlegginghe op den
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Metamorphosis (at least four editions between 1604 and 1662), the moral is simple:
‘The fable of the incorrigible boy who mocked Ceres and was punished, warns the
young not to mock their parents.’
Steen based the whole composition on a print that Hendrick Goudt published
in Rome in 1610 after a painting he owned by Adam Elsheimer (ill. 5 on p. 35), who
had recently died. The boy below left, Ceres turning left with the jug to her lips
while holding a torch lit by fire from Mount Etna, the cottage in the background
with the old woman in the doorway: all these elements are in the print. The print
circulated widely and Steen’s fellow artist in Leiden, Gerrit Dou, certainly owned
a copy. A noticeable difference is that Stellio is naked in the print, while Steen has
clothed the boy in the canvas and given him a small skillet with food to hold. He
is also pointing to the goddess’s bare breast, which seems to be causing him more
merriment than her hurried drinking. It is a typical Steen character, similar to
other boys in the artist’s paintings, which is true also of the woman in the doorway with the large nose. Ceres is identified as the goddess of fertility by the ears
of corn in her hair. Steen apparently had some difficulty depicting her hand holding the torch, as the repentirs show. Interesting details include the wagon in the
background, and the dog between Stellio and Ceres. While Steen rarely painted
nocturnal scenes, this is not a unique example, as cat. no. 5 shows. Steen’s choice
of Goudt’s print after Elsheimer’s painting was a deliberate homage to this illustrious predecessor and contemporary connoisseurs of art would have recognised the
reference.
The original painting by Elsheimer was apparently owned by a Dutch collector
in the 1640s. Nevertheless, like Steen, most artists would have known the work
from Goudt’s print. Besides Dou, Rembrandt and Jan Pynas also drew copies of
the print, while Salomon Koninck based a painting on the print in 1645, twenty
years before Steen.
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The Fable of the Satyr and the Peasant
Canvas
113.5 x 84 cm
Signed top right: JSteen
Museum Bredius, The Hague,
inv. no. 111-1946

Provenance
Jan van Stolk (1731-1810), Rotterdam 1780; brought by art dealer Chaplin to
England; James Stewart auction, London (Christie’s), 20 April 1839, no. 56 (£7411 to Nieuwenhuys, art dealer); François Kleinberger art dealer, Paris; recorded in
1906 in Abraham Bredius’s possession; transferred in 1922 to Museum Bredius;
given by him to the city of The Hague in 1924.
Exhibitions
Rembrandt-Hulde, Leiden (Gemeentemuseum) 1906, no. 65; Oude schilderijen bijeengebracht uit de verzamelingen van Dr. A. Bredius en J.O. Kronig (Old paintings
from the collections of Dr A. Bredius and J.O. Kronig), The Hague (Kunstzaal
Kleykamp) 1915, no. 21; Jan Steen, Leiden (Stedelijk Museum De Lakenhal) 1926,
no. 12.
Selected References
Hofstede de Groot 1907, no. 77; Kronig 1917, 445; J. Veth, ‘De sater bij den boer
van Jan Steen’, Beelden en Groepen, Amsterdam [1919], 113-114; Schmidt Degener
and Van Gelder 1927, 47; Bredius 1927, 72; B.B. Fredericksen, Catalogue of the
Paintings in the J. Paul Getty Museum, Malibu 1972, 86-87; De Vries 1976, 22;
De Vries 1977, 37, 58; Braun 1980, no. 35; Blankert 1991, no. 157; L. de Vries, Jan
Steen Prinsjesdag, Bloemendaal 1992, 31-32; De Vries in: Amsterdam 1996, 77-78;
Westermann 1997, 277; K. Cloutier-Blazzard, ‘The wise man has two tongues:
images of the satyr and peasant by Jordaens and Steen’, Myth in history, history in
myth, Leiden 2009, 105-109.
Ten years after finishing cat. no. 9, Steen returned to the fable of the satyr and the
peasant. Bredius praised this painting from is collection in profuse terms, as an
abridged extract shows: ‘On an almost equally large canvas Jan Steen painted the
same subject vertically, quite differently and yet just as superbly. In this painting,
Jan Steen shows his wife serving the soup on the right. She is looking at the satyr
and seems to be telling him something. Behind her are the two sons, the younger
with the most charming features, the elder holding a bowl of soup. Sitting at the
table in the centre is the peasant...; he has a bowl in both hands and is blowing on
his soup. Behind him stands a woman with a basket of fruit on her head, like a
caryatid, clearly borrowed from a painting by Jordaens. An old woman... is holding a wooden jug bound with bright copper hoops. The face of the satyr standing
in the foreground, left, is superbly portrayed, wearing a vine-leaf crown on his
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head, leaning on a beech branch: a jewel of a painting... The cat is also perfect, eating under the table. This composition is vertical, which makes it more crowded.
Yet how wonderful the still life of the golden butter on the blue dish on a fine
white tablecloth, the bread, the bowl and the iron cauldron which the artist’s own
wife has in her charge! A warm brown tone dominates, with the greyish-blue of
the woman’s dress, the yellowish blanket of the satyr and the reddish-brown of the
bowl in which the soup is served.’ In fact today little credence is given to Bredius’s
identification of the peasant woman as Steen’s wife.
Bredius drew attention to the figure painted by Jacques Jordaens which he indicated as the model for the woman with the fruit basket on her head in the background. This full-breasted woman appears in several of Steen’s paintings; in fact
a previous owner had her painted over in the eighteenth century. Lyckle de Vries
has pointed more generally to the example of Jordaens’s Satyr and the Peasant, a
vertical composition which exists in several versions which can be seen in museums in Brussels and Göteborg, for example. Jordaens depicts an intimate group
of large figures which fill the canvas seated around the table for a meal. Jordaens’s
satyr also looks directly at the viewer. But while Jordaens painted a dog under the
table, Steen painted a cat. Regarding the date of Steen’s work, all authors agree:
the artist’s Haarlem period, when he was at the height of his career. The painting
probably dates from the second half of the 1660s.
Besides Jordaens, Steen also drew inspiration from another artist, one that is
rather less obvious: a sixteenth-century painter from Northern Italy, Antonio
Allegri, known as Correggio (c. 1489-1534). His Madonna with St Jerome (Galleria
Nazionale, Parma), a painting so well known that it has a nickname – Il Giorno,
had already appeared in print several times before Steen’s time and shows the saint
in practically the same pose as Steen’s satyr. There are other similarities between
the Italian and Dutch paintings, such as the position of the woman ladling the
soup on the right, which closely resembles the figure of St Catherine. This source
should hardly come as a surprise, since Steen was a keen student of the work of
the famous Italian masters and often borrowed ideas from prints of paintings by
Raphael, Michelangelo, Paolo Veronese and Federico Barocci, to name just a few
(see also cat. nos. 5 and 11 for his use of Jacopo Bassano and Adam Elsheimer).
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The Severe Teacher
Panel
57,5 x 5757.5 x 57
Signed on the base of the table:
JSteen
Private collection

Provenance
Pieter van Copello auction, Amsterdam, 6 May 1767, no. 66 (f 625 to Kok);
Amsterdam auction, 6 August 1810, no. 93 (f 315 to Abraham Bredius); Willem
van Gendt auction, The Hague, 25 October 1830, no. 5; J.R. West, Stratfordupon-Avon, before 1833; Robert Langton Douglas art dealer, London 1918; Jacques
Goudstikker art gallery, Amsterdam 1919; Robert Koeber, Harburg, before 1925;
private collection, Germany; London auction (Sotheby’s), 6 December 1989, no.
59; private collection.
Exhibitions
Gemälde alter Meister, Berlin (Akademie), 1925, no. 368; Jan Steen, Leiden (Stedelijk
Museum De Lakenhal) 1926, no. 49; Jan Steen: Painter and Storyteller, Washington
(National Gallery of Art) & Amsterdam (Rijksmuseum) 1996, no. 35 (text Wouter
Kloek).
Selected References
Hofstede de Groot 1907, no. 299; Martin 1926, 28; J. Slagter, ‘Jan Steen 16261926’, Elsevier’s Geïllustreerd Maandschrift 36 (1926) vol. 72, 84; Braun 1980, no.
183; Amsterdam 1996, 212-215.
Like the previous painting, the Severe Teacher dates from the period in which
Steen was working in Haarlem, when he was at the height of his powers and
producing one stunning painting after another. Applying the same square format,
here he chose as his subject an old schoolmaster with a ferule in hand, teaching
a tearful boy how to read, while two other children wait with their homework to
be tested. In the foreground, hiding under his splendid hat with scarcely the tip
of a nose and chin visible, a young boy is diligently practising writing. Behind
the curtain keeping out the draft from the open door, we see another boy with a
red cap leaving, a wooden school case slung over his shoulder. For Dutch viewers,
the wooden case is familiar. Less so in other countries, such as England.1 Wouter
Kloek has praised the way Steen showed his skill with the brush and his perfect
choice of colours, to render the texture of the boy’s hat for example, or the intense
red of the sealing wax on the edge of the pewter inkstand. The motif of the face
hidden by a hat was one that appealed to Steen, because he used it again in the
Dancing Dog in Cape Town (Braun 1980, no. 260).
Although the painting was shown in the Leiden exhibition in 1926, Bredius did
not refer to it in his monograph the following year. Possibly he would have done
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so if he had known that the panel had once been part of the collection of his
eponymous grandfather, Abraham Bredius (1782-1863); in fact he still owned some
of that collection, which is now at Museum Bredius. Bredius’s grandfather bought
the work in 1810 and sold it before 1830, along with most of his other paintings
(see p. 29-30).
Either way, Bredius would have concurred wholeheartedly with the opinion
voiced by Jan Slagter in his review of the Steen exhibition of 1926, in which he
remarked on the artist’s wonderful ability to capture the essence of a child: ‘His
children are not more or less expensively dressed dolls, posing to be portrayed ad
maiorem gloriam parentum. They are uninhibited children, children with whose
whole being and childlike frame of mind Steen was able to empathise so that after
300 years his depiction of children vibrate with humanity.’ Slagter’s ode to Steen
as a child-friendly artist concludes with a rhetorical reference to this panel: ‘Who
could ever paint the sorrow of a child like Steen?’
Several old copies of this painting exist. There is nothing unusual about that,
since Steen was copied even in his own day. Justus van Effen repeated a juicy
anecdote about that in his Hollandsche Spectator of June 1734. A certain P(eter?)
van Host had painted an excellent copy of the Severe Teacher in 1707, to which
he proudly signed his name (Fairfax House, York). Practically nothing is known
about this Van Host, except that he dated another work in 1707 and that all his
known paintings, three to date, have an English provenance.2 This suggests that
Steen’s painting was already in British hands by around 1700. That is not especially surprising, considering that a major work by Steen was already auctioned in
London in January 1691.3

1.	Note the interpretation on The National Inventory of Continental European Paintings
website (www.vads.ac.uk/flarge.php?uid=87225): ‘A child is being punished by having
to stand in the corner of the room with a wooden board (on which his crime would
have been written) strapped to his back and a red dunce’s cap on his head.’
2.	On the Van Host panel (c. 60 x 53 cm) see: Sonia Roe (ed.), Oil Paintings in Public
Ownership in North Yorkshire, London 2006, 131. Van Host’s other known signed
works, which appear from their description to have nothing to do with Steen, are A
Camp Scene (auctioned at Christie’s, London, 24 April 1931, no. 99) and the 1707 panel
(c. 45.5 x 61 cm) of The Senses, Taste and Touch: an Interior with a Man seated at a Table
eating from a Bowl, and a Woman with a Child bitten by a Crab (auctioned at Christie’s,
London, 29 November 1963, no. 20).
3.	Sale of A collection of curious pictures, viz. paintings and limnings by the best masters
[London 1691], no. 180, A Large piece of Choosing King and Queen, full of figures an
un-doubted originall of Jan Steen and Curiously painted. See The Art World in Britain
1660 to 1735 website.
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The Wedding Night of Tobias and Sarah
(Tobit 8: 1-9)
Canvas
81 x 123 cm
Signed below right: JSteen
Museum Bredius, The Hague,
inv. no. 112-1946

Provenance
Right section: Humphrey Ward art gallery, London; François Kleinberger art gallery, Paris; recorded in 1906 in the possession of Abraham Bredius; transferred in
1922 to Museum Bredius.
Left section: (?) Abbé Jean-Baptiste Guillaume de Gevigney (1729-1802), Paris;
Paris auction, 1 December 1779, no. 364; Count Contini, Rome; The Roerich
Museum, New York; auction, New York, 27 March 1930, no. 144; acquired there
by Jacques Goudstikker art dealer, Amsterdam; impounded in 1945 and transferred to Stichting Nederlands Kunstbezit and heirs, inv. no. NK 2726; in 2006
proposed restitution to the heirs of Jacques Goudstikker; purchased in 2011 by the
city of The Hague with support of Vereniging Rembrandt and Marei von Saher,
who contributed her inherited share of the painting to the city as a tribute to
Jacques Goudstikker.
Exhibitions
(Right section) Rembrandt-Hulde, Leiden (Gemeentemuseum) 1906, no. 62; Oude
schilderijen bijeengebracht uit de verzamelingen van Dr. A. Bredius en J.O. Kronig
(Old paintings from the collections of Dr A. Bredius and J.O. Kronig), The
Hague (Kunstzaal Kleykamp) 1915, no. 24; Jan Steen, Leiden (Stedelijk Museum
De Lakenhal) 1926, no. 29;
(Left section) 20 x Jan Steen, Leiden (Stedelijk Museum De Lakenhal) 1979, no. 7.
Selected References
Hofstede de Groot 1907, no. 25a?=25b?=23?, no. 69; Kronig 1917, 446; Martin
1926, 4; C. Hofstede de Groot, ‘Jan Steen and his master Nicolaes Knupfer’, Art
in America 16 (1928), 253; De Vries 1977, 52, 55; Kirschenbaum 1977, nos. 25c
and 25d/69; Braun 1980, nos. 303A-B; Blankert 1991, no. 155; L. de Vries, Jan
Steen Prinsjesdag, Bloemendaal 1992, 87; Amsterdam 1996, 80, 203; Westermann
1997, 53; J. Saxton, Nicolaus Knupfer: an original artist, Doornspijk 2005, 87, 115;
A. Blankert, ‘Avonturen met een kapitale Jan Steen’, Bulletin van de Vereniging
Rembrandt 21 (2011) no. 3, 34-37.
The book of Tobit was a popular source of inspiration for Dutch artists, although
for Calvinists and Lutherans it is apocryphal and only Catholics consider it part of
the Bible. Steen, as a Catholic, regularly turned to the text for inspiration and depicted the wedding of Tobias and Sarah on more than one occasion (Amsterdam
1996, nos. 32 and 45). In this painting the subject is the next episode in the story:
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the couple’s wedding night. Sarah had been married seven times before, and each
of her husbands had died on their wedding night. Tobias had asked Sarah’s father
Raguel, a distant relative, for her hand in marriage at the insistence of his travel
companion Azarias, really Archangel Raphael. It was Raphael who told Tobias
how to deal with the evil demon that guarded Sarah’s chastity and had killed his
predecessors: by burning the heart and liver of a fish they had caught on their
travels (Tobit 6:17). To the right we see the fire on which the archangel is burning the fish’s organs, the stench and smoke of which drove away the demon. This
evil spirit, named Asmodeus, fled ‘deep into Egypt’ as the text relates, chased by
Raphael who eventually managed to overpower him and tie him. Here we see
the archangel binding the demon – shown in the form of a dragon. Tobias and
Sarah then thank God on their knees in prayer. After which they spend the night
together in the delightful four-poster bed on which angels are scattering flowers
and periwinkle.
This large canvas was divided in two at one point and only reunited in 1996
(see illustrations on p. 105), although a strip of about fifteen centimetres had been
removed, top right. A few centimetres have also disappeared left and below, yet
what remains is still an impressive painting and magnificent testimony to the way
in which Steen was able to portray a rarely depicted biblical scene. It was Wilhelm
Martin who in 1926 first pointed out the influence that a small painting on copper
by Nicolaus Knupfer (1609-1655) may have had. This remarkably similar composition, dated 1654 and now in Centraal Museum in Utrecht, portrays the same
theme, the Wedding Night of Tobias and Sarah (inv. no. 2397). Bredius’s great rival
in expertise on Dutch art of the Golden Age, Cornelis Hofstede de Groot, suggested a few years later that the two halves might once have formed a single painting. Unfortunately, we do not know how Bredius responded. However, we do
know that by then their friendship had ended. Bredius disapproved of Hofstede
de Groot charging a fee for his expertise – even though the latter was not a millionaire.
A native of Leipzig and working in Utrecht, Knupfer had been suggested by
Jacob Campo Weyerman in 1729 as Steen’s first teacher (p. 36 and cat. no. 7).
Once the connection between the two paintings had been established, the debate
about how far Steen had been influenced by Knupfer continued, with various
conclusions being drawn. Today, Steen’s painting is seen as dating from the final
years of his Haarlem period, c. 1668-1670. That he had studied Knupfer’s painting
at some stage – whether at a sale, with an art dealer or in the home of a collector –
is evident, given their identical composition. Yet since they were painted in quite
different periods, it is clear that Steen was never Knupfer’s apprentice. Steen was
always a keen observer who liked to know what his fellow artists were doing, who
saw many prints and used their ideas where appropriate in his own work.
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The Wrath of Ahasuerus (Esther 7: 6-8)
Canvas
81.2 x 98.5 cm
Remains of a signature of the
column, right: JSteen
Bredius Society, The Hague,
gift, 2014

Provenance
Dr Goldsmidt, Frankfurt-am-Main; auction, Paris, 27 February 1869, no. 74;
Count Félix-Nicolas [Mikolaj] Potocki (1845-1921), Paris, before 1907; art dealer P. de Boer, Amsterdam 1937; private collection, Austria; Vienna auction, 12
September 1957, no. 106; London auction (Christie’s), 16 July 1970, no. 177;
Amsterdam auction (Paul Brandt), 14 November 1972, no. 13; Laren auction
(Christie’s), 28 October 1975, no. 274; private collection, Gorinchem, Netherlands;
New York auction (Christie’s), 31 January 1997, no. 66; acquired by Douwes art
gallery, Amsterdam; bought there by a private collector who gave the painting to
Bredius Society in 2014 to hang in Museum Bredius.
Exhibition
Van Jan Steen tot Jan Sluijters. De smaak van Douwes (From Jan Steen to Jan
Sluijters: Douwes’s Taste), Leeuwarden (Fries Museum) 1998, no. 24.
Selected References
Hofstede de Groot 1907, no. 19; Bredius 1927, 29; A. Heppner, ‘The popular theatre of the rederijkers in the work of Jan Steen and his contemporaries’, Journal of
the Warburg and Courtauld Institutes 3 (1939-40), 41-42; A. Tzeutschler Lurie, ‘Jan
Steen: Esther, Ahasuerus and Haman’, Bulletin of the Cleveland Museum of Art
52 (1965), 95; Kirschenbaum 1977, 19; Braun 1980, no. 301; A. T. Lurie (e.a.), The
Cleveland Museum of Art. Catalogue of Paintings: Part Three. European Paintings of
the 16th, 17th, and 18th Centuries, Cleveland 1982, 275; B. Broos (e.a.), Great Dutch
Paintings from America, The Hague-Zwolle 1990, 430, ill. 2 as ‘Jan Steen (copy
after?)’
Ahasuerus (Xerxes), king of Persia, chose Esther to be his queen not knowing she
was Jewish. Haman, the king’s principal advisor, conceived a plot to kill all the
Jews and drew up a decree to that effect in the king’s name. Learning of this, Esther
approached Ahasuerus and invited him and Haman to a banquet. At the banquet,
she revealed Haman’s evil plan, at which the king rose up in anger. Haman was
hung from the very gallows he had built to execute the Jew Mordechai, a loyal
subject of the king who had raised Esther as a child (Esther 7:1-10). Esther’s plea
to save the Jewish people is celebrated to this day each year at Purim, four weeks
before Pesach (Passover).
Here Ahasuerus, eyes blazing, rises from his seat at the sumptuous table laid
with peacock pie. Haman is cowering in fear. Queen Esther is serenely calm: a fine
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halo (cfr. cat. no. 17) appears about her golden slipper where Steen placed her in
the existing background. Several courtiers to the left and right are visibly shocked
by the king’s reaction and seem to be wondering what is happening. Steen painted
a glass ball above Ahasuerus’s head as part of the festive decor; it is a familiar vanitas symbol, doubtless intended to underscore the grave moral implications of the
narrative. The presence of a jester behind the column on the right is intriguing:
he raises his finger as he looks at us, as if to warn us to look carefully at the events
as they play out.
In fact Steen painted the same composition on a second, smaller canvas now in
The Cleveland Museum of Art; that work is not signed and is actually painted over
a previous composition (Braun 1980, no. 300). Here Steen developed the theme
and made a few small changes: Haman’s right arm is in a different, less dramatic
position, while in his confusion the man has also knocked over a glass römer
which lies shattered on the floor: another vanitas symbol. The biggest change is
the position of the jester on the right. In the Cleveland version, he is standing in
front of the column, just behind the young wine steward.
Bredius described both versions in his monograph, preferring Dreesmann’s version, now in Cleveland. Yet he also had good things to say about our version, then
in Count Potocki’s collection in Paris: ‘a repetition of a finer example owned by
Dreesmann. Here the composition is crammed together too much, Ahasuerus’s
gesture is too theatrical, and Esther’s face has insufficient expression. Nevertheless,
a number of interesting details are immediately evident, revealing the consummate skill of the master. Such as the pretty maid on the left who carries the pewter
jug so graciously and is evidently amazed by what she sees. And the abject horror
in Hamas’s gesture and pose. Here Esther is also more elegantly rendered than in
the other painting.’
From these comments, it would seem that Bredius may have confused the two
paintings: it is our version with fewer figures that he considers to be too crowded.
In fact in his day there was even more space in the composition since the page
holding the gold jug had been completely painted over. He only reappeared after
Count Potocki’s death, when the work was sold and restored by the new owner; the figure is considerably retouched. It was certainly the poor condition of
our version that led experts to conclude, following Bredius, that the painting in
Cleveland was the original and that our painting was a second version or possibly
a copy. In fact it is quite possible that our painting was the original; the signature
and the larger format point in this direction, as do the minor adjustments – improvements actually – which Steen made to the work now in Cleveland: there the
empty foreground on the right is occupied by shattered glass, for example, and the
more prominent position of the jester lends his presence far more weight.
The whole setting of the painting has a theatrical feel, so the jester certainly belongs in the scene: this was the character who explained the moral in plays of the
time. The main characters appear to be sitting on a stage, surrounded by a set with
curtains, columns and open wings. The dramatic gestures and exotic costumes
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also add to the effect, and it seems that Steen was inspired by theatrical tradition
when he painted this. The story of Haman’s megalomania and Esther’s successful
bid to halt him and to save her people was the subject of at least three plays in
the seventeenth century. Hester, oft Verlossing der Jooden (Esther, or the Salvation
of the Jews) by Joannes Serwouters (Amsterdam 1659, second edition 1667) may
have been Steen’s immediate source. In the fifth act, Esther says: ‘It is Haman who
aims to annihilate us: So shall that godless stock be cut down to its roots. Thus he
declares the sentence before the hearing.’ At which Ahasuerus turns to Haman in
fury: ‘Fie Haman, now curse the hour of your birth.’ Whereupon the perplexed
Haman cries: ‘Where shall I hide; I dare not look at the king. Alas; and I have
only myself to blame.’ The words seem to fit perfectly in this scene with the three
main characters.
Various early records of a Banquet of Esther and Haman by Jan Steen exist, including an item recorded in the estate of Jan de Wijs in 1684 in Amsterdam, and
at the sale of the estate of the late burgomaster Willem Six in May 1734, also in
Amsterdam. None of these records mentions a size. Steen returned to the theme
a number of times, not least in the largest and most dramatic version now in
Birmingham (Amsterdam 1996, no. 44), a painting that Jacob Campo Weyerman
wrote about in glowing terms more than once in the second quarter of the eighteenth century. It therefore seems reasonable to assume that at least one of these
early references was to cat. no. 15.
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A Couple in a Canopy Bed
Panel
49 x 39.5 cm
Signed below left: JSteen
Museum Bredius, The Hague,
inv. no. 113-1946

Provenance
Auction London (Blackwood), 1755 [s.d.], no. [B] 47 A Man putting his Mistress to
bed; London auction (Blackwood), 1757 [s.d.], no. [B] 58 A Man pulling a Woman
to bed; Rotterdam auction, 27 April 1713, no. 5 Het oplichten van het Hembt (Lifting
the skirt); Baron de Beurnonville auction, Paris, 3 June 1884, no. 312 (1,090 francs
to Bourgeois); art dealer François Kleinberger, Paris; bought there by Abraham
Bredius, before 1898; in 1922 transferred to Museum Bredius.
Exhibition
Jan Steen: Painter and Storyteller, Washington (National Gallery of Art) &
Amsterdam (Rijksmuseum) 1996, no. 37 (text Wouter Kloek).
Selected References
Hofstede de Groot 1907, no. 829; Kronig 1917, 448; G. Knuttel, Museum Bredius.
Gids met beknopten catalogus van de schilderijen en teekeningen, The Hague 1926,
31-32; Bredius 1927, 24; De Vries, 1992, 40-42; Braun 1980, no. 322; O. Ydema,
Carpets and their datings in Netherlandish paintings 1540-1700, Zutphen 1991, 188,
no. 845; Blankert 1991, no. 158; Amsterdam 1996, 219-221; Westermann 1997, 53; I.
Montijn, Tussen stro en veren: het bed in het Nederlandse interieur, Wormer 2006,
31; A. van Suchtelen, Jan Steen in het Mauritshuis, Zwolle 2011, 11.
Bredius never mentioned the Couple in a Canopy Bed, even though it was one of
the first paintings by Steen that he bought for his collection. He never submitted it for an exhibition either, until it was displayed at his home on Prinsegracht
when this opened as a museum in 1922; it hung in the Yellow Room along with
three other works by Steen. This was probably a matter of discretion, since the
moment when two lovers are about to get into bed together has rarely been shown
more explicitly – unless of course they are ancient gods. In fact, a careful reading
of Bredius’s monograph on Steen reveals that he actually did refer to the work,
although in the subtlest of terms: ‘and where he [=Steen], as any seventeenthcentury artist, crosses the barrier of respectability, let us not forget that in those
days people thought quite differently and recall how coarse our poets and writers
could be.’ For Steen, the collector continued, ‘a work of art was a work of art: it
could never be pornography.’
We see a man lying in a four-poster bed, his nightcap on and his shirt open,
obviously excited about his imminent union with the somewhat younger woman
who has just stepped from the chair onto the bed in her undergarments. She
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seems eager too. In his anticipation, the man grabs at her dress. Thrown over the
back of the chair, the rest of her clothes – a jacket trimmed with white fur, a red
bodice, a blue and pink two-tone satin dress – reveal her expensive tastes, and her
loose morals: for contemporaries the presence of red stockings was a clear message.
Below right, a small spaniel with an elegant red ribbon round its neck watches
the scene. The still life below left, with a footstove, bottle and chamber pot with
a pipe on the rim also left little to the imagination, since a pipe was full of sexual
innuendo and a euphemism as a noun and a verb in seventeenth century Dutch,
just as it is today.
Gerard Knuttel’s museum guide of 1926, describes the scene as naughty, and
suggests that the woman is in fact climbing out of bed and the man is trying to
stop her. Knuttel had nothing but praise: ‘Admire the finely characterised figures,
the wonderfully quick yet precisely expressive manner of painting and especially
the vibrant, tastefully grouped colours. Perhaps the most sublime fragment being
the pile of clothes, cast over the back of the chair.’ Wouter Kloek dated the work
tentatively to c. 1671, which was roughly when the artist returned to Leiden.
The high bed canopy with its luxurious drapery and decoration, and especially
the monumental carving on the chimneybreast in the background show that the
old name of the painting, Couple in a Bedroom, can hardly be an accurate description. A freestanding four-poster bed was one of the most substantial items of furniture in a wealthy seventeenth-century home. These expensive pieces were often
on the first floor, the piano nobile, and intended to be seen: they were furnishings
that lent status. It was only in the final decades of the seventeenth century that
canopy beds moved from the salet to the bedroom on the next floor up, which was
not the case here.
The presence of a Persian carpet from c. 1660 which had been imported to
Holland shortly before this work was painted reflects Jan Steen’s interest in luxury
decorative items. His paintings often feature fine examples of applied art, produced by the faience manufacturers of Delft. Chintz, a colourful decorative cloth
which the Dutch East India Company (Verenigde Oost-Indische Compagnie –
VOC) had recently begun to import, also appeared more than once in his compositions in the final decade of his career.
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Lovers in a Landscape
Canvas
63 x 78 cm
Signed below right: JSteen
Private collection

Provenance
Herman ten Kate auction, Amsterdam, 10 June 1801, no. 147 (ƒ205 to Pruyssenaar,
broker); (?) Sir Simon Clarke & George Hibbert auction, London (Christie’s),
14 May 1802, no. 37; Hugh A.J. Munro of Novar (1797-1864), Novar House,
Scotland, and Mayfair, London; auction, London (Christie’s), 1 June 1878, no.
106; Paul Demidoff, Prince of San Donato, Florence; auction, Florence, 15 March
1880, no. 1073; Pierre d’Halluin, Belgium; London auction (Christie’s), 29 June
1973, no. 90; London auction (Christie’s), 11 July 1980, no. 48; London auction
(Christie’s), 10 July 1981, no. 82; private collection.
Selected References
Hofstede de Groot 1907, no. 815; Braun 1980, no. 238; Amsterdam 1996, 215 (text
Wouter Kloek).
Two young lovers are lying on the grass on a hill beneath a massive oak behind
which stands a haystack. On the left, more trees create a kind of stage wing, casting a shadow over the foreground. The young man bending over the woman is
wearing a red beret and holding a flute in his left hand. She leans back; her shawl
no longer on her shoulder but over her lap. In her left hand she has a piece of
string that was tied to a bird which has flown away. Her right hand gently drops
its wicker cage. In the background, a boy laughs heartily as he holds up a cut rose
from which petals drop. The amorous couple are about to consummate their love
for the first time, symbolised by the bird. It is a play on words in Dutch but the
meaning is evident in any language and both figures are eager to see this adventure
through. Until recently, Lovers in a Landscape was accompanied by its pendant
Dovecote and as Karel Braun has rightly pointed out, a third painting was also part
of the series – Dallying Lovers at Stedelijk Museum De Lakenhal in Leiden – a series which had not been separated until 1801 and which traced the progress of the
love of the young man and woman depicted here (see pp. 39-40 and illustrations
8 and 9).
Steen had an extensive technical repertoire and used his brush in different ways,
from meticulous and minuscule to broad and sweeping, depending on the surface
and the format. He painted Lovers in a Landscape with a relatively free, broad
brush. The oak leaves are superbly captured with quick, loose strokes pointing in
every direction. He used the same fast, free manner for the round, silvery-green
leaves of the aspen on the left. For the birdcage, he applied a more precise style,
with white highlights where the sun catches the surface. Steen’s quick manner of
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painting is also evident in the way he allowed the beige ground of the tree to appear through the bark of the oak. Steen only needed a couple of layers of paint to
achieve the full colour and tone he wanted. He generally worked back to front: he
started by painting the background and then moved forward, saving space for the
figures from the outset. He concluded by painting the figures in the foreground,
in this case the young man and woman. In fact he never used all the space he
reserved, so he had to fill the remaining gaps between the figures and the background, which later created a kind of halo effect since the paint there has different
layers and has therefore aged differently and responded differently to changing
climate. These halos are clearly visible, for example around the woman’s feet and
along her right arm. It is characteristic of Steen’s technique and for those who
know where to look it makes it easy to recognise his work.
Until recently it was thought that Steen had created this series of three paintings
while in Haarlem, although some experts argued that they must have been made
during his first years there while others considered a later date more acceptable,
around 1664-1668. The Steen exhibition of 1996, cleared up much of the confusion surrounding the chronology of Steen’s oeuvre. Wouter Kloek rightly placed
the series in the period that Steen returned to Leiden, in the 1670s. The pastel
colours of the lovers’ clothes are the main indicator. Given the stylistic similarities
with the Merry Company on a Terrace in New York (Amsterdam 1996, no. 48) the
latter may also be dated to around 1673-1675.
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The Spanish Bride
Canvas
110.5 x 82 cm
Signed on the stone step in the
foreground: JSteen f
Private collection

Provenance
Countess Van der Burgh, Brussels, before 1926; The Hague auction (Kunstzaal
Kleykamp), 11 October 1927, no. 39; Countess Paul de Liedekercke, née
d’Oultremont, Brussels 1929; Douwes art gallery, Amsterdam c. 1929-c. 1936;
Willem J.R. Dreesmann (1885-1954), Amsterdam; auction, Amsterdam (Frederik
Muller), 22 March 1960, no. 14; private collection.
Exhibitions
Dutch Art, London (Royal Academy) 1929, no. 253; Tentoonstelling van Oude Kunst
uit het bezit van den internationalen handel (Exhibition of old art in the international art market), Amsterdam (Rijksmuseum) 1936, no. 153; Jan Steen, The Hague
(Mauritshuis) 1958, no. 54; Tentoonstelling van Oude Meesters (Exhibition of old
masters), Rotterdam (Kunstzaal D. Vaarties) 1961, no. 32.
Selected References
Hofstede de Groot 1907, no. 484b; Bredius 1927, 53-54; A. Heppner, ‘The popular
theatre of the rederijkers in the work of Jan Steen and his contemporaries’, Journal
of the Warburg and Courtauld Institutes 3 (1939-40), 44-45; S.J. Gudlaugsson, De
komedianten bij Jan Steen en zijn tijdgenooten, The Hague 1945, 35, 37; Braun 1980,
no. 326; I. Gaskell, The Thyssen-Bornemisza collection. Seventeenth-century Dutch
and Flemish painting, London 1989, 221; O. Ydema, Carpets and their datings in
Netherlandish paintings 1540-1700, Zutphen 1991, 188, no. 847; W. Kloek, Jan Steen
(1626-1679), Zwolle-Amsterdam 2005, 57.
In the courtyard of a tall building, a young man welcomes his bride and her entourage with an elegant gesture and invites them to join the banquet. He is wearing an elaborate but old-fashioned costume. The bride is dressed in white with a
floral crown in her hair which she wears loose to symbolise her maidenhood. She
is accompanied by her parents, dressed in sober black, and followed by a woman
in a cap and cloak, a huik: her chaperone. Behind them, a guard wielding a halberd and stick is holding back the impatient crowd. To the right, a girl is scattering flowers in the bride’s path, helped by a child with a floral decoration in her
hair holding a basket with more flowers. Both girls are immediately noticeable:
painted with eye-catching colours and a fine brush. Left of the group, a girl is
kneeling beside another basket of flowers. Various onlookers are standing on the
right, including a man with a typically Spanish moustache, while a baker’s boy in
an apron enters carrying a big waffle iron over his shoulder. The bridegroom is
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accompanied by two men in outdated black costumes and monks, one of whom
has piously folded his hands, as well as a pilgrim with shells attached to his hat as
evidence – real or imagined – of a pilgrimage to Santiago de Compostella. They
are standing under a balcony on which more onlookers have gathered, including
a man holding a piece of paper – perhaps he is serenading the bride with a song
accompanied by the orchestra to his left. The orchestra gallery is decorated with a
valuable Persian carpet. On the far left in the foreground, a man with a basket of
eggs looks on curiously beside a woman sitting on the ground. The atmosphere is
festive and elated.
Naturally, Bredius was familiar with this painting: ‘In this work, long known
as the Spanish Bride, in the collection of Count van der Burcht [sic] in Brussels,
a courtly groom stands with his cloak decorated with the Calatrava order folded
back. The men have come out of their typically grand residence where... an entire
orchestra is playing on a balcony beneath huge arches and from which a carpet hangs loosely. On a second balcony, singers, friends and guests are gathered.
Flowers are scattered in front of the bride while a man with a halberd and stick
keeps the overenthusiastic crowd at bay.’ Already in May 1709, this or a similar
work also entitled the Spanish Bride (’t Spaens Bruydtje) by Jan Steen was referred
to as the best of its kind (zyn beste zoort). Presumably the name was linked to
an association with comical Spanish characters and the theatrical, old-fashioned
costumes. The groom’s cloak in this painting is decorated with a Maltese cross,
not the insignia of the Spanish order of Calatrava, as Bredius suggested. Little evidence of this remains since after the work was restored following the Dreesmann
auction, this detail disappeared. The presence of monks and a pilgrim, like the
unrealistic architecture for a Dutch scene and the view of a domed church lend
the event a characteristic Mediterranean atmosphere.
Besides this painting, Bredius also referred to two other versions in his monograph: the Village Wedding of 1653, now in Rotterdam (Amsterdam 1996, no. 6),
and a slightly later version now in Madrid, Museo Thyssen-Bornemisza (Braun
1980, no. 41): ‘In all three paintings, the bride is timid and bashful, dressed in
white with a bridal crown in her hair. These are magnificent paintings, full of
light, movement, life and with plenty of additional activity, interesting figures,
funny anecdotes that give the viewer a constant supply of new details to discover.’
Evidently, Steen drew on his own previous versions when painting this composition. In the version painted in 1653, for example, we see a similar scene with
a bride and groom meeting, but then a mirror image. An almost identical girl
scatters flowers and so too the man with the halberd; incidentally, the girl in our
version is disproportionately large. With its probably impossible architecture,
the canvas is closely linked to the Wedding Scene in Madrid, where the balcony
is above the entrance to the hall. Steen trumped that feature in cat. no. 18 by
adding a gallery. These references to earlier works show this canvas to be from
the final years of Steen’s career, the 1670s in Leiden. With its compact composi-
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tion, large format and the placing of the orchestra above the main action, it is
similar in style to the Wedding Feast at Cana of c. 1672 in Dublin (Amsterdam
1996, no. 43) and the painting of the same scene dated 1676 in Pasadena (Braun
1980, no. 369).
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A Pig belongs in its Sty
Canvas
86 x 72 cm
Signed below right: JSteen
Royal Cabinet of Paintings
Mauritshuis (Abraham Bredius
Bequest, 1946), The Hague, inv.
no. 736
On view at the Mauritshuis

Provenance
Gerardus Vogel, Rotterdam; auction 3 July 1755, no. 30; Pieter Fouquet auction,
London 10 February 1773, 2nd day, no. 33 The vice of drunkenness ridiculed, this
picture is painted with spirit, and abounds with humour and satyr [sic], c. 84 x 69
cm; Henry Doetsch, London (seen there in 1893 by Bredius); auction, London, 22
June 1895, no. 428 (£52 to Murray for Bredius); recorded in his collection in 1898
and given on loan to Mauritshuis in 1911; bequeathed in 1946.
Exhibitions
Rembrandt-Hulde, Leiden (Gemeentemuseum) 1906, no. 58; Catalogue of a Loan
Exhibition of Pictures by Jan Steen, London (Dowdeswell Galleries) 1909, no. 39; Jan
Steen, Leiden (Stedelijk Museum De Lakenhal) 1926, no. 27; Bredius, Rembrandt
and the Mauritshuis!!! A tenacious director collects, The Hague (Mauritshuis) 1991,
no. 21 (text Josefine Leistra).
Selected References
A. Bredius, ‘De veiling Doetsch’, De Nederlandsche Spectator 1895, 224; Hofstede
de Groot 1907, no. 753; Bredius 1907, 13, 16; Martin 1909, 166; W. Martin, ‘Studien
zu Jan Steen anlässlich der Ausstellung seiner Werke in London’, Monatshefte für
Kunstwissenschaft 3 (1910), 183, 188; Kronig 1917, 449; Bredius 1927, 24, 63-64;
De Groot 1952, 92-93, 110, 127, 160, 167; De Vries 1976, 17; De Vries 1977, 69;
Braun 1980, no. 362; L. de Vries, Jan Steen Prinsjesdag, Bloemendaal 1992, 40;
Amsterdam 1996, 54-55; Westermann 1997, 98; W. Kloek, Een huishouden van Jan
Steen, Hilversum 1998, 47; A. van Suchtelen, Jan Steen in het Mauritshuis, Zwolle
2011, 64.
‘Répugnant. Never buy it!’ a disgusted Frits Lugt noted after seeing this painting at the Rembrandt exhibition of 1906 (cfr. cat. no. 6). Yet Abraham Bredius
thought it was splendid when he studied the work in 1893 while visiting Henry
Doetsch in London and wrote a nice description of the work for himself: ‘un
charmant J. Steen, une femme ivre, les seins nus, soutenne par un homme riant et
des femmes et près d’eux un homme jouant du violon et un groupe de spectateurs
étonnés ou riant, au premier plan un garçon lui offrant un pot en terre cuite rouge
pour se soulager’ (Museum Bredius archive). The work had made quite an impression because two years later he bought it – for a modest price – and in 1911 he gave
it on loan to Mauritshuis where it eventually became one of the most popular
exhibits in the museum.

Catalogue

123

124

Connoisseurship – Bredius | Jan Steen and the Mauritshuis

Bredius discussed the painting in greater detail in 1927: ‘A young couple, having
quenched their thirst rather amply and a little more than merry, are leading an
older, thoroughly inebriated woman home. A fiddler is playing a tune and laughs
as an old woman helps the staggering drunkard stay upright. A boy standing in
their path is making fun of the women in a rather cruel way while onlookers,
young and old, have gathered to tease her. Leaning from a window on the right,
a man is singing a song. The only respectable character in the whole scene seems
to be the pig in its sty on the right, as if the beast were protesting all this crude
swinish behaviour. By comparison, the pig’s head is far clearer in the painting.
Meanwhile, another pig is sniffing at a drunkard who has collapsed in the background. This is a remarkable work, even purely as a composition. The principal
tone is a warm brown.’
For many years, the painting was known as the Drunken Woman until Lyckle de
Vries realised that the scene actually depicts an old Dutch saying in which the very
pig that Bredius so admired is the clavis interpretandi: a pig belongs in its sty. This
proverb – cited for example in Jacob Cats’s Spiegel van den ouden ende nieuwen tijdt, illustrated by Adriaen van de Venne and published in The Hague in 1632 – had
already been portrayed in the sixteenth century by Pieter Bruegel, and again later
by his eponymous son and by Maarten van Cleve. It was Johannes Wierix who
produced a print of Bruegel’s design in 1568, a dry-point engraving, which was
followed by several seventeenth-century copies, including by Claes Jansz Visscher.
Besides Steen, Pieter Quast (c. 1605-1647) who worked in Amsterdam, also drew
on Wierix’s print for ideas, so that the visual idiom employed here would not have
held many secrets for Steen’s contemporaries.
After Abraham Bredius’s death in 1946, the three Jan Steen paintings which
had until then been on loan to Mauritshuis (see also cat. nos. 1 and 3) were bequeathed to the museum along with his other loans, including seven paintings
by Rembrandt. One of the conditions of the gift was that the paintings should
never be lent. That is why these works can never be shown at exhibitions except
at Mauritshuis. The donor did not even make an exception for his own Museum
Bredius.
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The Rhetoricians
Nineteenth-century copy after
Jan Steen
Panel
63 x 47 cm
Museum Bredius, The Hague,
inv. no. 110-1946

Provenance
‘A melancholy old man’, according to Bredius; recorded in his collection in 1907;
transferred to Museum Bredius in 1922.
Exhibitions
Catalogue of a Loan Exhibition of Pictures by Jan Steen, London (Dowdeswell
Galleries) 1909, no. 40; Oude Kunst en Oude Kunstnijverheid (Old fine art and
old applied art), The Hague (former National Archive) 1909, no. 214a; Oude schilderijen bijeengebracht uit de verzamelingen van Dr. A. Bredius en J.O. Kronig (Old
paintings from the collections of Dr A. Bredius and J.O. Kronig), The Hague
(Kunstzaal Kleykamp) 1915, no. 23.
Selected References
Hofstede de Groot 1907, bij no. 234; Bredius 1907, 14; A. Bredius, review of
Hofstede de Groot 1907, Repertorium für Kunstwissenschaft 31 (1908), 84; Martin
1909, 164; C. Harms Tiepen, Interview met merkwaardige personen van onzen tijd:
Dr. A. Bredius over schilderijen-onderzoek en museumbeheer, Amsterdam 1913, 47;
Th. von Frimmel, Studien und Skizzen zur Gemäldekunde, vol. 1, Vienna 1913, 35,
62; Bredius 1927, 74-75; A. Heppner, ‘The popular theatre of the rederijkers in the
work of Jan Steen and his contemporaries’, Journal of the Warburg and Courtauld
Institutes 3 (1939-40), 30; Braun 1980, no. 218a; P. Sutton, ‘Jan Steen. Comedy and
Admonition’, Philadelphia Museum of Art Bulletin 78 (1982-83) nos. 337-338, 28;
Blankert 1991, no. 160.
In his Maandelyksche Berichten uit de andere Waerelt of February 1747, Jacob
Campo Weyerman (1677-1747) invented a conversation between Jan Steen and
Peter Paul Rubens. It is a recycled anecdote about the artist that he had used
earlier in his Levens-beschryvingen der Nederlandsche konst-schilders of 1729. Steen
was proud of his wide range of skills and told Rubens about a wager he once had
with Frans van Mieris (1635-1681) ‘to see who could paint a canvas of a particular
size in the least time... No sooner had we parted than I thought up a composition
in which three rhetoricians appeared singing through a window at a village fair.
I had planned the work in such an amusing way and painted with such skill that
it seemed like a miracle to the connoisseurs that it was possible to complete the
matter in such a short amount of time; because I had totally finished it before the
end of that same morning. Mieris conceded defeat.’
In his monograph, Bredius referred to Weyerman’s tale in his description of
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the Rhetoricians: ‘I believe that this work is the group portrayed in the Bredius
Museum painting which is painted with a Hals-like breadth and verve. We see
three rhetoricians, of which the central figure, a joker wearing a laurel crown,
is singing from a score. Unfortunately, the song is illegible. But beneath it, on a
board suspended from the balustrade, behind which the players are standing: In
liefde verwarmt (Warmed by love). A fourth character appears at the back in the
centre. To the right, Jan Steen himself, laughing heartily, wearing a deep-red cap;
left, a man wearing an elongated hat and with a pen behind his ear. Jan Steen appears to have repeated the composition twice, in a larger version. One, signed, is
now in Munich... The other belongs to A. Philips of Eindhoven... I suspect that
the rhetoricians who posed for the sketch subsequently asked Steen to make a
larger copy for them.’
In the list of works by Jan Steen that Hofstede de Groot compiled 1907, this
panel in Bredius’s collection is recorded as a copy of the larger canvas in Munich.
In a review, Bredius defended his assessment that it was indeed painted by Steen
and several colleagues later agreed with him. It was only when the work was recently restored and the dirt and yellowed varnish had been removed that it became immediately clear that the work had been painted in the nineteenth century. Bredius had got it wrong. Today, no one believes that the other versions of
the Rhetoricians are by Steen either. In 1959, the Munich canvas had featured in
the major Steen exhibition at Mauritshuis, the catalogue of which cites Bredius’s
painting as a variation.
Bredius had found the work in the home of ‘a melancholic little old man who
used to have the work hanging above his bed. “You see,” the old gent said “when
I see that jovial face of Jan Steen as I wake up then I feel in a good mood again!”’
The story must have helped persuade Bredius to continue believing that the painting was a genuine Steen. Moreover, we should not forget that Bredius’s first major
find – the discovery which put him on the map as a connoisseur – was the broad,
loosely painted Two Laughing Boys by Frans Hals, which he saw at Hofje van
Aerden in Leerdam (ill. 1 on p. 25). He published that find in 1879, after which
Hals became one of his favourite artists, alongside Rembrandt and Steen. A painting by Jan Steen in which the broad brush of Frans Hals had left its mark, for that
Bredius would surely make every allowance...
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