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General Introduction 

 

Scholarly interest in the art production of seventeenth-century painters who lived and 

worked in the period after famous painters such as Peter Paul Rubens, Anthony Van 

Dyck and Jacob Jordaens, has only been recently growing.1 Therefore, a lot of important 

research is still to be conducted, and many artists are still overshadowed and unknown, 

both to specialised scholars and to a general audience. One of these painters was the 

Antwerp genre painter Hiëronymus Janssens (1624-1693), whose oeuvre is central to 

this dissertation.2 -DQVVHQV�VSHFLDOLVHG�LQ�WKH�GHSLFWLRQ�RI�µHOHJDQW�FRPSDQ\�SDLQWLQJV¶�

± genre paintings that depicted the seventeenth-century young elite dancing, playing 

games, courting, etc. 

Janssens was active between 1645 and 1685 - the chronological focus of this 

dissertation. In the second half of the seventeenth century, the Southern Netherlands fell 

victim to wars, disease, political disorder, and economical decline (in comparison to the 

IORZHULQJ�VL[WHHQWK�FHQWXU\��DQG�WKH�µ,QGLDQ�6XPPHU¶�RI�$QWZHUS�DV�a production centre 

of luxury items in the  first half of the seventeenth century). The Southern Netherlands 

were governed by the Spanish king, and on the local level, Spanish governors were in 

charge, seated at the Brussels court. In 1648, the peace between Spain and Holland 

                                                      
1 7KH�SXEOLFDWLRQV�LQ�WKH�µ3LFWXUD�1RYD¶�VHULHV��HGLWHG�E\�.DWOLMQH�9DQ�GHU�6WLJKHOHQ�DQG�+DQV�9OLHJKH��
Brepols Publishers) adopt painters who are lesser known today but who were famous in the second half 
of the seventeenth century (for example Gonzales Coques and David III  Ryckaert). Recently, the 
exhibition on Erasmus II  Quellinus in Kassel also reveals a growing interest in the artistic life after the 
µWKUHH� JUHDW� SDLQWHUV¶� RI� WKH� ILUVW� KDOI� RI� WKH� VHYHQWHHQWK� FHQWXU\�� ,Q� WKLV� FDWDORJXH�� LW� LV� QRWHG� WKDW�
scholarly interest in particular artists depended on the taste for art in historical times. Moreover, some 
artists were ignored, as they were outshined by well-known and important painters such as Peter Paul 
Rubens. For this, see: introductory remarks by Patrick Kanner in: Lamia Guill aume, Hans Devisscher 
and Nicole Mison (eds.), Erasmus Quellinus. In de Voetsporen van Rubens, exh.cat., Cassel, Musée de 
Flandre, Ghent/Kortrij k, 2014, p. 9. 
2 His oeuvre is mostly known by (Anglo-Saxon) costume historians (they often discuss Charles II  
dancing at a ball at court (c. 1660, Royal Collection, SLIDE 45) cf. chapter 5), dance historians (cf. 
chapter 4) or interior historians (see for example the adoption of The Minuet (1647, present whereabouts 
unknown, SLIDE 1) in: Peter Thornton, Authentic Decor. The Domestic Interior 1620-1920, London, 
1985, p. 39). In this dissertation, I have not adopted the many copies that have been made by lesser 
KDQGV�DIWHU�-DQVVHQV¶�GHVLJQ��,Q�WKH�VHFRQG�YROXPH��LQ�WKH�OLVW�RI�-DQVVHQV¶�SDintings, I have only adopted 
those paintings that are signed or can be attributed to Janssens with certainty. The many copies after 
-DQVVHQV¶�GHVLJQ�LQGLFDWH�WKH�SRSXODULW\�RI�WKH�JHQUH�DV�ZHOO��,W�LV�QRW�WKH�DLP�RI�WKLV�OLVW�RI�SDLQWLQJV�WR�
represent JansVHQV¶�HQWLUH�RHXYUH��LW�DUH�WKH�SDLQWLQJV�WKDW�DUH�UHSUHVHQWDWLYH�IRU�KLV�DGRSWLRQ�RI�GDQFH�
and fashion that have been taken into account in this dissertation. 
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finally ended the continuous war between both regions.3 This was not, however, the end 

of the continuous wars that threatened the Southern (Spanish ruled) Netherlands, as in 

the second half of the seventeenth century, the region was terrorized by expansionistic 

attacks from the French king Louis XIV.4  

From the sixteenth century onwards, more and more painters specialised in producing 

RQH�SDUWLFXODU�JHQUH��VXFK�DV�ODQGVFDSHV��VWLOO�OLIHV��RU�µJHQUH�SDLQWLQJV¶��%\�VSHFLDOLVLQJ�

in one branch of painting, and by replicating successful compositions, the demand on 

the open market was both created and met. Consequently, identif iable artistic identity 

�µVLJQDWXUH� VW\OH¶�� KDG� HYROYHG�� ,Q� DGGLWLRQ�� DV� WKLV� VSHFLDOLVDWLRQ� HYROYHG� IXUWKHU��

specialists in different genres (such as landscape painters and figure painters) started to 

collaborate. This collaboration remained popular well into the seventeenth century.5  

2QH�RI�WKHVH�µVSHFLDOLVW�JHQUHV¶�ZDV�ZKDW�ZH�QRZ�HQWLWOH�µJHQUH�SDLQWLQJ¶��*HQHUDOO\��

the topics of these scenes can be described as depictions of figures from a particular 

VRFLDO�FODVV��RU�GLIIHUHQW�FODVVHV��FDSWXUHG�DW�D�FHUWDLQ�SRLQW� LQ� WLPH�LQ�DQ�µHYHU\GD\¶�

situation. In seventeenth-century genre painting there was a distinction between 

depictions of the lower classes of society (peasant scenes, inns, etc.) and depictions of 

the members of the wealthy (bourgeois or aristocratic) elite in interiors or on palatial 

terraces (high lif e genre paintings). 6 In this dissertation, the latter subgenre is the focus, 

as this was the genre Hiëronymus Janssens specialised in. 

                                                      
3 Floris Prims, Geschiedenis van Antwerpen, VIII . Met Spanje (1555-1715) 1ste boek ± de politi sche 
orde, Antwerp, 1941, p. 247 
4 3ULPV�������9OLHJKH�������S�����3��-DQVVHQV��µ'H�6SDDQVH�HQ�2RVWHQULMNVH�1HGHUODQGHQ������-�����¶��
in: J.C.H. Blom, E. Lambrechts (eds.), Geschiedenis van de Nederlanden, Baarn, 2007, p. 187.  
5 +DQV� 9OLHJKH�� µ0DDWZHUN� HQ� FRQIHFWLH¶�� LQ�� -DQ� 9DQ� GHU� 6WRFN��Stad in Vlaanderen. Cultuur en 
maatschappij 1477-1787, Brussels, 1991, pp. 264-265; Hans Vlieghe, Flemish Art and Architecture 
1585-1700, New Haven/ London, 1998, p. 7-8; Larry Silver, Peasant Scenes and Landscapes. The Rise 
of Pictorial Genres in the Antwerp Art Market, Philadelphia, 2006, pp. 1-3, p. 9. Larry Silver mostly 
discussed the sixteenth-century origins of the specialisation in landscapes and in genre paintings 
depicting peasant entertainments. For more information on collaboration, cf. chapter 2 and 3 in this 
dissertation. 
6 .RQUDG�5HQJHU��µ)OHPLVK�*HQUH�3DLQWLQJ��/RZ�/LIH-High Lif e-'DLO\�/LIH¶��LQ��3HWHU�&��6XWWRQ��The 
Age of Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Art, Ghent, 1993, p. 171; 
Francine-Claire Legrand,  Les peintres flamands de genre au XVIIe siècle��%UXVVHOV��������S�������µ/D�
SHLQWXUH�GH�JHQUH�>«@�UHIOqWH�µOHV�IDLWV�HW�JHVWHV¶�QRQ�G¶LQGLYLGXV�PDLV�O¶HVSDFH�KXPDLQH�HQ�JpQpUDO�RX�
G¶XQ�JURXS�DQRQ\PH��ORFDOLVDEOH�TXDQW�j�O¶pSRTXH�HW�j�OD�FODVVH�VRFLDOH¶��The unidentified figures are 
µW\SHV¶�RI�D�SDUWLFXODU�VRFLDO�JURXS� LQ�VRFLHW\��$SDUW�IURP�WKH�ELEOLFDO�VWRU\OLQHV� WKDW�DUH�VRPHWLPHV�
introduced within a genre-li ke painting (prodigal son, wise and foolish virgins, Dives and Lazarus, etc.), 
the genre scenes are not representations of historical, mythological, or biblical narratives. However, 
such scenes sometimes had an allegorical meaning (five senses, seasons, etc.) as well, although 
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µ(OHJDQW�FRPSDQLHV¶�RU�µKLJK-OLIH�PHUU\�FRPSDQ\�VFHQHV¶�DV�WKH\�ZHUH�FDOOHG�E\�3HWHU�

Sutton, are small-figured and (mostly) cabinet-sized genre paintings showing (non-

individualised) stereotypes of rich young men and women, having a good time in their 

wealthy interiors or terraces, while singing, making music, playing games, enjoying 

banquets, courting, walking, etc. They represent idealised scenes of the activities of the 

(young) rich elite. Such scenes were described in seventeenth-century art inventories as 

µGDQVHULM¶��µEDOOHW¶��RU�µFRQYHUVDWLH¶�7  

                                                      
GLVSOD\HG�DV�LI�D�FRQWHPSRUDU\�VFHQH��µ,Q�HVVHQFH��µJHQUH¶�SRUWUD\V�IXQGDPHQWDO�W\SHV�DQG�SODFHV�WKHP�
ZLWKLQ�WKHLU�DSSURSULDWH�VHWWLQJ¶�DQG�FDQ�WKXV�EH�D�UHOLJLRXV�VFHQH��VXFK�DV�WKH�3URGLJDO�VRQ���EXW�DOVR�
dancing scenes or society paintings: Erik Larsen, Seventeenth-Century Flemish Painting, Freren, 1985, 
p. 314; Vlieghe 1998, pp. 150-154; Legrand 1963, pp. 241-244 (allegories in high life genre painting). 
µ$� JHQUHSLHFH� LV� D� SDLQWLQJ� IHDWXULQJ� KXPDQ� ILJXUHV� ZKR� DUH� DOO� DQonymous and intended to be 
DQRQ\PRXV¶��$OEHUW�%ODQNHUW��µ:KDW�LV�'XWFK�6HYHQWHHQWK�&HQWXU\�*HQUH�3DLQWLQJ"�$�'HILQLWLRQ�DQG�
LWV�/LPLWDWLRQV¶��LQ��+HQQLQJ�%RFN�DQG�7KRPDV�:��*DHKWJHQV��HGV����Holländische Genremalerei im 
17. Jahrhundert Symposium Berlin 1984, Berlin, 1987, p. 16. For a discussion on the evolution of the 
WHUP�µJHQUH�SDLQWLQJ¶�ZKLFK�ZDV�QRW�D�VHYHQWHHQWK-century classification, see: Wolfgang Stechow and 
&KULVWRSKHU�&RPHU��µ7KH�+LVWRU\�RI�WKH�7HUP�*HQUH¶��Bulletin Allen Memorial Art Museum Oberlin 
College, 33, 2 (1976), pp. 89-94. Genre paintings did not have the same prestige as history paintings: 
Christiane Morsbach, Die Deutsche Genremalerei im 17. Jahrhundert, Weimar, 2008, p. 15. On the 
history of seventeenth-century Southern Netherlandish JHQUH�SDLQWLQJ��VHH�DOVR��.RQUDG�5HQJHU��µ'LH�
*HQUHPDOHUHL¶�� LQ�� (NNHKDUG�0DL� DQG� +DQV�9OLHJKH� �HGV����Von Breugel bis Rubens. Das goldene 
Jahrhunderts der flämische Malerei, exh.cat., Cologne, Wallraf-Richartz-Museum/ Antwerp, 
Koninklij k Museum voor Schone Kunsten/ Vienna, Kunsthistorisches Museum, Cologne, 1992, pp. 
183-190. 
7 Legrand 1963, pp. 14-15 (Southern-Netherlandish genre paintings are not representations of reality, 
but idealised scenes: pp. 240-241), p. 228; Hans Vlieghe, Flemish Art and Architecture 1585-1700, 
New Haven/ London, 1998, pp. 150-����� 3HWHU� &�� 6XWWRQ��� µ,QWURGXFWLRQ�� 3DLQWLQJ� LQ� WKH� $JH� RI�
5XEHQV¶��LQ��3HWHU�&��6XWWRQ��The Age of Rubens exh.cat., Boston Museum of Fine Arts/ Toledo, Toledo 
Museum of Art, Ghent, 1993, pp. 59-60; K. Zoege von Manteuffel, Das Flämische Sittenbild des XVII . 
Jahrhunderts, Leipzig, 1921, pp. 5-���.RQUDG�5HQJHU��µ)OHPLVK�*HQUH�3DLQWLQJ��/RZ�/LIH�± High Lif e 
± 'DLO\�/LIH¶��LQ��6XWWRQ�������S�������0�(��:LHVHPDQ��µ7KH�$UW�RI�³&RQYHUVDWLH´��*HQUH�3RUWUDLWXUH�LQ 
WKH�6RXWKHUQ�1HWKHUODQGV�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶��LQ��6XWWRQ�������SS�����-185; Larsen 1985, pp. 
314-315. Elise Goodman, 5XEHQV�� 7KH� *DUGHQ� RI� /RYH� DV� µ&RQYHUVDWLH� D� OD� PRGH¶� Amsterdam/ 
3KLODGHOSKLD��������RQ�WKH�FXOWXUH�RI�FRQYHUVDWLRQ�DQG�FRXUWLQJ�LQ�WKHVH�SDLQWLQJV�DQG�PRVWO\�LQ�5XEHQV¶�
Garden of Love, see passim). Klaske Muizelaar and Derek Phillips, Picturing Men and Women in the 
Dutch Golden Age. Paintings and People in Historical Perspective, New Haven and London, 2003, p. 
113. These genre scenes are no depictions of everyday li fe, but idealised everyday li fe of the high 
bourgeoisie and nobilit y: Blankert 1987; Goodman 1992, p. 13-15; Legrand 1963, p. 15, p. 228. For 
more RQ�WKH� WHUPLQRORJ\�µFRQYHUVDWLH¶�DQG�WKH�PDUNHW�VHH��/\GLD�'H�3DXZ-De Veen, De begrippen 
µVFKLOGHU¶�� µVFKLOGHULM¶� HQ� µVFKLOGHUHQ¶� LQ� GH� ]HYHQWLHQGH� HHXZ� Brussels, 1969, pp. 172-173; John 
0LFKDHO�0RQWLDV��µ+RZ�1RWDULHV�DQG�2WKHUV�6FULEHV�5HFRUGHG�:RUNV�RI Art in Seventeenth-Century 
6DOHV�DQG�,QYHQWRULHV¶��Simiolus: Netherlands Quarterly for the History of Art 30, 3-4 (2003), pp. 229-
�����7KH� µFRQYHUVDWLH¶� SDLQWLQJV� RIWHQ� GLVSOD\� DV� WKHLU�PDLQ� WKHPH� µWKH� SXUVXLW� RI� ORYH¶��*RRGPDQ�
mostly discussed the genre RI�SDLQWLQJV��µWDEOHDX[�GH�PRGH¶��DV�GHSLFWLRQV�RI�LGHDOLVHG�HQWHUWDLQPHQWV�
of high society youth in open air (gardens of love) (although interior scenes were also painted), see: 
Goodman 1992, p. 8, p. 13.  
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,Q�WKH�HDUO\�PRGHUQ�SHULRG��µFRQYHUVDWLH¶�± the word that was often used to describe the 

JHQUH�RI�-DQVVHQV¶�SDLQWLQJV��FI��FKDSWHU�� for a discussion of the term) ± meant much 

more than simply spending time together in an intimate atmosphere; it could also refer 

WR� WKH� DUW� RI� SROLWH� FRQYHUVDWLRQ�� SHUIHFWHG� E\� WKH� LGHDO� µKRQQrWH� KRPPH¶�� ,Q� WKLV�

situation, conversation was a form of refined and polite discussion, filled with agreeable 

WRSLFV� DQG� ZLWW\� DGGLWLRQV�� LQ� RUGHU� WR� HQWHUWDLQ� RQH¶V� JXHVWV� RU� FRPSDQ\�� ,Q� WKH�

VHYHQWHHQWK� FHQWXU\�� µWKH� DUW� RI� FRQYHUVDWLRQ¶� KDG� EHFRPH� DQ� LPSRUWDQW� VNLOO� RI� WKH�

µKRQQrWH� KRPPH¶�� DQG� PDQXDOV� RQ� KRZ� WR� VSeak and how to behave in specific 

situations were published.8 ,Q�DGGLWLRQ��µ&RQYHUVDWLH¶�QRW�RQO\�LQGLFDWHG�WKH�FRQFHSW�RI�

polite talk and discussion, it also contained an amorous connotation or a reference to 

courting between the young, looking for love and/or marriage partners.9 Many scholars 

have discussed how in Northern Netherlandish genre scenes, depicting the wealthy 

young gentry at leisure also inherently referred to the courting activiti es of the young.10 

The amorous meaning is present in Southern Netherlandish scenes as well.11  

The reference to love and courting is explicitly clear in the paintings by Louis de 

Caullery, as they depict fashionable young men and women in an allegorical veneration 

for the goddess of love, Venus.12 Though Christoffel Jacobsz Van der Lamen 

                                                      
8 Goodman 1992 ; Peter Burke, The art of conversation, Cambridge and Maiden, reprint 2007, p. 90; 
Asch 2003, p. 84 and passim; Les Heures du Jour. 'DQV�O¶LQWLPLWp�G¶XQH�IDPLOOH�GH�OD�KDXWH�VRFLpWp��GH�
Louis XIV à la République, exh.cat., Dijon, Musée National Magnin, Paris, 2009, p 55, p. 92; Mary 
Vidal, :DWWHDX¶V�3DLQWHG�&RQYHUVDWLRQV��Art, Literature, and Talk in Seventeenth- and Eighteenth-
Century France, New Haven and London,  1992. 
9 H. Rodney Nevitt, Jr., Art and the Culture of Love in Seventeenth-Century Holland, Cambridge, 2003, 
pp. 71-79. 7KH�DVVRFLDWLRQ�ZLWK�ORYH�WKDW�ZDV�SDUW�RI�µFRQYHUVDWLH¶��WKRXJK�QRW�QHFHVVDULO\�LQ�D�QHJDWLYH��
VLQIXO�PDQQHU��LV�FOHDU�IURP�&RUQHOLV�GH�%LH¶V�GHVFULSWLRQ�RI�WKH�VXEMHFWV�RI�&KULVWRIIHO�-DFREV]�9DQ�GHU�
/DPHQ¶V�HOHJDQW�FRPSDQ\�VFHQHV��'H�%LH�DGGHG�WKDW�KH�SDLQWHG�µFRQYHUVDWLHQ�YDQ�YULMDJLHQ¶�DQG�EDOOHWV�
and other pastimes of the crazy young men and women. +H�DGGHG��µ+LHU�PHW�ORQFNHQ�HQ�PHW�SURQFNHQ�
7XVVHQ�EH\GHQ�YULMHU\¶�>«@�µ+LHU�PRQVHXUHQ��GDHU�0RQNHXUHQ�+LHU�ZDW�SUHWHQ�YDQGH�PLQ�+LHU�ZDW�
pruylen daer wat muylen Jeder naer den tijdt en sin. Hier wat vrijen daer wat lij en Om te winnen Joffers 
KHUW�+LHU�ZDW�VODJKHQ�GDHU�ZDW�FODJKHQ�9DQGH�OLHIG¶�HQ�PLQQH�VPHUW¶�� 
10 Nevitt 2003; Kolfin 2005. Muizelaar and Philli ps described how paintings of fashionably dressed 
young men and women in well-to do interiors playing games, dancing, singing, making music, writing 
OHWWHUV��GULQNLQJ�DQG�WDONLQJ��DQG�µHQJDJHG�LQ�URPDQWLF�LQWHUOXGHV¶�PXVW�KDYH�IXQFWLRQHG�DV�µDQ�LGHDO�RI�
domestic li ving and sophistication for the rich and SRZHUIXO¶��.ODVNH�0XL]HODDU�DQG�'HUHN�3KLOOLSV��
Picturing Men and Women in the Dutch Golden Age. Paintings and People in Historical Perspective, 
New Haven/ London, 2003, p. 113. They consider the high-OLIH�JHQUH�VFHQHV�DV�µLGHDOL]HG�GHSLFWLRQV�RI�
the upper RUGHUV¶��S��������FRPSDUDEOH�WR�/HJUDQG¶V�DQG�*RRGPDQ¶V�YLHZV�RQ�6RXWKHUQ�1HWKHUODQGLVK�
genre scenes (cf. supra). 
11 The elegant company paintings from the southern Netherlands contained many emblematic references 
to love: Vlieghe 1998, p. 151. 
12 Legrand 1963, p. 83; Kolfin 2005, p. 58. 
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�+LsURQ\PXV� -DQVVHQV¶� PDVWHU�� FI�� LQIUD�� DQG� -DQVVHQV� GLG� QRW� SDLQW� VXFK�

allegorical/mythological scenes, they nevertheless often referred to love, Venus, and 

also courting (the depictions of men and women singing together, making music 

together, playing love games such as the game of hot cockles, exchanging looks, and 

love declarations, etc).13 As I shall address shortly in the last two chapters, the amorous 

connotations and the depiction of youth culture undoubtedly played a role in JansVHQV¶�

representation of dance and fashion. The importance of such gatherings of the young in 

this genre of painting, is also stressed in the subscription added to Christoffel Jacobsz 

9DQ�GHU�/DPHQ¶V�SRUWUDLW�� WKDW� UHDGV�� µ$QWYHUSLHQVLV��3LFWRU�FRQVRUWLL� MXYHQLOLV¶�),*��

125).14  

In the first half  of the seventeenth century, such depictions of high lif e pleasure were 

mostly produced by Christoffel Jacobsz Van der Lamen, Louis de Caullery (before 

1582±1621/22), Sebastiaan Vrancx (1573±1647) and Frans Francken the Younger. In 

these elegant company paintings, the stereotyped, doll-like and youthful figures are 

dressed in wealthy costumes. Very often, the architectural setting displays perspective 

and details which bring to mind the architectural designs by Paul and Hans Vredeman 

de Vries. Sometimes, architectural painters such as Paul Vredeman de Vries also 

collaborated with genre (figure) painters, by adding architectural perspective to the 

painting (collaboration).15  

                                                      
13 For a general introduction on the importance of song and music as a messenger of love, see: Nevitt 
2003; Goodman 1992. For more information about the love game of hot cockles, see: Martin Eidelberg, 
µ&DWDORJXH¶�� LQ�� 3DWULFk Ramade, Martin Eidelberg e.a., Watteau et la fête galante, exh.cat., 
Valenciennes, Musée des Beaux-$UWV��3DULV��������+DQQHORUH�0DJQXV��µ7KH�VHYHQWHHQWK-century young 
gentry at hot cockles: Investigating a Southern Netherlandish novelty as a prelude to tKH�URFRFR�µIrWHV�
JDODQWHV¶¶��Dutch Crossing (in press, 2015); Eddy de Jongh e.a., Tot lering en vermaak. Betekenissen 
van Hollandse genrevoorstellingen uit de zeventiende eeuw, exh.cat., Amsterdam, Rij ksmuseum, 
Amsterdam, 1976. 
14 For a discussion of this print, see Marie Mauquoy-Hendrickx, /¶,FRQRJUDSKLH�G¶$QWRLQH�YDQ�'\FN��
Catalogue raisonné, part 1, Brussels, 1991, p. 202. The additional signature that identified Anthony 
9DQ�'\FN�DV�WKH�µLQYHQWRU¶�RI�WKH�SULQW�LV�GRXEWIXO��DQG�ZDV�SUREDEO\�DGGHG�afterwards, c. 1700: L[eon] 
Voet, Antwerp Drawings and Prints. 16th-17th centuries, exh.cat., Washington, Smithsonian 
Institute,[Antwerpen], 1976, p. 32. 
15 Goodman 1992, p. 13; Vlieghe 1998, pp. 151-152; Larsen 1985, p. 314; Kolfin 2005, p. 39; Franz 
von Reber, Geschichte der Malerei vom Anfang des 14. Bis zum Ende des 18. Jahrhunderts, Munich, 
1894, pp. 316-�����7KRPDV�)XVHQLJ�DQG�%HUQDUG�9HUPHW��µ'H�LQYORHG�YDQ�+DQV�9UHGHPDQ�GH�9ULHV�RS�
GH� VFKLOGHUNXQVW¶�� LQ�� +HLQHU� %RUJJUHIH�� 7KRPDV� )XVHQLJ� DQG� %DUEDUD� 8ppenkamp (eds.), Tussen 
stadspaleizen en luchtkaselen. Hans Vredeman de Vries en de Renaissance, exh.cat., Antwerp, 
Koninklij k Museum voor Schone Kunsten/ Lemgo, Weserrenaissance-Museum Schloss Brake, 
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In the second half  of the seventeenth century, not many elegant company painters are 

known, apart from Hiëronymus Janssens, who specialised in the depiction of elegant 

FRPSDQLHV�DW�OHLVXUH��+H�SDLQWHG�µHOHJDQW�FRPSDQ\�SDLQWLQJV¶�LQ�WKH�VDPH�WUDGLWLRQ�DV�

his predecessors, used their iconographical conventions (including scenes of the 

prodigal son, or brothel scenes),16 and collaborated with his own contemporary 

architectural painter-colleagues, for example, Wilhelm Schubert van Ehrenberg.17  

 

 

                                                      
Ghent/Amsterdam, 2002, pp. 160-178, and catalogue note in this catalogue by Thomas Fusenig p. 232. 
For more information on collaboration units, see chapter 2 in this dissertation. 
16 Kolfin argued that in Southern Netherlandish merry company scenes (he discussed the first half of 
the seventeenth century) different traditions can be discovered: allegorical, moralistic, and idealistic. 
He argued that these Southern-Netherlandish painters often added a moralistic or allegorical meaning 
to their paintings by depicting motifs such as paintings, or statues in the background of the paintings in 
RUGHU�WR�EULQJ�RXW�WKH�PHDQLQJ�µZLWKRXW�KDYLQJ�WR�VKDWWHU�WKH�VHPEODQFH�RI�UHDOLW\¶��+H�DUJXHG��DV�,�VKDOO�
contradict) the absence of a comical tradition: Kolfin 2005, p. 58. Generally, his book gives an in-depth 
description of the origins of the genre of elegant and merry company paintings (depictions of gardens 
of love, allegories, biblical stories, etc.). Hiëronymus Janssens is mostly known for his elegant company 
paintings (genre paintings of high li fe society, without a bibli cal or historical subject, nor a depiction of 
a brothel scene). However, in his oeuvre, brothel-scene or prodigal-son scenes can also frequently be 
found (SLIDES 23, 40-42, 53-60, 70, 118). Similar to the Northern Netherlands, the genre consisted of 
different types, such as the lascivious and the respectable merry companies: Kolfin 2005, p. 116. By 
SDLQWLQJ�WKH�VWRU\OLQH�RI�WKH�SURGLJDO�VRQ��-DQVVHQV�PD\�EH�FRQVLGHUHG�UDWKHU�RXWGDWHG��DV�WKH�VWRU\OLQH¶V�
popularity declined in the second half of the seventeenth century. Kolfin noted that in the Southern 
Netherlands, conventions in merry company scenes lasted longer; the painters paid more attention to 
adding elements referring to three traditions (allegorical, biblical, idealistic). Many painters such as 
FranFNHQ��6LPRQ�GH�9RV��9DQ�GHU�/DPHQ��DQG�'DYLG�7HQLHUV�WKH�<RXQJHU��VWLOO�DGGHG�WKH�µSURGLJDO�VRQ¶�
storyline to their elegant or merry company paintings: Kolfin 2005, p. 39; Sutton in: Sutton 1993 (on 
the old-fashioned character of Janssens). It is not the aim of this dissertation to discuss the prodigal-son 
VFHQHV��DV�WKH�PDLQ�IRFXV�OLHV�RQ�-DQVVHQV¶V�HOHJDQW�FRPSDQ\�VFHQHV� 
17 For the most important publications on Janssen, see for example : Jacques Foucart, in: Le siècle de 
Rubens dans les collections publiques françaises, exh.cat., Grand Palais, Paris, 1977,  p. 100; Au temps 
de Watteau, Fragonard et Chardin. Les Pays-Bas et les peintres français du XVIIIe siècle, exh.cat. 
Lil le, Musée des Beaux-Arts, 1985, catalogue note by Catherine Louboutin and Hervé Oursel, p. 175; 
Kolfin 2005, pp. 57-58; Die Sichtbare Welt. Niederländische Bilder des 16. und 17. Jahrhunderts: 
Sammlung Christoph Müller, exh.cat. (Ulm, Tübingen-Berlin,1996), p. 164; Gerhard Finck and Nicole 
Hartje-Grave, eds., Freiheit macht Pracht: niederländische Kunst im 17. Jahrhundert, exh. cat. 
Wuppertal, Von der Heydt-Museum, 2009, p. 364; Larsen 1985, pp. 314-315; Legrand 1963; Peter C. 
6XWWRQ��µ,QWURGXFWLRQ��3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��6XWWRQ�������SS����-60. Goodman 1992, p. 
����µ$V�)�-C. Legrand notes, these works are never direct and factual records of the upper-bourgeoisie 
RU�XUEDQH�DULVWRFUDF\�EXW�DUH�LGHDOLVHG�DQG�GHFRUDWLYH�UHFUHDWLRQV�RI�KRZ�WKH\�ZLVKHG�WR�VHH�WKHPVHOYHV¶��
$V�LQ�WKH�1RUWKHUQ�1HWKHUODQGV��WKHVH�JHQUH�VFHQHV�RU�µVFHQHV�RI�HYHU\GD\�OLIH¶�DUH�QRW�SXW�LQ�HYHU\�GD\�
VXUURXQGLQJV�� EXW� LQ� DQ� LGHDOLVHG� µVRXWKHUQ�� DUFDGLDQ� VHWWLQJ¶�� Blankerts remark on the Northern 
Netherlandish genre paintings from the first half of the seventeenth century (Blankert 1987, p. 9) can 
easily be transferred to their Southern counterparts. 
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Aim 

 

The seventeenth-FHQWXU\� µPHUU\� FRPSDQ\� SDLQWLQJV¶� produced in the Northern 

Netherlands, have already been the subject of much scholarly debate.18 In the Southern 

Netherlands, however, not much scholarly attention has been devoted to seventeenth-

century genre painting, and even less so to the elegant company scenes in this group.19  

This dissertation aims to fill this gap by discussing not only paintings of a genre that is 

barely studied in relation to the Southern Netherlands,20 but also by addressing a painter 

from the second half of the seventeenth century ± a chronological period that has been 

largely ignored in art-historical research. I will search for the visual language and 

conventions in depictions of elegant dance and fashion in the seventeenth-century 

Southern Netherlandish genre paintings, and analyse the social conditions and 

ambitions of the main actors depicted on the painting. In addition, this dissertation also 

transgresses the boundaries between art history, cultural history and costume history, 

and provides a survey of the history of early modern dance and early modern fashion in 

the Southern Netherlands of the second half during the seventeenth century. 

/LWWOH�LQIRUPDWLRQ�DERXW�-DQVVHQV¶�OLIH��KLV�VRFLDO�QHWZRUN��RHXYUH��SURGXFWLRQ�SURFHVV��

buyers, and iconographical choices has been investigated in depth. As Hiëronymus 

Janssens is one of the only painters of the second half of the seventeenth century 

producing elegant company paintings, his oeuvre is representative for the entire genre. 

                                                      
18 For a thorough discussion of the genre, see Kolfin 2005; Wayne Franits, Dutch Seventeenth-Century 
Genre Painting, New Haven/ London, 2004. 
19 Apart from general references to short catalogue notes and a few biographical details, paintings by 
Christoffel Jacobsz Van der Lamen, and to an even greater degree, those by Hiëronymus Janssens, have 
not been the study of iconographical research. The only author who devoted an entire publication to 
Southern Netherlandish seventeenth-century genre painters was Francine-Claire Legrand (Legrand 
1963). Scholars have mostly been interested in discussions about genre painters such as Joos Van 
Craesbeeck, Adriaen Brouwer, David Teniers the Younger and David III  Ryckaert: Karolien de Clippel, 
Joos van Craesbeeck (1605/06-ca. 1660): een brabants genreschilder, Turnhout, 2006; Konrad Renger, 
Adriaen Brouwer und das niederländische Bauerngenre 1600-1660, exh.cat., Munich, Alte Pinakothek, 
Munich, 1986; Margret Klinge and Dietmar Lüdke, David Teniers der Jüngere 1610-1690: Alltag und 
Vergnügen in Flandern, exh.cat., Karlsruhe, Staatli che Kunsthalle, Heidelberg 2005; Hans Vlieghe, 
David Teniers the Younger (1610-1690): a biography, Turnhout, 2011; Bernadette Van Haute, David 
III  Ryckaert, a seventeenth-century Flemish painter of peasant scenes, Turnhout, 1999.   
20 In this dissertation, I will  use the Northern Netherlandish merry company scenes as comparison 
material for their functioning on the art market and production process, but no in-depth iconographical 
comparison has been made. The genre of painting in both geographical areas, despite some similarities, 
were distinctly different in outlook. Legrand 1963, pp. 246-247.  
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7KHUHIRUH��E\�GLVFXVVLQJ�-DQVVHQV¶�OLIH�DQG�RHXYUH��WKLV�dissertation aims at widening 

art-historical knowledge on the production, purchasing, and reception of these Southern 

Netherlandish elegant company paintings.21 I will address in what manner the elegant 

company paintings by Janssens can indeed be seen as idealised representations of the 

leisured lives of Southern Netherlandish high society (as was suggested by scholars 

such as Goodman, Vl ieghe and Legrand, cf. supra), what associations Janssens stressed 

LQ�KLV�GHSLFWLRQV�RI�HOLWH�GDQFH��DQG�ZKHWKHU�-DQVVHQV¶ paintings may be sources for the 

study of costume history in the Southern Netherlands during the second half of the 

seventeenth-century.  

 

 

+LsURQ\PXV�-DQVVHQV¶�'HSLFWLRQV�RI�WKH��(QQREOHG��&RPPHUFLDO�(OLWH��ZLWK�

Aristocratic  Aspirations) 

 

Over the course of the seventeenth century, the commercial elite gained more and more 

political and social impact in Antwerp urban society. These nouveaux riches (mostly 

members of the mercantile elite) adopted important positions in city politics. They built 

on their creditworthiness and self-image by becoming important and leading members 

of highly valued Antwerp social and religious organisations, and adopted an aristocratic 

lif estyle even though they were not (yet) ennobled. Next to the old patrician families 

�ZKR�ZHUH�HYHQWXDOO\�RXWQXPEHUHG���WKH�FLW\¶V�QRELOLW\�HPEUDFHG�D�JURZLQJ�JURXS�RI�

ennobled members of the mercantile class. These merchants adopted an aristocratic 

OLIHVW\OH�� E\�� IRU� H[DPSOH�� SXUFKDVLQJ� FRXQWU\� HVWDWHV� �µKRI� YDQ� SODLVDQWLH¶��� EX\LQJ�

OX[XU\�SURGXFWV��µFRQVSLFXRXV�FRQVXPSWLRQ¶��DQG�VWDUWLQJ�DQ�LPSUHVVLYH�DUW�FROOHFWLRQV�

(and displaying connoisseurship).22 Even though, as was remarked by Koen de Vlieger-

                                                      
21 In this dissertation the depictions of the prodigal son, or any allegorical meaning are not taken into 
DFFRXQW��,�IRFXV�PDLQO\�RQ�WKH�µHOHJDQW�FRPSDQ\�VFHQHV¶�ZLWKRXW�D�PRUDOLVLQJ�RU�DOOHJRULFDO�WRQH� 
22 7LPPHUPDQV�������7LPPHUPDQV�������)DLWK�3DXOHWWH�'UHKHU��µ7KH�$UWLVW�DV�6HLJQHXU��&KDWHDX[�DQG�
7KHLU�3URSULHWRUV�LQ�WKH�:RUN�RI�'DYLHG�7HQLHUV�,,¶��The Art Bulletin, 60, 4 (1978); Roland Baetens, 
Hoven van SODLVDQWLH��KHW� µVRHWH¶�EXLWHQOHYHQ� LQ�GH�SURYLQFie Antwerpen, 16de-20ste eeuw, Antwerp, 
2013; Honig 1995. 
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de Wilde,23 there must have still been a difference in the consumption pattern between 

WKH� µROG� QRELOLW\¶� DQG� WKH� homines noves, both social groups became closely 

intertwined.24 7KURXJKRXW�WKH�VHYHQWHHQWK�FHQWXU\��WKH�QXPEHU�RI�WKLV�µQRXYHDX[�ULFK¶�

and new noblemen from the mercantile elite grew, as from the middle of the seventeenth 

century onwards, a large number of people were ennobled (process of 

aristocratisation).25 Therefore, there was also a large number of people in the 

commercial and political elite who hoped to be ennobled, and the adoption of a 

comparable lif estyle would at least support their ideal self-LPDJH��WKURXJK�µFRQVSLFXRXV�

FRQVXPSWLRQ¶��DQG�WKH�H[KLELWLRQ�RI�RQH¶V�ZHDOWK�DQG�µVRFLDO�VWDWXV¶��26  

According to Legrand, Goodman and Vlieghe, the Southern Netherlandish elegant 

company paintings by Janssens and his colleagues are depictions of the high 

µERXUJHRLVLH¶�RI�$QWZHUS�VRFLHW\��µ7KHUH�LV�QR�GRXEW�WKDW�-DQVVHQV¶�ZRUNV�ZHUH�DOVR�

intended to reflect the increasingly aristocratic lif estyle of the rich burghers who bought 

WKHVH�SLFWXUHV¶�27 /HJUDQG�LQ�DGGLWLRQ�DUJXHG�WKDW�-DQVVHQV¶�SDLQWLQJV�GHSLFW�D�GLIIHUHQW�

social group than Van der Lamen ± she considers his interior paintings as reflections of 

princely courts (aristocracy).28 However, it is not entirely clear what social group 

-DQVVHQV� LQ� IDFW� GHSLFWHG� �ZHDOWK\� EXUJKHUV�� DULVWRFUDF\�� «"��� $� NH\� IRU� RXU�

understanding may be the anonymous personifications of art collectors and 

FRQQRLVVHXUV�LQ�-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV�� 

Within the genre of elegant company paintings, a subgenre can be discovered: the 

SDLQWHG�DUW�JDOOHULHV��RU�µNXQVWNDPHU¶�SDLQWLQJV�29 As civil conversation is not only the 

topic of elegant company paintings, but also of its subgenre the painted art galleries, - 

                                                      
23 Koen De Vlieger-De Wilde, Adellij ke levensstijl . Dienstpersoneel, consumptie en materiële 
leefwereld van Jan van Brouchoven en Livina de Beer, graaf en gravin van Bergeyck (ca. 1685-1740), 
Brussels, 2005. 
24 Timmermans 2008. 
25 Timmermans 2008; Vlieghe 1998; Legrand 1963. 
26 Legrand 1963, p. 238; Timmermans 2008; Fili pczak 1987; Honig 1995.  
27 Vlieghe 1998, p. 154; Goodman 1992. 
28 Legrand 1963, p. 93 
29 The genre of painted art galleries can be seen as part of the genre of elegant company paintings: 
.RQUDG� 5HQJHU�� µ'LH� *HQUHPDOHUHL¶�� LQ�� (NNHKDUG�0DL� DQG� +DQV� 9OLHJKH� �HGV���� Von Breugel bis 
Rubens. Das goldene Jahrhunderts der flämische Malerei, exh.cat., Cologne, Wall raf-Richartz-
Museum/ Antwerp, Koninklij k Museum voor Schone Kunsten/ Vienna, Kunsthistorisches Museum, 
Cologne, 1992, pp. 183-190; Larsen 1985; Vlieghe 1998; Sutton 1993; Larsen 1985. 
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the polite and civil conversation about art-,30 these paintings are also adopted in this 

GLVVHUWDWLRQ�DV�LPSRUWDQW�HOHPHQWV�IRU�RXU�XQGHUVWDQGLQJ�RI�-DQVVHQV¶�HOHJDQW�FRPSDQ\�

scenes. Between 1665-1670 and 1670-1675,31 Janssens painted a series of art galleries 

or kunstkamer-paintings (SLIDES 63, 81-85, 87, 96), a (typically Antwerp) genre of 

paintings depicting imaginary or existing art collections, visited by art lovers and 

connoisseurs (cf. chapter 3).32 By doing so, Janssens inscribed himself into the tradition 

                                                      
30 Honig 1995 
31 Honig and Becker both agree that the painting dates from between 1660-1680: Honig 1998, plate 23 
and Becker 2005. Zeder argued that both Montargis paintings (SLIDES 81-82) have to be dated to the 
last quarter of the seventeenth century. However, by comparing the fashionable garments depicted in 
WKH�SDLQWLQJV�WR�-DQVVHQV¶�GDWHG�ZRUNV��ERWK�paintings should be dated between 1665 and 1670. Costume 
historically speaking, The Art Cabinet is the youngest of all scenes (c. 1670-1675). 
32 For general information on the genre, see: S. Speth-Holterhoff , Les peintres flamands de cabinets 
G¶DPDWHXUV�DX�XVIIe siècle, Brussels, 1957; Zirka Zaremba Filipczak, Picturing Art in Antwerp 1550-
1700�� 1HZ� -HUVH\�� ������ $OH[DQGHU� 0DUU�� µ7KH� )OHPLVK� ³3LFWXUHV� RI� &ROOHFWLRQV´� *HQUH�� $Q�
2YHUYLHZ¶�� Intellectual History Review, 20, 1 (2010), pp. 5-���� )UDQFHV�*DJH�� µ� µ6ome Stirring or 
&KDQJLQJ� RI� 3ODFH¶��9LVLRQ�� -XGJHPHQW� DQG�0RELOLW\� LQ� 3LFWXUHV� RI�*DOOHULHV¶�� Intellectual History 
Review, 20, 1 (2010), pp. 123-145;  Ariane van Suchtelen and Ben van Beneden, Kamers vol kunst in 
zeventiende-eeuws Antwerpen, exh.cat., Antwerp, Rubenshuis/ The Hague, Mauritshuis Koninklij k 
.DELQHW�YDQ�6FKLOGHULMHQ��=ZROOH���������(OL]DEHWK�+RQLJ��µ7KH�EHKROGHU�DV�D�ZRUN�RI�DUW��A study in 
the location of value in seventeenth-FHQWXU\�)OHPLVK�SDLQWLQJ¶��Nederlands Kunsthistorisch Jaarboek, 
46 ��������,Q�DOO�SUHYLRXV�VFKRODUVKLS�RQ�WKH�JHQUH��+LsURQ\PXV�-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV�KDYH�
hardly ever been the subject of in-depth art-historical research. Sometimes the paintings are added in 
the li st of names of painters reproducing the genre of painted art galleries, but not much attention has 
been given to his actual paintings. The overview by Speth-Holterhoff  does not even mention 
+LsURQ\PXV�-DQVVHQV¶�ZRUNV�RI�DUW��6SHWK-+ROWHUKRII�������-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV�DUH�GLVFXVVHG�
shortly in )LOLSF]DN�������6WRLFKLWD�KDV�DOVR�EULHIO\�PHQWLRQHG�RQH�RI�-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV�GXH�
WR�WKH�GHSLFWLRQ�RI�D�0DGRQQD�LQ�D�IORZHU�JDUODQG��9LFWRU�6WRLFKLWD��µ=XU�6WHOOXQJ�GHV�VDNUDOHV�%LOGHV�
in der neuzeitli chen Kunstsammlung. Die ,,BlumenkranzmadoQQD³�LQ�GHQ���&DELQHWV�G¶$PDWHXUV´¶�LQ��
Andreas Grote (ed.), Macrocosmos in microcosmos: Die Welt in der Stube. Zur Geschichte des 
Sammelns 1450 bis 1800, 1994,. In general, Foucart and Zeder have been the only scholars who have 
SDLG�DWWHQWLRQ�WR�-DQVVHQV¶ series of art gallery paintings : [Jean Foucart], catalogue note in: Le siècle 
de Rubens Le siècle de Rubens dans les collections publiques francaises, exh.cat., Paris, Grand Palais, 
1977-1978, pp. 100-102, nr. 63 ��2OLYLHU�=HGHU��µ&RSLHV�HW�UpGXFWLRQV�GDns les deux Galeries de peintures 
YLVLWpHV�SDU�GHV�DPDWHXUV¶��LQ��-HDQ�&XLVHQLHU��HG����/¶°XYUH�HQ�PXOWLSOH� Collection, Etudes et travaux, 
4, Paris, 1993, pp. 253-261. +RQLJ�RQO\�UDQGRPO\�PHQWLRQHG�RQH�RI�-DQVVHQV¶�SDLQWLQJV��Honig 1995, 
pp. 279-280; Elizabeth Honig, Painting and the Market in Early Modern Antwerp, New haven ± London 
1998. In the 1992 exhibition David Teniers, Jan Brueghel y los gabinetes de pinturas at the Prado, a 
SDLQWHG� DUW� JDOOHU\�E\� -DQVVHQV¶�KDQG� �6/,'(�����ZDV�GLVFXVVHG��  Saavedra 1992, pp. 234-237, on 
Janssens see also pp. 26-27, 260-�����'XH�WR�-DQVVHQV¶�GHSLFWLRQ�RI�WKH�9LUJLQ�0DU\�DV�,QWHUFHVVRU�RI�
Van Dyck in his painted art gallery, his work of art is also referred to in: Susan J. Barnes, Nora de 
Poorter, Oliver Mi llar, Horst Vey, Van Dyck. A Complete Catalogue of Painting, New York/ London, 
2004, p. 275. Janssens is also used as an example in Lawrence Otto Goedde, Tempest and Shipwreck in 
Dutch and Flemish Art. Convention, Rhetoric, and Interpretation, University Park/ London, 1989, p. 
156. ,Q� KLV� GRFWRUDO� WKHVLV� -RKDQ� %HFNHU� DGGUHVVHG� VRPH� RI� -DQVVHQV¶� SDLQWLQJV� PRUH� SURIRXQGO\��
Becker 2005. Even though Becker briefly discusses the presence of dance in these Montargis paintings 
(SLIDES 81-82) and therefore was more interested in the activities of the figures than the miniature 
paintings on the wall , his analysis needs to be extended. Mostly, attention is limited to one particular 
painting: Closed Gallery visited by Art Lovers (SLIDE 81): Goedde 1989, p. 156;  Foucart 1977-1978; 
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started by genre painters such as Frans Francken the Younger and Cornelis de Baeilleur, 

who next to, or in addition to, their genre depicting the idealised lives of the wealthy 

elite also produced painted art galleries (cf. infra). 7KH�ILJXUHV�LQ�-DQVVHQV¶�painted art 

JDOOHULHV�DUH�YHU\�VLPLODU�WR�WKRVH�LQ�-DQVVHQV¶�RWKHU�HOHJDQW�FRPSDQ\�SDLQWLQJV�RI�WKH�

period (similar dresses, similar gestures, etc.). Therefore, we may assume that the 

anonymous genre figures embody the same social group. Af ter all, painted art galleries 

can in fact also be seen as representations of the amusements (albeit primarily 

intellectual)33 of the young elite, and thus also as elegant company paintings.34   

The figures in painted art galleries are stereotypes of the nouveaux riches, the urban 

HOLWH�� ZKR� ZHUH� DUW� FROOHFWRUV�� FRQQRLVVVHXUV�� DQG� µORYHUV� RI� DUW¶� �liefhebber), who 

                                                      
Zeder 1993; Stochita 1994; Honig 1995 and 1998; Becker 2005. However, in that same museum, a 
signed pendant painting is also exhibited: Open Gallery visited by Art Lovers (SLIDE 82): Foucart 
1977-1978, p. 100; Zeder 1993. This painting is, together with mDQ\�RWKHU�H[DPSOHV�E\�-DQVVHQV¶�KDQG��
mostly ignored in art-historical research. It is suggested that the architectural additions in these works 
are made by Willem Schubert van Ehrenberg: Foucart 1977-1978 only discusses Closed Gallery visited 
by Art Lovers, p. 101; Zeder 1993. 
33 R.-$��6FKXWWH��µ,QWHOOHFWXHHO�DPXVHPHQW�WHU�YHUSR]LQJ�YDQ�GH�JHHVW��'H�YRUVWHOLMNH�YHU]DPHOLQJ�YDQ�
de hertogen van Braunschweig-:ROIHQEXWWHO�LQ�GH�]HYHQWLHQGH�HQ�DFKWWLHQGH�HHXZ¶��LQ��-��GH�-RQJVWH��
J. Roding and B. Thij s (eds.), Vermaak van de elite in de vroegmoderne tijd, Hilversum, 1999, p. 290, 
p. 75 ; Timmermans 2008, p. 229. 
34 Comparable ideas see Becker 2005, p. 37; Filipczak 1987, p. 72. Depicting wealthy and elegantly 
dressed stereotypical figures in their art collections was one of the many visual themes and conventions 
a painter could chose to depict elegant leisure and (courtly) conversation: Honig 1995; Honig 1998, p. 
205. Van Suchtelen in: Van Suchtelen and Van Beneden 2009 [b], p. 100. These are the main topics of 
DOO�RI�-DQVVHQV¶�HOHJDQW�FRPSDQLHV��GHVSLWH�KLV�SURGLJDO�VRQ�VFHQHV���4XLWH�OLWHUDOO\��FRQYHUVDWLRQ�ZRXOG�
DOVR�KDYH�UHIHUUHG�WR�DQ\�³VSHHFK�DFW��VSHHFK�HYHQW��RU�VSHHFK�JHQUH´��7KLV�LGHD�RI�HOHYDWLQJ�WKH�DUW�RI�
discussion or elegant speech into a real art provides us with a better understanding of the discussions 
depicted in the painted art galleries. After all, the rooms fill ed with artworks were ideal places for these 
ideaOLVHG�FRQQRLVVHXUV�WR�GLVFXVV��LGHDO��ZRUNV�RI�DUW�DQG�WR�SUHVHQW�RQH¶V�NQRZOHGJH�RI�DUW� ± i.e. to 
GLVSOD\�WKHLU�µFRQYHUVDWLRQ¶�DERXW�DUW��FROOHFWLRQV���+RQLJ�������S�������7LPPHUPDQV�������S�������)RU�
FLYLOLW\��µOHLVXUHG�FRQYHUVDWLRQ¶�EHWZHHQ�DUWLVWV�DQG�art-collectors, and the adoption of the artist who 
µHPERGLHV�WKH�FLYLO�FRQGXFW�RI�WKH�VFKRODU¶�LQ�SDLQWHG�VWXGLRV�DQG�LQ�WKH�$QWZHUS�JHQUH�RI�VHYHQWHHQWK-
FHQWXU\�SDLQWHG�DUW�JDOOHULHV��DQG�DUW�FROOHFWLRQV�DV�µVSDFHV�IRU�FLYLO�FRQYHUVDWLRQ¶��VHH��6KHLOD�'��Muller, 
µ<RXQJ� 6FKRODU� LQ� KLV� 6WXG\�� 3DLQWHUV� DQG� 6FKRODUV� /HDUQLQJ� WKH� $UW� RI� &RQYHUVDWLRQ� LQ� (DUO\�
Seventeenth-&HQWXU\�/HLGHQ¶��Envisioning the artist in the early modern Netherlands/ Het beeld van de 
kunstentaar in de vroegmoderne Nederlanden, Nederlands Kunsthistorisch Jaarboek, 59 (2009), pp. 
298-300. Painted art galleries are real conversation pieces. They invite the subject to exhibit oneś 
HUXGLWLRQ��+RQLJ�������+RQLJ�������S�������9DQ�6XFKWHOHQ�³9HU]DPHOHQ´�������S�������5HDO�DUW�FDELQHWV�
ZHUH�³physical hubs of the circuit of connoisseurs-collectors´�DQG�WKXV�D�IRUXP�IRU�FRQYHUVDWLRQ��+HUH��
FRQQRLVVHXUV�GLVFXVVHG�QHZ�LGHDV�RU�VRPHERG\¶V�DUW�FROOHFWLRQ��7LPPHUPDQV�������S�������,Q�KLV�Essay 
des merveill es de nature, et de plus nobles artifi ces, Etienne Binet provides some ready-made remarks 
or compliments for all sorts of situations, for example, when visiting studios or art collections he 
recommends polite praise. Tummers, p. 166. 
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decorated their homes with beautiful masterpieces.35 These were mostly members of 

the rising merchant class with aristocratic aspirations (nouveaux riches),36 but also 

members of the (new) nobility or aristocracy, who are depicted as a class in general or 

individually portrayed (think also about Albrecht and Isabella or Leopold Wilhelm).37  

The figures thus embody the social group of commercial elite with aristocratic 

aspirations, or the (new) nobility itself.  

The paintings by Janssens are illustrations of the interchange between the commercial 

elite, and the nobilit y, as he depicts both social groups in the same manner. His figures 

wear swords (a noble privilege), and sometimes (fictitious) coats of arms are added into 

the scene (as was also done by his master Van der Lamen). C. 1660 Janssens added 

portraits of the English king Charles II in a dancing scene, surrounded by anonymous 

stereotypical f igures that also return in his other paintings (Charles II dancing at a ball 

at court, c. 1660, Royal Collection, SLIDE 45).  

The figures embody the wealthy elite on their (Italianate) country estates (mostly in 

fantastical architectural terraces) with views on (expensive) laid out gardens to the back. 

Obtaining a country estate was one of the outward signs of living a(n aspired) noble 

lif e. Moreover, the adoption of elite dance, elegant conversation and elegant love games 

(as depicted by Janssens) was part of the ideal lif e of the seventeenth-century honnête 

                                                      
35 Legrand 1963, p. 14-����%HUW�7LPPHUPDQV��µ1HWZRUNHUV�DQG�0HGLDWRUV�Ln the 17th Century Antwerp 
Art World: The Impact of Collectors-Connoisseurs on Artistic Processes of Transmission and 
6HOHFWLRQ¶��LQ��5HQJHQLHU�&��5LWWHUVPD��HGV����Luxury in the Low Countries. Miscellaneous Reflections 
on Netherlandish Material Culture, 1500 to the Present, Brussels, 2010, p. 112. 2Q�µOLHIKHEEHUV¶�DQG�
the genre of painted art galleries, see among others:  Speth-Holterhoff 1957; Van Suchtelen and Van 
Beneden 2009; Honig 1995; Filipczak 1987, p. 6-8; Marr 2010; Magnus 2012; Rosenthal 2014, p. 339. 
µ7KH� VSDFLRXV�� ZHOO-appointed, and well-lighted galleries, often with a view of gardens outside, 
represent an ideal of aristocratic collecting that residents of Antwerp had read about or visited in Italian 
private palaces; it was in Italy that the cROOHFWRU¶V�VWXG\�ZDV�ILUVW�UHORFDWHG�WR�D�PRUH�DFFHVVLEOH�SDUW�RI�
the house, signaling its new function as a space for civil  conversation. In many of the gallery pictures, 
where openness and sociabilit y are the norm, noble visitors converse with scholars aQG�DUWLVWV¶��0XOOHU�
2009, p. 299. 
36 Timmermans; Rosenthal 2014, p. 339. 
37 7KH�ILJXUHV�DUH�WKH�SDLQWHG�DOWHU�HJR¶V�RI�WKH�ORYHUV�RI�DUW�DQG�DUH�JLYHQ�DQ�DULVWRFUDWLF�ORRN��0RVWO\�
the painted art galleries are fictive: Bert Timmermans, Patronen van patronage in het zeventiende-
eeuwse Antwerpen, een elite als actor binnen een kunstwereld, Amsterdam, 2008, p. 229; Bert 
7LPPHUPDQV��µ7KH�(OLWH�DV�&ROOHFWRUV�DQG�0LGGOHPHQ�LQ�WKH�$QWZHUS�$UW�:RUOG�RI�WKH�6HYHQWHHQWK-
&HQWXU\¶��LQ��.DWOLMQH�9DQ�GHU�6WLJKHOHQ��HG����Munuscula Amicorum. Contributions on Rubens and His 
Colleagues in Honour of Hans Vlieghe, vol. 2, Turnhout, 2006, pp. 343-347.. Marr 2010, p. 12; 
Timmermans 2010, pp. 112-114. Legrand 1963, p. 14-15 
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homme.38 7KLV�LV�H[SOLFLW�LQ�-DQVVHQV¶�Portrait of the Van Delft Family (1680, present 

whereabouts unknown, SLIDE 111) and View of the castle of Schoten (c. 1675-1680, 

Schoten, Gemeentehuis, SLIDE 110), as I will discuss further in-depth.  

These examples will indicate that Janssens mostly portrayed members of the wealthy 

merchant class with aristocratic aspirations, and the recently ennobled mercantile elite. 

These were the most important members of the Antwerp urban elite. Moreover, this was 

these social groups that had to use outward symbols to establish and build their identity 

and it is precisely these outwards symbols (visible in, for example, RQH¶V�DELOLW\�WR�GDQFH�

and to buy fashionable dress) which are displayed by Janssens. 

 

 

Methodological Remarks 

 

Iconographical research on Northern-Netherlandish seventeenth-century genre painting 

has been the subject of much debate; central is the question how to interpret the 

depictions and meaning of Dutch seventeenth-century genre paintings (mainly caused 

E\�(GG\�'H�-RQJK¶V�WKHRU\�RI�µGLVJXLVHG�V\PEROLVP¶�DQG�KLV�LQWHUSUHWDWLRQ�RI�'XWFK�

SDLQWLQJV¶�JRDO�DV� WR� WHDFK�DQG� WR�HQWHUWDLQ��� ,W� LV�JHQHUDOO\�DFNnowledged that genre 

paintings do not necessarily (only) focus on moralising educational messages (though 

it is acknowledged that some themes and compositions in themselves display a certain 

PRUDO�LGHD��DQG�QR�µGLVJXLVHG�V\PEROLVP¶�LV�DGGHG�39  

                                                      
38 Timmermans 2008; Dreher 1978; Baetens 2013; Vidal 1992; Magnus 2015 in press. 
39 For a discussion, see: Eric Jan Sluijter, Verwondering over de Schilderijenproductie in de Gouden 
Eeuw, Rede uitgesproken bij de aanvaarding van het ambt van hoogleraar in de Kunstgeschiedenis van 
de Nieuwere Tijd aan de Universiteit van Amsterdam op vrijdag 25 oktober 2002, Amsterdam 2003, 
pp.6-���� SDVVLP�� 0DULsW� :HVWHUPDQQ�� µ$IWHU� ,FRQRJUDSK\� DQG� ,FRQRFODVP�� &XUUHQW� 5HVHDUFK� LQ�
Netherlandish Art, 1566-����¶��The Art Bulletin, 84, 2 (June 2002), spec. pp. 352-353, p. 357, pp. 360-
36���(ULF�-DQ�6OXLMWHU��µ%HOHULQJ�HQ�YHUKXOOLQJ"�(QNHOH���de-eeuwse teksten over de schilderkunst en de 
LFRQRORJLVFKH�EHQDGHULQJ�YDQ�1RRUGQHGHUODQGVH�VFKLOGHULMHQ�XLW�GH]H�SHULRGH¶��'H�]HYHQWLHQGH�HHXZ��
4, 2 (1988), pp. 3-28. (English translation of this artLFOH��(ULF� -DQ�6OXLMWHU�� µ'LGDFWLF�DQG�'LVJXLVHG�
Meanings? Several Seventeenth-Century Texts on Painting and the Iconological Approach to Northern 
'XWFK�3DLQWLQJV�RI�7KLV�3HULRG¶��LQ��'DYLG�)UHHGEHUJ�DQG�-DQ�GH�9ULHV��HGV����$UW�LQ�KLVWRU\�+LVWRU\�LQ�
art. Studies in seventeenth-century Dutch culture, Issues & Debates, Los Angeles, 1991, pp. 175-207 
>D@���(ULF�-DQ�6OXLMWHU��µµ2YHU�ILMQVFKLOGHUV�HQ�EHWHNHQLV¶��1DDU�DDQOHLGLQJ�YDQ�3HWHU�+HFKW��De Hollandse 
fijnschilders,¶�Oud Holland, 105, 1 (1991), pp. 50-63 [b]. 
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What kind of sources will contribute to the iconological analysis of the genre? I will  use 

information from both archival and visual sources. In 2006, Joost Vander Auwera 

published an article entitled Over het blijvend nut van archivalisch onderzoek voor de 

kunstgeschiedenis or On the lasting purpose of archival research.40 Even though he did 

not address genre painting, the main idea of the article was that art-historical research 

always benefits from archival research. Although purely archival research, such as the 

study of the lif e of an artist, is no longer considered to be an interesting, modern or 

fashionable subject in scholarship, we need to realise that most of our knowledge and 

insights are based precisely on these archival documents. Next to paintings or other 

works of art, these musty old documents are the main sources for our scientific, 

historical research.41 In this entire dissertation, I will frequently make use of archival 

GRFXPHQWV�LQ�RUGHU�WR�FRQWH[WXDOLVH�+LHURQ\PXV�-DQVVHQV¶�SDLQWHG�UHSUHVHQWDWLRQV�RI�

dance and fashion, but also to widen our understanding of early modern dance and 

fashion in seventeenth-century Antwerp (and by extension the Southern Netherlands). 

Crossing the boundaries between art-historical and cultural-historical investigations, the 

corresponding research will  be supported by two pillars: archival research and the 

analysis of visual sources. 

In addition, iconographic research builds partly on the methodology presented by Elise 

Goodman in her studies on the Garden of Love by Pieter Paul Rubens (1577-1640) 

(Prado, Madrid) and on the entire tradition of elegant companies. Goodman connects 

                                                      
40 -RRVW�YDQ�GHU�$XZHUD��µ2YHU�KHW�EOLMYHQG�QXW�YDQ�DUFKLYDOLVFK�RQGHU]RHN�YRRU�GH�NXQVWJHVFKLHGHQLV��
'ULH�EHNQRSWH�JHYDOVWXGLHV¶��Liber memorialis Erik Duverger: Bijdragen tot de kunstgeschiedenis van 
de Nederlanden, Wetteren, 2006, pp. 531±556.  
41 FoU� PRUH� RQ� WKH� LPSRUWDQFH� RI� DUFKLYDO� UHVHDUFK� IRU� DUW� KLVWRULDQV�� VHH�� (GG\� 3XW�� µ$UFKLYDO�
,QWHOOLJHQFH�DQG�WKH�(DUO\�0RGHUQ�9RFDEXODU\�RI�(PRWLRQV¶ (pp. 53-61) and Hannelore Magnus and 
Katlij ne Van der Stighelen, Introduction: Facts and Feelings. Retracing Emotions of Artists, 1600-����¶�
(pp. 3-8), in: Hannelore Magnus and Katlij ne Van der Stighelen (eds.), Facts & Feelings. Retracing 
Emotions of Artists, 1600-1800, Turnhout, 2015. The importance of archival research for socio-
economical and art-historical research to the production, and distribution of early modern art and 
OX[XU\�SURGXFWV��IRFXVLQJ�RQ�WDSHVWU\��� LV�FHQWUDO�LQ�WKH�UHVHDUFK�SURMHFW�µMAPTAP - µ0DSSLQJ�WKH�
Antwerp-Brussels-Oudenarde Tapestry Complex via Social Network Analysis (1600-�����¶�
(supervised by Prof.Dr Koenraad Brosens, PhD students Klara Alen and Astrid Slegten, KU Leuven). 
&KULVWLQD� YDQ� 0XOGHUV�� ³3LHWHU� 3DXO� 5XEHQV� HQ� -DQ� %UXHJKHO� GH� 2XGH�� GH� GULMIYHUHQ� YDQ� KXQ�
VDPHQZHUNLQJ´�� LQ��+DQV�9OLHJKH��$UQRXW�%DOLV��DQG�&DUO�9DQ�GH�9HOGH� �HGs.), Concept, Design & 
Execution in Flemish Painting (1550-1700), Turnhout 2000, pp. 113-114. For the importance of social 
network analysis and famili al connections in art production, see: Koenraad Brosens, Leen Kelchtermans 
and Katlij ne Van der Stighelen (eds.), Family Ties. On Art Production, Kinship Patterns and 
Connections, Turnhout 2012. 
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these genre paintings with the rise of French influence on polite conversation, 

emblematic and pastoral literature, fashion, leisure, sociDO� µHWLTXHWWH¶� DQG� VRFLDO�

distinction of high society (the rich Antwerp bourgeoisie and their aristocratic 

aspirations).42  

Historical research on seventeenth-century cloth production and material culture 

confirms the undeniable French influence on the AntwHUS� µQRXYHDX[� ULFKHV¶� �DQG�

members of the middle class) and their lif estyle of pleasure, fashion, recreation and 

otium.43 9LGDO¶V�VWXG\�RQ�WKH�)UHQFK�FXOWXUH�RI�FRQYHUVDWLRQ�DQG�LWV�FRQQHFWLRQ�ZLWK�

early modern leisure are important to understand this culture, which originated in the 

seventeenth-century French salons. There, dance, music, other amusements and civil  

conversation were cultivated to attain a refined lif estyle of aristocratic distinction (see 

chapter 4).44  

These elements and viewpoints are taken into account during the cultural-historical 

DQDO\VLV�RI�-DQVVHQV¶�GHSLFWLRQV�RI�IDVKLRQ�DQG�GDQFH��6XFK�DQ�DSSURDFK�ZLOO�RIIHU�QHZ�

insights will offer new insights in the meaning and functioning of the genre of elegant 

company paintings.45 

 

 

 

 

                                                      
42 (OLVH�*RRGPDQ��µ5XEHQV¶V�&RQYHUVDWLH�j�OD�0RGH��*DUGHQ�RI�/HLVXUH��)DVKLRQ��DQG�*DOODQWU\¶��The 
Art Bulletin, LXIV, 2 (1982), pp. 247-259; Goodman (1992). 
43 Harald Deceulaer, Pluriforme Patronen en een verschillende Snit. Sociaal-Economische, 
Institutionele en Culturele Transformaties in de Kledingsector in Antwerpen, Brussel en Gent, 1585-
1800, Amsterdam, 2001), pp. 163-177; ,OMD�9DQ�'DPPH��µ=RWWH�YHUZDDQGKHid: over Franse verleiding 
en Zuid-Nederlands onbehagen, 1650-����¶��LQ�Het verderf van Pari js, ed. by Raf de Bont and Tom 
Verschaffel, Leuven, 2004, pp. 187-203, pp. 308-310; Ilj a Van Damme, Verleiden en Verkopen: 
Antwerpse Kleinhandelaars en hun Klanten in Tijden van Crisis (ca. 1648-ca. 1748), Amsterdam, 2007, 
pp. 187-228. This sentence is used in Magnus 2015 (in press). 
44 Mary Vidal, :DWWHDX¶V� 3DLQWHG� &RQYHUVDWLRQV�� $UW�� /LWHUDWXUH�� DQG� 7DON� LQ� 6HYHQWHHQWK- And 
Eighteenth-Century France , London, 1992, passim, esp. pp. 75-79, p. 94. 
45 ,�KDYH�DGRSWHG�D�VSHFLILF�VHFWLRQ�µPHWKRGRORJLFDO�UHPDUNV¶�LQ�FKDSWHU���DQG�FKDSWHU����LQ�RUGHU�WR�
clarify better the method I have used in these chapters more specifically. 
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Structure of the Dissertation 46 

 

The first  chapter discusses the biography and social network of Hiëronymus 

Janssens. In this chapter largely based on archival research, I will discuss the lif e and 

social network of Janssens. I will discuss in what manner Janssens was not only 

acquainted with his fellow painters and art-dealers, but also held important social 

positions in Antwerp, and thus must have come in close contact with the commercial 

elite he depicted in his genre scenes. In addition, the biographical research will show 

that Janssens knew elegance, civi lit y and the art of early modern dance. In addition, he 

had close contact with an important Antwerp tailor. As both his eighteenth-century 

QLFNQDPHV�µWKH�GDQFHU¶�DQG�µWKH�j�OD�PRGH�SDLQWHU¶�DOVR�UHIHU�WR�KLV�GHSLFWLons of dance 

and fashion, the archival results have yielded the iconographical research topics in this 

dissertation.47 

The second chapter IRFXVHV�RQ�WKH�HFRQRPLFDO�VLGH�RI�-DQVVHQV¶�DUW�SURGXFWLRQ��open 

art market). I will  discuss the buyers (social class), the prices, the art-dealers, and the 

spread/popularity of the Southern Netherlandish elegant company paintings by using 

HGLWHG� DUW� LQYHQWRULHV�� ,Q� DGGLWLRQ�� ,� ZLOO� VKRZ� WKDW� -DQVVHQV¶� SDLQWLQJV� ZHUH�

extraordinary within the bulk of cheap paintings, as they were more expensive, and 

spread all over Europe, while being bought by the elite. In addition, a short survey on 

the buyers of the painted art gallery scenes is also proposed.  

In addition, the third  chapter discusses the production of Southern Netherlandish 

elegant company paintings and in particular those by Janssens. I will discuss -DQVVHQV¶�

visual sources (his dependence upon French visual sources, his predecessors, his 

interchange of compositions with his colleagues, etc.), his (lack of) product innovation, 

and his often reused and popular motifs and compositions. This chapter will also 

illustrate that Janssens mostly followed tradition, and was innovative in a limited 

manner. In addition, I will shortly describe his studio practice. 

                                                      
46 This dissertation consists of two volumes. The first volume contains the main text of the different 
chapters. In the second volume the appendices and figures are added. In this volume, a separate li st 
containing the paintings by Hiëronymus Janssens is added. In this second volume, images belonging to 
each chapter are added. 
47 For references, see chapter 1. 
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The fourt h chapter discusses the dancing scenes depicted by Hiëronymus Janssens. 

)RU�P\�UHVHDUFK�RQ�-DQVVHQV¶�GHSLFWLRQV�RI�HDUO\�PRGHUQ�GDQFH��,�ZLOO�GLVFXVV�ERWK�WKH�

iconographical tradition and conventions (the pictorial tradition of depicting dance by 

-DQVVHQV¶� SUHGHFHVVRUV�� DQG� GLVFXVV� WKH� FXOWXUDO� KLVWRU\� RI� HDUO\� PRGHUQ� GDQFH� LQ�

$QWZHUS� �DOVR� LQ� FRQQHFWLRQ� ZLWK� -DQVVHQV¶� SHUVRQDO� OLIH��� %\� GLVFXVVLQJ� WKH�

conventional motifs and compositions used to display the topic of dance by his 

SUHGHFHVVRUV� DQG� LQ� -DQVVHQV¶� JHQHUDO� RHXYUH�� ,�ZLOO� SRLQW� WR� WKH� HOHPHQWV� -DQVVHQV�

stressed, left out or changed. In addition, I wil l discuss in what manner the adoption of 

conventional motives, but also the adaptations by Janssens, may have been understood 

by Janssens himself and his audience (to understand what associations the audience of 

-DQVVHQV¶�SDLQWLQJV�FRXOG�KDYH�PDGH�± D�UHIOHFWLRQ�RI�RQH¶V�LGHDO�OLIH��IRU�H[DPSOH�± I 

will also make use of information from market research). By combining typological 

research with cultural historical research, I aim to be able to address the associations 

Janssens would have aroused in the minds of his (high society) audience.48  

In the fifth and final chapter of my dissertation, I will address the depiction of fashion 

LQ�-DQVVHQV¶�HOHJDQW�FRPSDQ\�SDLQWLQJV��,�GLVFXVV�ZKHWKHU�-DQVVHQV�LQGHHG�GHSLFWHG�WKH�

latest fashion styles, and what influence this may have had on the reception of his 

oeuvre. I will identif y the different garments and costumes in his paintings, in order to 

illustrate how his oeuvre displays the evolution of costume history in the second half of 

the seventeenth century. This chapter ill ustrates how the fast and rapidly changing 

(French influenced) fashion cycles, and the need to be à la mode, as discussed 

H[WHQVLYHO\�LQ�KLVWRULFDO�VFKRODUVKLS��DUH�YLVXDOLVHG�LQ�-DQVVHQV¶�HQWLUH�RHXYUH��,Q�WKLV�

chapter, I will also address the context of early modern fashion in seventeenth-century 

Antwerp, and the Southern Netherlands. In this thesis, I focus on the depiction of dress 

of members of the elite or rich merchant classes. I will therefore not discuss the 

costumes of the ordinary man.49  

 

 

                                                      
48 I have used the methodology presented in: Sluijter 1991 [b], pp. 50-51, p. 60; Sluijter 1988, p. 14-16. 
49 For more information, see Frieda Sorber, Frisschelij k gedost. Een verhaal over mode van de 16de tot 
halfweg de 17de eeuw, exh.cat., Antwerp, Rockoxhuis, 2001, pp. 24-25, pp. 35-41. 
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Chapter I . Hiëronymus Janssens and his Circle of Peers ± Biography and Social 

Network of the Seventeenth-century  Antwerp Genre Painter                

 

 

1. Introduct ion 

 

µ=RQGHU� GDW� LQ� GH� OHYHQVEHVFKULMYLQJHQ� ZRUG� JHZDJ� JHPDHNW� YDQ� GH]HQ�

Janssens, bijgenaemd den a-la-mode schilder, welken onze oudste konstkundige 

getuijgen niet te kennen, als door dien naem, en door zijn werken [Appendix 

�@�¶50 

 

In 1771, the Antwerp writer Jacobus Van der Sanden described the paintings of 

Hiëronymus Janssens (cf. infra). The Antwerp eighteenth-century writer points to the 

obstacle he encountered: the obscurity of the seventeenth-century painter Janssens, who 

was ignored by artist biographers, and only known by his nickname and his oeuvre. 

Indeed, no seventeenth-century artist biographer had adopted Hiëronymus Janssens in 

their overview.  

Cornelis de Bie added Christoffel Jacobsz Van der Lamen in his Het Gulden Cabinet 

vande edel vry Schilder-Const (Lier, 1661) but did not discuss Janssens, not even in his 

planned re-edition of 1675 (which is only preserved in an annotated version).51 In 

contrast to Janssens, his master Christoffel Jacobsz Van der Lamen was frequently 

added in artist biographies and overviews.52 De Bie did not add much interesting 

                                                      
50 Antwerp, FelixArchief, PK 172: Jacobus van der Sanden, Oud Konst-Tooneel van Antwerpen [1771], 
unpublished, part 2. 
51 %UXVVHOV�� 5R\DO� /LEUDU\�� 0DQXVFULSW� ����� µYHUQLHXZW� VFKLOGHUERHFN¶�� Het gulden cabinet oft 
schatkamer vande Edele vri j Schilderkonst Tweeden druck Verbetert ende vermeerdert met nieuwe 
figuren en andere sinrijcke plaeten Bijgevoeght Eenige oude affdrucksels van beroemde schilders en 
andere voortreffelij cke per soonen, vuijtmuntende soo in heijli cheijt  Als geleertheijt  Studio et Labore 
Cornelij  de Bie Lijvani Anno 1675. I am very grateful to Dr. Leen Kelchtermans for sharing the current 
whereabouts of this planned edition with me. 
52 In 1636-1637, at the age of 12 or 13 years old, Hiëronymus Janssens was registered as a student 
painter in the Antwerp guild of Saint Luke. He was an apprentice of the painter Christoffel Jacobsz Van 
der Lamen, who had just become a registered master painter in the guild himself: P[hilippe-Felix] 
Rombouts and T[heodoor] van Lerius, De Liggeren en andere historische archieven der Antwerpsche 
Sint Lucasgilde, onder zinspreuk: Wt ionsten versaemt, part 2, Amsterdam, 1961, p. 79, 83, 86. 
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biographical information about Van der Lamen,53 mostly focusing on the subjects he 

painted which made him D�µFRQYHUVDWLH¶-painter.54 [Appendix 2] In addition, he also 

mentioned Van der Lamen was an auto-didact.55 'HVSLWH�'H�%LH¶V�LQWHUSUHWDWLRQ��LW�LV�

more likely that Van der Lamen was taught by his father Jacob Van der Lamen, as he 

HQWHUHG�WKH�PDVWHU¶V�JXLOG�DV�D�VRQ�RI�D�SDLQWHU�56 Other artist biographers added Van 

der Lamen in their overviews, though they did not discuss him in depth. Arnold 

+RXEUDNHQ�GHVFULEHG�9DQ�GHU�/DPHQ¶V� �DQG�KLV� IDWKHU¶V�� SDLQWLQJV� RQO\� EULHIO\. He 

merely focused on the activities in the paintings, considering them far from pious 

behaviouU��1HYHUWKHOHVV��+RXEUDNHQ� GLG� QRW� FRQGHPQ�9DQ�GHU�/DPHQ¶V� SDLQWLQJV�57 

The same was true for Cornelis de Bie earlier who had already identified the depicted 

activities as godless and laughable, but had not added an entire condemnation.58 Jan 

Baptist Descamps was more frank about the subject choice and did not care for Van der 

/DPHQ¶V�SDLQWLQJ�VNLOO either.59 ,Q�������WKLV�QHJDWLYH�LQWHUSUHWDWLRQ�RI�9DQ�GHU�/DPHQ¶V�

paintings continued. The anonymous author M.P.D.L.F. added that the only reason Van 

GHU�/DPHQ�ZDV�VWLOO�NQRZQ�DW�WKDW�WLPH��ZDV�GXH�WR�WKH�IHZ�µLQQRFHQW¶�SDLQWLQJV�KH�KDG�

made [Appendix 3].60 In Nieuwen Almanach der konstschilder (1777) the author no 

                                                      
53 Th. Van Lerius, %LRJUDSKLHV�G¶DUWLVWHV�$QYHUVRLV, Antwerp/Ghent, 1881, vol. 2, p. 376. 
54 Cornelis de Bie, Het Gulden Cabinet vande edel vry Schilder-Const, Lier, 1661, p. 159. 
55 9DQ�/HULXV�������YRO�����S�������-RFKHQ�%HFNHU��µ´-HGHU�-HN�LV�DQGHUV´��%LOGHQ�LP�*HVSUlFKVSLHOµ��
Wolfgang Adam (ed.), Geselligkeit und Gesellschaft im Barockzeitalter, vol. 1, Wiesbaden, 1997, p. 
453. 
56 Achim Riether, Die Sichtbare Welt. Niederländische Bilder des 16. und 17. Jahrhunderts: Sammlung 
Christoph Müller Tübingen, Ulm, Ulmer Museum, Tübingen/Berlin, 1996, nr. 93.  
57 Arnold Houbraken, De groote schouburgh der Nederlantsche Konstschilders en Schilderessen, vol. 
1, AmsWHUGDP��������S�������µ¶7�JHHn niet minder als naar gewyde Tempels en Kerken geleek was de 
verkiezinge die Kristoffel en Jakob vander Lanen, tot hunne behandeline in de Konst, hadden 
uitgekeurt, bestaande in het verbeelden van gezelschap-pen daar men vryt, speelt, drinkt, en allerhande 
YURO\NH�HQ�]LQVWUHHOHQGH�W\GYHUGU\YHQ�RHIIHQW�¶ 
58 Elmer Kolfin, The young gentry at play. Northern Netherlandish scenes of merry companies 1610-
164��� /HLGHQ� ������ S�� ����� (OPHU� .ROILQ�� µµ%HWDDPW� KHW� GH� &KULVWHQ� GH� GDQV� WH� DDQVFKRXZHQ"¶�
Dansende elite op Noordnederlandse schilderijen en prenten (circa 1600-�����¶�� LQ��-DQ�GH�-RQJVWH��
Juliette Roding and Boukje Thijs (eds.), Vermaak van de elite in de vroegmoderne tijd, Hilversum, 
1999, p. 153 (Kolfin suggests the amusement caused by these depictions, and the fact that Van der 
/DPHQ�IROORZHG�WKH�FRQYHQWLRQV��FDXVHG�'H�%LH�QRW�WR�GLVOLNH�9DQ�GHU�/DPHQ¶V�SDLQWLQJV�� 
59 Jan Baptist Descamps, La vie des peintres Flamands, Allemands et Hollandais, vol. 1, Paris, 1753, p. 
�����µ&KULVWRSKH-Jean vander Laenen. Van der Laenen peignoit ordinairement des sujets galans, des 
DVVHPEOpHV�	�GHV�WDEDJLHV�/¶$PRXU�	�OH�YLQ�\�GRPLQHQW�	�\�SUHQQHQW�TXHOTXHIRLV�GHV�OLEHUWpV�WUès-
EODPDEOHV��$X�UHVWH�LO�FRPSRVRLW�DYHF�HVSULW�¶ 
60 M.P.D.L.F., Extrait des différens ouvrages publiés sur la vie des peintres, vol. 2., Paris, 1776, pp. 
230-231. 
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longer judged or moralized the scene, despite the acknowledgement that the figures 

VRPHWLPHV�SHUPLWWHG�WKHPVHOYHV�µWRR�Pany OLEHUWLHV¶�61  

 

A similar historiographic overview of eighteenth-century sources RQ� -DQVVHQV¶ 

paintings cannot be made. However, a few sources do unveil some information. Apart 

from the references to Janssens in art inventories (cf. chapter 2), the oldest source 

GHVFULELQJ� +LsURQ\PXV� -DQVVHQV� LV� WKH� 'XWFK� PDQ� -DQ� 6\VPXV¶� SDLQWHUV� UHJLVWHU��

recorded between 1669 and 1678. Though the doctor was not always well informed,62 

KH�UHIHUV�WR�+LsURQ\PXV�-DQVVHQV��µ-DQVHQ��%UDEDQGHU��PR\��LQ�]DOHWMHV�YRO�MRIIHUWMHV en 

MRQNHUWMHV��IORUHHUGH�����¶� Sysmus ZDV�QRW�DZDUH�RI�-DQVVHQV¶�ILUVW�QDPH�RU�RULJLQ��DV�

KH�DGGHG�µYDQ�.HXOHQ��QDWXV�T��$%5$0�¶63 It is clear that the physician did not know 

-DQVVHQV¶� ELRJUDSK\�� DQG� ZURQJIXOO\� PL[HG� XS� +LsURQ\PXV� -DQVVHQV, Abraham 

Janssens, and Cornelis Janssens van Ceulen (1593-1661)64 ± all three seventeenth-

century Flemish painters. Curiously, he GLG� DGG� -DQVVHQV¶ µSULPH¶� ������� ZKLFK�

coincides with the dating of many of his paintings, including his series of painted art 

galleries (SLIDES 63, 81-85, 87) or RWKHU�HOHJDQW�FRPSDQ\�VFHQHV��VXFK�DV�-DQVVHQV¶�

The game of hot cockles (c. 1665-1670, Louvre, Paris, SLIDE 73) or his extremely large 

Elegant company dancing on a terrace (c. 1665-1670, private collection, SLIDE 75).65 

It is remarkable that a painter ignored by contemporary painters, was nevertheless 

                                                      
61 Anonymous (different authors), Nieuwen Almanach der konstschilders, vernissers, vergulders en 
marmelaers, vol. 2, Ghent, 1777, p. 194: µ&KULVWRIIHO�-DQ�9DQGHU�/DHQHQ��,Q¶W�MDHU�������9DQGHU�/DHQHQ�
heeft met zyn Talent de stadt Antwerpen vereert; hy was in die stad geboren: hy schilderde gemeynelyk 
vroyelyke voorwerpselen, vergaederingen en plaetsen vol Toeback-rookers; de Liefde en den Wyn 
KHEEHQ¶HU�G¶RYHUKDQG��HQ�QHPHQ¶HU�VRPW\GV�]HHU�YHUVPDHGHO\NH�YU\KHGHQ��Voorders composeerde hy 
PHW�JHHVW�¶�7KH�DXWKRU�VXJJHVWV�WKDW�9DQ�GHU�/DPHQ�KDV�WR�EH�VLWXDWHG�LQ�������7KLV�GRHV�QRW�ILW�ZLWK�
the information about Van der Lamen known to us now (cf. infra). 
62 $��%UHGLXV��µ+HW�6FKLOGHUVUHJLVWHU�YDQ�-DQ�6\VPXV��6WDGV�'RFWRU�YDQ�$PVWHUGDP¶��Oud Holland, 8, 
1 (1890), p. 1. 
63 %UHGLXV�������S������$OEHUW�%ODQNHUW��µ9HUPHHUV�µPRGHUQH¶�RQGHUZHUSHQ¶��LQ��$UWKXU�.��:KHHORFN�
jr., Johannes Vermeer, exh.cat., The Hague, Mauritshuis/ Washington, National Gallery of Art, Zwolle, 
1995, p. 32.  
64 Cornelis Janssens van Ceulen was the son of Southern Netherlandish parents, and born in London. 
+H�ZRUNHG�LQ�(QJODQG�DQG�WKH�1RUWKHUQ�1HWKHUODQGV��.DUHQ�+HDUQ��µ-RKQVRQ��&RUQHOLXV��RU�&RUQHOLV�
-DQVVHQV� YDQ� &HXOHQ�¶�� LQ�� The Oxford Companion to Western Art. Oxford Art Online. Oxford 
University Press (access 8 May 2015)  
http://www.oxfordartonline.com.kuleuven.ezproxy.kuleuven.be/subscriber/article/opr/t118/e1327 
65 I have mainly used the costXPHV� DV� GDWLQJ�PHWKRGV�� )RU� D� GLVFXVVLRQ� RI� FRVWXPH� DQG� -DQVVHQV¶�
paintings as sources on the history of costume, see chapter 5. 
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vaguely known in the Northern Netherlands, which indicates the wide spread nature and 

unique (and thus recognisable) character of his paintings.  

 

It was not until 1771 that an artist biographer gained interest in discussing Hiëronymus 

Janssens. Jacob Van der Sanden added a short discussion of him in his unpublished 

manuscript on Antwerp painters Oud Konst-Toneel van Antwerpen.66 By that time, 

much vital information about Janssens¶�ELRJUDSK\�DQG�FDUHHU had already been lost. Van 

GHU�6DQGHQ�DGPLWV�KH�RQO\�NQHZ�WKH�SDLQWHU¶V�ODVW�QDPH�DQG�KLV�QLFNQDPH��µD-la-PRGH¶�

painter). He stresses that nobody else knew any more about Janssens apart from this 

nickname and his paintings, as no previous author has written about him [Appendix 1]. 

Though Van der Sanden in fact did not know much about Janssens,67 his description of 

Janssens¶� oeuvre (dancing scenes, gatherings, banquets, visits to nurseries, etc.) 

coincide with the oeuvre of Hiëronymus Janssens still known to us today. Moreover, 

this source illustrates the subject for which Janssens was known until the eighteenth 

century: his depiction of fashion.  

 

µ+LM�XLMW�GH�0RGH-quael ook geestrijk [trok] zijn deel, En zoo den nieuwen snuf 

QDHUDHSWH�GRRU�¶W�SLQFHHO >«@=RQGHU�GDW�LQ�GH�OHYHQVEHVFKULMYLQJHQ�ZRUG�JHZDJ�

gemaekt van dezen Janssens, bijgenaemd den a-la-mode schilder, welken onze 

                                                      
66 Antwerp, FelixArchief, PK 172: Jacobus van der Sanden, Oud Konst-Tooneel van Antwerpen [1771], 
unpublished, part 2, fols. 657-658. Theodoor Van Lerius and Christiaan Kramm were the first scholars 
who noted that Van der Sanden discussed Hiëronymus Janssens: Christiaan Kramm, De levens en 
werken der Hollandsche en Vlaamsche kunstschilders, beeldhouwers, graveurs, bouwmeesters, van den 
vroegsten tot op onzen tijd, Aanhangsel A-Z, Amsterdam, 1864, p. 89 (Kramm refers to a message from 
Van Lerius with the information about this painter as his main source). Janssens mostly signed his 
SDLQWLQJV�ZLWK�µ+��-DQVVHQV¶�RU�µ-��-DQVVHQV¶��EXW�Kis Elegant company at a ball at court (1676, Münster, 
Westfälisches Landesmuseum für Kunst und Kulturgeschichte, SLIDE 101) is fully signed: 
µ+LsURQ\PXV�-DQVVHQV�IHFLW�$������¶��7KLV�VKRZV�WKDW�WKH�SDLQWHU�RI�WKH�HOHJDQW�FRPSDQ\�VFHQHV�LV�LQ�
fact Hiëronymus Janssens. 
67 He wrongfully assumes that Janssens may have been Fransiscus Janssens, an art lover in the Chamber 
of rhetoricians  in 1665, or Jacobus Janssens who was registered similarly in 1668. Van der Sanden 
does not mention Van der Lamen as JDQVVHQV¶�PDVWHU��EXW�VXJJHVWV�± without evidence -  that Gonzales 
Coques may have been his tutor [Appendix 1]. This was also taken on, without any reason being 
SURYLGHG��E\�9DQ�/HULXV�DQG�.UDPP��ZKR�DOVR�PDGH�VRPH�ZURQJ�DVVXPSWLRQV�DERXW�-DQVVHQV¶�OLIH���
Kramm 1864, p. 89. 
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oudste konstkundige getuijgen niet te kennen, als door dien naem, en door zijn 

ZHUNHQ¶�>$SSHQGL[��@68  

 

This nickname µj�OD�PRGH�SDLQWHU¶, without mentioning the eighteenth-century origin, 

is frequently repeated by later scholars.69 

 

The second nickname of Hiëronymus Janssens was adopted even more by later scholars: 

µ7KH�'DQFHU¶��µ/H�'DQVHXU¶��µGHQ�'DQVHU¶�.70  This nickname also had an eighteenth-

century origin. In the 1793 edition of /¶(VSULW�GHV�MRXUQDX[��)UDQoRLV�HW�pWUDQJHUV, the 

paintings from the collection of the king of Sweden are listed. In this description, 

Hiëronymus Janssens is also mentioned, though, again, the anonymous author is not 

very well informed about this )OHPLVK�SDLQWHU�ZKR�VLJQHG�ZLWK�µ+��-DQVVHQV¶�and who 

painted a representation of WKH�JDPH�RI�EOLQGPDQ¶V�EXII� DQG�D�GHSLFWLRQ�RI� D�PHUU\�

FRPSDQ\� VFHQH�� 2QH� RI� WKH� SDLQWLQJV� LV� GDWHG� ������ DQG�� LQ� WKH� DXWKRU¶V� YLHZ�� WKH�

costumes of the figures indicate the paintings were made in the middle of the 

seventeenth century. The popularity of Janssens in the Northern Netherlands is recalled, 

DV� WKH� DXWKRU� DGGV� WKDW� WKH�'XWFK� OLNH� -DQVVHQV¶� SDLQWLQJV� YHU\�PXFK�� DQG� FDOO� KLP�

µ-DQVVHQV�GH�'DQVHU¶�EHFDXVH�RI�WKH�µPHUU\�VXEMHFWV¶�RI�KLV�SDLQWLQJV�71 [Appendix 4] 

These sources indicate that in the HLJKWHHQWK�FHQWXU\�-DQVVHQV¶�RHXYUH�ZDV�NQRZQ��DQG�

his two attributed specialities (i.e. depictions of fashion and dance) were the main 

elements still remembered about him. Moreover, the source also indicates -DQVVHQV¶�

popularity in the Northern Netherlands (a geographical scene which had its own genre 

painters en masse as well). These written sources give information about the reception 

of Janssens in the eighteenth century. His popularity in eighteenth-century Antwerp is, 

however, also clear as Jan Jozef Horemans the Younger (1715-1792) frequently used 

                                                      
68 Antwerp, FelixArchief, PK 172: Jacobus van der Sanden, Oud Konst-Tooneel van Antwerpen [1771], 
unpublished, part 2, fols. 657-658. 
69 6HH�IRU�H[DPSOH�.UDPP�������S������)RU�PRUH�DERXW�-DQVVHQV¶�GHSLFWLRQ�RI�IDVKLRQ��DQG�WKH�DGRSWLRQ�
of his nickname by other scholars, see chapter 5. 
70 Van den Branden also used the nickname, but did not refer to the eighteenth-century source. He added 
WKH�QLFNQDPH�EHFDXVH�-DQVVHQV�ORYHG�WR�µIOLNNHU¶�DQG�SDLQW�GDQFLQJ�VFHQHV��9DQ�GHQ�%UDQGHQ�������S��
1025. For this nickname see also Kramm 1864, p. 89. 
71 /¶(VSULW� GHV� MRXUQDX[�� )UDQoRLV� HW� pWUDQJHUV�� 3DU� XQH� VRFLpWp� GH� JHQV-de-lettres, Paris/ Liège/ 
Brussels, February 1693, pp. 249-250. 
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-DQVVHQV¶�GHVLJQV�DQG�FRPSRVLWLRns in his own oeuvre,72 particularly from -DQVVHQV¶�

The Ball (1658, Lill e, Musée des Beaux-Arts, SLIDE 43).73 Many scholars also consider 

-DQVVHQV¶� GHVLJQ� RI�The Ball (SLIDE 43) as an immediate source of inspiration for 

$QWRLQH�:DWWHDX¶V�Les Plaisirs du Bal (1715-1717, Dulwich Picture Gallery).74 

It was only in the nineteenth century that in-depth and fundamental research into 

Hiëronymus Janssens began. Most of his biography was forgotten and in nineteenth-

century museum catalogues, his paintings are sometimes wrongfully confused with 

Victor Honoré -DQVVHQV¶� RHXYUH� before being attributed correctly to Hiëronymus 

Janssens.75  

                                                      
72 3HWHU� :RXWHUV�� µ'H� VFKLOGHUVIDPLOLH� +RUHPDQV� HQ� HHQ� ZHUN� XLW� KHW� .06.¶�� Jaarboek van het 
Koninklij k Museum voor Schone Kunsten Antwerpen (1992), p. 202. 
73 Horemans the Younger frequently reused compositions from seventeenth-century genre painters, 
such as his own father, David Teniers the Younger, Hiëronymus Janssens (often from The Ball), 
Theodoor Rombouts, Anthony Van Dyck etc. He also used the work of the eighteenth-century Dutch 
painter Cornelis Troost: Ann Van den Broeck, Een bijdrage tot het leven en werk van Jan Jozef 
Horemans de Jongere (1714-1792)��XQSXEOLVKHG�PDVWHU¶V�WKHVLV��98%��%UXVVHOV���������YRO��WH[W���S��
43, pp. 51-55; James A. Welu, 7KH�FROOHFWRU¶V�FDELQHW��)OHPLVK�SDLQWLQJV�IURP�1HZ�(QJODQG�SULYDWH�
collections, exh.cat., Worcester, Worcester Art Museum, 1983, p. 70-75. 
74 -�%��:DWVRQ��µ1HZ�/LJKW�RQ�:DWWHDX¶V�µ/HV�3ODLVLUV�GX�%DO¶¶��The Burlington Magazine, 95, 604 (July 
�������S�������5HLQH�GH�%HUWLHU�GH�6DXYLJQ\��µ/HV�VFqQHV�JDODQWHV�GDQV�OD�SHLQWXUH�GHV�3D\V-Bas et leur 
LQIOXHQFH�VXU� OH�;9,,,H�IUDQoDLV¶��Art et Curiosité (December, 1936), pp. 38-39;  F.C. Legrand, Les 
peintres flamands de genre au XVIIe siècle, Brussels, 963, p. 88; Oliver T. Banks, Watteau and the 
North. Studies in the Dutch and Flemish Baroque Influence on French Rococo Painting, New York/ 
London, 1977, pp. 210-211; UlyVVH� 0RXVVDOOL�� µ/HV� VRXUFHV� IODPDQGHV� GH� $�� :DWWHDX¶�� Belgisch 
7LMGVFKULIW�YRRU�RXGKHLGNXQGH�HQ�NXQVWJHVFKLHGHQLV��5HYXH�EHOJH�G¶DUFKpRORJLH�HW�G¶KLVWRLUH�GH�O¶DUW, 
XXIV, 1-2 (1955), pp. 75-80, spec. pp. 77-80 ��:HOX�������S������-DFTXHV�)RXFDUW��µ/¶LQIOXHnce des 
SHLQWUHV�QRUGLTXHV�GX�;9,,H�VLqFOH�VXU�OHV�)UDQoDLV�GX�;9,,,H��SDVWLFKH�HW�FUpDWLRQ¶��LQ : Au temps de 
Watteau, Fragonard et Chardin. Les Pays-Bas et les peintres français du XVIIIe siècle, exh.cat., Lille, 
Museum of Fine Arts 1985, pp. 15-20, spec. p. 17, and catalogue note by Catherine Louboutin and 
Hervé Oursel, p. 175. -DQVVHQV�DQG�KLV�FROOHDJXHV�DUH�RIWHQ�FRQVLGHUHG�SUHGHFHVVRUV�RI�WKH�URFRFR�µIrWH�
JDODQWHV¶��0DU\�9LGDO��:DWWHDX¶V�3DLQWHG�&RQYHUVDWLRQV��$UW��/LWHUDWXUH��DQG�7DON�LQ�6HYHQWHHQWK- and 
Eighteenth-Century France (New Haven and London: Yale University Press,  1992), p. 66 and p. 70 
HWF��� -HIIUH\�/DLUG��&ROOLQV�� µ:DWWHDX�HW� OD� IrWH�JDODQWH� �UHYLHZ�¶��Eighteenth-Century Studies, 38, 4 
(Summer 2005), pp. 692-695. For more information on the influence of Flemish and Dutch genre scenes 
in eighteenth-FHQWUX\�)UDQFH��VHH�%DUEDUD�$QGHUPDQ��µ/D�QRWLRQ�GH�SHLQWXUH�GH�JHQUH�j�O¶pSRTXH�GH�
:DWWHDX¶�� LQ�� Watteau et la fête galante, exh.cat., Valenciennes, Musée des Beaux-Arts de 
Valenciennes, Paris, 2004, pp. 31-����DQG�*XLOODXPH�*ORULHX[��µ:DWWHDX�HW�OH�1RUG¶��LQ�LGHP��SS����-
56, p. 110, pp. 114-17, p. 258. 
75 An example is The game of hot cockles in the Louvre (c. 1665-1670, Paris, Louvre, SLIDE 73): Paul 
Mantz in: Charles Blanc, Paul Mantz, Alfred Michiels, Théophile Silvestre, Alphonse Wauters, Histoire 
des peintres de toutes les écoles: Ecole Flamande, [Paris], 1864, pp. 3-4; Alphonse Wauters, La 
Peinture Flamande, Paris [1883], pp. 302-304 ; François Benoit, La Peinture au Musée de Lille, vol. 1, 
Paris, 1909, p. 134; Ad. Siret in: Biographie Nationale publiée SDU�O¶�$FDGpPLH�5R\DOH�GHV�VFLHQFHV��
des lettres et des beaux-arts de Belgique, vol. 10, I-K, Brussels 1888-1889, p. 133 ; P.A.-3���µ7ULEXQH�
GHV�$UWV�8Q�WDEOHDX�D�LGHQWLILHU¶��Les Arts (September 1907). The Ball  (1658, Lill e, Musée des Beaux-
Arts, SLIDE 43) was also initially attributed to Victor Honoré Janssens when entering the museum 
collection in 1864, before being correctly considered to be painted by Hiëronymus Janssens by Le Brun 
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It is because of The game of hot cockles¶ (c. 1665-1670, Paris, Louvre, SLIDE 73) 

attribution confusion that the initial research to this painter µ-DQVVHQV¶�started. In 1855, 

The Game of Hot Cockles was attributed by Frédéric Villot  to Victor Honoré Janssens.76 

In 1865, Le Brun-Dalbanne published an article on a new painter calleG� µHenry 

-DQVVHQV¶��+H�± correctly ± rejected the attribution of The game of hot cockles (SLIDE 

73) to Victor Honoré Janssens.77 However, offering a good alternative appeared rather 

diff icult, as he did not know about Hiëronymus -DQVVHQV¶�H[LVWHQFH��+H�SURSRVHG��off 

WKH� WRS� RI� KLV� KHDG�� WKDW� WKH� SDLQWHU� PXVW� EH� µ+HQU\¶� -DQVVHQV�� /H� %run Dalbanne 

proposed WKLV�QDPH�EHFDXVH�WKH�SDLQWHU�VLJQHG�µ+��-DQVVHQV¶��EHFDXVH�µ+HQU\¶�ZDV�D�

common name, and because there was an engraYHU� µ+HQUL�-DQVVHQV¶�ZKR�PXVW�KDYH�

EHHQ�WKH�SDLQWHU¶V�IDWKHU��XQFOH��RU�JRG�IDWKHU�78 None of these assumptions are based, 

                                                      
Dalbanne c. 1865 (Le Brun Dalbanne also describes the confusion with Victor Honoré Janssens, see: 
Le Brun-'DOEDQQH��µ(WXGH�VXU�+HQU\�-DQVVHQV�3HLQWUH�IODPDQG GX�;9,,H�VLqFOH¶� Gazette des Beaux-
Arts, 7, vol. 17, 7 (1865), S��������6RPHWLPHV��-DQVVHQV¶�SDLQWLQJV�ZHUH�DOVR�ZURQJO\�DWWULEXWHG�WR�RU�
confused with Gonzales Coques, or even Cornelis Janssen van Ceulen: Léon Munière, µHiëronymus 
Janssens, dit le Danseur (Anvers 1624-������/H�%DO�D�OD�&RXU¶� /¶(VWDPSLOOH��157 (May 1983), pp. 59-
60; De Maere and Wabbes 1994, vol. Text, p. 231; U.B. Wegener in: Andreas Beyer, Bénédicte Savoy 
and Wolf Tegethoff (eds.), Allgemeines Künstler-Lexikon. Die Bildenden Künstler aller zeiten und 
Völker, 77, Berlin/ Boston, 2013, p. 345. Bernt also noted how some of the small interiors were also 
wrongly attributed to Coques: Walther Bernt, Die niederländischen Maler des 17. Jahrhunderts, vol. 
2, Munich, 1948/1960, n.p. (nr. 423). The painting Elegant company making music on a terrace (1672, 
Dunkerque, Musée des Beaux-Arts, SLIDE 93) was also previously attributed to Victor Honoré 
Janssens: Louis Brae[ ?]] , Catalogue du Musée Communal de Dunkerque. Quelques notes prenant 
servie pr. 5HFWLILp� OHV� QRWLFHV� ELRJUDSKLTXHV� GHV� PDvWUHV� )ODPDQGV� 	� +ROODQGDLV� GRQW� OHV� °XYUHV�
figurent au divisé Communal de la Ville de Dunkerque, manuscript written in Antwerp, 1914, p. 19 
(about Hiëronymus Janssens and how his paintings are often confused with those by Victor Honoré 
Janssens). In 1880, the painting was also wrongly attributed to Victor Honore Janssens: Catalogue des 
ouvrages de peinture & de sculpture exposés au Musée de la Ville de Dunkerque, mus.cat., Dunkerque, 
Musée des Beaux-Arts, 1880, pp. 23-24. In the museum catalogue of 1891 (p. 33) of 1896 (p. 32), of 
1933 (manuscript, nr. 179)  the same attribution to Victor Honore Janssens is repeated. Finally, a list of 
the collection written down in 1942 (with additions in other ink) indicates that the painting was 
attributed to Janssens (nr. 179). In the collection of the museum of Ghent, another painting by Janssens 
is preserved: 6HYHQ�ZRPHQ�ILJKWLQJ�IRU�D�PDQ¶V�EUHHFKHV (c. 1650, Gent, Museum voor Schone Kunsten, 
SLIDE 11): Johan De Smet, Bruno Fornari, Ruth Monteyne, e.a., Catalogus schilderkunst Deel I 14de-
18de eeuw, mus.cat., Ghent, Museum voor Schone Kunsten, Ghent, 2007, p. 113. This painting was 
also wrongly attributed to Victor Honoré Janssens (see for example: Notice des Tableaux du Musée de 
OD�YLOOH�GH�*DQG��6LWXp�DX�ORFDO�GH�O¶$FDGpPLH�5R\DOH�GH�'HVVLQ��3HLQWXUH��6FXOSWXUH�HW�$UFKLWHFWXUH, 
Ghent, 1834, p. 14, nr. 55 ��µ9��+��-DQVVHQV������$FKDUQHPHQW�GH�VHSW�IHPPHV��VH�GLVSXWDQW�OD�SRVVHVVLRQ�
GHV�FXORWWHV�G¶XQ�MHXQH�KRPPH��TXL�ULW�j�JRUJH déployée de cette bataill e féminine. Sur toile. Tableau 
GH�FKHYDOHW�¶�)RU�SDLQWLQJV�E\�+LsURQ\PXV�-DQVVHQV�EHLQJ�DWWULEXWHG�WR�9LFWRU�+RQRUp�-DQVVHQV��VHH�
also: Van den Branden 1883, p. 1024. 
76 Frédéric Vill ot, Notice des tableaux exposés dans les galleri es, Musée Imperial du Louvre, Paris, 
1855, pp. 124-125. 
77 Le Brun-Dalbanne 1865, p. 525, pp. 530-531. 
78 Le Brun-Dalbanne 1865, p. 525. 
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however, on archival research. Furthermore, Le Brun Dalbanne suggested that there 

must have been a familial connection with Abraham Janssens ± though there is no 

reason (apart from the last name) to suspect this.79 Nevertheless, Le Brun-'DOEDQQH¶V�

views are important, as he proposed the existence of a different, new, unknown painter 

ZKR� VLJQHG� µK�� MDQVVHQV¶� DQG� ZKRVH� SDLQWLQJV� DUH� ZURQJIXll y attributed to Victor 

Honoré Janssens.80 +H�OLVWHG�IRXU�SDLQWLQJV�ZKR�ZHUH�PDGH�E\�WKLV�µ+HQU\�-DQVVHQV¶�

(which actually had to be Hiëronymus Janssens): The game of hot cockles (SLIDE 73), 

The Ball  (1658, Lille  Musée des Beaux-Arts, SLIDE 43),81 and two paintings from his 

own collection. Of these latter two, one of them was dated 1659 and its whereabouts 

are unknown. The other one is said to be dated 1660, and may be Elegant company on 

a terrace dancing (1660/ 1659, present whereabouts unknown, SLIDE 44).82 A year 

later, J.J. Guiffrey described the results and remarks of Le Brun Dalbanne in Journal 

des Beaux-Arts et de la Littérature, etc..83 However, the editors of the journal added a 

FRPPHQWDU\��VWDWLQJ�WKDW�/H�%UXQ�'DOEDQQH¶V�VWDWHPHQWV�DUH�QRW�HQWLUHO\�WUXH��GHVSLWH�

WKH�DEVHQFH�RI�NQRZOHGJH�DERXW�WKH�ELRJUDSK\�RI�-DQVVHQV��µDPDWHXUV¶�DUH�VDLG�WR�EH�

well aware of the paintings of this painter who signed in that manner, and who painted 

VXFK�JHQUH�RI� VFHQHV�DW� WKDW� WLPH��QDPHO\��+LsURQ\PXV�-DQVVHQV�� µGLW� OH�3HLQWUH�j� OD�

PRGH�RX�OH�'DQVHXU¶��7KLV�LV�WKH�SDLQWHU�.UDPP�GHVFULEHG�LQ������DQG�ZKR�ZDV�DOVR�

                                                      
79 Le Brun-Dalbanne 1865, pp. 524-533. 
80 Le Brun-Dalbanne 1865, p. 526, passim. 
81 At the time in the collection of M. Leleux, later on it was transferred to the Musée des Beaux-Arts in 
Lil le: François Benoit, La Peinture au Musée de Lill e, vol. 1, Paris, 1909, nr. 43. 
82 Le Brun-Dalbanne 1865, pp. 532-536. One of them was signed 1660 (p. 536), and was most probably 
Elegant company on a terrace dancing (1660, present whereabouts unknown, SLIDE 44). The painting 
originated from the collection of Le Brun Dalbanne. In 1884, however, this painting with a depiction 
RI�WKH�JDPH�RI�KRW�FRFNOHV�ZDV�GHVFULEHG�DV�VLJQHG�DQG�GDWHG�µ+��-DQVVHQV������¶��Catalogue de la 
collection De feu M. Le Brun Dalbanne Conservateur du Musée de Troyes Ex-Président de la Société 
DFDGpPLTXH�GH� O¶$XEH��0HPEUH�GHV�$QWLTXDLUHV�GH�)UDQFH��HWF��2Q� UHPDUTXH�GDQV� FH�FDELQHW� WUqV�

beaux Tableaux Anciens parmi lesquelV���¯XYUHV�FDSLWDOHV�GH�+��-DQVVHQV�HW�8QH�¯XYUH�GH�+DQV�
0HPOLQJ�>«@� auction catalogue, Troyes, 28 May 1884,  lot 18, p. 13. It is thus not sure whether the 
painting was dated 1659 or 1660. The date cannot be seen on the image of the painting as the present 
whereabouts of the work of art is unknown and the image provided by the latest auction Damien Libert 
S.V.V. E.U.R.L., Paris (auction at 11 June 2008) is not of such high resolution (this is the same painting, 
as during this auction the sign of the collection of Le Brun Dalbanne was mentioned, lot 45, see auction 
catalogue).  
83 -�-�� *XLIIUH\�� µ8Q� PDvWUH� IODPDQG� LQFRQQX�� +HQUL� -DQVVHQV¶�� Journal des Beaux-Arts et de la 
OLWWpUDWXUH��SHLQWXUH��VFXOSWXUH��JUDYXUH��DUFKLWHFWXUH��PXVLTXH��G¶DUFKpRORJLH��ELEOLRJraphie, belles-
lettres etc. 7, 15/16 (1865), pp. 121-122. 
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mentioned by Van der Sanden (Kramm received this information form Van Lerius).84 

$V�DQ�HYLGHQFH��D�OHWWHU�IURP�9DQ�/HULXV�LV�DGGHG�ZKR�KDG�UHDG�/H�%UXQ�'DOEDQQH¶V�

article, and added all the information he knew.Van Lerius (who owned a ± today 

unknown ± painting by Janssens) added that the mistakes Van der Sanden made about 

the biography of Janssens. Moreover, he recalls a discussion with Pierre Antoine 

Verlinden who added that Van der Sanden was wrong, and that Janssens must have been 

a pupil by Van der Lamen. Van Lerius did some research in the archives of the guild of 

Saint Luke, and  noted that Hiëronymus Janssens was in fact a pupil painter of Van der 

Lamen in 1638 and a master in 1643-1644.85 

 

,Q�������0D[�5RRVHV�XVHG�WKH�UHJLVWHUV�RI�WKH�$QWZHUS�SDLQWHU¶V�JXLOG��+H�FRQQHFWHG�± 

correctly - the painter Hiëronymus Janssens (Danser) to the registered pupil of 

Christoffel Jacobsz Van der Lamen in 166-1637, and the master painter in the same 

guild in 1651-1652. As Janssens received four pupils in 1651-1652 (evidenced by the 

SDLQWHU¶V�JXLOG�UHJLVWHUV���5Roses concluded Janssens must have been a rather popular 

painter.86 Alphonse Wauters did not add much more information, but acknowledged in 

1883 that Janssens has been ignored for a long time, and often confused with other 

painters.87  

 

The first author who paid a great deal of attention to Hiëronymus Janssens and whose 

archival research is still the foundation of any scholarly attention to Janssens, is Frans 

Jozef Van den Branden. His unpublished notes on artists (now preserved in the Antwerp 

FelixArchief ± previously city archive) and his book Geschiedenis der Antwerpsche 

Schilderschool (1883) are of great importance.88 Despite his nineteenth-century 

                                                      
84 Kramm 1864, p. 89; Guiffrey 1865, p. 122 (comments after the article). 
85 According to Van Lerius, Van der Sanden had never seen a painting by Janssens. For this information, 
see: letter by Van Lerius in: Journal des Beaux-Arts et de la littérature, peinture, sculpture, gravure, 
DUFKLWHFWXUH��PXVLTXH��G¶DUFKpRORJLH��ELEOLRJUDSKLH��EHOOHV-lettres etc. 7, 15/16 (1865), pp. 122-123. 
86 Max Rooses, Geschiedenis der Antwerpsche Schilderschool��*KHQW��$QWZHUS��¶V�*UDYHQKDJH��������
pp. 585-586. 
87 Alphonse Wauters, La Peinture flamande, Paris, 1883, p. 296. 
88 Van den Branden 1883, pp. 1024-1026, p. 1096. 
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romantic approach,89 9DQ�GHQ�%UDQGHQ¶V� UHVHDUFK� SURYLGHV� XV�ZLWK�PDny important 

archival documents.90 

In this chapter, I will present the results that my archival research into biographical 

information about Hiëronymus Janssens has yielded. Moreover, I will unravel the social 

network and social status of Hiëronymus Janssens, who specialised in the depiction of 

the leisured livHV�RI�KLJK�VRFLHW\��FRPPHUFLDO�HOLWH�DQG�µQHZ¶�DULVWRFUDF\���This chapter 

shows that Janssens himself was acquainted with this culture of high society leisure and 

luxury he depicted. )LUVW�� ,�ZLOO� VKRUWO\� GLVFXVV� -DQVVHQV¶� ELRJUDSK\�� 6HFRQG�� ,�ZLOO�

reveal his social network through his personal acquaintances, his membership in guilds, 

and his active participation in the Antwerp cultural life. 

As I will show, Janssens appears to have had the opportunity to study the commercial 

elite of Antwerp society closely, and had many ties with them, though he was not 

comparatively wealthy. Moreover, his interest in culture and music becomes clear from 

his famil y ties and activities. As I shall discuss further in chapters 4 and 5, this may 

have important implications for his depictions of early modern fashion and dance. This 

                                                      
89 He very often added his own interpretation of the character of Janssens and his wife without referring 
to factual evidence for this. Though his interpretations may be rather free concerning the emotional li fe 
of Janssens, his book and notes are nevertheless full  of important references to archival documentation 
that I have used in this dissertation. 
90 ,�KDYH�QRW�DGGHG�DOO�WKH�UHIHUHQFHV�WR�RYHUYLHZV�LQ�ZKLFK�WKH�JHQHUDO�HOHPHQWV�LQ�-DQVVHQV¶�OLIH�DUH�
discussed as they are based on the information (mostly) gathered by Van den Branden. 
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chapter largely relies on archival research. During my research, I have used both earlier 

inventories of diligent archivists such as Van den Branden91 and Van Hemeldonck.92  

 

2. Hiëronymus Janssens: A Biographical Overview 

 

On 27 December 1614 Hendrik Janssens and Anna de Witte married in the Church of 

Saint-George in Antwerp.93 Precisely 9 months later, on 27 September 1615, their first-

                                                      
91 In the Antwerp FelixArchive unpublished notes by Van den Branden are preserved. I have made use 
of his notes to find important archival documents. The documents he mentioned are: (He also refers to 
Rombouts and Van Lerius 1961, vol. 2): Antwerp, FelixArchief, Parish Registers, 355#12, Baptisms 
Parish Our Lady South 1624-1635 (October 1, 1624); Antwerp, Felixarchief, Notarial Archive, N#3010, 
Ambrosius Sebille, Protocollen, en staten en rekeningen, 1650-1650 (5 February 1650) [Appendix 5]; 
Antwerp, FelixArchief, Parish registers, PR 355#186, Marriage Register parish Our-Lady South 1647-
1679 (12 February 1650); Antwerp, Felixarchief, Notarial Archive, N#3010, Ambrosius Sebill e, 
Protocollen, en staten en rekeningen, 1650-1650 (9 November 1650) [Appendix 17]; Antwerp, 
FelixArchief, Parish Registers, PR#16 Baptisms Our Lady South (16 November 1650) [Van den 
Branden wrote wrongfully Our Lady North]; Antwerp, FelixArchief, Notarial Archive, N#607, Egidius 
Cornelissens, Protocollen, en staten en rekeningen, 1671-1671 (2 February 1671), fols. 8r-v [Appendix 
19]; $QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ(HGERHNHQ������-����¶�����'HFHPEHU��������
$QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ6WDWHQ�HQ�5HNHQLQJHQ¶�����-DQXDU\��������IRO�����
etc.; Antwerp, FelixArchieI�� µ:HHVNDPHU¶��:.������� µ6WDWHQ� HQ�5HNHQLQJHQ¶� ���� )HEUXDU\� ������
[Appendix 34]; Antwerp, FelixArchief, Notarial Archives, N#3873, Bartholomeus Van der Linden, 
Protocollen en staten, 1687-1688 (14 September 1687) [Appendix 29]; Antwerp, FelixArchief, Notarial 
Archive, N#161, Jan Baptist Bellenraet, Protocollen, en staten en rekeningen, 1688-1692 (4 January 
1689) [Appendix 25]; Antwerp, FelixArchief, Notarial Archive, N#161, Jan Baptista Bellenraedt, 
Protocollen en staten en rekeningen, 1688-1692 (28 December 1691), fols. 15r.-v. [Appendix 30]; 
$QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ6WDWHQ�HQ�5HNHQLQJHQ¶����$XJXVW�������>$SSHQGL[�
34]; Antwerp, FelixArchief, Notarial Archive, N#1409, Jan Maarten Eliaerts, Protocollen, en staten 
en rekeningen, 1692-1697 ����2FWREHU����������GRFXPHQWV�>$SSHQGL[���@��$QWZHUS��µ:LMNERHNHQ¶��
PK#2309, nr. 6 (1670-1797), fol. 281 and fol. 336; Antwerp, FelixArchief, Notarial Archive, N#4150, 
Jan Karel van Hullegarde, Protocollen, en staten en rekeningen, 1690-1694 (4 November 1693) 
[Appendix 38]. I will  not mention the unpublished notes in the following text but refer to the archival 
documents. Some documents were also used in Van den Branden 1883 (publication).  
92 Antwerp, FelixArchief, 79#3, unpublished inventory b\� 9DQ� +HPHOGRQFN�� µ9DQ� +HPHOGRQFN��
2QGHU]RHN�RYHU�NXQVWHQDDUV��VPHGHQ�HQ�MXZHOLHUV¶������-�������µ.XQVW�HQ�.XQVWHQDDU¶��7KHVH�DUFKLYDO�
documents were mentioned by the author: Antwerp, FelixArchief, Notarial Archive, N#607, Egidius 
Cornelissens, Protocollen, en staten en rekeningen, 1671-1671 (2 February1671), fols. 8r-v [Appendix 
19]; Antwerp, FelixArchief, Notarial Archive, N #681, Johannes Crabbe, Staten en rekeningen, 1675-
1681 (29 November 1680); Antwerp, FelixArchief, Notarial Archive, N#161, Jan Baptista Bellenraedt, 
Protocollen en staten en rekeningen, 1688-1692 (28 December 1691), fols. 15r.-v. [Appendix 30]. I 
ZLOO�QRW�UHIHU� WR�9DQ�+HPHOGRQFN¶V�QRWHV�LQ�WKH�IROORZLQJ� WH[W��EXW� UHIHU� WR� WKH�DUFKLYDO�GRFXPHQWV�
themselves. 
93 Antwerp, FelixArchief, Parish Registers, 355#250, Marriage Registers Parish Saint George, 1603-
����� �'HFHPEHU� ���� ������� µ+HQGULFNH� -DQVVHQV� $QQD� GH� :LHW� 7HVWHV� 'DQLHO� GH� :LHW� -RDQQHV�
.HQQHNHQ�¶�)RU�D�IDPLO\�WUHH��VHH�$SSHQGL[���� 



36 
 

born child, Anna, was baptized.94 Hendrik and Anna would have four more children, 

including Hiëronymus Janssens, who was baptized on 1 October 1624.95 Not much 

LQIRUPDWLRQ�DERXW�-DQVVHQV¶�SDUHQWV�+HQGULN�DQG�$QQD�FDQ�EH�IRXQG��7KH�SRSXODULW\�RI�

both the first and the last name of Hendrik Janssens limits our knowledge about his 

profession or familial  situation. As Hendrik Janssens was not present at JanssHQV¶�RZQ�

marriage in 1650 and his mother was (cf. infra), we may assume Hendrik Janssens had 

died by that time. 6LQFH�+LsURQ\PXV�-DQVVHQV�ZDV�QRW�GHVFULEHG�DV�D�µZLMQPHHVWHU¶�LQ�

the registers of the Antwerp guild of Saint Luke in 1643-1644,96 it is clear that his father 

had not been an artist connected to this guild himself.97  

Janssens was taught by the genre painter Christoffel Jacobsz Van der Lamen, as he is 

listed as a pupil of Van der Lamen in 1636-1637, at the age of 12 or 13 years old.98 Van 

der Lamen had become a master painter in Antwerp himself  in the same year.99  

In 1645-1646, Janssens set himself up as a connoisseur or liefhebber of art, since he is 

listed as D�QHZ�µOLHIKHEEHU¶�100 This was not unusual for artists± in that same year David 

                                                      
94 Antwerp, FelixArchief, Parish Registers, 355#123, Baptism Registers Parish Saint George 1610-1616 
����6HSWHPEHU��������µ$QQD�SDUHQWHV�KHQGULFNH�-DQVHQV�$QQD�GH�:LHW�>«@�MDQ�>IHOFNHQV@¶� 
95 Van den Branden 1883, p. 1024; Legrand 1963, p. 95; Antwerp, FelixArchief, Parish Registers, 
355#12, Baptisms Parish Our Lady South 1624-����� ��� 2FWREHU� ������� µ+LsURQ\PXV� +HQULTXHV�
-DQVHQV�$QQD�GH�:LWWH�7KHRGRUXV�$PVHQV�/XFLD�+HLMQHQ�¶ Three other children of the family were 
baptised: Antwerp, FelixArchief, Parish Registers, 355#124, Baptisms Parish Saint George 1616-1625 
��� 0D\� ������� µ3HWUXV� KHQGULFNH� LDQVVHQV� $QQD� GH� :LWWH� 3HHWHU� YDQ� >«@� $QQD� YDQ� *ULMVSHHU¶��
0DUJDUHWD�����$SULO��������µ0DUJDUHWD�KHQULT�-DQVHQV�$QQD�GH�:LWWH�IUDQFLVT�behart maria de craijer 
>«@¶�� -RDQQHV� ���� 1RYHPEHU� ������� µ-RDQQHV� KHQULTXV� -DQVVHQV� $QQD� GH�:LWWH� -RDQQHV� -DQVVHQV�
PDUJDUHWD�GH�&UDLMHU�>«@¶�� 
96 Rombouts and Van Lerius 1961, vol. 2, p. 145; Van den Branden 1883, p. 1025 (1644); Antwerp, 
Royal Academy of Fine Arts, Library & Archive, 201 (10), registers of the guild of Saint Luke, fol. 
280.  
97 )RU�LQIRUPDWLRQ�DERXW�D�µZLMQPHHVWHU¶��-�%��9DQ�GHU�6WUDHOHQ��Jaerboek der vermaerde en kunstryke 
Gilde van Sint Lucas binnen de stad Antwerpen, behelzende de gedenkweerdigste geschiedenissen in 
dit gentooschap voorgevallen >«@��$QWZHUS��������S������5REHUW�%��/HWVLQJHU��µ%HOJLDQ�)DOVH�,PSULQWV�
Pertaining to the Bollandist-Carmelite Quarrel and to Controversies Surrounding Jansenism (1673-���¶��
Quaerendo, 44 (2014), p. 72.  
98 Rombouts and Van Lerius, vol. 2, 1961, p. 83; Van Lerius 1881, vol. 2, pp. 366-367; Van den Branden 
1883, p. 1024; Antwerp, Royal Academy of Fine Arts, Library & Archive, 201 (10), registers of the 
guild of Saint Luke, fol. [18]. 
99 Rombouts and Van Lerius 1961, vol. 2, p. 79, 86; Antwerp, Royal Academy of Fine Arts, Library & 
Archive, 201 (10), registers of the guild of Saint Luke, fol. [18]. Even though no information about 
tutors other than Van der Lamen is documented in the archives, the oldest source discussing the painter 
Janssens, i.e. the unpublished text entitled Oud Konst-Tooneel van Antwerpen by Jacob Van der Sanden, 
described him as a possible pupil of Gonzales Coques [Appendix 1]. Van der Sanden has no archival 
evidence to support this thesis. 
100 Rombouts and Van Lerius 1961, vol.2, p. 171��µ2QWIDQJHQ�YDQ�GH�QLHX�OLHIKHEEHUV�YDQ�LQFRPJHOW��
DOV�YROFKW�>«@�Monsr �-HURQ\PXV��-DQVVHQV���VFKLOGHU�¶��-DQVVHQV�DOVR�MRLQHG�WKH�DQQXDO�IHVWLYH�PHDO�RI�
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III Ryckaert, Matthias van Helmont, Frans Ykens and his wife, Karel Savery, and others 

joined him.101 In 1647-1648, Janssens attended, in his function as a liefhebber, the 

annual meal of the guild of Saint Luke.102 These meals and festivities organized by the 

guild of Saint Luke must have been the occasion par excellence to network with other 

painters (important colleagues and possible collaborators) and art lovers (possible 

buyers/patrons). At the annual meal of 1647-1648, together with Janssens, many other 

artists were listed as li efhebbers, such as David III Rykaert (painter), and Jan Baptist 

Van Doren (painter, cf. infra).103  

From the seventeenth century onwards, one could register not only as a painter or 

another artist of any kind, but also as a liefhebber, or lover of art in the guild of Saint 

Luke.104 Obtaining such a title was an element of early modern identity building as it 

GLVSOD\HG� WKH�SHUVRQ¶V�knowledge about and the love for art; it was also a means of 

distinguishing oneself  as a serious collector of art, and/or connoisseur.105 This group of 

                                                      
WKH�JXLOG�DOV�D�µOLHIKHEEHU¶�DV�KH�SDLG�IRUW�KLV�LQ�����-������µ&RPSW�KLHU�JHQRWHHUW�GLH�OLHIKHEEHUV�GLH�
op de maltyt van Sinte-Lucas syn geweest, ende haer jaercosten ende PDHOW\W�EHWDHOW¶��DOVR�LQFOXGHG�
µ�+LHURQ\PXV��-DQVVHQV���VFKLOGHU���QDHU�FRVWXPH¶��5RPERXWV�DQG�9DQ�/HULXV�������S��������DQG� LQ�
1647-������µ&RPW�KLHU�JHQRWHHUW�GLH�OLHIKHEEHUV�GLH�RS�GH�PDOW\W�YDQ�6LQWH-Lucas syn ge-weest ende 
haer jaercosten ende de malW\W�KHEEH�EHWDHOW¶� >«@� µ-HURHQHPXV�-DQVVHQV�� �VFKLOGHU���QDHU�FRVWXPH¶��
Rombouts and Van Lerius 1961, p. 194). According to Van den Branden these were references to 
-DQVVHQV¶�PHPEHUVKLS�RI�WKH�&KDPEHU�RI�5KHWRULFLDQV��9DQ�GHQ�%UDQGHQ�������S��������+RZHYHU, it is 
only in 1648-1649 explicitly mentioned (in the documents edited by Rombouts and Van Lerius, cf. 
LQIUD��KH�ZDV�D�µOLHIKHEEHU¶�RI�WKH�UKHWRULFLDQV��µ2QWYDQJHQ�YRRU�GH�MDHUNRVWHQ�YDQ�GH�QDHUYROJKHQGH�
OLHIKHEEHUV�YDQ�GH�9LROLHUH¶�>«@�µ+LHURQ\PXV�-DQVVHQV���VFKLOGHU�¶��5RPERXWV�DQG�9DQ�/HULXV�������
pp. 202-203. 
101 Rombouts and Van Lerius 1961, vol. 2, p. 171. Of course one has to be careful, since this li st also 
UHIOHFWV�WKH��PRGHUQ��HGLWRUV¶�LGHQWLILFDWLRQ�RI�WKH�QDPHV�RQ�WKH�OLVW��DQG�KRPRQ\PV�FDQQRW�EH excluded. 
102 Rombouts and Van Lerius 1961, vol. 2, pp. 183-184. 
103 Rombouts and Van Lerius 1961, vol. 2, pp. 194-195. 
104 2WKHU� SURIHVVLRQV� RI� SHRSOH�ZKR� UHJLVWHUHG� DV� µOLHIKHEEHU¶�ZHUH� LQQ� NHHSHUV�� DUW� FROOHFWRUV� DQG�
GHDOHUV��µLPSRYHULVKHG�VRFLDOLWHV¶�DQG�DUistocrats��1HLO�'H�0DUFKL�DQG�+DQV�9DQ�0LHJURHW��µ([SORULQJ�
0DUNHWV� IRU� 1HWKHUODQGLVK� 3DLQWLQJV� LQ� 6SDLQ� DQG� 1XHYD� (VSDxD¶�� Nederlands Kunsthistorisch 
Jaarboek, 50, 1 (1999), pp. 85-86. 
105 On the social status of registering as a lover of art, and the displayed connoisseurship in painted art 
galleries, see for example: Zirka Zaremba Filipczak, Picturing Art in Antwerp 1550-1700, New Jersey 
1987; S. Speth-Holterhoff , /HV�SHLQWUHV�IODPDQGV�GH�FDELQHWV�G¶DPDWHXUV�DX�;9,,H�VLqFOH, Brussel 1957; 
Elisabeth Honig, µ7KH�EHKROGHU�DV�D�ZRUN�RI�DUW��A study in the location of value in seventeenth-century 
)OHPLVK�SDLQWLQJ¶��LQ��5��)DONHQEXUJ��+��5RRGHQEXUJ�DQG�)��6FKROWHQ��HGV����Beeld en zelfbeeld in de 
Nederlandse kunst, 1550-1750, Nederlands Kunsthistorisch Jaarboek, 46, Zwolle 1995, passim; Bert 
Timmermans, Patronen van Patronage in het zeventiende-eeuwse Antwerpen. Een elite als actor binnen 
een kunstwereld, Amsterdam 2008, pp. 229-235; )��*DJH�� µ³6RPH�6WLUULQJ� RU�&KDQJLQJ� RI� 3ODFH´��
Vision, Judgement and Mobilit y LQ�3LFWXUHV�RI�*DOOHULHV¶��Intellectual History Review, 20, 1 (2010); A. 
0DUU��µ7KH�)OHPLVK�³3LFWXUHV�RI�&ROOHFWLRQV´�*HQUH��$Q�2YHUYLHZ¶��Intellectual History Review, 20, 1 
(2010); Anna Tummers and Koenraad Jonckheere (eds.), Art Market and Connoisseurship. A Closer 
Look at Paintings by Rembrandt, Rubens and their Contemporaries, Amsterdam 2008; Bert 
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connoisseurs and art lovers are portrayed in the general genre of painted art cabinets, a 

genre in which Janssens also specialised (cf. introduction and chapter 3, 4).  

-DQVVHQV¶�SRVLWLRQ�RI�DQ�µDPDWHXU¶�RU�µORYHU�RI�DUW¶� LQGLFDWHV�KLV�FRQQHFWLRQ�ZLWK�WKH�

group of art collectors, and connoisseurs of the second half of the seventeenth century 

he depicted in his painted art galleries (cf. introduction, chapter 3, chapter 4). Moreover, 

in his series of painted art galleries, Janssens also seems to have toyed with the idea of 

EHLQJ�D�SDLQWHU��D�FRQQRLVVHXU�DQG�D�µORYHU�RI�DUW¶��,Q�-DQVVHQV¶�The interior of a picture 

gallery with a painter and gentlefolk ������������SULYDWH�FROOHFWLRQ��6/,'(������ZH�FDQ�

FOHDUO\�LGHQWLI\�RQH�ILJXUH�DV�D�SDLQWHU�DPRQJVW�WKH�HOHJDQW�ILJXUHV��EHFDXVH�KH�KROGV�KLV�

EUXVKHV�DQG�SDLQWLQJ�SDOOHW�LQ�KLV�OHIW�KDQG�DQG�SRLQWV�WRZDUGV�WKH�SDLQWLQJ�DW�WKH�HDVHO�

LQ�IURQW�RI�KLP�ZLWK�D�SDLQWHU¶V�VWDII��+H�LV�GLVFXVVLQJ�WKH�SDLQWLQJ�ZLWK�DQRWKHU�YLVLWRU�

RI� WKH� JDOOHU\��7KLV� LV� QRW� XQLTXH�� &RUQHOLV� GH�%DLOOLHXU¶V�$UW�&DELQHW� �),*�� ���� IRU�

H[DPSOH��LV�YHU\�VLPLODU�WR�-DQVVHQV¶�ZRUNV��,Q�KLV�ZRUN�D�SDLQWHU�LV�DOVR�SUHVHQW��+H�LV�

H[SODLQLQJ�D�SDLQWLQJ�WR�D�VHDWHG�JHQWOHPDQ�EHIRUH�D�ODUJH�ZRUN�RI�DUW�RQ�DQ�HDVHO��7KXV��

WKH�FRQFHSW�RI�DGGLQJ�D�SDLQWHU�ZKR�LV�H[SODLQLQJ�RU�GLVFXVVLQJ�ZRUNV�RI�DUW�ZDV�DOVR�

DGRSWHG�E\�-DQVVHQV��6/,'(������)URP�WKH�SDLQWHG�DUW�JDOOHULHV�-DQVVHQV�KDV�SURGXFHG��

The interior of a picture gallery with a painter and gentlefolk LV�WKH�RQO\�SDLQWHG�DUW�

JDOOHU\�LQ�ZKLFK�-DQVVHQV�VWUHVVHG�WKH�SUHVHQFH�RI�D�SDLQWHU��7KH�DGGLWLRQ�RI�D�SDLQWHU�LQ�

D�SDLQWHG�DUW�JDOOHU\�SRSXODWHG�ZLWK�FRQQRLVVHXUV�MXGJLQJ�DUW��KRZHYHU��LV�QRW�DV�VHOI�

HYLGHQW�DV�LW�PLJKW�VHHP��%\�DGGLQJ�D�SDLQWHU�GLVFXVVLQJ�DUW�ZLWK�OD\PHQ��-DQVVHQV�DQG�

'H�%DLOOHXU�ZHUH�UHIHUHUULQJ�WR�FRQWHPSRUDU\�WKHRUHWLFDO�GHEDWHV��WKHUH�ZDV�D�GLVFXVVLRQ�

DERXW�ZKR�FRXOG�RIIHU�WKH�PRVW�YDOXDEOH�MXGJPHQW�RQ�WKH�SDLQWLQJ��WKH�FRQQRLVVHXU�ZKR�

LV� D� SDLQWHU�� RU� D� FRQQRLVVHXU� RXWVLGH� RI� WKLV� SURIHVVLRQ� �FI�� FKDSWHU� ���106� 7XPPHU�

                                                      
7LPPHUPDQV�� µ1HWZRUNHUV� DQG� 0HGLDWRUV� LQ� WKH� ��th-century Antwerp Art World: The Impact of 
Collectors-Connoisseurs on Artistic Processes of Transmission and SHOHFWLRQ¶�� LQ�� 5HQJHQLHU� &��
Rittersma (ed.), Luxury in the Low Countries. Miscellaneous Reflections on Netherlandish Material 
Culture, 1500 to the Present, Brussels 2010, pp. 114-115; +DQQHORUH�0DJQXV��µ6FKLOGHUV��FRQQRLVVHXUV�
en hun (Salomons)oordeel: Het Schilderijenkabinet (1659) van Jacob de Formentrou en Erasmus II  
4XHOOLQXV¶��De Zeventiende Eeuw: Cultuur in de Nederlanden in Interdisciplinair Perspectief, 28 (1), 
pp. 40-65; Anna Tummers, The Eye of the Connoisseur. Authenticating Paintings by Rembrandt and 
his Contemporaries, Amsterdam, 2011; Ariane van Suchtelen and Ben van Beneden, Kamers vol kunst 
in zeventiende-eeuws Antwerpen, exh.cat., Antwerp, Rubenshuis/ The Hague, Mauritshuis, Zwolle, 
2009; -��%ULHOV��µ$PDWRU�SLFWRULDH�DUWLV��De Antwerpse kunstverzamelaar Peeter Stevens (1590±1668) 
HQ�]LMQ�&RQVWNDPHU¶��Jaarboek van het Koninklijk Museum voor Schone Kunsten Antwerpen (1980). 
106 7KLV�FRQWURYHUV\�LV�GLVFXVVHG�LQ��$QQD�7XPPHUV��µ7KH�3DLQWHU�YHUVXV�WKH�&RQQRLVVHXU"�7KH�%HVW�
Judge of Pictures in Seventeenth-&HQWXU\� 7KHRU\� DQG� 3UDFWLFH¶�� LQ�� $QQD� 7XPPHUV� DQG�.RHQUDDG�
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HODERUDWHV�RQ� WKLV�GHEDWH�� ,Q�SUHYLRXV�UHVHDUFK�� WKH�SUHYDLOLQJ�QRWLRQ�ZDV� WKDW� LQ� WKH�

VHYHQWHHQWK�FHQWXU\��SHRSOH�RQO\�DWWULEXWHG�WKHVH�MXGJPHQW�VNLOOV�WR�DUWLVWV�DQG�SDLQWHUV��

7XPPHUV�KDV�VKRZQ��KRZHYHU��WKDW�WKLV�YLHZ�QHHGV�WR�EH�GLIIHUHQWLDWHG��0RVW�ZULWHUV�

RQ�DUW�WKHRU\�DVVXPHG�WKDW�ERWK�SDLQWHUV�DQG�FRQQRLVVHXUV�FRXOG�EH�FDSDEOH�RI�MXGJLQJ�

SDLQWLQJV�FRUUHFWO\�107�2I�FRXUVH��YLHZV�GLIIHUHG��REYLRXVO\��ZULWHUV�WKDW�ZHUH�SDLQWHUV�

WKHPVHOYHV�ZRXOG�VWUHVV�WKH�LPSRUWDQFH�RI�DUWLVWLF�VNLOOV�LQ�RUGHU�WR�MXGJH�ZHOO��ZKHUHDV�

DXWKRUV�ZKR�ZHUH�QRW�SURIHVVLRQDO�SDLQWHUV�DUJXHG�WKDW�QRQ�SDLQWHUV�FRXOG�DOVR�GHYHORS�

GHFHQW�MXGJHPHQWDO�VNLOOV�108�As a painter and lover of art, Janssens certainly must have 

considered the importance of being a painter, or at least of having painterly or drawing 

skills, in order to understand and discuss paintings correctly. 

 

:KHWKHU�WKLV�GHVFULSWLRQ�RI�-DQVVHQV�DV�D�µOLHIKHEEHU¶�ZDV�D�UHIHUHQFH�WR�WKLV�JURXS�RI�

art lovers and connoisseurs is thus very likely, although another interpretation can be 

given; WKLV�UHIHUHQFH�RI�µOLHIKHEEHU¶�FRXOG also refer to the membership as lover of the 

theatre of the Chamber of rhetoricians De Violieren or Gill yflowers, as Janssens was 

also described as such in a list from 1647 (before he became a master painter in the 

guild).109 

On 12 February 1650, Hiëronymus Janssens married Catharina van Doren, in the 

presence of their witnesses Jan Baptista van Doren and Jacques Matthis (brother of 

Catharina and brother-in-law of Catharina, resp., cf. infra).110 A few days earlier, on 5 

February 1650, the young couple had signed their marriage contract in the presence of 

Joos Nacquens and Jan Baptista de Moor, Anna de Witte (-DQVVHQV¶� PRWKHU), Jan 

                                                      
Jonckheere (eds.), Art Market and Connoisseurship. A Closer Look at Paintings by Rembrandt, Rubens 
and their Contemporaries, Amsterdam, 2008, pp. 127-147; Tummers 2011. See also Becker 2005, pp. 
39, 71, 85 (cf. chapter 3). 
107 Tummers 2011, p. 167, passim. 
108 Tummers 2011, p. 178. 
109 J. Denucé, Na Peter Pauwel Rubens. Documenten uit den kunsthandel te Antwerpen in de XVIIe 
eeuw van Matthijs Musson, Bronnen voor de geschiedenis van de Vlaamsche kunst V, Antwerp, 1949, 
pp. 60-62; Legrand 1963, p. 95; Wilenski 1960, p. 582. This is not adopted in Rombouts and Van Lerius 
1961. Moreover, they address how Janssens is listed in 1648-1649 as a lover of the Violiere: Van Lerius 
1961, p. 203 (cf. supra).  
110 Van den Branden 1883, pp. 1025-1026; Antwerp, FelixArchief, Parish registers, PR 355#186, 
Marriage Register parish Our-Lady South 1647-����� ���� )HEUXDU\� ������� µGeronimus 
Janssens/Catharina van Dooren/TestHV�-RDQQHV�%DSWLVWD�YDQ�'RRUHQ�-DFREXV�0DWWKLMVVHQ¶� 
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Baptista van Doren, Jacques Matthis, and Elisabeth van Doren.111 [Appendix 5] On their 

wedding day, the young couple listed the goods they would bring into the marriage. 

There appears to have been a difference in fortune of both spouses. -DQVVHQV¶�

possessions were valued at 300 guilders [Appendix 6],112 whereas Catharina Van 

Doren¶V was estimated at 2220 guilders.113 Apart from the jewellery she had received 

from Janssens (a value of 120 guilders)�� WKH�UHVW�RI�WKH�VXP�ZDV�HQWLUHO\�&DWKDULQD¶V�

own possession (400 guilders cash, 500 guilders clothing and furniture, 1200 guilders 

interest on the house of her sister Elisabeth van Doren) [Appendix 7].114  

In the same year, on 9 November 1650, Janssens and his wife made their last will . 

Catharina van Doren was SUHJQDQW��µEHYUXFKW�YDQ�NLQGH¶��DW�WKDW�WLPH115 [Appendix 17]. 

A few days later, on 16 1RYHPEHU�������-DQVVHQV¶�ILUVW�(and only) daughter Elisabeth 

was baptized in the Antwerp parish of Our Lady South. 7KH�OLWWOH�JLUO¶V�JRGSDUHQWV�were 

-DFTXHV�0DWWKLV��-DQVVHQV¶ brother-in-laZ��DQG�$QQD�GH�:LWWH��-DQVVHQV¶ mother).116   

(YHQWXDOO\��-DQVVHQV¶�GDXJKWHU�PDUULHG�*XLOODXPH�/H�&RFT��D�PXVLFLDQ�DW�WKH�%UXVVHOV�

court in 1671 (cf. infra). -DQVVHQV¶�many grandchildren were also born in Brussels, and 

                                                      
111 Van den Branden 1883, p. 1025; Antwerp, FelixArchief, Notarial Archive, N#3010, Ambrosius 
Sebille, Protocollen, en staten en rekeningen, 1650-1650 (5 February 1650).  
112 Antwerp, FelixArchief, Notarial Archive, N # 3010, Ambrosius Sebill e, Protocollen, en staten en 
rekeningen, 1650-1650 (12 February 1650). 
113 Ibidem.   
114 Earlier archival documents on the family disclose that Janssens married into a rather wealthy family, 
despite or because of the early deDWK�RI�9DQ�'RUHQ¶V�SDUHQWV��,Q�������&DWKDULQD�YDQ�'RUHQ�DQG�KHU�
brother Jan Baptist and sister Elisabeth, who was to marry Jacques Matthis, had already lost their father: 
Antwerp, FelixArchief, Notarial Archives, N#4072, Gaspar Van Hemselroij, Protocollen, en staten en 
rekeningen, 1635-1641 (22 May 1638) [Appendix 8]. The possessions of the Van Doren family are 
expressed more clearly in an earlier archival document, dating from 1641, clarifying many family ties 
as well: Antwerp, FelixArchief, The Registers of the Aldermen (Schepenregisters), SR#668, 1641 
[Appendix 12]. In this document it is said that the under-aged Jan Baptist and Catharina van Doren have 
Jacques Mattis and their stepfather Nicolaes Haverlant as their guardians. Their full  brothers Guilli am 
Peeter and Ignatius had already died, as had their half brother Nicolaes Haverlant the younger and their 
uncle Dominicus Verwilt . Jan Baptist van Doren received the interest of 37 guilders and 10 stivers for 
WKH�KRXVH�µKHW�ODXRLU¶�LQ�WKH�.RHSRortstraat in Antwerp, and an annual interest of 50 guilders for the 
KRXVH�µ9RRQQH¶�RQ�WKH�.RUHQPDUNW�LQ�0HFKHOHQ��&DWKDULQD�YDQ�'RUHQ��-DQVVHQV¶�IXWXUH�ZLIH��UHFHLYHG�
DQ�LQWHUHVW�RI�����JXLOGHUV�DQG���VWLYHUV�IRU� IRXU�KRXVHV�LQ�$QWZHUS�QHDU�WKH�µ+HVVHQ�KX\V¶��DQG�DQ�
DQQXDO�LQWHUHVW�RI�WKH�KRXVH�µKHW�ODXRLU¶�LQ�WKH�.RHSRRUVWUDDW�LQ�$QWZHUS��7KH�WZR�VLVWHUV�DQG�WKH�EURWKHU�
each received one third of the forest in Sint-Katelijne-Waver, near Mechelen, and half of the estate of 
the late Dominicus Verwilt , their uncle.  
115 Antwerp, FelixArchief, Notarial Archives, N#3010, Ambrosius Sebill e, Protocollen, en staten en 
rekeningen, 1650-1650 (9 November 1650); Van den Branden 1883, p. 1026. 
116 Antwerp, FelixArchief, Parish Registers, PR#16 Baptisms Our Lady South (16 November 1650); 
Van den Branden 1883, p. 1026. 
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it is very likely that Janssens travelled to Brussels from time to time. However, not much 

LQIRUPDWLRQ� DERXW� -DQVVHQV¶� IXUWKHU� FRQQHFWLRQ� ZLWK� %UXVVHOV� H[LVWV�� Scholars have 

previously repeatedly interpreted some of his paintings as reflections of the court 

entertainments at the Brussels court of Leopold Wilhelm or Don Juan of Austria.117 

Moreover, Bénézit argued that Janssens had been a court painter at the Brussels court 

of the latter governor. Unfortunately, there is no evidence to support this.118  

In 1679, the Antwerp messenger who lived in Hulst, Jeronimus Croes, had died. 

According to &URHV¶ finances, Janssens was in his debt ± he appears to had borrowed 

100 guilders from Croes. Moreover, he also owed Croes another 50 guilders from a 

previous loan, together with an additional 1 guilder and 10 stivers.119 Janssens had not 

yet paid his debt in 1681, as it is still mentioned in the list of debtors of the deceased 

+HQGULQD� YDQ� GHU� 9OLHW� �-HURQLPXV� &URHV¶� ZLGRZ� ZKR� KDG� GLHG� RQ� ��� 'HFHPEHU�

1681).120 Even though this debt would not have provided Janssens with much 

creditworthiness in this famil y, he was nevertheless entrusted with an important task. 

                                                      
117 Hans Vlieghe proposed that The Ball (1658, Li lle, Musée des Beaux-Arts, SLIDE 43) may reflect 
WKH�FRXUWO\�HQWHUWDLQPHQW�RI�WKH�DULVWRFUDWV�VXUURXQGLQJ�/HRSROG�:LOKHOP��+DQV�9OLHJKH��µ³)UDH\LFKH\W�
ende kunst daHU�V\QH�LQFOLQDWLH�WRH�VWU\FNW´��EHVFKRXZLQJHQ�RYHU�KHW�PHFHQDDW�YDQ�DDUWVKHUWRJ�/HRSROG�
:LOKHOP�WLMGHQV�]LMQ�ODQGYRRJGLM�RYHU�GH�=XLGHOLMNH�1HGHUODQGHQ¶��LQ��.DWOLMQH�9DQ�GHU�6WLJKHOHQ�DQG�
Hans Vlieghe (eds.), Sponsors of the Past. Flemish Art and Patronage, 1550-1700, Turnhout, 2005, p. 
87 (note 9). In 1884, the painting Elegant company on a terrace dancing (previously owned by Le Brun 
Dalbanne, present whereabouts unknown, SLIDE 44) was described as being a portrait of archduke 
Leopold Wilhelm and his court: Catalogue de la collection de feu M. Le Brun Dalbanne Conservateur 
du Musée de Troyes >«@�Tableaux Anciens parmi lequels 2 Oeuvres capitals de H. Janssens et Une 
Oeuvre de Hans Memling etc., Troyes, 1884, p. 13. Here, the painting is dated 1659. According to Le 
Brun Dalbanne in 1865, this painting was dated 1660, whereas another painting (which present 
whereabouts cannot be found and the outlook is only known through the reproductive drawing in Le 
%UXQ�'DOEDQQH¶V�SXEOLFDWLRQ�IURP�������ZDV�GDWHG�������Le Brun Dalbanne argued that these latter 
two (thus including Elegant company on a terrace dancing (1659/1660, present whereabouts unknown, 
SLIDE 44) as depictions of a ball at the court of Don Juan of Austria, see: Le Brun Dalbanne 1865, p. 
537. The unknown painting is said to depict don Juan of Austria and David Teniers the Younger: Le 
Brun Dalbanne 1865, p. 537. This cannot be verified as these paintings cannot be studied in reality. 
118 E. Bénézit, Dictionnaire critique et documentaire des peintres, sculpteurs, dessinateurs et graveurs, 
vol. 7, Paris, 1999, p. 479. 
119 Antwerp, FelixArchief, Notarial Archive, N #681, Johannes Crabbe, Staten en rekeningen, 1675-
1681 (29 November 1680). 
120 $QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ6WDWHQ�HQ�5HNHQLQJHQ¶ (14 January 1682), fol. 
20, fol. 23r.-v., fol. 28v.-29r.-Y��� µ6U�� -HURQLPXV� -DQVVHQV� GHQ� FRQWUDGLFHQW� HQGH� ZHHVHQ� LQ� GHVHQ�
respective momboir staet aen desen voorschreven sterffhuijse schuldigh volgens sijne manuale obligatie 
over gheleenden gelde de somme van een hondert ende vij ftich guldenen eens, wesende de selve 
obligatie in dato twintigh September sesthien hondert ende eenentachtigh oock lestleden, loopende de 
selve obligatie ten intresse ten Advenante van vier guldens ten honderden jaerlij cx welcke oock worden 
wytte trockken compt -150 Ende voor soo veele belanght den intrest der seluer, daer van zijn op twintich 
decemb. lestleden drij e maenden vervallen, compt daervoren ten Aduenante Als voorseyt f. 1-��¶ 
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$IWHU� &URHV¶� GHDWK�� +HQGULQD� YDQ� GHU� 9OLHW� KDG� UHPDUULHG� WDLORU� )UDQFLVFXV� *LMVHOV�

�µFOHHUPDHFNHU�YDQ�VLMQHQ�VWLHOH¶�� In 1681 Hendrina left three young children behind: 

Catharina Croes (c. 8-9 years old), Anna Mariken Croes (c. 5-6 years old) and 

Franciscus Gijsels (nine-ten weeks old). Janssens was appointed as judicial guardian 

over the children and was thus assessed as a reliable person.121 In his function as a 

judicial guardian over the children of Jeronimus Croes and Hendrina vander Vliet, 

Catharina and Maria Croes, Hiëronymus Janssens also listed down the accounts of his 

income and expenses concerning the two girls in 1685. Af ter his death another list of 

these accounts was made [Appendix 34].122 

On 28 December 1691, Hiëronymus Janssens and his wife Catharina van Doren had 

their last will made. -DQVVHQV¶�ULJKW�KDQG�ZDV�FULSSOHG��so he was unable to write down 

his own name at the end. Moreover, he was also very ill  and bedridden.123 The couple 

                                                      
121 $QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ6WDWHQ�HQ�5HNHQLQJHQ¶�����-DQXDU\��������IRO��
20, fols. 23r-Y��-DQVVHQV�PXVW�KDYH�EHHQ�D�µIDPLO\�IULHQG¶�DV�KH�ZDV�DOVR�RQH�RI�WKH�ZLWQHVVHV�RI�WKH�
marriage of Hiëronymus Croes and Hendrina Van der Vliet on 3 May 1673: Antwerp, FelixArchief, 
Parish Registers, PR#259, Marriage registers Church of Saint George, 1670-1677 (3 May 1673); 
$QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ(HGERHNHQ������-����¶��µ-HURQLPXV�-DQVVHQV�YUHPW�
per faute van maegschap opden hoeck van[de] Arenberchstraete Constschilder, AcWXP����[EULV�����¶�
ZDV� D� JXDUGLDQ� RI� µ9RRU� NLQGHUHQ� YDQ� ZLMOHQ� -HURQLPXV� &URHV� >HQGH@� QDNLQGHUHQ� YDQ� )UDQFKRLV�
*KLMVHQV�GDHU�PRHGHU�DII�ZDV�+HQGULQD�9DQGHUYOLHW¶� �VHH�DOVR�9DQ�GHQ�%UDQGHQ�XQSXEOLVKHG�QRWHV�
Antwerp FelixArchief). 
122 $QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ6WDWHQ�HQ�5HNHQLQJHQ¶�����)HEUXDU\��������See 
DOVR� DIWHU� KLV� GHDWK�� $QWZHUS�� )HOL[$UFKLHI�� µ:HHVNDPHU¶�� :.������� µ6WDWHQ� HQ� 5HNHQLQJHQ¶� ���
August 1693). This was not the first time Janssens adopted the position of legal guardian. In 1676, 
Janssens and his brother Peter Janssens were the judicial guardians of Joannes Garsie and Francoise 
/DKRXVW¶V� FKLOGUHQ�� Antwerp, FelixArchief, Notarial Archive, N#4825, Laurens Will emssen, 
Protocollen, en staten en rekeningen, 1675-1677 (30[?] December 1676) [Appendix 35]; Antwerp, 
)HOL[$UFKLHI�� µ:HHVNDPHU¶�� :.������� µ(HGERHNHQ�� ����-����¶�� µ3HHWHU� -DQVVHQV� PRHGHUO� FRVLMQ�
keers-maecker woonende inde cortenieuw-straet [ende] Jeronimus Janssens oock moe-derl cosijn 
VFKLOGHU�ZRRQHQGH�RSGHQ�KRHFN�YDQ�GH�KDUHQERUFKVWU�LQGH�ODQJH�*DVWKXLMVVWU�DFWXP����[EHU�����¶�DUH�
JXDUGLDQV� RYHU� µNLQGHUHQ� YDQ� ZLMOHQ� -RDQQHV� *DUVLD� GDHU� PRHGHU� DII� LV� IUDQFKRLVH� W¶KRRIW¶��
Unfortunately, no further information about these figures are known to me. 
123 Antwerp, FelixArchief, Notarial Archive, N#161, Jan Baptista Bellenraedt, Protocollen en staten 
en rekeningen, 1688-1692 (28 December 1691), fols. 15r.-v. (Van den Branden unpublished notes 
FelixArchief Antwerp). Perhaps his ill ness has something to do with his trip/pilgrimage to Geel, in 
KRQRXU� RI� 6DLQW� 'LPSQD�� $� µ+LsURQ\PXV� -DQVVHQV¶� IURP� $QWZHUS� LV� PHQWLRQHG� LQ� WKH� Liber 
innocentium infimorum, admisi qui sunt in camera >«@� �����-1697), a list of  ill  pLOJULPV¶� QDPHV�
YLVLWLQJ�*HHO�WR�ZRUVKLS�WKH�KRO\�'LPSQD��µ1DHPHQ�HQGH�JHERRUWH�SODHWVHQ�YDQ�>GHH@�W¶VHGHUW�GHQ�MDHUH�
������KXQQHU�WRHYOXFKW�DOKLHU�WRW�GH�+��'LMPS�QD�QHPHQGH�VLMQ�LQGH�VLHFNDPHU�JHZHHVW¶�>«@�µ�����>«@�
4 Augusti Hieronimo Janssens van AntwerSHQ¶��*HHO��/RFDO�$UFKLYH��Oud Archief van het Gasthuis, 38 
µOLEHU�LQQRFHQWLXP¶��It cannot have been a long trip, as he was at that time warden of the Holy Sacrament 
Chapel in the Antwerp church of Saint George (cf. infra). Geel was (and still  is) known for the 
possibilit y of shelter and for the treatment/cure of the (mostly mentally) ill . In Geel, the care for the 
mentally instable has a long tradition. Historically, people suffering from insanity, headache and 
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agreed to be buried in their parish church, the Church of Saint George. The person who 

RXWOLYHV�WKH�RWKHU��ZDV�WR�SD\����JXLOGHUV�WR�WKHLU�GDXJKWHU�µ,VDEHOOD�&DWKDrina JansVHQV¶ 

ZKR�ZDV�PDUULHG�WR�µ*XLOOLHOPXV�OHFRFN¶��,Q�WKHLU�WHVWDPHQW�WKH�SDUHQWV�VWDWHG�WKDW this 

is less than her legitimate amount, but this was because she had already received a 

previous amount on the occasion of her marriage [Appendix 30].124  

One of the two witnesses of Janssens and his wife¶V�WHVWDPHQW was Pietro Jacomo van 

Eyck. The Van Eyck famil y were wealthy merchants, the commercial elite of Antwerp 

society, who had entered the magistrate (cf. introduction and the social class Janssens 

depicted in his portraits and elegant company paintings).125 Pietro Jacomo van Eyck 

was the grandson of the silk trader and alderman Jacobus van Eyck (the elder) whose 

business contacts spread to Venice, London and Spain.126 His father, µMRQNHU¶� Jan 

Baptist (or Giovanni Baptista) van Eyck, had been married to Isabella Clare van den 

0DQGHUH��3LHWUR�-DFRPR¶V�PRWKHU�127 Jan Baptist van Eyck, as did the rest of his famil y, 

played an important role in the art trade and collecting in the second half of the 

seventeenth century.128 Pietro Jacomo Van Eyck himself stayed in Venice in 1686, most 

SUREDEO\�DW�KLV�XQFOH¶V�-XVWR�YDQ�(\FN�129 On 31 December 1690, Peter Jacomo van 

                                                      
epilepsy came to Geel and worshipped Saint Dimpna. It is said that the pilgrims were taken care of in 
VLFNURRPV�QH[W�WR�WKH�FKXUFK��*UDFH�*ROGLQ��µ$�3DLQWLQJ�LQ�*KHHO¶��Journal of the History of Medicine 
and Allied Sciences, vol. xxvi, nr. 4 (October 1971), p. 401. Next to the hospital with the sickroom for 
the ill  pilgrims, others, who were waiting to be cured, were looked after by citi zens of Geel. It is 
SUHFLVHO\�WKLV�KRPH�FDULQJ�E\�LQKDELWDQWV�RI�WKH�FLW\�WKDW�*HHO�LV�PRVW�IDPRXV�IRU��µWKH�JUDGXDO�WUDQVLWLRQ�
to domiciliary care of the insane. Harbouring patients who were waiting ± and paying for their 
accommodation ± accustomed the townsfolk to having the mentally ill  around them, while the income 
EHFDPH�D�PDLQ�VRXUFH�RI�OLYHOLKRRG�¶��*ROGLQ��������S�������+RZHYHU��ZH�FDQQRW�EH�HQWLUHO\�VXUH�WKDW�
Janssens has been mentally ill , since Gheel appears to have taken care of both physical and mental 
FDVHV�� *ROGLQ� ������ S�� ����� 1HYHUWKHOHVV�� IRU� D� µQRUPDO¶� GHFHDVH�� -DQVVHQV� FRXOG� KDYH� VWD\HG� LQ�
$QWZHUS��+LV��RU�D�QDPHVDNH¶V��ZH�FDQQRW�WHOO��H[LOH�WR�*KHHO�seems to suggest a mental ill ness, or 
suffering from headache or epilepsy. 
124 Antwerpen, Felixarchief, Notarial Archive, N#161, Jan Baptist Bellenraet, Protocollen, en staten en 
rekeningen, 1688-1692 (28 December 1691), fol. 15v. 
125 Timmermans 2008, pp. 30-31 p. 47, p. 242, passim. 
126 'DQLHOOH�0DXIRUW��µ/H�SRUWUDLW�GHV�'XDUWH��XQH�IDPLOOH�GH�PXVLFLHQV�G¶$QYHUV�SHLQW�SDU�*RQ]DOHV�
&RTXHV�FRQVHUYp�DX�6]pSP�YpV]HWL�0~]HX�GH�%XGDSHVW¶��LQ : Bert Cardon (ed.), "Als ich can" ; liber 
amicorum in memory of Professor D. Maurits Smeyers, II . Corpus of illuminated manuscripts, vol. 12, 
Low Countries Series 8, Leuven 2002, p. 944, pp. 956-957; Timmermans 2008, p. 54.  
127 Erik Duverger, Antwerpse kunstinventarissen uit de zeventiende eeuw vol. 12: 1690-1699, Brussels, 
2002, vol. 12, p. 70; Erik Duverger, Antwerpse kunstinventarissen uit de zeventiende eeuw vol. 11: 
1680-1689, Brussels, 2001, p. 423. According to Maufort Giovanni Baptista van Eyck married Christina 
van Manderen, who would be Pietro JDFRPR¶V�PRWKHU��0DXIRUW�LQ�&DUGRQ�������S������ 
128 Timmermans 2008, p. 242 and p. 367. p. 228, p. 171 
129 Duverger 2001, p. 426; Maufort in Cardon 2002, p. 956. 



44 
 

Eyck, son of Jonker Jan Baptista van Eyck and Isabella Clara van der Mandere lived in 

the Lange Gasthuisstraat and is identif ied as a jonker, or nobleman. On 27 June 1692, 

Pietro Jacomo van Eyck died, shortly followed by his father.130 The inventory of the 

paintings in the possession of Pietro Jacomo van Eyck and his father Jan Baptista van 

Eyck, show they owned a Venetian conversatie, a conversatie and two conversaties that 

were portraits.131 As Pietro Jacomo Van EycN�KDG�VLJQHG�-DQVVHQV¶�WHVWDPHQW��ZH�can 

be sure he must have been well acquainted with this wealthy merchant famil y with high 

social standing in Antwerp society.  

The other witness of -DQVVHQV¶ testament was the painter Cornelis de Cle (before 1645 

± 1724). De Cle mostly specialized in religious subjects.132 Cornelis de Cle was not only 

a painter, as he was also an art-dealer.133  

Despite his il lness mentioned in 1691, Janssens lived on until 1693. He passed away on 

6 July 1693.134 In 1696, Catharina van Doren is mentioned in the testament of her sister-

in-ODZ��0DULD�GH�1DJHOHLU��ZKR�ZDV�DW�WKDW�WLPH�WKH�ZLGRZ�RI�-DQVVHQV¶�EURWKHU��3HWHU�135 

Peter Janssens used to be a candlemaker, as his widow discusses how Jan de Cort, the 

                                                      
130 Duverger 2002, p. 70, p. 193.  
131 Cf. chapter 2. 
132 De Cle was probably born c. 1645 (in 1685, an archival document describes him as a forty year old 
painter). Duverger, 1685, p. 340-341, nr. 3730. General information, see: Wilenski 1960, vol.1, p. 526. 
De Cle became wine master in the guild of Saint Luke in 1661-1662. In 1696-1697 he had become dean 
of the guild of Saint Luke in Antwerp. In 1723-1724 the death debts of Cornelis de Cle were paid to the 
guild. Rombouts and Van Lerius 1961, vol. 2, p. 324, p. 333, p. 589, p. 593, p. 736. In 1685, he, as a 
painter, declared that the selli ng prices of paintings by the oudekleerkoper Jan Heck were very 
reasonable: Duverger 2001, pp. 341-342. 
133 ,Q�������&RUQHOLV�GH�&OH�LV�GHVFULEHG�DV�µFRQVWVFKLOGHU�HQGH�FRRSPDQ�YDQ�VFKLOGHULMHQ¶��'XYHUJHU�
2002, p. 119. 
134 7KDQNV�WR�WKH�DUFKLYHV�RI�WKH�VZRUGVPHQ¶V�JXLOG��WKH�SUHFLVH�GDWH�RI�-DQVVHQV¶�GHDWK�FDQ�EH�WUDFHG��
A list without a title can be found in the archives. This li st consisting of many sheets, is divided into 
columns. The first column shows the abbreviation RI�WKH�DUPHG�JXLOG�LQ�TXHVWLRQ��VZRUGVPHQ¶V�JXLOG� �
SCH from schermer). Next to it, the name of a recently deceased person, or someone who had left the 
guild is mentioned. On the right, the name of the newly chosen person is added. On the first page at the 
WRS�RI�WKH�SDJH�µJHDVVLVWHHUW�PHW�GH�*XOGHQ�GHQ����-DQXDU\�����¶�LV�DGGHG��Janssens is also added to 
WKH�OLVW�DV�D�PHPEHU�RI�WKH�VZRUGVPHQ¶V�JXLOG��+H�DSSHDUV�WR�KDYH�GLHG�LQ�RQ���-XO\�������µ6&+��YRRU�
Jeronimus Janssens qui obijt  6 Julij   Aengewesen het 2g[r.] van Cap. vander Velden daer gecosen Jan 
%DWW�'HFNHUV¶��$QWZHUS�� )HOL[$UFKLHI�� µ*LOGHQ� HQ�$PEDFKWHQ¶��*$������� µ6WXNNHQ� GH� JHZDSHQGH�
JLOGHQ�LQ¶W�DOJHPHHQ�EHWUHIIHQGH¶��µ*LOGHQ��/HGHQ�,9¶��7KLV�FRQILUPV�9DQ�GHQ�%UDQGHQ¶V�VXJJHVWLRQ�
that Janssens must have died in summer 1693: Van den Branden 1883, p. 1026; Legrand 1963, p. 95. 
135 Antwerp, FelixArchief, Notarial Archive, N#162, Jan Baptist Bellenraet, Protocollen, en staten en 
rekeningen, 1693-1697��IRO��������1RYHPEHU��������µ,WHP�OHJDWHHUW�GH�WHVWDWULFes aen Jo.e de wed.e. 
Jeronimus Janssens wijl en haere swagerinne de somme van vij ffentse ventigh gulden eens deselve 
LQVJHO\FN�GDHU�PHGH�YX\WPDHFNHQGH�HQGH�RP�UHGHQHQ�KDHU�PRYHUHQGH¶� 
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servant will receive all the equipment to make candOHV��µSUHODJHHUW�VLM�WHVWDWULFH aen Jan 

de Cort haeren cnecht allen ende ige[lyck] de gereet schappen raekende de 

NHHUVPDHFNHU\GH¶�136  

 

3. Social Network  

 

3. 1. Painters and Art dealers137 

 
The first painter Janssens came in close contact with, was his tutor Christoffel Jacobsz 

Van der Lamen.138 Working in his studio, Janssens must have been able to get in 

contact with the many acquaintances of his master��7KRXJK�9DQ�GHU�/DPHQ¶V�IDWKHU��

Jacob Van der Lamen, was a painter as well, Janssens would not have met him as Van 

der Lamen sr. died early on. Jacob Van der Lamen (1584-1626) was both a painter and 

an art dealer, who often travelled to Amsterdam.139 Van deU�/DPHQ¶V�GDWH�and place of 

                                                      
136 Idem. 
137 In this section, I mainly focus on those painters and art dealHUV�IURP�-DQVVHQV¶�VRFLDO�QHWZRUN�WKDW�
DUH�PHQWLRQHG�DSDUW�IURP�DUW�LQYHQWRULHV��7KH�UHIHUHQFHV�WR�-DQVVHQV¶�FROODERUDWLRQV�ZLWK�SDLQWHUV�VXFK�
as Will em Schubert van Ehrenberg or Jacob Ferdinand Saeys are discussed in chapter 2 of this 
dissertation.  
138 Unfortunately, not much information about the biography and consequently the social network of 
Van der Lamen is still  known to us today. Van Lerius 1881, vol. 2, p. 376. 
139 Van Lerius 1881, vol. 2, pp. 361-362. Jacob Van der Lamen is said to have been Lutheran: 
http://research.frick.org/montias/browserecord.php?-action=browse&-recid=1880 (22 March 2015); 
Jan Briels, Vlaamse schilders en de dageraad van Hollands Gouden Eeuw 1585-1630 met biografieën 
als bijl age, Antwerp, 1997, p. 350. On 30 September 1608, at the request of the Antwerp traders Joanna 
Aertsen and Jacob Van der Lamen, a group of paintings were sold in Amsterdam: I. H. van Eeghen, 
µ+HW�$PVWHUGDPVH�6LQW�Lucasgilde in de 17de HHXZ¶��Jaarboek van het Genootschap Amstelodamum, 
61 (1969), S������1HLO�'H�0DUFKL��µ7KH�5ROH�RI�'XWFK�DXFWLRQV�DQG�ORWWHULHV�LQ�VKDSLQJ�WKH�DUW�PDUNHW�V��
RI���WK�FHQWXU\�+ROODQG¶��Journal of Economic Behavior and Organization, 28 (1995), p. 210; Briels 
1997, p. 350. Most of the paintings were priced between 10 and 20 guilders, with only a few for less 
than 5 guilders or for 30 - 50 guilders. In the beginning of the seventeenth century, Amsterdam was 
overrun with cheap paintings from Antwerp: (ULF�-DQ�6OXLMWHU��µ2YHU�%UDEDQWVH�YRGGHQ��HFRQRPLVFKH�
concurrentie, artistieke wedij ver en de groei van de markt voor schilderijen in de eerste decennnia van 
GH�]HYHQWLHQGH�HHXZ¶��LQ��5HLQGHUW�)DONHQEXUJ��-DQ�GH�-RQJ��'XOFLD�0HLMHUV��%DUW�5DPDNHUV and Mariët 
Westermann (eds.), Kunst voor de markt/ Art for the Market 1500-1700, Nederlands Kunsthistorisch 
Jaarboek, 50 (1990), p. 121, pp. 138-139 (note 41). Garbrant Ariansa, or short Bredero, bought two 
paintings from Van der Lamen. In 1623, Van der Lamen was in Amsterdam and testified about a sale 
of 24 paintings by Guilli am Wittenbroot from Antwerp to Jacob van Nieulant: Van Eeghen 1959, pp. 
89-90; A. Bredius, Künstler-Inventare. Urkunden zur geschichte der Hollandischen Kunst des XVIten, 
XVII ten, und XVIII ten Jahrhunderts, vol. VI, The Hague, 1919, p. 2174.  
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birth are very unclear.140 According to Cornelis de Bie, Christoffel Jacobsz Van der 

Lamen was an auto-didact.141 This may be true, as his father had died quite early, and 

as he is not mentioned as an apprentice LQ�WKH�UHJLVWHUV�RI�WKH�$QWZHUS�SDLQWHUV¶�JXLOG�142 

though he could have been taught in Amsterdam as well. Christoffel Van der Lamen 

was also in Amsterdam in 1634. Even though the content of the archival document 

revealing this information has nothing to do with artistic relationships or paintings, the 

presence of Jacob Lemmens (a pupil of Jacob Van der Lamen, cf. supra��LQ�&KULVWRIIHO¶V�

company indicates the relationship with the Antwerp painter and art dealer Jacob Van 

der Lamen. Christoffel would have stayed in Amsterdam, but is not described as living 

in Amsterdam permanently.143 Van der Lamen became a master painter in the Antwerp 

SDLQWHU¶V�JXLOG�LQ�����-1637.144 9DQ�GHU�/DPHQ�ZDV�DFFHSWHG�LQ�WKH�JXLOG�DV�D�SDLQWHU¶V�

VRQ��µZLMQPHHVWHU¶��145 which indicates that his father had been a member of the guild. 

In that same year Van der Lamen also welcomed Hiëronymus Janssens as his pupil in 

his studio.146 

                                                      
140 According to Van Lerius, Jacob Van der Lamen married Anna Lemmens. She was the sister of Jacob 
Lemmens, pupil painter in Antwerp in the studio of Van der Lamen: Van Lerius 1881, vol. 2, p. 365; 
Briels 1997, p. 350. Van Lerius has searched for the baptism of Christoffel Van der Lamen, but so far, 
no one has found the document. Van Lerius thus suggested that, since the parish registers of the church 
of Saint Andries between 21 August 1606 and 29 March 1607 (inclusive) are gone, Christoffel may 
have been born in the months in between (1606-1607): Van Lerius 1881, vol. 2, pp. 362-363; Legrand 
1963, p. 86; H. Wilenski, Flemish Painters 1430-1830, vol. 1, London, 1960, p. 590. However, a 
different idea is also put forward. In a document dated 1634, Christoffel Jacobsz Van der Lamen is 
described as being c. 20 years old (cf. infra). This implies he was born c. 1614. Perhaps this is the reason 
why, even though he does not mention his sources, Alphonse Wauters suggested Van der Lamen was 
born c. 1615: A. J. Wauters, La Peinture flamande, Paris 1883, p. 296. Van den Branden also suggested 
Christoffel Jacobsz Van der Lamen was born c. 1615: Van den Branden 1883, p. 1009; Legrand 1963, 
p. 257 (note 165 ± /HJUDQG�EHOLHYHV�9DQ�/HULXV¶�VXJJHVWLRQ�LV�PRUH�YDOXDEOH���Since Jacob Van der 
Lamen also stayed a while in Brussels (he had become burgher of Brussels and was inscribed on 10 
0DUFK������DV�D�PDVWHU�LQ�WKH�%UXVVHOV�SDLQWHU¶V�JXLOG��VHH��5RPERXWV�DQG�9DQ�/HULXV��YRO�����S�������
it is sometimes suggested that Christoffel Van der Lamen was born there, see for example: Wilenski 
1960, p. 590. After all , on 30 October 1617 in the Sint Michiel and Sint Gudula Parish in Brussels, 
another daughter of Jacob Van der Lamen, Elizabeth, was baptized: Van Lerius 1881, vol. 2, p. 363.  
141 De Bie 1661, p. 159. 
142 Van Lerius did not take into account the death of Jacob Van der Lamen and considered Christoffel 
to be taught by his father: Van Lerius 1881, vol. 2, p. 365. 
143 5HQFNHQ�EULHIO\�PHQWLRQV�WKH�DUFKLYDO�GRFXPHQW��%�-�$��5HQFNHQV��µ-DFREXV en Christoffel Van der 
/DPHQ�WH�$PVWHUGDP¶��Oud Holland, 68 (1953), p. 126; Amsterdam, City Archive, Notarial Archive, 
5075, nr. 578, notary J. Van Zwieten (25 January 1634) [Appendix 39]. 
144 Rombouts and Van Lerius 1961, vol. 2, p. 79, pp. 86-87 
145 Van Lerius 1881, vol. 2, p. 365, 
146 Rombouts and Van Lerius 1961, vol. 2, p. 79, pp. 86-87 
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On 15 February 1642 Christoffel Jacobsz Van der Lamen married Maria Michielssen. 

The event was witnessed by his uncle and painter colleague Paul Ryckaert (1592-

1649/1650).147 Paul Ryckaert was the brother of painter 'DYLG�,,�5\FNDHUW¶V�EURWKHU��

and the uncle of painter David III Ryckaert .148 David III  Ryckaert was himself 

acquainted (they were brothers-in-law) with the conversatie-painter and portrait painter 

Gonzales Coques (who would eventually live in the same street and be member of the 

same parish church as Janssens, cf. infra).149 As a pupil LQ�9DQ�GHU�/DPHQ¶V�VWXGLR��

Janssens was most probably in touch with these painters. 

Christoffel and Maria had six children.150 The chosen godparents for their children 

indicate that Van der Lamen had an important social network of artists and other 

wealthy inhabitants of the city.151 Van der Lamen asked the landscape painter Frans de 

Momper (1607-1660) to be godfather to one of his children. Frans de Momper also had 

close connections with the Northern Netherlands, and frequently stayed in different 

cities in the Northern Netherlands. He eventually returned to Antwerp where he died.152  

Not only painters, but also figures with high social status and wealth belonged to Van 

GHU�/DPHQ¶V�FLUFOH�RI�DFTXDLQWDQFHV��VXFK�DV�*XLOODXPH�9HUVSUHHW��a merchant and old-

almoner wLWK� D� ODUJH� SDLQWLQJ� FROOHFWLRQ� �JRG� IDWKHU� RI� 9DQ� GHU� /DPHQ¶V� GDXJKWHU�

                                                      
147 In 1626, Anna van der Lamen, sister of Jacob van der Lamen, married the painter Paul Ryckaert 
(1592-1649/1650). Paul Ryckaert was the son of painter David I Ryckaert, and had become a master 
painter himself in 1618-1619 in Antwerp, where he also worked as an ingeneer of the city. Paul Ryckaert 
KDG�WKXV�EHFRPH�&KULVWRIIHO�-DFREV]�9DQ�GHU�/DPHQ¶V�XQFOH��Bernadette van Haute, David III  Ryckaert: 
A Seventeenth-Century Flemish Painter, Turnhout, 2000, p. 11, p. 235; Van den Branden 1883; Van 
Lerius 1881, vol. 2, p. 360. 
148 Van Haute 2000, p. 8, p. 10, p. 32, p. 49, p. 235. Van Lerius 1881, vol. 2, pp. 359-361, pp. 366-367; 
Van den Branden 1883, p. 1010; Antwerp, FelixArchief, Parish Registers, PR#219, Marriage Registers 
&KXUFK� 6DLQW� -DFRE� ���� )HEUXDU\� ������� µ6U�� &KULVWRSKRUXV� -DFREXV�9DQGHU�/DHPHQ�'FHOOD�0DULD�
Michiessen contraxerunt cum disp. Van. Coram Sr. Adrianus Michielssen et Sr. Pau-OR�5LMFNDHUWµ� 
149 Gonzales Coques ZDV� D� SXSLO� LQ�'DYLG� ,,�5\FNDHUW¶V� VWXGLR�� DQG� HYHQWXDOO\�PDUULHG�5\FNDHUW¶V�
daughter Catharina, sister of David III  Ryckaert: Legrand 1963, p. 101; Marion Lisken-Pruss, Gonzales 
Coques (1614-1684) der kleine Van Dyck, Turnhout, 2013, p. 27. For more on the relationship between 
Coques and David III  Ryckaert: Van Haute 1999, pp. 7-8, p. 49, p. 11. 
150 Pierre-Jacques (24 December 1642); Phili ppe-Francois (19 Augustus, 1644, his godfather was the 
painter Frans de Momper); Maria (14 April  1646, godfather old almoner Guillaume Verspreet, 
godmother Maria-Anna Robyns, wife of the sculptor Servais Cardon); Catharina (8 January 1648, 
godfather: Melchior Lunden, old almoner who had married Catharina Bosschaert); Clara-Angela (3 
March 1650) and Joanna (22 September 1651, godmother was Joanna-Francoise Cardon, daughter of 
the sculptor Servais Cardon and Maria Anna Robijns): for the dates and archival documents and the 
identifications: Van Lerius 1881, vol. 2, pp. 366-367; Van den Branden 1883, p. 1010. 
151 Van Lerius 1881, vol. 2, p. 367. 
152 /RXLV�6��0LOQH��µ)UDQV�GH�0RPSHU¶��Oxford Art Online ; De Maere and Wabbes 1994, vol. Text, p. 
286 ; Briels 1997, p. 361; Wilenski 1960, pp. 606-607. 
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Maria).153 The merchant Melchior Lunden154 was godfather to 9DQ� GHU� /DPHQ¶V�

GDXJKWHU�&DWKDULQD��7KH�JLUO¶V�JRG�PRWKHU�ZDV�0DULD� YDQ� ,PPHQUDHW��PRVW� OLNHO\� D�

member of the famil y of landscape painters (cf. infra).  

Through his master Christoffel Jacobsz Van der Lamen,155  Janssens may have been in 

contact with other landscape painters, and genre painters and portrait painters, such as 

Gonzales Coques and David III  Rijckaert. He also came in contact with members of the 

rich merchant class and art collectors��0RUHRYHU��9DQ�GHU�/DPHQ¶V�FRQQHFWLRQ�ZLWK�WKH�

Northern Netherlands must have enabled both Van der Lamen and Janssens to study 

similar company scenes and compositions from the North,156 a region where the genre 

of elegant company paintings flourished more than it did in the Southern Netherlands.157  

 

Jan Baptista van Doren (Catharina Van Doren¶V�EURWKHU�158 was a painter, a registered 

lover of art and theatre and, eventually, a registrar of the police. Jan Baptist van Doren 

was registered as a pupil painter in the studio of Gabriel Franck in 1633-1634,159 and 

became a master painter in the same guild in 1636-1637.160 Jan Baptist van Doren was 

registered a lover of art in 1640-1641,161 in 1642-1643, 1643-1644,162 1644-1645, and 

1645-1646.163 In this latter book year, Janssens was inscribed as a new lover of art in 

                                                      
153 Duverger 1992, p. 4: the inventory of the deceased Guillaume Verspreet is listed between 17-22 June 
1649 and edited by Duverger. Verspreet is identified as merchant and old-almoner. Almoners were 
often very wealthy merchants. They had to be able to advance some large expenses sometimes, and 
therefore needed a lot of money. The taks of being an almoner was important aspect of identity building 
for persons with politi cal and social aspirations: 7LPPHUPDQV�������S������7LPRWK\�'H�3DHSH��µUne 
SODFH� SRXU� OHV� FRPPHGLHV«¶�De relatie tussen inrichting, repertoire en gebruik van de Antwerpse 
theatergebouwen tussen 1610 en 1762, Unpublished doctoral thesis, University of Antwerp 2011, p. 
173. 
154 Timmermans 2008, p. 250. 
155 Christoffel Jacobsz Van der Lamen eventually died in 1651-1652. He was still  ali ve on 22 September 
������WKH�GD\�RI�KLV�GDXJKWHU�-RDQQD¶V�EDSWLVP��+H�PXVW�KDYH�GLHG�QRW�ORQJ�DIWHU�KHU�ELUWK��DV�KLV�ZLIH�
paid his death debts to the guild in the book year 1651-1652: Van Lerius 1881, vol. 2, p. 376; Rombouts 
and Van Lerius 1961, vol. 2, p. 230. 
156 Rencken 1953, p. 126. 
157 Kolfin 2005. 
158 See Appendix 5, Appendix 41. 
159 Rombouts and Van Lerius 1961, vol. 2, p. 53. Gabriel Franck (c. 1590-1639) mainly speciali zed in 
landscapes and battle scenes: De Maere and Wabbes 1994, vol. Text, p. 163. 
160 Rombouts and Van Lerius 1961, vol. 2, p. 81. 
161 Rombouts and Van Lerius, 1961, vol. 2, p. 127. 
162 Rombouts and Van Lerius 1961, vol. 2, p. 140, p. 150.  
163 Rombouts and Van Lerius 1961, vol. 2, p. 160, p. 171. 
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the guild of Saint Luke as well.164 ,Q� ������ EHIRUH� -DQVVHQV¶�PDUULDJH�� the painters 

Janssens and Jan Baptist van Doren are also li sted as µOLHIKHEEHUV¶ or lovers of theatre 

of the Rhetoricians Guild De Violieren �µ*LOOLIORZHUV¶��LQ�$QWZHUS.165 In 1646-1647 and 

in 1647-1648, Van Doren¶V�presence at the meal of the µliefhebbers¶ of the guild is 

registered (together with Hiëronymus Janssens).166 Janssens must have been well 

acquainted with his colleague painter and lover of the theatre, as he later on married Jan 

Baptist van Doren¶V�VLVWHU��$W�WKLV�HYHQW��QRW�RQO\�-DQ�%DSWLVW�van Doren, but also one 

of his pupils, Jan Baptist de Moor,167 was present [Appendix 5], which indicates even 

PRUH�WKDW�-DQVVHQV¶�EURWKHU-in-law was a painter. 

Unfortunately, not much information about the genre of paintings Van Doren painted is 

known. A document IURP������ GHVFULEHG� D� GHOLYHU\� RI� µFOH\Q� VFKLOGHU\NHQV¶� �OLWWOH�

paintings) by Jan Baptista van Doren valued at 26 guilders and 12 stivers.168 [Appendix 

14] Van Doren appears to have produced small-scaled cheap paintings, probably made 

in series and sold on the art market (cf. chapter 2 for more information about the art 

                                                      
164 Rombouts and Van Lerius, 1961, vol. 2, p. 170. 
165 Denucé 1949, pp. 60-62. 
166 Rombouts and Van Lerius 1961, p. 184, p. 194. In 1670, Jan Baptist van Doren was a witness against 
Abraham van Diepenbeeck in his function of police registrar in a law suit between Van Diepenbeeck 
DQG�WKH�$QWZHUS�SDLQWHU¶V�JXLOG��$FFRUGLQJ�WR�'XYHUJHU��WKLV�UHJLVWUDU�XVHG�WR�EH�WKH�SDLQWHU�-DQ�%DSWLVW�
van DoUHQ��DV�KH�VWDWHG�KH�XVHG�WR�EH�D�µOLHIKHEEHU¶�LQ�WKH�JXLOG��ZKLFK�PD\�UHIHU�WR�ERWK�EHLQJ�D�ORYHU�
RI�DUW�RU�D�ORYHU�RI�WKHDWUH��DV�WKH�µ*LOOLIORZHUV¶�KDG�PHUJHG�ZLWK�WKH�JXLOG�RI�6DLQW�/XNH��FI��LQIUD��� 

$EUDKDP�YDQ�'LHSHQEHHFN¶V�SUREOHPV�ZLWK�WKH�JXLOG�Rccurred around 1642-1643: µ-DQ-Baptista van 
Doren, greff ier van de policijecamere deser stadt, oudt vij ftich jaeren, woonende op de Eijermerckt 
alhier, ghetuijght, ghedaeght, gheëdt ende ghevraeght als voore tuijght ende verclaert waerachtich te 
sijn ende wel te weten dat Abraham van Diepenbeeck, aenleggere in desen, sijnen dienst van sijn 
deckenschap van Sinte-Lucas-gulde niet en heeft voldaen also hij  hem nergens mede en heeft will en 
bemoeijen noch van den kerckendienst nochte van de camer. Redenen van wetenschap allegerende, dat 
hij deponent ter dier tijt  liefhebber is gheweest op de camere van de voorschreve gulde ende tselve alsoo 
KHHIW� JKHVLHQ�� >«@¶�� (ULN� 'XYHUJHU�� µ'H� PRHLOLMNKHGHQ� YDQ� $EUDKDP� 9DQ� 'LHSHQEHHFN� PHW� GH�
Antwerpse Sint-/XNDVJLOGH¶��Jaarboek van het Koninklij k Museum voor Schone Kunsten Antwerpen 
(1972), p. 258. Duverger 1972, p. 258. Jan Baptist van Doren is, according to Duverger, the painter I 
discuss here (the one who was registered in 1633-1634 as a student painter under the guidance of master 
Gabriel Franck, and who had become a master painter himself in that same guild in 1636-1637): 
Duverger 1972, p. 248; Rombouts and Van Lerius 1961, p. 50, p. 53, p. 81. 
167 -DQ�%DSWLVW�GH�0RRU�UHJLVWHUHG�DV�9DQ�'RUHQ¶V�VWXGHQW�LQ�����-1650: Rombouts and Van Lerius 
1961, vol. 2, pp. 208-209;  Duverger 1972, p. 248. Antwerp, FelixArchief, Notarial Archives, N#4463, 
Adriaan van Santvoort, Protocollen, 1645-1654 (22 August 1648).  
168 $QWZHUS��)HOL[$UFKLHI��µ5HNZHVWERHNHQ¶��3.���������2FWREHU��������IRO�����Y�  
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market).169 Jan Baptist Van Doren was related to Francisco Knyff , the son of the 

merchant Cornelis Knyff .170  

In 1659, Van Doren has chosen to say farewell to his painWHU¶V�EUXVK, and wrote an 

application to become the new registrar of the police, since the previous one had just 

passed away.171 [Appendix 15]  

As a student painter, Van Doren¶V�WXWRU�ZDV�Gabriel Franck. He must have had good 

contact with his former master and his wife, Maria Rogiers, as in 1639, two years after 

becoming a master painter himself, Van Doren acted as witness at the registration of 

-DQ�,�5RJLHU¶V�LQYHQWRU\�RI�OHIW�JRRGV� the father-in-law of his previous master. Gabriel 

Franck himself had already died by that time. Van Doren was accompanied by the 

painter Joannes Boots.172 2QH�RI�-RDQQHV�%RRWV¶�SXSLOV�ZDV�WKH�SDLQWHU�Peeter Gysels 

(1621-1690), a later acquaintance of Janssens. 

Gysels had HQWHUHG�WKH�SDLQWHU¶V�JXLOG�DV�D�VWXGHQW�SDLQWHU�LQ�����-1642, and became a 

master painter in the same guild in 1649-1650.173 On 14 September 1687, the painters 

Peeter Gysels and Hiëronymus Janssens (they were joined by the unknown Thomas 

Brandon) were both present when the ill Antwerp painter Jan Baptista Boel (active 

1674/75-1689) and his wife Maria Catharina Immenraet made their last will [Appendix 

29].174  

                                                      
169 It appears that Van Doren did not have much money, as in 1654, Francisco Knyff  had left money for 
WKH�HGXFDWLRQ�RI�9DQ�'RUHQ¶V�FKLOGUHQ��RQH�RI�WKHP�ZRXOG�EHFRPH�D�GDQFLQJ�PDVWHU��FI��FKDSWHU�����
µ,WHP�ODHW�HQGH�PDHFNW�DHQ�GH�NLQGHUHQ�YDQ�V\QHQ�QHYH�-DQ�%DSWLVWD�YDQ�'RRUHQ��VFKLOGHU�DOKLHU��GX\VHQW�
guldens eens om die daermede te doen leeren, iQVWUXHUHQ�HQGH�RQGHUZ\VHQ�JHO\FN�GDW�EHKRRUW¶��µKH�DOVR�
leaves to the children of his nephew Jan Baptista van Doren, painter in Antwerp, 1000 guilders for their 
HGXFDWLRQ�DV�LW�RXJKW�WR�EH�¶���'XYHUJHU�������TXRWH�S�������SS����-74. 
170 Duverger 1993, pp. 73-74; Duverger 1987, p. 408, nr. 836.  
171 $QWZHUS��)HOL[$UFKLHI�� µ5HNZHVWERHNHQ¶��3.������, Rekwestboeken 1650-1699, 1658-1660, fol. 
25v. 
172 Duverger 1989, p. 272. $IWHU�0DULD�5RJHU¶V�GHDWK�LQ�������9DQ�'RUHQ�DJDLQ�DFWHG�DV�D�ZLWQHVV�DW�
the making of the death house inventory: Duverger 1989, pp. 330-331, nr. 1094. 
173 This Antwerp painter is mostly known for this still  li fe and landscapes. He often collaborated with 
other painters: Van den Branden 1883, p. 1019; Wilenski 1960, vol. 1, p. 501, p. 567; Peter C. Sutton, 
The Age of Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Arts, Ghent, 1993, pp. 
555-558; Rombouts and Van Lerius 1961, vol. 2, p. 134, p. 210.  
174 Van den Branden 1883, p. 1066, p. 1096; Antwerp, FelixArchief, Notarial Archives, N#3873, 
Bartholomeus Van der Linden, Protocollen en staten, 1687-1688 (14 September 1687) [Appendix 29]. 
Antwerp, FelixArchief, Notarial Archive, N#3873, Bartholomeus Van der Linden, Protocollen en 
staten, 1687-1688 (14 September 1687). 
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Both Gysels and Janssens painted small-scale compositionV�� DQG� WKRXJK� *\VHOV¶�

paintings are very similar to Breughel, WKH\�DOVR�VRPHWLPHV�EULQJ� WR�PLQG�-DQVVHQV¶�

oeuvre.175 It is not known whether Janssens and Gysels collaborated together, but it 

might have been the case. Some paintings that are now attributed to Gysels show elegant 

FRPSDQ\�SDLQWLQJV�RI�D�VLPLODU�µFKDUDFWHU¶��WKRXJK�LQ�D�FRPSOHWHO\�GLIIHUHQW�VW\OH��WR�

-DQVVHQV¶�SDLQWLQJV��VXFK�DV�Dance around the Maypole (private collection, FIG. 2).176 

Without doubt��ERWK�SDLQWHUV�NQHZ�HDFK�RWKHU¶V works, and may have collaborated or 

exchanged ideas and views. Moreover, Gysels was also closely connected to the painter 

Anthoon Ghering, with whom Janssens also collaborated (cf. chapter 2). Gysels was the 

JRG�IDWKHU�RI�$QWRRQ�*KHULQJK¶V�ROGHVW�VRQ��0HOFKLRU�$QWRQ��ERUQ in 1663.177  

Jan Baptista Boel was a still lif e painter and followed in the footsteps of his more well -

known father Pieter Boel (Antwerp, 1622-Paris, 1674),178 who had specialized in 

hunting scenes, still lif es of dead birds and game. Jan Baptista Boel was thus born in a 

famil y of artists, and must have been able to get in contact with many other artists his 

father collaborated with, such as Gonzales Coques, Erasmus II Qu ellinus and Jacob 

Jordaens.179 Jan Baptista Boel had married into a famil y of painters as well: the 

Immenraet family.180 His wife, Maria Catharina Immenraet, was the daughter of the 

painter Philippe Augustin Immenraet and niece of painter Michelangelo 

Immenraet.181 Michelangelo Immenraet182 DSSHDUV� WR� KDYH� NQRZQ� -DQVVHQV¶� ZRUN�

                                                      
175 De Maere and Wabbes 1994, vol. text, p. 191. 
176 About the culture of the dance around the Maypole and this painting, see: Marc Van Vaeck and 
Johan Verberckmoes, Trap op Trap af. Zeventiende-eeuwse presentaties van feest en vermaak in en 
rond het kasteel, exh.cat., Horst, Kasteel van Horst, Leuven, 1998, pp. 30-3; Ursula Härting (ed.), 
Gärten und Höfe der Rubenszeit im Spiegel der Malerfamili e Brueghel und der Künstler um Peter Paul 
Rubens, exh.cat., Hamm, Gustav-Lübcke-Museum/ Mainz, Landesmuseum, Munich 2000, pp. 308-309 
(catalogue entry by Chris de Maegd). 
177 Von Wurzbach 1963, vol. 1, p. 582. 
178 Sutton in: Sutton 1993, p. 86; Sutton 1993, p. 572. 
179 Sutton 1993, p. 572. 
180 Alphonse Goovaerts, Le peintre Michel-$QJH�,PPHQUDHW�G¶$QYHUV�HW�VD�IDPLOOH� Brussels, 1878, p. 
11, passim. Van den Branden 1883, p. 1096. 
181 Van den Branden 1883, p. 1066; Goovaerts 1878, pp. 10-11.  
182 Michelangelo Immenraet was baptised on 18 October 1621 in Antwerp. He became a master painter 
in the guild of Saint Luke in 1663-1664. He died in poverty in The Hague in 1683. In 1661, he married 
Maria Vergouwen, sister of the painter Joanna Vergouwen, who used to have a shop in paintings 
WRJHWKHU� EHIRUH�0DULD¶V� PDUULDJH�� ,W� LV� VDLG�0LFKHODQJHOR� SURYLGHG� 3KLOLSV� $XJXVWLMQ� ,PPHQUDHW¶V 
landscapes with figures: Legrand 1963, pp. 105-106; Van den branden 1883, p. 1066; Erik Duverger, 
µ7KH�$QWZHUS�3DLQWHU� -RDQQD�9HUJRXZHQ� �����-�����¶��Jaarboek Koninklijk Museum voor Schone 
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quite well. In his The ball (1654, Baden-Württemberg, Staatliche Schlösser und Gärten, 

FIG. 3) and in Banquet (1650-1655, Baden-Württemberg, Staatliche Schlösser und 

Gärten, FIG. 4) Michelangelo Immenraet proved himself an imitator of Hiëronymus 

Janssens, though the paintings differ greatly in quality and execution. Legrand discusses 

,PPHQUDHW¶V�GHSHQGHQFH�RQ�-DQVVHQV¶�FRPSRVLWLRQV� IRU�The ball (FIG. 3),183 but the 

composition of Banquet is also recognisable (FIG. 4); -DQVVHQV¶� ����� composition 

Elegant company in an interior feasting and playing music (1652, private collection, 

SLIDE 26) must have been very popular (many other versions by or after Janssens exist, 

SLIDES 27-30).  

On 26 March 1681, the commodities inventory of the recently deceased Antwerp painter 

Gaspar de Witte was listed by the notary Van Hullegarden (a warden of the Holy 

Sacrament Chapel together with Janssens, cf. infra). The heirs were Barbara, Kristina 

and Peter van Engelen, and Maria Theresia Halewijn. The inventory was requested by 

Peter and Hiëronymus Janssens and Roeland van Kessel. They were judicial guardians 

over the heirs [Appendix 36].184 Peter and Hiëronymus Janssens were brothers: Peter is 

described in 1681 as a VFXOSWRU��µEHOWVQLMHU¶�� Earlier in 1676, Peter Janssens is described 

as a candle maker.185  

Gaspar de Wit te himself was baptized on 5 October 1624 as the second son of the 

painter Peter de Witte.186 In 1650-1651, Gaspar de Witte registered as a master painter 

                                                      
Kunsten Antwerpen (2000), p. 48, p. 50. The brothers li ved in the same parish as Janssens did: Goovaerts 
1878, pp. 9-10. 0LFKHODQJHOR�,PPHQUDHW�PD\�KDYH�NQRZQ�-DQVVHQV¶�RHXYUH�YHU\�ZHOO�� 
183 /HJUDQG� ������ S�� ����� $FFRUGLQJ� WR� /HJUDQG� ERWK� SDLQWLQJV� DUH� VLJQHG� DQG� GDWHG� µ0� $QJHO�
,PPHQUDHW�)HFLW�����¶��'U��3DWULFLD�3UHVFKHO added that only The ball LV�VLJQHG�DQG�GDWHG���µ+��$QJHOR�
,PPHQUDHW�IHFLW�����¶��ORZHU�OHIW���H-mail correspondence). Further research to these paintings is still  
to be done. 
184 Duverger 2001, pp. 68-71; Antwerp, FelixArchief, Notarial Archive, N#4148, Jan-Karel van 
Hullegaerden, Protocollen, en staten en rekeningen, 1677-1682 (26 March 1681).   
185 $QWZHUS�� )HOL[$UFKLHI�� µ:HHVNDPHU¶�� :.������� µ(HGERHNHQ�� ����-����¶�� µ3HHWHU� -DQVVHQV�
moederl cosijn keers-maecker woonende inde cortenieuw-straet [ende] Jeronimus Janssens oock moe-
derl cosijn schilder woonende opden hoeck van de harenborchstr inde lange Gasthuijsstr actum 30 xber 
����¶�DUH�JXDUGLDQV�RYHU�µNLQGHUHQ�YDQ�ZLMOHQ�-RDQQHV�*DUVLD�GDHU�PRHGHU�DII�LV�IUDQFKRLVH�W¶KRRIW¶��
However, in the will  of Peter JDQVVHQV¶�ZLIH��KH�DSSHDUV�WR�KDYH�EHHQ�D�FDQGOH�PDNHU�DV�WKH�DWWULEXWHV�
of this profession are given to the servant: Antwerp, FelixArchief, Notarial Archive, N#162, Jan Baptist 
Bellenraet, Protocollen, en staten en rekeningen, 1693-1697, fol. 58 (7 November 1696), cf. supra. 
186 Van den Branden 1883, pp. 1061-������&��%URVVHO��µ*DVSDUG�'H�:LWWH��SHLQWUH�SD\VDJLVWH�DQYHUVRLV�
(1624-�����¶��Belgisch Tijdschrift voor Oudheidkunde en Kunstgeschiedenis, XXV III , 3-4 (1959), p. 
211. His godfather was the painter Gerard Seghers. De Witte had made a journey to Italy and returned 
in 1651. He is also said to have visited France: Van den Branden 1883, pp. 1062-1063; Brossel 1959, 
pp. 212-213. 
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in the Antwerp guild of Saint Luke.187  De Witte was one of the (pseudo-)Italianate 

classicist landscape painters in the Southern Netherlands.188 He is mostly known for his 

landscapes with ruins. Not much names of collaborators who added figures on his 

landscapes are known, apart from Coques and Antoon Goubau.189 De Coo considered 

The portrait of the family Van Parijs-Rubens near the castle of Merksem (private 

collection, FIG. 5), as an example of the collaboration between De Witte (the landscape) 

DQG�-DQVVHQV¶�FROOHDJXH�*RQ]DOHV�&RTues (the portraits and figures).190 Janssens must 

have known De Witte very well. Moreover, Janssens is known to have worked as a 

                                                      
187 +LV�PRWKHU�KDG�D�VKRS�VSHFLDOLVLQJ�LQ�SDLQWHU¶V�PDWHULDOV�DW�WKH�0HLUEUXJ��*DVSar de Witte took over 
this shop after her death. $Q�H[DPSOH�RI�'H�:LWWH¶V�RHXYUH�LV�The Fortune Teller (Antwerp, Koninklij k 
Museum voor Schone Kunsten): Van den Branden 1883, p. 1063; Brossel 1959,  p. 212. Rombouts and 
Van Lerius 1961, vol. 2, p. 215, p. 424; Alfred von Wurzbach, Niederländisches Künstler-lexikon, vol. 
2, Amsterdam, [1906], p. 895; Ad. 6LUHW��µ/HV�+X\VPDQV¶��%XOOHWLQ�GHV�&RPPLVVLRQV�5R\DOHV�G¶DUW�HW�
G¶DUFKpRORJLH, 2 (1874), pp. 175-176.  In 1862, Héris added that Cornelis Huysmans often collaborated 
ZLWK�KLV�IULHQG�µ-DQVVHQV��VXUQRPPp le danseur. Héris considered that Huysman added buildings and 
palaces on his landscapes, which were decorated by Janssens with littl e figures of the same value of 
WKRVH�E\�&RTXHV��µLO�RUQDLW�SHUIRLV�VHV�SD\VDJHV�G¶édifices et de palais pompeux que son ami Janssens, 
surnommé le danseur, embelli sait en les peuplant de nombreuses figures dignes de Gonzales Coques; 
celles-ci grâce à leur constumes distingués, nous laissent une idée parfaite de la bonne compagnie du 
VLqFOH�G¶�DORUV�¶� +pULV��µ1RWLFH�VXU�&RUQHLOOH�+X\VPDQV��GLW�GH�0DOLQHV¶��Journal des beaux-arts et de 
la littérature, 4 (1862), p. 91. +RZHYHU��6LUHW�ZKR�GRHV�QRW�NQRZ�-DQVVHQV¶�ELUWK�GD\��VXJJHVWV�KLP�
being born in 1622, thusly being 26 years older than Huysmans. Siret concluded that a collaboration 
would have been possible, but not an intimate relationship: Siret 1874, p. 177. As far as is known to 
me, no evidence of a collaboration between Huysmans and Janssens can be found (though we have to 
keep in mind that attributions of landscapes are very diff icult). 
188 Hans Vlieghe, Flemish Art and Architecture 1585-1700, New Haven/ London 1998, p. 197; Sutton 
LQ�6XWWRQ�������S������2Q�*DVSDU�GH�:LWWH¶V�RHXYUH��VHH�DOVR�(ULN�/DUVHQ��17th Century Flemish Painting, 
Freren, 1985, p. 27: in his later works of art, de Witte was also influenced by the Brussels landscapist 
with Classical influences. De Witte would have made cartoons for tapestries as well: Brossel 1959, p. 
214. Cornelis de Bie eulogized Gaspar de Witte in his Gulden Cabinet (1661) and a print with the 
ODWWHU¶V�SRUWUDLW�PDGH�E\�$QWRQ�*RXEDX�ZDV�DGGHG��Brossel 1959, p. 212. Its legend describes De Witte 
DV� IROORZV�� µ3HLQWUH� H[WUDRUGLQDLUH� HQ�JUDQG�HW�SHWLW�SD\VDJHV� HW� UX\QHV� WDQW� Hn huyle comme en de 
trempe, grandement estimé pour leur rareté aupre des grands Seign.rs HW� $PDWHXUV� GH� O¶DUWH�� LO� HVW�
GHPHXUp�ORQJ�WHPSV�HQ�,WDOLH�HW�)UDQFH��HWF��UHVLGHQW�HQ�$QYHUV�YLOOH�GH�VD�QDLVDQFH�¶��'H�%LH�������SS��
394-395. According to Van Wurzbach, Erasmus Quellinus would have written in a version of the 
Gulden Cabinet WKH�IROORZLQJ�DERXW�'H�:LWWH��µ*DVSDU�GH�:LWWH��DOLDV�GH�JURQGHO��VWHUIW�$R�������«�
meert een apoplexie tot Antwerpen, hy was in synen tyt den besten schilder van lantschappen van 
Antwerpen volgens myn advise, principael als hy niet heel groot en schilderde, volgde seer de mode 
YDQ�GH�JODXZGH�/RUHQR\V¶��Brossel 1959, p. 214 ; Von Wurzbach [1906], vol. 2, p. 895. 
189 Van den Branden, p. 1063; Brossel 1959, p. 215, passim. 
190 Jozef de CoR��µ(HQ�RQEHNHQG�SRUWUHW�YDQ�&ODUD��GRFKWHU�YDQ�5XEHQV¶��Antwerpen. Tijdschrift der 
stad Antwerpen�� ��� �� �$SULO� ������� S�� ��� )RU� PRUH� RQ� *RQ]DOHV� &RTXHV� DQG� $QWRRQ� *RXEDX¶V�
collaborations with Gaspar de Witte: Brossel 1959, p. 213, for collaboration see also, p. 223. Van Haute 
has also suggested that Gonzales Coques may have worked together with landscape painter Gaspar de 
Witte: Van Haute 1999, p. 12. The portrait of Clara Rubens and her family as a collaboration between 
Coques and (probably) De Witte is also adopted with this attribution in: Van den Branden 1883, p. 
1063; Lisken-Pruss 2013, pp. 118-119. 
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figure painter with other artists (as with Van Ehrenberg or Saeys, cf. chapter 2). 

Therefore, we may assume that Janssens and De Witte might have worked together as 

well. Very recently, I have attributed the figures on View on the Castle of Schoten (c. 

1675-1680, Schoten, Gemeentehuis, SLIDE 110) to Janssens. The landscape was 

probably painted by Gaspar de Witte.191  

Peeter van Engelen��RQH�RI�WKH�KHLUV�DQG�*DVSDU�GH�:LWWH¶V�QHSKHZ��ZDV�a dealer of 

paintings and an Antwerp landscape painter. In his landscapes he added genre or market 

scenes.192 Janssens did not only know Gaspar de Witte, and by extension Peeter van 

Engelen, but was also, due to their joint performance as judicial guardians, acquainted 

with Roeland van Kessel. The latter was also a painter,193 and merchant in paintings.194 

Both Gaspar de Witte and Roeland van Kessel were members of  the Sodaliteit der 

bejaerde jongmans in Antwerp.195  

Janssens also received pupils in his studio. On 30 May 1650, Hiëronymus Janssens 

signed a contract about the adoption of Joannes Haerlem as student in his studio 

[Appendix 21]. Maria Joossens, wife of Joannes Dolabaratz, milit ary chirurgian in 

Oostend (guardians) agreed to subcontract their nephew, Joannes Haerlem, in the 

                                                      
191 For this attribution and information on this painting and the genre figures on display, see: Hannelore 
0DJQXV��µ$ULVWRFUDWLVFK�EH]LW�HQ�YHUPDDN�LQ�EHHOG�- +HW�UHFHQW�JHUHVWDXUHHUGH�µ=LFKW�RS�KHW�NDVWHHO�YDQ�
6FKRWHQ¶��F������-1680, Schoten, Arsenaal) van twee Antwerpse schilders Hiëronymus Janssens (1624-
1693) en Gaspar de Witte (1624-�����¶��SCOT: Tijdschri ft van de Vereniging voor Heemkunde Schoten 
(2015), in press. 
192 De Maere and Wabbes 1994, vol. Text, p. 145; Duverger 2001, pp. 509-510, nr. 3867.  
193 $QWZHUS�� )HOL[$UFKLHI�� µ:HHVNDPHU¶��:.������� µ(HGERHNHQ�� ����-����¶�� µ3U�� -DQVVHQV� YDGHUO�
cosijn beldtsnijer inde cortenieuw straete [ende] roelant van kessel insgel vaderl cosijn [ende] schilder 
RS�GH�FOH\QH�JRGGDHUW��$FWXP����PDUWLM�����¶�ZHUH�JXDUGLDQV�RYHU�µYRRU�NLQGHUHQ�YDQ�&RUQHOLV�YDQ�
(QJHOHQ�GDHU�PRHGHU�DII�ZDV�&KULVWLQD�GH�:LW¶��7KH�EURWKHUV�µ3U��>HQGH@�-HURQLPXV�-DQVVHQV�JHEURHGHUV�
Actum ut suSUD¶�DUH�JXDUGLDQV�RYHU�µ+HW�QDHNLQW�0DULD�7HUHVLD�$OHZLMQV�-RDQQHV�GRFKWHU�ZLMOHQ�GDHU�
PRHGHU�DII�ZDV�GH�YRRUV�&KULVWLQD�GH�:LW¶��2Q���0D\�������3HHWHU�DQG�-HURQLPXV�-DQVVHQV�DQG�5RHODQG�
van Kessel, in their condition of judicial guardians over the children of Cornelis van Engelen and 
&KULVWLQD�GH�:LW�DQG�RYHU�-RKDQQHV�+DOHZLMQ��DQRWKHU�VRQ�RI�&ULVWLQD�GH�:LW��VROG�WKH�KRXVH�µ+HW�JXOGH�
FUXLMV� JHVWDHQ� RSGH� PHLUH� EUXJJH¶� WR� -RDQQHV� GH� )DEHU�� Antwerp, FelixArchief, Notarial Archive, 
N#4148, Jan-Karel van Hullegaerden, Protocollen, en staten en rekeningen, 1677-1682 (8 May 1681) 
[Appendix 26]. In 1650-1651, the same year as De Witte himself, Roeland van Kessel became a master 
�µZLMQPHHVWHU��LQ�WKH�VDPH�JXLOG��Rombouts and Van Lerius 1961, vol. 2, p. 216, p. 220. Earlier, in 
1634-������D�5RHODQW�YDQ�.HVVHO�KDG�DOVR�EHHQ�UHJLVWHUHG�DV�D�µZ\QPHHVWHU¶�LQ�WKH�JXLOG�RI�6DLQW�/XNH�
in Antwerp: Rombouts and Van Lerius 1961, vol. 2, p. 61, p. 67 
194 Duverger 1993, pp. 138-�����µDOOH�VFKLOGHUV�HQGH�PHW�VFKLOGHU\HQ�KDQGHOHQGH ELQQHQ�GHVH�VWDGW¶��S��
139). Roeland van Kessel had worked in service of the Musson art-dealers as an agent in Malaga: Neil  
'H�0DUFKL�DQG�+DQV�9DQ�0LHJURHW��µ([SORULQJ�0DUNHWV�IRU�1HWKHUODQGLVK�3DLQWLQJV�LQ�6SDLQ�DQG�1XHYD�
(VSDxD¶��Nederlands Kunsthistorisch Jaarboek, 50, 1 (1999), p. 96.  
195 Brossel  1959, p. 212; Rombouts and Van Lerius 1961, vol. 2, pp. 215-216. 
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studio of Janssens as a student painter.196 Haerlem was to stay and li ve with Janssens 

and his wife for three years. In the margins it is added that Haerlem would be allowed 

to leave at any time if  he had grown tired of learning how to paint.197 In return, Joossens 

and her husband would pay Janssens an annual sum of 200 guilders. Obviously, 

different elements influenced the fee of a painter: does the pupil live with the painter 

(and is thus fed and clothed), who buys his material, did he receive lessons before, is he 

FDSDEOH�RI�ZRUNLQJ�IRU�WKH�SDLQWHU��KRZ�ORQJ�GRHV�KH�VWD\��DQG�ZKDW�ZDV�WKH�SDLQWHU¶V�

fame? These elements played an important part. Nevertheless, for a three years contract, 

with a pupil that does not know how to paint yet (and is thus of no use for the master), 

and who lives with the painter, the sum of 200 guilders annually (600 guilders after 

three years of education) is still rather high.198 Perhaps the fact that the boy could leave 

at any time, was a reason for this high price as well, as it did not offer Janssens certainty 

                                                      
196 As was usually done, the apprenticeship of the young Joannes Haerlem was written down in a 
FRQWUDFW�EHWZHHQ�WKH�JXDUGLDQ�RI�WKH�SXSLO�DQG�WKH�PDVWHU��:��0DUWLQ��µ7KH�/LIH�RI�D�'XWFK�$UWLVW�LQ�WKH�
Seventeenth Century. Part II-  ,QVWUXFWLRQ�LQ�3DLQWLQJ¶��The Burlington Magazine for Connoisseurs, vol. 
7, nr. 30 (September 1905), p. 416.  
197 µItem is noch conditie ingevalle de voors. Joannes haerlem geen gousten hadden int schilderen dat 
KLM�ZHO�VXOFN[�HQGH�ZW�DOOH�>«@�DOOH�MDHUHQ�VLMQ�RSWLH�VDO�KHEEHQ�RP�YDQ�YRRUV�PHHVWHU�WH�VFKH\GHQ�¶: 

Antwerp, FelixArchief, Notarial Archive, N#3010, Ambrosius Sebille, Protocollen, en staten en 
rekeningen, 1650-1650 (30 May 1650). 
198 )RU�D�FRPSDULVRQ��DQG�WKH�GLIIHUHQW�HOHPHQWV�WKDW�LQIOXHQFHG�WKH�SULFLQJ�RI�D�SXSLO¶V�HGXFDWLRQ� see 
WKH� VWXG\�RQ� VWXGHQW� FRQWUDFWV� LQ� WKH�1RUWKHUQ�1HWKHUODQGV��5RQDOG� GH� -DJHU�� µ0HHVWHU�� OHHUMRQJHQ��
leertij d. Een analyse van zeventiende-eeuwse Noord-Nederlandse leerlingcontracten van 
kunstschilders, goud- HQ�]LOYHUVPHGHQ¶��Oud Holland, 104, 2 (1990), passim. Unfortunately, no such 
study of Southern-Netherlandish contracts has been made so far. On 30 July 1697, Matthias van Isschodt 
made a contract with the painter Jacobus Peeters, to educate his son Joannes Baptista van Isschodt. It is 
stated that the boy would learn how to draw and paint architecture, figures, ships and comparable things 
LQ�KLV�PDVWHU¶V�VW\OH��7KH�IDWKHU�KDG�WR�SD\�3HHWHUV�����JXLOGHUV�RQH�WLPH��DQG�HYHU\�\HDU����JXLOGHUV���
Duverger 2002, p. 430-431. Of course, in this FRQWUDFW�WKH�SDLQWHU�GLG�QRW�KDYH�WR�SD\�IRU�WKH�ER\¶V�IRRG�
and lodgings. Educating pupils was one of the tasks of the members of the umbrella organization the 
guild of Saint Luke. In the guild of Antwerp, there was no clear interest in the content of the education, 
QRU�LV�WKHUH�DQ\�PHQWLRQ�RI�D�PDVWHUVKLS¶V�WHVW��PHHVWHUSURHI��IRU�SXSLOV�WR�EHFRPH�IXOO�PDVWHUV��7KH�
learning time was not established either, but it appears to have been at least four years. The prices for 
teaching pupils often differed. It is known that Rembrandt asked 100 guilders (florins) a year, as Gerard 
Dou did. According to Martin, even though no references are added, Ferdinand van Apshoven has hired 
a pupil in 1662 for 3 pounds and 15 s[tivers?] a year, which is 18 guilders and 15 stivers. However, on 
the other hand, Lucas van Uden had agreed to take in a pupil and to board him for 800 guilders, which 
had to be paid beforehand. The period of three years is not exceptional nor the fact that a pupil  li ved 
with his new master and was fed by the latter.: .DWOLMQH�9DQ�GHU�6WLJKHOHQ�DQG�)LOLS�9HUPH\OHQ��µ7KH�
Antwerp Guild of Saint Luke and the Marketing of Paintings, 1400-����¶��LQ��1HLO�'H�0DUFKL�DQG�+DQV�
J. Van Miegroet, Mapping Markets for Paintings in Europe, 1450-1750, Studies in European Urban 
History (1100-������� ��� 7XUQKRXW� ������ S�� ����� :�� 0DUWLQ�� µ7KH� /LIH� RI� D� 'XWFK� $UWLVW� LQ� WKH�
Seventeenth Century. Part II-  ,QVWUXFWLRQ�LQ�3DLQWLQJ¶��The Burlington Magazine for Connoisseurs, vol. 
7, nr. 30 (September 1905), p. 423, pp. 416-418. 
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of collaboration. However, he must have definelety enjoyed prestige, as he could ask 

for such this fee.  

However, nothing more is known about Joannes Haerlem ± it is even possible he never 

ILQLVKHG�KLV�SDLQWHU¶V�HGXFDWLRQ��+DHUOHP�QHYHU� UHJLVWHUHG�DV�D�PDVWHU�SDLQWHU� LQ� WKH�

Antwerp Guild of Saint Luke. Of the four pupils registered at the guild of Saint Luke in 

1651-1652 DV� SDLQWHU� SXSLOV� LQ� -DQVVHQV¶� VWXGLR�� WKH� ILUVW� PHQWLRQHG� LV� -RDQQHV�

Haeckleen. Even though it is very obvious this could have been a misreading of Joannes 

Haerlem, the original registers of the Guild of Saint Luke (Royal Academy of Antwerp) 

do not leDYH�DQ\�GRXEW�WKDW�WKLV�LV�QRW�µHaerlem¶, but µ+DHFNOHHQ¶. This painter remains 

unknown.199 The other pupils who accompanied this Haeckleen LQ�-DQVVHQV¶�VWXGLR�LQ�

1651-1652 were Sebastiaan van Rontsem,200 Jacobus La Fos II,  and Pauwels 

Hillegeert.201 

Rombouts and Van Lerius assumed that -DFREXV�ODIRV��,,�¶ RU�µ-DFREXV�OD�)RV�,,¶202 

was a second-generation painter. This name, or a variation, is mentioned many times in 

the registers of the Antwerp guild of Saint Luke. The first three people with a 

comparable name were certainly not possible pupils of Hiëronymus Janssens.203 In 

1640-������µ-DFREXV�GH�/DIRV¶�ZDV�D�VWXGHQW�SDLQWHU�DW�WKH�JXLOG��DQG�ZDV�UHJLVWHUHG�DV�

a pupil of David III Rijckaert .204 At that time, Hiëronymus Janssens himself was still  

a student painter. According to the editors of the registers of the guild of Saint Luke and 

                                                      
199 AQWZHUS��$UFKLYHV�$FDGHPLH�$QWZHUS�$UWHVLV�+RJHVFKRRO��µ$UFKLHI�YDQ�KHW�RXG�6LQW�/XFDVJLOG¶��
����������µ5HNHQLQJKH�YDQGH�'HNHQV�YDQ�6LQW�/XFDV�*XOGH¶�>«@������-1660), fol. 388; Rombouts and 
Van Lerius 1961, vol. 2, p. 226, p. 230. 
200 Sebastiaan van Rontsem still  remains an unknown painter. He is never been studied, and no archival 
GRFXPHQWV� KDYH� EHHQ� IRXQG� VR� IDU�� ,Q� WKH� UHJLVWHUV� RI� WKH� SDLQWHU¶V� JXLOG�� 9DQ� 5RQWVHP� LV� RQO\�
PHQWLRQHG�DV�-DQVVHQV¶�SXSLO�LQ�����-1652: Rombouts and Van Lerius 1961, vol. 2, p. 227, p. 230.  
201 Van den Branden 1883, p. 1026; Rombouts and Van Lerius 1961, vol. 2, p. 227, p. 230. The addition 
RI�µ,,¶�DW�-DFREXV�/D�)RVVH�LV�PDGH�E\�5RPERXWV�DQG�9DQ�/HULXV��)RU�WKH�RULJLQDO�UHJLVWUDWLRQ�GRFXPHQW�
of the four pupils, see: Antwerp, Royal Academy of Fine Arts, Library & Archive, 201 (10), registers 
RI� WKH� JXLOG� RI� 6DLQW� /XNH�� IRO�� ����� µ-RDQQHV� KDHFOHHQ� VFKLOGHU�� 6HEDVWLDDQ� YDQ� URQWVHP� VFKLOGHU��
-DFREXV�OD�)RV�VFKLOGHU��3DXZHOV�+LOOHJHHUW�VFKLOGHU��ELM�-HURQLPXV�-DQVVHQV¶�� 
202 Rombouts and Van Lerius 1961, vol 2, p. 226, p. 230.  
203 In 1631-1632, a student sculptor with this name was registered. In addition, a person with a 
comparable name, was included as a student of the painter Abram Meyers, a painter of houses: 
Rombouts and Van Lerius 1961, vol. 2, p. 27, p. 30. In 1632-������µ-DTXHV�/D�)RVV¶�ZDV�UHJLVWHUHG�DV�
D�VWXGHQW�SDLQWHU�LQ�WKH�$QWZHUS�JXLOG��+X\EUHFKW�YDQGHU�+DJHQ�ZDV�KLV�PDVWHU�SDLQWHU��µ-DHFTXHV�OD�
)RVVH���VFKLOGHU��E\�+X\EUHFKW�YDQGHU�+DJHQ��VFKLOGHU¶���5RPERXWV�DQG�9DQ�/HULXV����1, vol. 2,  p. 
38, p. 41. In 1640-1641, a Jacques Lafos or Jaques la Fos, is mentioned as a master engraver 
�µSODHWVQ\GHU¶��LQ�WKH�JXLOG�RI�6DLQW�/XNH��5RPERXWV�DQG�9DQ�/HULXV�������S�������S������ 
204 Rombouts and Van Lerius 1961, vol.2,  p. 119, p. 123; Van Haute 1999, p. 33.  
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Van Haute, this student of Rijckaert had become a master painter in 1648-1649.205 Af ter 

being mentioned in 1651-1652 as a student painter in the guild in Hiëronymus 

(Jeronimus) -DQVVHQV¶ studio,206 it is a long time until a master is mentioned with the 

same name. Only in 1677-������D�µ-DFREXV�/DIIRV��/D�)RVVH�¶�EHFRPHV�D�SDLQWHU�207 He 

appears to be the son of another painter (µZLMnmeester¶). He may have been Janssens¶�

pupil, but it is far from clear.208 It is, nevertheless, likely that this painter was also known 

in a musical context (cf. further). It is often assumed that the fourth of -DQVVHQV¶ 

inscribed pupils, Pauwels Hillegeert,209 might have been the Dutch painter Paulus II van 

Hillegaert.210 Van Hillegaert was born in 1631 in Amsterdam, and would therefore have 

become a pupil at the age of 20 years. In 1651, he is also in Amsterdam, where he died 

in 1658. His presence in Amsterdam makes his entrance in the studio of Janssens rather 

uncertain. Van Hillegeert was a painter-engraver of mainly animal scenes, and robbery 

scenes. According to Groenendijk, Van Hill egeert the Younger had often travelled 

between Antwerp and Amsterdam, as he after all, would have signed a painting in 

Antwerp in 1652.211 However, in my research about the circle and network of Janssens, 

no more information about this Van Hil legeert can be found. The interpretation of 

-DQVVHQV¶�SXSLO�DV�3DDXOXV�,,�YDQ�+LOOHJDHUW�thus remains doubtful. Moreover, not much 

information about his oeuvre is known, and much more research beyond the scope of 

this dissertation is still to be done. 

 

                                                      
205 Rombouts and Van Lerius 1961, vol. 2, p. 197, p. 200. 
206 Rombouts and Van Lerius 1961, vol. 2, p. 226, p. 230. 
207 Rombouts and Van Lerius 1961, vol. 2, p. 459. 
208 In 1689-�����WKH�ZLIH�RI�µ-DFREXV�/DYRV��DFFRUGLQJ�WR�WKH�HGLWRUV�WKLV�LV�WKH�SXSLO�RI�-DQVVHQV�VLQFH�
WKH\�LGHQWLI\�KLP�DV�µ/D�)RVVH�,,��VFKLOGHU¶��KDV�WR�SD\�KLV�GHDWK�GHEWV�WR�WKH�JXLOG��5RPERXWV�DQG�9DQ�
Lerius 1961, vol. 2, p. 545. In 1700-1701, they again assume the wife has to pay the death debts of the 
painter la Fosse II : p. 625. In 1711-1712 Jacobus Lafos (painter) pays death debts: Rombouts and Van 
Lerius 1961, vol. 2, p. 679. 
209 Rombouts and Van Lerius 1961, vol. 2, p. 227, p. 230.  
210 According to the online database Ecartico. Economic and Artistic Competition in the Amsterdam 
Art Market, c. 1630-������+LVWRU\�3DLQWLQJ�LQ�5HPEUDQGW¶V�7LPH� 
(http://burckhardt.ic.uva.nl/ecartico/persons/4072),/; Pieter Groenendij k, Beknopt biografisch lexicon 
van Zuid- en Noord-Nederlandse schilders, graveurs, glasschilders, tapijtwevers, etcetera, van ca 1350 
tot ca 1720, Utrecht, 2008. 
211 E. Bénézit, Dictionnaire critique et documentaire des peintres, sculpteurs et graveurs, vol. 7, Paris, 
1999, p. 50. *URHQHQGLMN�������$�'��GH�9ULHV��µ%LRJUDILVFKH�DDQWHHNHQLQJHQ�EHWUHIIHQGH�YRRUQDPHOLMN�
$PVWHUGDPVFKH�VFKLOGHUV��SODDWVQLMGHUV��HQ]��HQ�KXQQH�YHUZDQWHQ¶, Oud-Holland, 3 (1885), p. 150 (on 
6 October 1651 he li ved in Amsterdam). 
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3.2. Musicians 

 
The most striking DUH� -DQVVHQV¶ frequent and close ties with the world of music and 

dance (dance will be discussed in chapter 4).  

In 1650, Hiëronymus Janssens married Catharina Van Doren. Next to the above 

mentioned painter Jan Baptist van Doren�� µ-DFREXV�0DWWKLMVHQ¶� RU� Jacques Matthis, 

&DWKDULQD¶V�EURWKHU-in-law (the husband of her sister Elisabeth van Doren), was also a 

witness at their wedding [Appendix 5].212  

 

In 1638, Jacques Matt his had married Elisabeth Van Doren��&DWKDULQD¶V�VLVWHU. Jacques 

Mattis was born in µ0DUFHQ¶ (Marchienne, cf. infra). [Appendix 8].213 Described as a 

musician, Matthis became an official burgher of the city of Antwerp on 5 February 

1644.214 He had to be an off icial burgher of the city of Antwerp in order to be a member 

of the Antwerp musician¶V�JXLOG��guild of the Speellieden or musicians, also called the 

guild of Saint Job and Saint Magdalene) and to be allowed to perform in Antwerp (guild 

regulations).215 He was eventually registered as a member, and must have been highly 

valued by his musician-colleagues, since he was appointed dean of the guild many 

times.216 The musicians, or speellieden, of Antwerp not only performed music at 

weddings, balls and other events, but were also teachers in music, song and dance.217 

In their will  of 4 June 1638, the couple reserved 600 guilders for each of their future 

children. ,Q� WKLV� WHVWDPHQW�0DWWKLV� VSHFLILFDOO\� EHTXHDWKHG� KLV� YLROLQ� �µYLRORQFH�PHW�

                                                      
212 Van den Branden 1883, pp. 1025-1026; Antwerp, FelixArchief, Parish registers, PR 355#186, 
Marriage register parish Our-Lady South 1647-1679 (12 February 1650). 
213 Antwerp, FelixArchief, Notarial Archive, N#4072, Gaspar Van Hemselroij, Protocollen, en staten 
en rekeningen, 1635-1641 (22 May 1638). They are mentioned as a married couple in: Duverger 1993, 
p. 458 and Duverger 1995, pp. 310-311. 
214 $QWZHUS��)HOL[$UFKLHI���0RGHUQ�HGLWLRQ�RI��µ3RRUWHUVEoeken 1609-����¶��/=�����SDUW��, Vierschaar 
156, 1637-1654��S������µ��IHEU��������0DWKLMV��-DFTXHV��0DUFKLHQQH��³PXVLFLHQ´¶� 
215 *RGHOLHYH�6SLHVVHQV��µ*HVFKLHGHQLV�YDQ�GH�*LOGH�YDQ�GH�$QWZHUSVH�VSHHOOLHGHQ��ELMJHQDDPG�6LQW-
Job en Sint-Maria Magdalena, Deel III : 1650-����¶��Revue belge de Musicologie/ Belgisch Tijdschri ft 
voor Muziekwetenschap, 36/38 (1982-1984), p. 91. 
216 He had become dean of the guild at least four times (1653, 1654, 1659, 1660, 1673 and 1674): 
Spiessens 1982-1984, pp. 105-�����RQ�-DFTXHV�0DWWKLV¶V�QRPLQDWLRQ�DV�GHDQ�RI�WKH�JXLOG�LQ�������VHH�
pp. 103-104, pp. 123-124. Matthis also signed a request in 1668 about the nomination of a new 
µKRRIGPDQ¶��S�������S������ 
217 *RGHOLHYH�6SLHVVHQV��µ*HVFKLHGHQLV�YDQ�GH�*LOGH�YDQ�GH�$QWZHUSVH�6SHHOOLHGHQ��ELMJHQDDPG�6LQW-
Job en Sint-Maria-0DJGDOHQD��,QOHLGLQJ�HQ�'HHO�,��;9,GH�HHXZ¶��Revue belge de Musicologie/ Belgisch 
Tijdschrift voor Muziekwetenschap, 22, ¼ (1968), pp. 5-50. 
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FDVVH¶��WR�KLV�EURWKHU�Ogee Mattis. This addition stresses 0DWWKLV¶�SURIHVVLRQDO�Dctivities 

as a musician.218 [Appendix 9] In another will from 1648, Jacques Mattis again stressed 

that he OHDYHV� KLV� µYLRORQV� HQGH� NULMWHUNH¶ to his brother.219 [Appendix 10] In 1654, 

Jacques Matthis describes wanting to donate 3000 guilders to the chapel of Saint Job in 

the Church of St Jacob in Antwerp [Appendix 11],220 the chapel of guild of the 

musicians.221 

It appears that Mattis and Van Doren were rather wealthy, did not have children of their 

own, and that the immediate heirs of Elisabeth Van Doren were her brother Jan Baptist 

and her sister Catharina, and both of their children. The wealth of Matthis and his wife 

is also clear from their living area. Matthis and his wife bought D� KRXVH� FDOOHG� µ6W��

6HEDVWLDHQ¶ on the Meir in 1656. They planned to pay the large sum of 5350 guilders.222 

A year later, Matthis and his wife bought another house on WKH�0HLU��FDOOHG�µKHW�VFKLOW�

YDQ�$UWRLV¶�223 In 1658, Jacques Matthis ordered carpenter Gommar Wouters to make 

some changes in this latter house. Matthis has asked his brother-in-law, Janssens, to be 

                                                      
218 Antwerp, FelixArchief, Notarial Archive, N#4072, Gaspar van Hemselroij , Protocollen, en staten 
en rekeningen, 1635-1641 ���-XQH��������7KLV�GRFXPHQW�DOVR�UHYHDOV�WKDW�(OLVDEHWK�9DQ�'RUHQ¶V�SDUHQWV�
were burieG�LQ������LQ�WKH�FKXUFK�RI�2XUG�'HDU�/DG\��µLQ�RQVH�OLHXH�YURXZH�NHUFNH�DOKLHU�RQGHU�GHQ�
VHUFN�YDQ�ZLMOHQ�KDHU�>GLW@�7HVWDWULFH�RXGHUV¶� 
219 Antwerp, FelixArchief, Notarial Archive, N#3008, Ambrosius Sebill e, Staten en rekeningen, 1648-
1648 (6 April  1648). FRU�PRUH�DERXW�WKLV�YLROLQ�DQG�µNULMWHUNHQ¶�VHH�FKDSWHU����,�ZLOO�VKRZ�WKDW�0DWWKLV�
was also a dancing master.  
220 Antwerp, FelixArchief, Notarial Archives, N#3011, Ambrosius Sebill e, Protocollen en rekeningen, 
1651-1651 (7 April  1651). In this will , Catharina van Doren and Jacques Matthis mention for the first 
time their brother-in-law Hiëronymus Janssens. However, he is not to receive any money from them. 
In 1651, Elisabeth van Doren and Jacques Mattis have no children together; in their testament, they 
leave their family members with money written down in the same year, no children are mentioned, 
H[FHSW�IRU�-DFTXHV�0DWWLV¶V�VRQ��3LHUUH� 
221 *RGHOLHYH�6SLHVVHQV��µ*HVFKLHGHQLV�YDQ�GH�JLOGH�YDQ�GH�$QWZHUSVH�VSHHOOLHGHQ��ELMJHQDDPG�6LQW-
Job en Sint-Maria-0DJGDOHQD�,QOHLGLQJ�HQ�GHHO�,��;9,GH�HHXZ¶��Revue belge de Musicologie/ Belgisch 
Tijdschrift voor Muziekwetenschap, 22, ¼ (1968),  p. 6. 
222 Antwerp, FelixArchief, Notarial Archive, N#3016, Ambrosius Sebille, Protocollen en staten, 1656-
1656 (19 February 1656), fol. 78r.-v. 
223 µ$IUHNHQLQJH�WXVVFKHQ�-HURQLPXV�%HDXTXLQ�HQGH�(OLVDEHWK�0DVRQ�]LMQH�KX\VYURXZH�WHU�HHQUH��HQGH�
Jacques Matthis ende Elisabeth van Dorne ter andere zyden, raeckende de coop-rekeningen vanden 
huyse genaemt den schilt van arthois opde meire alhier gestaen die voors. Elisabeth Mason ende haeren 
NLQGHUHQ� WRHEHKRRUW� KHEEHQGH¶� >«@� µTvoor[yde] huijs metten gronde ende toebehoorten is by den 
[voorsyde] Jacques Matthis te[r] vrijedaechs merckt alhier publicquelij ck ingecocht den 16 meert 
[vande] tegenwoordigen Jaere 1657 voor de somme van Zeuen duijsent [eenen] hondert ende zes 
JXOGHQV�HHQV¶Antwerp, FelixArchief, Notarial Archive, N#2480, Jacob Le Rousseau, Protocollen, en 
staten en rekeningen, 1657-1657 (16 March 1657), fols. 156r.-v. 
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the witness of this contract.224 [Appendix 18] Before marrying Janssens in 1650, 

Catharina van Doren li ved with her sister and brother-in-law.225 [Appendix 13] In 1641, 

Catharina and Jan Baptist van Doren were under-age orphans and were put under the 

guardianship of the musician Jacques Matthis. Therefore, Matthis must have had an 

intimate relationship with his sister-in-ODZ�&DWKDULQD��-DQVVHQV¶� IXWXUH�wife was thus 

very well acquainted with the Antwerp music scene.226  

 

On 23 August 1671, -DQVVHQV¶ only child and daughter, Elisabetha Catharina Janssens, 

married Guilielmus Jacobus Le Cocq in Antwerp. The fathers of both parties 

(Hiëronymus Janssens and Jacobus Le Cocq) were witnesses at this event.227 Guillaume 

le Cocq was baptized on 7 October 1645, in the Brussels parish church of Saint 

Gudula.228 Growing up in a famil y of musicians, Guillaume entered the royal chapel in 

Brussels as a court musician �µLQVWUXPHQWLVWH¶��RQ���-XQH�������at the age of fourteen 

years old. He would serve as a violinist in the royal chapel before 1683 and until his 

death in 1715.229 Even though not much research has been conducted into Guillaume le 

                                                      
224Antwerp, FelixArchief, Notarial Archive, N#1935, Zeger Haverlant, Protocollen, en staten en 
rekeningen, 1658-1660 (11 March 1658), fol. 2r.  
225 Together witK�(OLVDEHWK�YDQ�'RUHQ�VKH�WUDGHG�LQ�OLQHQ��FORWK��HWF���µGHQ�KDQGHO�LQ�O\QZDHW��GRHFN�
HQGH�DQGHUVVLQWV¶���$QWZHUS��)HOL[$UFKLHI��1RWDULDO�$UFKLYH��1�������Ambrosius Sebill e, Protocollen, 
en staten, en rekeningen, 1650-1650 (3 February 1650).  
226 In the chapWHU�RQ�WKH�LFRQRJUDSK\�RI�GDQFH��FI��FKDSWHU���,�ZLOO�GLVFXVV�KRZ�-DQ�%DSWLVW�9DQ�'RUHQ¶V�
son, Jan Baptist the Younger, was a dancing master and also a member of the guild of musicians. 
227 Antwerp, FelixArchief, Parish Registers, PR#259, Marriage Register Parish Saint Georg (1670-
1702) (23 August 1671).  
228 /HZLV� 5HHFH� %DUDW]�� µ3HWUXV� +HUFXOHV� %UHK\�� © *XLOODXPH� %UpK\´� HQ� *XLOODXPH� OH� &RFT�� (HQ�
PLVYDWWLQJ� RSJHORVW¶��Musica Antiqua, 10 (February 1993), p. 29; Brussels, State Archives, Parish 
Registers Brussels Church of St. Gudula and Saint Michael, online access Baptism (7 October 1645), 
RQOLQH� DFFHVV�� µ*XLOLHOPXV� -DFREXV� ILOLXV� -DFREL� OH� &RFT� &DWKDULQD� 'HOLFDHW� VXVFHSW�� *XLOLHOPXV 
&DYHUVRQ��G�OD�,VDEHOOD�GH�)UHSRQ¶�� 
229 %DUDW]�������S������%UXVVHOV��6WDWH�$UFKLYHV��6HFUHW�&RXQFLO��$XVWULDQ�*RYHUQHPHQW��µ*HKHLPH�5DDG�
�2RVWHQULMNV�EHZLQG�¶, ����%��³Chapelle Royalé ��Liste des Personnes qui servent actuelment dans la 
Chapelle Royale de Sa Ma.je  en cette court de Bruxelles ensemble leur declaration de leurs 
assentements et de la manière quils sont parvenu à leurs charges >«@ �� µ>«@����-DFTXHV�/H�&RFT�
Instrumentiste assente le 23 de Janvier 164[3] en vertu du Denombrement de Monseigneur Le Baron 
de Rassenghien [signature �@�-DFTXHV�OH�&RFT¶�>«@�µ�����*XLOODXPH�/H�&RFT�,QVWUXPHQWLVWH�DVVHQWH�OH�
4 de Juin 1659 en vertu du denombrement de Monseigneur larchevesque deffese  [signature :] 
*XLOODXPH� OH� FRFT�¶� ,Q� WKH� GRFXPHQW� DW� %UXVVHOV�� 6WDWH� $rchives, Secret Council (Austrian 
*RYHUQHPHQW�� µ*HKHLPH�5DDG� �2RVWHQULMNV� EHZLQG�¶, ����%�� ³Chapelle Royalé � 'LHJR� OH� &RFT� LV�
PHQWLRQHG��EXW�WKH�VLJQDWXUH�FOHDUO\�VKRZV�-DFTXHV�OH�&RFT��µ5HODFLRQ�GHOR�TXH�PRQWD�ORTXH�KDQ�GH�
ouier los Cappellanes, musics Cantores, Instrumentistas, y o?ras Perssonas dependientes dela Real 
Cappilla de Sa Mag. en esta Vill a de Brusselas por dos mejes de sas gases conque cumplan los tres 
PHMHV�GHUGH�SULPHUR�GH�0D\R������DVWD�ILQ�GH�>«@���IO�����SO��$�'LHJR�OH�&RFT�DUUDMRQ�GH�WUHnta yana 
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Cocq as a Brussels musician,230 he seems to have known a few important musicians at 

the Brussels court. On 20 April 1694 a notary act about the nomination of a new 

chaplain in the Royal Chapel (copies afterwards did not include him) reveals his age 

(49 years old) and mentions Guillaume Le Cocq together with his fellow musicians, 

such as the organ player Abraham van den Kerckhove.231 Le Cocq must have had some 

prestige, as in 1705, he and a few of his colleagues passed a judgement over the sound 

of the music after the new rood loft in the Church of Saint Gudula had been 

constructed.232 In this situation Le Cocq may have been the representative of the 

musicians of the Royal Chapel and perhaps the secular musicians of the court as well.233 

The other musicians mentioned in this document were Estienne Dominicq de Namur, 

singing master of Saint Gudula, P.H. Brehy, an organist and Pierre Antoine Fiocco, 

master (principal) of the music of the Royal Chapel.234  

Unfortunately, Isabella Catharina Janssens and Guillielmus le Cocq¶V�PDUULDJH�FRQWUDFW 

has not (yet) been found. Nevertheless, it must have been a good marriage partner, as 

                                                      
placas aldia 106 fl ± 3 -  [signature �@�-DFTXHV�OH�&RFT¶��)RU�PRUH�LQIRUPDWLRQ�DERXW�WKH�UR\DO�FKDSHO�LQ�
Brussels and the musicians (including a few members fo the Le Cocq family) ��6X]DQQH�&OHUF[��µ/D�
&KDSHOOH�5R\DOH�GH�%UX[HOOHV�VRXV�O¶$QFLHQ�5pJLPH¶��l'Annuaire du conservatoire royal de musique de 
Bruxelles (1942), pp. 159-179. 
230 A few scholars have discussed Le Cocq briefly: De Paepe 2011, p. 201; Edmond Van der Straeten, 
La Musique aux Pays-Bas avant le XIXe siècle Document inédits et annotés, Brussels, 1880, pp. 145-
���� �µ�/LVWH�GH�FH�TXH�PRQWH�XQH�GHP\�DQQpHGH� OXDJH�GH�PDLVRQ�SRXU�FHXO[�GH� OD�FKDSHOOH� UR\DOH��
HVFKHX�DX�QRZHO�������HW�F¶HVW�HQVXLWH�GH�OD�OLVWH�GHVSHVFKpH�SDU�0HVVHLJQHXUV�GHV�ILQDQFHV��VHORQ�TXH�
V¶HQVVXLW� >«@� ,QVWUXPHQWLVWHV� >«@�-DFTXHV�/H�&RFT� >«@�&KDUOHV�/H�&RFT�± *XLOODXPH�/H�&RFT¶���
Robert Wangermée, Les maîtres de chant des XVIIe et XVIII e siècles à la collégiale des SS. Michel et 
Gudule à Bruxelles��%UXVVHOV��������S������S�������*RGHOLHYH�6SLHVVHQV��µ'H�$QWZHUSVH�PXVLFXV Nicolas 
Procureur (1635-�����¶��Musica Antiqua, 4, 3 (August 1987), p. 85 ; Baratz 1993, pp. 28-29. This latter 
article clarifies how his name has been confused with others. 
231 Brussels, State Archives, Secret Council  (Austrian Governement), Geheime Raad (Oostenrijks 
bewind), 786B, notary act 20 April  1694; Baratz 1993, p. 29. 
232 Anderlecht, State Archives, Church archives, Sint-*RHGHOH������>$FWD�&DSLWXODULD@��>IRO�����U�@��µ/HV�
sousignees comparants dans le Chapitre ordinaire declarant en faveur de la verité et justice que la 
PXVLTXH�D�PLHX[�UHVRQQp�HW�DYHF�SOXV�G¶HIIHW�VXU�OH�Qouveau doxal situé sur le grand portal au bout de 
O¶(JOLVH�TX¶HOOH�D�IDLW�VXU�OH�YLOOH�>IRO������U�@�GR[DO�GX¶RQ�DW�DEEDWWX�GX�FLUFXLW�GX�&K°XU�GHFODUDQV�HQ�
RXWUH�TXH� O¶RUJOH� IHUDW�SDUHLOOHPHQW�SOXV�G¶HIIHFW�VXU� OH�GLW�SRUWDO�TX¶LO�QH� ILW� VXU� OH� VXVGLW�FLUcuit du 
&K°XU�HQ�IRLM�GH�TXRLM�>HW�a] fait ce 13 mars 1705. Deplus adjoutte le soubsignez S.r Fiocco que saijant 
WURXYp�DX�&K°XU�GX�YHQHUDEOH�OH�-RXU�GH�OD�IHVWH�GX�6t��6DFUDPHQW�HW�HQWHQGDQW�OD�PHVVH�SHQGDQW�TX¶RQ�
chanta le kij rie en musique sur le susdit nouvelle doxal au grand portal il  entendoit perfaittement et 
distincteuient bien la mesme musique actum ut supra estoit signé Pierre Antoine Ficco maitre de 
musique de la Chapelle Rojal, Estienne Dominicq de Namur maitre de la Musicque de S.te Gudulle, Ph. 
%UHKLM�RUJDQLVWH��JXLOODXPH�GH�FRFT�¶� Wangermée 1950, p. 72, p. 222; Baratz 1993, p. 29. 
233 Baratz 1993, p. 29. 
234 Baratz 1993, p. 29.  
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-DQVVHQV� KDG� WR� SD\� D� ORW� IRU� KHU� GDXJKWHU¶V�ZHGGLQJ� ± in 1691, in their testament, 

Janssens and Van Doren stress that her daughter was only to receive 25 guilders as she 

had already received more than her share at her wedding.235 

$IWHU�KHU�PDUULDJH��-DQVVHQV¶�GDXJKWHU had moved to Brussels. On 30 December 1672, 

their firstborn child, Jacobus le Cocq, was baptized in the Brussels Church of Saint 

Gudula and Saint Michael. Catharina van Doren, grandmother, and Jacobus le Cocq, 

grandfather, were susceptores of this baptism.236 On 18 February 1675 their daughter 

Elysabetha Catharina was baptised. This time, Hiëronymus Janssens was god father, 

together with his sister-in-law, the god mother, Elisabeth Van Doren.237 A year later, in 

1676, Guilielmus Jacobus Le Cocq was born. As susceptores Jacob le Cocq is 

mentioned  as a deputy of Elizabeth van Doren¶V�KXVEDQG�DQG�-DQVVHQV¶ brother-in-law, 

the musician Jacques Matthis.238 We can be certain that Le Cocq clearly had good 

contact ZLWK�KLV�ZLIH¶V�XQFOH�� DQG� IHOORZ�PXVLFLDQ Matthis. Guillaume le Cocq was 

again a good acquaintance of the extended family of Janssens �3HWHU�-DQVVHQV��-DQVVHQV¶�

brother, is god father of his son Petrus Hyacinthus).239 Le Cocq and Isabella Catharina 

                                                      
235 Antwerp, FelixArchief, Notarial Archive, N#161, Jan Baptista Bellenraedt, Protocollen, en staten 
en rekeningen, 1688-1692 (28 December 1691), fols. 15r.-Y�� �µ>«@� JHKRXGHQ� VLMQ� WHJHYHQ� >HQGH@�
uyttereycken aen Joe  Isabella catharina Janssens getrouwt sij nde met Sr. guilli elmus lecock des[e]mme 
van 25 gl[s] eens ende dat in plaetse van haere legetime portie (alsoo sij meer als is voldaen vande 
legitime portie [want] soo veele sy heeft genoten vande testateuren com[ende] te houwel[s] staet met 
den voor[s] Sr lecock haeren manne [ende] dat voor haer vaderlyck of moederlyck goet deselve 
daermede vuyt maeck[ende] [serte deende] [ende] dat om redenen hun daertoe mover[ende] op de [vers] 
conditien malcanderen te weten den eersten afflyvigen den lancxtlevende van hun beyden [ende] de 
[voors] Joe Isabella catharina Janssens hunne dochter oft bij gebreke van haer haere naertelatene 
kinderen in de [voors] geltsomme in plaetse vande legitime alsoo inst[c]tuer[ende] [ende] synnen oft 
haeren eenige[universelen] erffgenaeme noemende [ende] dat met volle rechte van institutie mits dese 
GDW�VH\GHQ>HQGH@�>«@¶�[Appendix 30] 
236 Brussels, State Archives, online access, Parish Registers, Church of Saint Gudula and Saint Michael 
���� 'HFHPEHU� ������� µ-DFREXV� ILOLXV� OHJLWLPXV� *XLOLHOPXV� OH� &RFT�� HW� (O\VDEHWKD>"@� Catharina[?] 
-DQVVHQV�VXVFHSW��-DFREXV�OH�&RFT��HW�&DWKDULQD�YDQ�'RRUH¶��The addition RI�-DQVVHQV¶�ZLIH�DV�RQH�RI�
the susceptores RI�WKH�EDSWLVP��PDNHV�FOHDU�WKDW�WKLV�LV�LQGHHG�WKH�SDLQWHU¶V�ILUVW�ERUQ�JUDQGFKLOG�� 
237 Brussels, State Archives, Parish Registers Brussels Church of St. Gudula and Saint Michael, online 
access (18 February 1675)�� µ(O\VDEHWKD� &DWKDULQD� ILOLD� OHJLWLPD� *XLOLHOPL� OH� &RFT�� HW� (O\VDEHWKD�
Catharina Janssens suscept. hyero-QLPXV�-DQVVHQV�HW�(O\VDEHWKD�YDQ�'RRUH¶�� 
238 Brussels, State Archives, Parish Registers Brussels Church of St. Gudula and Saint Michael, online 
access ��� $XJXVW� ������� µ*XLOLHOPXV� -DFREXV� ILOLXV� OHJLWLPXV� *XLOLHOPL� OH� FRFT� ,VDEHOOD� &DWKDULQD�
-DQVHQV�VXVFHS��-DFREXV�OH�&RFT�>QDH@�-DFTXHV�0DWLVW�>�0DULD�'HOLFDHW@�¶ 
239 Brussels, State Archives, Parish Registers Brussels Church of St. Gudula and Saint Michael, online 
DFFHVV� ��� 6HSWHPEHU� ������� µ� 3HWUXV� +\DFLQWKXV� ILOLXV� OHJLWLPXV� *XLOLHOPL� OH� &RFT� HW� (OLVDEHWK�
Catharina Janssens susc. Jacobus le Cocq noe Petri Janssens dna Cornelia Adriana le Page baptizatus 
HVW�VXE�FRQGLWLRQH¶� 
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Janssens had more children: Nicolaes (8 June 1679),240 Catharina (12 May 1681),241 

Leonardus (22 May 1683),242 Francisca Carolina (28 May 1684),243 Franciscus (28 July 

1685),244 Hiëronymus (2 November 1687), who was named after the painter even 

though the latter was not present during the baptism,245 and Maria Teresia Ursula le 

Cocq (18 November 1689).246    

Even though Guillaume le Cocq is no longer famous today, the name of his brother and 

musician Francisus le Cocq, who was baptized on 26 January 1648,247 still rings a bell 

LQ�PDQ\�PXVLFRORJLVWV¶�PLQGV��$IWHU�DOO��)UDQFRLV�/H�&RFT¶V�PXVLF�IRU�JXLWDUV�LV�VWLOO�

preserved for us today in two copied manuscripts entitled Receuil des pieces de guitarre. 

He is also said to  have taught the wife of Maximiliaan Emmanuel of Bavaria, viceroy 

over the Spanish Netherlands, how to play the guitar.248  

                                                      
240 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV� ��� -XQH� ������� µ1LFRODXV� IUDQFLVFXV� ILOLXV� OHJLWLPXV� *XLOLHOPL� OH� &RFT� HW� (O\VDEHWKD>«@�
&DWKDULQD>H@�-DQVVHQV�VXVFHS��G��1LFRODXV�IUDQFLVF\�YDQ�5DQVW�HW�GOD�IUDQFLVFD�/HRQDUW¶��Nicolas van 
Ranst was most probably the organist in Brussels, who served the Brussels court in 1655, in all 
li kelihood as a singer. In 1684 he was assistant chapel master and in 1686 he was the chapel master. He 
was possibly part of a family of musicians who worked in Mechlin and Brussels: Godelieve Spiessens. 
µ5DQV�� YDQ�¶� Grove Music Online. Oxford Music Online. Oxford University Press, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/22890 (6 May 2013). 
241 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
access (12 May 1681): µCatharina Fili a legitima Guilielmi de Cocq et Isabella[]  Catharina[] Janssens 
FRQLXJXP��VX>F@�$GULDQXV�&DUROXV�OH�&RFT�HW�&DWKDULQD�YDQ�'RUHQ¶� 
242 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV�����0D\��������µ/HRQDUGXV�IUDQFLVFXV�ILOLXV�OHJLWLPXV�*XLOLHlmi le Cocq et Elizabethae Jansens 
conigum susc. '��/HRQDUGXV�$QGUHDV�GH�%RQHUR�HW�>'D@�0DULD�-DFRELQD�GH�&DYHUVRQ¶�� 
243 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV�����0D\��������µ)UDQFLVFD�&DUROLQD�ILOLD�OHJLWLPD�*XLOLHOPL�-DFREL�OH�&RFT�HW�,VDEHOODH�-DQVVHQV�
coniugum susc. Carolus Fernandes et Dla Joanna francisca YDQ�FDYHUVRQ�IXLW�EDSWL]DWD�VXE�FRQGLWLRQH¶�� 
244 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV� ����-XO\�������� µIUDQFLVFXV� ILOLXV� OHJLWLPXV�*XLOLHOPL� OH�&RFT�HW� ,VDEHOOD�&DWKDULQD�-DQVVHQV�
coniugum [sXF@�&ODXGLXV�IUDQFLVFXV�KXPD>��@�HW�>«@�0DULD�$QQD�5XELPSUH¶�� 
245 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV� ��� 1RYHPEHU� ������� µKLHURQLPXV� ILOLXV� OHJLWLPXV� *XLOLHOPL� GH� FRFT� HW� ,VDEHOODH� &DWKDULQDH 
Janssens coniugum susc. Jacobus le Cocq loco hieronimi Jansens et Isabella Cath. le Cocq loco Mariae 
%LVLOLQD�¶ 
246 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV�����1RYHPEHU��������µ0DULD�7HUHVLD�8UVXla fili a legitima Guilielmi Jacobi le Cocq et Isa-bellae 
Catharinae Jansens coniugum susc. *HUDUGXV�YDQ�'RUHQ�HW�,VDEHOOD�&DWKDULQD�OH�&RFT�¶ 
247 Brussels, State Archives, Parish Registers Brussels Church of St. Gudula and St. Michael, Baptism, 
online access ���� -DQXDU\� ������� µ)UDQFLVFXV� ILOLXV� -DFREL� OH� &RFT� &DWKD-rina Delicaet, Suscept. 
Perill ustus dominicus franciscus de boisschot Comes de Erps baro de Saven-them etc. d.la Maria 
6LGRQLD�GH�%HFN¶� 
248 Josephine Lazard-Kelner, Les Oeuvres pour guitare de FranoRLV�/H�&RFT��'¶DSUHV�OH�PDQXVFULW�GH�
Jean-Baptiste de Castilli on (1729), Université Catholique de Louvain, June-July 1964; Monica Hall, 
µ6DQWLDJR�GH�0XUFLD�YHUVXV�)UDQoRLV�/H�&RFT¶��Early Music, 35, 4 (November 2007), p. 687.  
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0XVLF�SOD\HG�DQ�LPSRUWDQW�SDUW�LQ�-DQVVHQV¶�RHXYUH��DV�KH�QRW�RQO\�GHSLFWHG�PHQ�DQG�

women dancing to the tunes of lutes, violins, or harpsichords, he also displayed them 

while making music and singing (SLIDES 64, 74, 86, 104, 105, 108).  

 

Not only did JansVHQV¶�EURWKHU-in-law, later son-in-law and nephew (cf. chapter 5) have 

close connections with the seventeenth-century musical scene, but also one of his 

pupils��-DFREXV�OD�)RVVH��ZKR�HQWHUHG�-DQVVHQV¶�VWXGLR�DV�D�SXSLO�LQ�����-1652 may be 

identified as the father of the well known composer Jacobus la Fosse (1671-1721).249 

However, it is noteworthy that the composer is baptised in the Church of Saint George. 

We can therefore assume that the painter (and SUREDEO\� -DQVVHQV¶ previous student) 

Jacobus la Fosse sr. and his wife, were part of the same religious community as 

Janssens. As a chapelmaster in the church of Saint George, Janssens had an important 

position in this religious community (cf. infra). $SSDUHQWO\�� WKH� FRPSRVHU¶s father 

(Jacobus de la Fosse) came from an artistic famil y. Spiessens added that Jacobus la 

Fosse was a member of a large artistic family and that he was both a painter and a 

musician. Unfortunately, the exact roles and names are not discussed in detail in 

6SLHVVHQV¶ article on the famil y. In the testament made by Jacobus la Fosse sr. and his 

wife Elisabeth Laurenti on 21 september 1689, WKH�FRPSRVHU¶V�Iather is solely described 

DV� D� µconstschilder¶.250 [Appendix 22] $IWHU� /DXUHQWL¶V� GHDWK�� -DFREXV� /D� IRVVH sr. 

remarried a lady called Catharina Casens. After the death of his second wife, the father 

of WKH�FRPSRVHU�ZDV�GHVFULEHG�DV�µconstschilder ende mussecien¶.251 In April 1710, he 

was only described as being a musician.252 In this dissertation it is suggested as highly 

plausible that the painter-musician, Jacobus  La Fosse, had been Janssens¶� SXSLO. It 

                                                      
249 *RGHOLHYH� 6SLHVVHQV�� µ'H� $ntwerpse organist en componist Jacobus la Fosse (1671-�����¶��
Jaarboek van het Vlaams Centrum voor Oude Muziek, 2 (1986), p. 93, p. 107 (note 2). 
250 Antwerp, FelixArchief, Notarial Archive, N#4842, Mark Wits, Protocollen, en staten en rekeningen, 
1675-1702 (21 September 1689); Spiessens 1986, p. 93; Antwerp, FelixArchief, 79#3, unpublished 
LQYHQWRU\�E\�9DQ�+HPHOGRQFN��µ9DQ�+HPHOGRQFN��2QGHU]RHN�RYHU�NXQVWHQDDUV��VPHGHQ�HQ�MXZHOLHUV¶�
(2005-�������µ.XQVW�HQ�.XQVWHQDDU¶��On 29 December 1700, the inventory of the left goods of Catharina 
Casens (the second wife of Jacob de la Fosse sr.) is listed. La Fosse and his wife lived on the corner of 
the Arenberchstraat and the Mertensstraat (Antwerp, FelixArchief, Notarial Archive, N#436, Gerard 
Casens, Protocollen, en staten en rekeningen, 1701-1710 (29 December 1700), fol. 15r.; Spiessens 
1986, p. 107)± this is not far from Janssens who li ved on the corner of the Arenberchstraat and the 
Lange Gasthuisstraat. 
251 Spiessens 1986, p. 93. 
252 Spiessens 1986, p. 95. 
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would not have been strange at all to see a painter with musical talents in -DQVVHQV¶ 

studio, since Janssens also had his own social network within the musical world.  

  

 

3.3. Chamber of Rhetoricians and the Opera 

 
Janssens was not merely a lover of art. In 1647 KH�ZDV�DOVR�UHJLVWHUHG�DV�D�µOLHIKHEEHU¶�

or lover of theatre at the Chamber of rhetoricians µ'H�9LROLHUHQ¶��RU�µ*LOOLIORZHUV¶�253 

The accounts of 1648-1649 again add Janssens as a lover of the Chamber of 

Rhetoricians.254  By becoming a µOLHIKHEEHU¶ of the Chamber of rhetoricians ± of theatre 

± Janssens was not the odd man out among his fellow painters. A direct connection 

between the painters and the Chamber of rhetoricians is very common; The Gill yflowers 

had already been adopted as part of the Guild of Saint Luke in the fifteenth century.255 

Art theorists also advised (history) painters to study the passions in order to represent 

WKHP�FRUUHFWO\��QRW�RQO\�E\�LQYHVWLJDWLQJ�RQH¶s own facial expressions in the mirror, but 

also by frequenting the theatre.256 In my opinion, this might also have led to the large 

QXPEHU�RI�SDLQWHUV¶, of all genres, interest in theatre. 

So what did it mean exactly to be a member of the Chamber of Rhetoricians, and in 

SDUWLFXODU��D�µORYHU�RI�WKHDWUH¶"�$OO�PHPEHUV��LQFOXGLQJ�µWKH�ORYHUV�RI�WKHDWUH¶) had to 

                                                      
253 Denucé 1949, pp. 60-62. It is not strange to see a large number of painters as members of the 
Violieren, since this Chamber of rhetoricians was part of the guild of Saint Luke in Antwerp: A. 
.HHUVPDHNHUV�� µ'H� UHGHULMNHUVNDPHUV� WH� $QWZHUSHQ�� NDQWWHNHQLQJHQ in verband met ontstaan, 
VDPHQVWHOOLQJ�HQ�RQGHUJDQJ¶��Varia Historica Brabantica VI-VII  Uitgave van de Historische sectie van 
het Provinciaal Genootschap van Kunsten en Wetenschappen in Noord-Brabant (1978), p. 173, p. 177. 
It is not entirely clear whetheU�WKH�SUHYLRXV�OLVWV�RI�µOLHIKHEEHUV¶�DOVR�UHIHUUHG�WR�ORYHUV�RI�WKHDWUH�RU�
simply lovers of art. 
254 Rombouts and Van Lerius 1961, pp. 202-203. 
255 See for example, Karolien de Clippel, Joos van Craesbeeck (1605/06-ca.1660). Een Brabants 
genreschilder, part 1, Turnhout 2006, p. 219; Keersmaekers 1978, p. 173, p. 177; Christopher P. Heuer, 
µ3ODFLQJ�5HGHULMNHUVNXQVW� LQ�$QWZHUS¶�� LQ��3LHW�/RPEDHUGH� �HG����Hans Vredeman de Vries and the 
µ$UWHV�0HFKDQLFDH¶�5HYLVLWHG, Architecture Moderna, 3, Turnhout 2005, p. 197. 
256 )RU�PRUH�RQ�DGYLFH�WR�YLVLW�WKH�WKHDWUH�LQ�RUGHU�WR�UHSUHVHQW�WKH�SDVVLRQV��VHH��&ODXV�.UHPPHU��µ,Q�
6HDUFK�RI�&ODVVLFDO�)RUP��*HUDUG�GH�/DLUHVVH¶V�³*URRW�6FKLOGHUERHN´�DQG�6HYHQWHHQWK-Century Dutch 
*HQUH�3DLQWLQJ¶��Simiolus: Netherlands Quarterly for the History of Art, vol. 26, nr. ½ (1998), pp. 99-
100; Roodenburg 2004. 
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be openly catholic,257 as they had to swear an oath to the Catholic faith.258 Within the 

&KDPEHU�RI�5KHWRULFLDQV��WKHUH�ZHUH�WKUHH�W\SHV�RI�PHPEHUV�����µFRQIUHHUV¶�RU�IHOORZ-

brothers,259 ���µSHUVRQDJLHQ¶�RU�SHUIRUPHUV�260 DQG����µOLHIKHEEHUV¶�RU�ORYHUV�RI�WKHDWUH��

The third group arose in the seventeenth century. Similar to the confreers, these people 

were lovers of literature but did not perform themselves. Whereas the confreers had 

many duties and obligations, therefore being freed from the task of joining an armed 

guild, the liefhebbers were not. This makes sense, since Janssens would become part of 

WKH� VZRUGVPHQ¶V� JXLOG� LQ� $QWZHUS� �FI�� VXSUD�� µ/LHIKHEEHUV¶� RQO\� SDLG� IRU� WKHLU�

µPHPEHUVKLS¶ but did not have any duties. In general, liefhebbers are said to have been 

the most often present at the festive meals organised at the Violieren.261   

Even though Janssens did not perform and had no duties, we can be quite sure that his 

membership as a lover of theatre implies his interest in theatre. He may have been a 

frequent member of the audience during theatre plays and performances. The theatre 

may also have been an important place for genre painters to get in touch with 

inspirational storylines that they could adopt in their paintings. 

 

At the beginning of his career, Janssens added a unique and remarkable topic to his 

oeuvre: seven ZRPHQ� ILJKWLQJ� IRU� D�PDQ¶V� WURXVHUV (c. 1650, Ghent, Museum voor 

Schone Kunsten, SLIDE 11). This theme, with its biblical roots, has a long pictorial 

                                                      
257 Keersmaekers 1978, p. 178. 
258 Anne-Laure van Bruaene, Om beters willl e. Rederijkerskamers en de stedelijke cultuur in de 
Zuidelij ke Nederlanden (1400-1650), Amsterdam 2008, p. 182. 
259 These were members of the chamber of rhetoricians  with their own duties and privileges. They had 
to pay income money with a tip, an annual contribution and the costs of the meal. If  they wanted to 
OHDYH� WKH� FKDPEHU�� WKH\� KDG� WR� SD\� µGHDWK-PRQH\¶��Confreers were expected to be present at the 
chamber meetings, go to mass and the meal in honour of the feast day of their patron saint, etc. The 
gatherings were also subjected to social rules: they were forbidden to swear or discuss religion or 
business. There were also many positive sides to being a confreer: enjoying the annual meal, having 
access to literature and poetry and the meetings, and, mostly, being freed from the membership of the 
DUPHG�JXLOGV��RU�µGH�YULMGRP�YDQ�GH�ZDNHQGH�JLOGH¶��.HHUVPDHNHUV�������p. 178; it has to be noted that 
this was very restricted in the seventeenth century: pp. 178-179. 
260 They wrote the poetry and performed every Sunday in front of the confreers. Due to the elite 
tendencies in the Antwerp De Violieren, i.e. their distance froP� µORZHU¶� FODVVHV� SHRSOH� DQG� WKH�
FRPPHUFLDOL]LQJ�RI�WKH�FKDPEHU��DQRWKHU�HYROXWLRQ�FDQ�EH�WUDFHG��QDPHO\�WKH�µSRODUL]LQJ�EHWZHHQ�WKH�
FRQVXPHUV�DQG�WKH�SURGXFHUV�RI� OLWHUDWXUH�¶�7KXVO\�� WKH�personagiën were viewed as having a lower 
VRFLDO�VWDWXV��EHLQJ�FRQVLGHUHG�DV�µVHPL-SURIHVVLRQDO�DFWRUV¶��.HHUVPDHNHUV�������S�������LQFOXGHV�PRUH�
information about this group). Van Bruaene 2008, p. 186. She states that the personagien could easily 
be hired or dismissed. 
261 Keersmaekers 1978, pp. 179-180. 
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WUDGLWLRQ�� ,Q� WKH� VHYHQWHHQWK�FHQWXU\��DQG�DOVR� LQ� -DQVVHQV¶�SDLQWLQJ�� LW�ZDV�SULPDUO\�

depicted in visual sources as a farcical topic, turning gender issues upside down. In 

DGGLWLRQ��WKH�WRSLF�RI�µVHYHQ�ZRPHQ�ILJKWLQJ�IRU�D�PDQ¶V�WURXVHUV¶�ZDV�DOVR�DGRSWHG�LQ�

a popular song, and was even used as a proverb.262  

One of the sources that adopted this theme is the coPLFDO�WKHDWUH�SOD\�µ+RRYHHUGLJKH\W¶�

�µWKH�VLQ�RI�SULGH¶��ZULWWHQ�E\�WKH�$QWZHUS�DXWKRU�:LOOHP�2JLHU�DQG�SHUIRUPHG�LQ�WKH�

Antwerp Chamber of rhetoricians µ'H� 9LROLHUHQ¶� LQ� �����263 One scene shows a 

conversation between the boss of the night men and his helper, Balten, who had recently 

become a widower. The boss suggests that he marry his sister-in-law. Balten replies he 

is already engaged ± twice in fact! In this scene, he talks comically about how so many 

women are attracted to him. This scene reflects how the topic was not only very comical 

�LW�LV�SDUW�RI�D�IDUFH���DV�VKRZLQJ�D�PDQ¶V�SULGH�RU�KLV�VRXUFH�RI�KDSSLQHVV��EXW�DOVR�KRZ�

it relates to an expression that was well known in Antwerp in the middle of the 

VHYHQWHHQWK� FHQWXU\�� µ1X� LVW� ZDHUDFKWLJK� GDW� KHW� Vpreeck-woort sight Datmen wel 

GDSSHU�RP�GH�%URHFNHQ�YHFKW¶�RU�µ1RZ�LW�LV�WUXH�WKDW�WKH�SURYHUEV�VD\V�WKDW�RQH�ILJKWV�

EUDYHO\�RYHU�WKH�WURXVHUV¶��7KH�SURYHUE�UHSUHVHQWHG�WKH�OXst of women who fight for a 

man (cf. chapter 3).264 We may assume that Janssens also knew these kinds of proverbs 

                                                      
262 See for example, Sigrid Metken, Der Kampf um die Hose: Geschlechterstreit und die Macht im 
Haus. Die Geschichte eines Symbols, Frankfurt, , 1996, p. 109, pp. 115-117; Walter S. Gibson, Figures 
of speech: Picturing proverbs in renaissance Netherlands, Berkely, 2010, p. 41, pp. 133-134. M. Moffit 
3HDFRFN�� µ3URYHUELDO�5HIUDPLQJ��5HEXNLQJ� DQG�5HYHULQJ�:RPHQ� LQ�7URXVHUV�¶�The Journal of the 
Walters Art Gallery 57, Place and Culture in Northern Art (1999), pp. 13-34; Martha Lynne Moff it 
Peacock, Harpies and Henpecked Husbands: images of the powerful housewife in Netherlandish Art 
1550-1700 PhD diss., Ohio State University, 1989 pp. 109-110, p. 113, p. 115 
(http://etd.ohiolink.edu/view.cgi?acc_num=osu1240229599); Marc van Vaeck, Adriaen van de Vennes 
Tafereel van de Belachhende Werelt (Den Haag, 1635), vol. 3, Ghent, 1994, pp. 739-740; Korine 
Hazelzet, Verkeerde Werelden. Exempla contraria in de Nederlandse beeldende kunst, Leiden, 2007, 
pp. 166-167; Willi am A. Coupe, The German Illustrated Broadsheet in the Seventeenth Century. 
Historical and Iconographical Studies, Bibliotheca Bibliographica Aureliana, 17, vol. 1, Baden-Baden, 
1966, pp. 196-197; Y. Bleyerveld, Hoe bedriechlij ck dat die vrouwen zijn. Vrouwenlisten in de 
beeldende kunst in de Nederlanden circa 1350 ± 1650, Leiden, 2000, p. 250.  
263 $��.HHUVPDHNHUV��µ'H�MRQJH�ORVERO�*XLOOLDP�2JLHU�EUHQJW�QLHXZ�OHYHQ�RS�KHW�$QWZHUSVH�WRQHHO��
Komedie en rederij kers in zeventiende-HHXZV�$QWZHUSHQ¶�� LQ��5�/��(UHQVWHLQ��'��&RLJQHDX��5��YDQ�
Gaal, et al. (eds.), Een theatergeschiedenis der Nederlanden. Tien eeuwen drama en theater in 
Nederland en Vlaanderen, Amsterdam,1996, pp. 212-213, p. 217. 
264 W. Ogier, De toneelwerken, Will em van Eeghem and A. A. Keersmaeckers (eds.), 3 vols., 
Antwerp/Amsterdam 1921-1955, pp. 66-67 
 http://www.dbnl.org/tekst/ogie002toon01_01/ogie002toon01_01_0018.php?q=. Van Eeghem and 
Keersmaekers already noticed how this battle for the trousers was not the traditional marital fight, but 
a reference to Isaiah 4:1. They also refer to a quatrain by Van den Vondel on the dignity of the trousers: 
p. 86. http://www.dbnl.org/tekst/ogie002toon01_01/ogie002toon01_01_0021.php?q= 
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and humorous approaches to the subject, as his membership of the Chamber of 

rhetoricians reveals an interest in theatre and language.  

Janssens and other painters have been inspired by theatre on a compositional level as 

well. Taking the oeuvre of Frans II Francken and his followers into account, Legrand 

suggested that theatre must have influenced the composition of some paintings. These 

works show a scenography. They display a proscenium, a scene, and an arrière-scene, 

the figures are arranged from one point of view (the audience), and the wealth of the 

costumes and the décor bring the theatre to mind. In LQWHULRU�VFHQHV��D�µFXELFDO¶�YLHZ�RU�

µVFHQLF¶ composition is added.265 Genre painters are said to have re-used the perspective 

and cubical idea in their interior scenes, FKDQJLQJ� WKHLU� SDLQWLQJV� LQWR� µtableaux 

vivants¶.266 Legrand¶V� remarks can EH� WUDQVIHUUHG� WR� -DQVVHQV¶� RHXYUH� DV� ZHOO: the 

subjects of the genre paintings are often represented in cubical shaped scenes, 

influenced by treatises on perspective (cf. the designs of Vredeman de Vries). Looking 

DW� -DQVVHQV¶� RHXYUH�� WKH� VDPH� LGHDV� UHRFFXU�� ,Q� KLV� Interior with an elegant couple 

dancing and playing cards (c. 1675-1680, private collection, SLIDE 100), Janssens 

arranged his figures on different levels on stage. Furthermore, the composition brings 

to mind the cubical views Frans Francken the Younger also used. Obviously, next to 

the central composition of the figures, the theatre curtain on the left of the painting 

LQGLFDWHV�µWKH�VFHQHU\¶�RI�WKH�SDLQWLQJ�267 

In her study on the culture of the rhetoricians in the early modern Southern Netherlands, 

Van Bruaene argues that many members were artists, printers, and officials, closely 

connected with the cultural and social elite of society. Such chambers functioned as 

                                                      
265 Legrand 1963, pp. 234-235. 
266 Legrand 1963, pp. 234-235. The theatre curtain is often added by Janssens in his interior scenes, see: 
5LHWKHU�������S�������S�������QRWH�����$ERXW�VXFK�FXUWDLQV��µ7KH�FXUWDQ�XVHG�RQ�WKH�ILUVW�OHYHO�RI�WKH�
SDLQWLQJV�>«@�LQGLFDWHV�WKHDWULFDOLW\��DQG�a contrario the stage curtain contributes to the transformation 
RI� WKH� VWDJH�VFHQH� LQWR�D�SDLQWLQJ¶��(PPDQXHOOH�+pQLQ�� µ3DUUKDVLXV�DQG� WKH�6WDJH�&XUWDLQ��7KHDWUH��
0HWDSDLQWLQJ�DQG�WKH�,GHD�RI�5HSUHVHQWDWLRQ�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶�� LQ��&DUROLQH�YDQ�(FN�DQG�
Stijn Bussels (eds.), Theatricality in Early Modern Art and Architecture, Malden/Oxford/West-Sussex, 
2001, p. 250. 
267 1H[W�WR�/HJUDQG��LW�KDV�RQO\�EHHQ�=HGHU�LQ�KLV�GLVFXVVLRQ�RI�-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV�ZKR�QRWHG�
the importance of theatricality in JaQVVHQV¶�RHXYUH��For his discussion about the theatre-li ke construction 
of the painted art galleries (c. 1665-1670, Montargis, Musée Girodet, SLIDES 81-82), see: Olivier 
=HGHU��µ&RSLHV�HW�UpGXFWLRQV�GDQV�OHV�GHX[�*DOHULHV�GH�SHLQWXUHV�YLVLWpHV�SDU�GHV�DPDWHXUV¶��LQ��-HDQ�
Cuisenier (ed.), /¶°XYUH�HQ�PXOWLSOH� Collection, Etudes et travaux, 4, Paris, 1993, pp. 253-254.  
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intermediaries for those who were not educated in Latin schools or at universities.268 

Van Bruaene also offers a more nuanced view in contrast to the general opinion about 

Southern Netherlandish chambers of rhetoricians (i.e. the seventeenth century is an era 

of decay for these companies of rhetoricians). She suggests instead an important 

evolution in the chamber of rhetoricians.269 In the second and third decade of the 

seventeenth century, central government took on an increasing attitude of distrust 

towards public theatre plays (including the shows by rhetoricians); such public plays 

were considered potentially immoral and dangerous for politics. Therefore, rhetoricians 

were banned from public spaces after the Twelve Years Truce. Consequently, 

rhetoricians were, according to Van Bruaene, left to their own devices, and the audience 

consisted of people of the same social standing. This change in value pattern was very 

clear in the Antwerp situation. The rhetoricians received a new role of µsocial distance 

and social distinction¶� The chamber of rhetoricians lost its function as a public arena. 

The visitors and members distanced themselves from lower social classes. In addition, 

the institution was commercialised, since from the 1640s onwards (when Janssens 

joined the chamber), the chamber asked the audience to pay entrance fees. In that 

manner, unwanted guests were banned and the audience itself was subjected to µVRFLDO 

quality control¶.270  

However, Keersmaeckers notes that in Antwerp, three groups in society can be linked 

to three chambers of rhetoricians : firstly, in the seventeenth century, the chamber of 

rhetoricians  De Olyftack would most probably have been the place for rather ordinary 

townsmen. Secondly, de Goudblom mostly had members belonging to the aristocracy 

who showed off their wealth. Thirdly, De Violieren, mostly housed, next to the many 

artists, members who belonged to the civil service, or were registrars, stewards, lawyers, 

                                                      
268 Van Bruaene 2008, pp. 173-174. 
269 Van Bruaene 2008, pp. 173-174. 
270 Van Bruaene 2008, pp. 185-186; Thijs 1990, p. 164-165. 'XULQJ�WKH�SHUIRUPDQFH�RI�:LOOHP�2JLHU¶V�
De Hoeveerdigheydt (The sin of Pride), in 1644, De Violieren XVHG�HQWUDQFH�IHHV�DQG�KLUHG�WKH�FLW\¶V�
halberdiers to keep out the insolvents. This evolution can be connected to a rising aversion of the 
bourgeoisie anG�DULVWRFUDF\�WRZDUGV�WKH�µUDEEOH¶��7KLMV�������S�����-165. It is precisely in this period 
that Janssens is mentioned as a lover of theatre at the Violieren. We may thus conclude that Janssens 
did fit within these richer/well-educated layers of Antwerp socLHW\�� ,W� LV� XQNQRZQ� LI� WKH� FLW\¶V�
halberdiers ZHUH�WKH�PHPEHUV�RI�WKH�VZRUGVPHQ¶V�JXLOG�ZKLFK�-DQVVHQV�MRLQHG�ODWHU�LQ�KLV�OLIH��EXW�LV�
certainly a possibilit y (cf. supra).  



70 
 

burgomasters and a few noblemen ± focusing mainly on wealthy and intellectual 

people.271 Van Bruaene argued that the membershiplists of De Violieren nevertheless 

also evolved to more elite. She connects this evolution with the high number of painters 

and artists present at De Violieren. Some Antwerp artists, due to the rising role of 

Antwerp as a production centre of luxurious goods, had become part of the wealthy 

bourgeoisie themselves, having many contacts with the elite (as Janssens also had).272 

Timmermans also discusses how within De Violieren, artists were able to uphold 

contacts with the commercial and political elite.273 In this view, -DQVVHQV¶ admission to 

the chamber of rhetoricians, even as only a µORYHU�RI�WKHDWUH¶, implied that he joined a 

rather elite, but mostly culturally-intellectual group in Antwerp. %HFRPLQJ�µOLHIKHEEHU¶�

of the Chamber of rhetoricians must also have been a social strategy; Janssens was able 

to mingle with the elite of Antwerp (the group he depicted in his paintings, and who 

also owned his works, cf. chapter 2). 

 

On 2 February 1671, Hiëronymus Janssens had a strange encounter with a certain Maria 

Beusems. In the centre of Antwerp in the afternoon, Janssens was spending his time 

ZLWK�KLV�µFRQIUHUV¶�RU�IHOORZ-EURWKHUV�µRS�KHW�6FKRXERUFK�>YDQGH@�+��*HHVW�RSGe pant 

DHQ>GH@�JURRWH�PHUFNW¶�RU�µDW�WKH�WKHDWUH�RI�WKH�+RO\�*KRVW�DW�WKH�KRXVH�RQ�WKH�*UHDW�

0DUNHW¶��6XGGHQO\��GXULQJ�WKH�PHHWLQJ��D�IXULRXV�0DULD�%HXVHPV��D�SHUVRQ�DERXW�ZKRP�

QRWKLQJ�PRUH� LV� NQRZQ�� � VODQGHUHG� -DQVVHQV� LQ� SXEOLF�� 6KH� VKRXWHG�� µ*LM� V\W� HHQen 

die[ff ] HQGH�QLHW�DOOHHQ�JLM�PDHU�RRFN�8��JHKHHOH�JHVODFKWH�¶�RU�µ<RX�DUH�D�WKLHI��DQG�VR�

DUH�\RXU�ZKROH�IDPLO\�¶274 [Appendix 19] Unfortunately, this anecdotal event does not 

JLYH�DQ\�PRUH�LQIRUPDWLRQ�DERXW�WKH�ZRPDQ¶V�UHDVRQV�WR�GR�VR��RU�ZKHWKHU�-DQVVHQV�

indeed was a thief. The information in the document is, however, noteworthy since it 

LQIRUPV�XV�DERXW�-DQVVHQV¶�VRFLDO�OLIH�� 

 

                                                      
271 Keersmaekers 1978, p. 177. 
272 Van Bruaene 2008, p. 187. 
273 %HUW�7LPPHUPDQV��µ1HWZRrkers and Mediators in the 17th-century Antwerp Art World: The Impact 
of Collectors-&RQQRLVVHXUV� RQ�$UWLVWLF� 3URFHVVHV� RI� 7UDQVPLVVLRQ� DQG� 6HOHFWLRQ¶�� LQ�� 5HQJHQLHU� &��
Rittersma (ed.), Luxury in the Low Countries. Miscellaneous Reflections on Netherlandish Material 
Culture, 1500 to the Present, Brussels 2010, p. 119. 
274 Antwerp, FelixArchief, Notarial Archive, N#607, Egidius Cornelissens, Protocollen, en staten en 
rekeningen, 1671-1671 (2 February 1671), fols. 8r.-v.; Van den Branden 1883, p. 1026. 
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ThLV� SDUWLFXODU� GRFXPHQW� LV� WKH� WHVWLPRQ\� RI� WZR�ZLWQHVVHV�� FRQGXFWHG� DW� -DQVVHQV¶�

UHTXHVW�� 7KH\� KDYH� VHW� WKH� VFHQH�� %HXVHPV�� -DQVVHQV�� DQG� µWKH� ZKROH� PHHWLQJ¶ are 

SUHVHQW� LQ� WKH� µSchouwburg¶ or Theatre of the Holy Ghost at the house at the Great 

Market. Van den Branden had identified the scene correctly as a reference to the public 

theatre in the guild house of the Guild of the Oude Voetboog or the Old Arbalest,275 also 

called Spanjepand or µHouse of Spain¶.276 The reference to the schouborgh or theatre 

and the Holy Ghost in the archival document are clues to connect this scene with the 

theatre run by the Almoners. 

 

6LQFH�������WKH�µ7DIHO�YDQ�GH�+HLOLJH�*HHVW¶�RU�µ7KH�7DEOHV�RI�WKH�+RO\�*KRVW¶�ZHUH�

erected in the Church of Our Lady in Antwerp. The organizers of tKHVH�µ7DEOHV¶�ZHUH�

WKH�µPDVWHUV�RI�WKH�+RO\�*KRVW¶��7KH\�ZRXOG�LQVWDOO�D�WDEOH�LQ�WKH�EDFN�RI�WKH�FKXUFK�IRU�

poor people to get bread after mass. In time, other initiatives were also instigated to 

serve the poor, such as the hospital of Sint-Julianus or the hospital of Sint-Elizabeth. 

Due to an influx of poor people and beggars in the city in the fif teenth century, in 1458 

a new organization was also founded: the Chamber of the Almoners. In the sixteenth 

century, a more centralised approach was set up. The Tables of the Holy Ghost and later 

the Sint Juliaansgasthuis, blended with the Chamber of the Almoners. The almoners 

had the lead over these assembled organizations. Almoners were mostly people from 

the rich bourgeoisie, and belonged to important Antwerp families.277  

 

,Q� ������ WKH� FLW\¶V� SHUPDQHQW� WKHDWUH� KDOO� ZDV� HVWDEOLVKHG� SUHFLVHO\� E\� WKH� FLW\¶V�

almoners in the rooms of the armed guild Oude Voetboog RU�ROG�$UEDOHVW��WKH�µ+RXVH�

                                                      
275 Van den Branden 1883, p. 1026. 
276 7LPRWK\� 'H� 3DHSH�� µµ'HV� RSHUDV� DYHFT� SOXV� G¶HVFODW¶� 'H� HHUVWH� FRPPHUFLsOH� VFKRXZEXUJ� YDQ�
$QWZHUSHQ�HQ�GH�LQWURGXFWLH�YDQ�RSHUD¶��De Zeventiende Eeuw, 24 (2008), p. 25. According to Thijs 
1990, p. 166 and Caroline Luypaers,  << Le Goût pour les spectacles est tellement devenu à la 
PRGH«!!�Spektakelcultuur in het achttiende-eeuwse Antwerpen��PDVWHU¶V�WKHVLV�RQOLQH��.8�/HXYHQ��
2000-2001, 
 http://www.ethesis.net/spectakelcultuur/spectakelcultuur_deel_1.htm the theatre was organised in the 
JXLOG�KRXVH�RI�WKH�2OG�+DQGERZ��+RZHYHU��,�SUHIHU�WR�IROORZ�'H�3DHSH¶V�PRVW�UHFHQW�DQG�WKRURXJK�
investigations. Janssens must have known the building, as until  1664, the rhetoricians De Violieren and 
painters had also hired a room in the building: Timothy de Paepe��µ8QH�SODFH�SRXU�OHV�FRPPHGLHV«¶�
De relatie tussen inrichting, repertoire en gebruik van de Antwerpse theatergebouwen tussen 1610 en 
1762, unpublished doctoral thesis, University of Antwerp 2011, p. 111 
277 De Paepe 2011, pp. 172-173; Timmermans 2008, p. 52; Thijs 1990, p. 166. 
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RI�6SDLQ¶���7KH�SURILWV�IURP�WKH�SXEOLF�FRPPHUFLDO�SHUIRUPDQFHV�would go to thH�FLW\¶V�

almoners.278 7KLV� ILUVW� SHUPDQHQW� URRP� IRU� WKHDWUH� SOD\V� ZDV� HQWLWOHG� µ0X]LNDOH�

$FDGHPLH¶��µ7KHDWUXP�0XVLFDOH¶�RU��DQG�PRVW�LPSRUWDQWO\��µW�6FKRXZERUJK¶�RU�WKHDWUH��

Since 1682  the first opera could be enjoyed there in Antwerp.279 In this theatre, foreign 

theatre companies and the company of the aOPRQHUV��WKH�µ&KDPEHU�RI�WKH�+RO\�*KRVW¶, 

performed.280 Af ter 1664, the Schouborgh or theatre had become a tradition in 

Antwerp.281 The Schouwburg or theatre was a meeting place for the bourgeoisie and 

the aristocracy.282  

 

-DQVVHQV¶�SUHVHQFH�DW� WKH�WKHDWUH�ZDV�QRW�VXUSULVLQJ��+LV� LQWHUHVW� LQ� WKHDWUH� LV�NQRZQ�

since he was also a member of The Gillyflowers. Janssens appears to have had clear 

connections with the Antwerp musical scene involved in this new theatre. After all, his 

later son-in-law Guillaume Le Cocq seems to have played a part in the evolution of the 

µ2SHUD¶�LQ�$QWZHUS�283 In 1682, a certain Guillaume Le Cocq had made a contract with 

Antwerp musicians [Appendix 20].284 This archival document stresses the collaboration 

between Guillaume le Cocq on the one hand, and musicians Gill is Diricx, Chrisostemus 

                                                      
278 De Paepe 2008, pp. 25-����7LPRWK\�'H�3DHSH��µ)UHQFK�2SHUD�LQ�3ULQW�DQG�RQ�6WDJH�LQ�$QWZHUS��
Three Generations of Antwerp Book Publishers and Their Opera Librettos (1682-1714�¶��-RXUQDO�RI�
seventeenth-century Music, vol. 15, nr. 1 (2009), 2.2.-2.3:  
http://www.sscm-jscm.org/v15/no1/depaepe.html 
279 Caroline Luypaers,  ��� /H� *R�W� SRXU� OHV� VSHFWDFOHV� HVW� WHOOHPHQW� GHYHQX� j� OD� PRGH«!!�
Spektakelcultuur in het achttiende-eeuwse Antwerpen��PDVWHU¶V�WKHVLs online, KU Leuven, 2000-2001, 
 http://www.ethesis.net/spectakelcultuur/spectakelcultuur_deel_1.htm;  
Thijs 1990, p. 166; Keersmaekers 1978, p. 184. De Paepe 2008, p. 28; De Paepe 2009; De Paepe 2011, 
p. 203.  
280 Luypaers 2000-������7KH�FRPSDQ\�RI�WKH�$OPRQHUV�LV�FDOOHG�µWKH�&KDPEHU�RI�WKH�+RO\�*KRVW¶�6HH�
also, Thijs 1990, p. 166. 'H�3DHSH�������S�������D�GHVFULSWLRQ�VXFK�DV�µRS¶W�VFKRX-borch ghenaemt 
GHV�+H\OLJKHQ�*KHHVW¶��LV�D�UHIHUHQFH�WR�WKH�WKHDWUH�RI�WKH�DOPRQHUV�RU�WKH�WKHDWUH�RI�WKH�+RO\�*KRVW� 
281 Keersmaekers 1978, p. 184. 
282 Thijs 1990 p. 166. 
283 Nevertheless, there is some uncertainty. The document from 1682 was signed by Guillaume le Coq 
in slightly different handwriting from the signature on a document concerning a Guillaume le Cocq who 
LV�D�PXVLFLDQ�DW�WKH�FRXUW�RI�%UXVVHOV�DQG�ZKR�ZDV�-DQVVHQV¶�VRQ-in-law (cf. infra). Nevertheless, this 
musician (the son-in-law of Janssens) is the only Guillaume Le Cocq known to me active in the musical 
ZRUOG�DW�WKDW�WLPH��,W�LV�WKHUHIRUH�DVVXPHG�LQ�WKLV�GLVVHUWDWLRQ�DV�ZHOO�WKDW�-DQVVHQV¶�VRQ-in-law Le Cocq 
is the one signing the Antwerp contract from 1682. 
284 Antwerp, FelixArchief, Notarial Archive, N#509, Notary Jan Baptist Claus, Protocollen, en staten 
en rekeningen, 1680-1682 (23 February 1682), fols. 50r.-v. Due to his research De Paepe has used this 
archival document to discuss the beginnings of the Antwerp opera: De Paepe 2008, p. 28; De Paepe 
2011, p. 201. In her research on the musician Nicolaas Procureur, Spiessens has also cited this 
document: Spiessens 1987, p. 85. 
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de Haze and his daughter, Nicolas Procureur, Antoine Le Mire and Huybrecht de Swert, 

on the other. These musicians signed a FRQWUDFW�WR�ZRUN�IRU�/H�&RFT¶V�Divertissements 

de Jeux. 

This group of musicians would play both in Antwerp and elsewhere as a band, and 

would be subcontracted for a year. Timothy de Paepe, in his study of the Antwerp opera, 

stressed correctly that it is unclear what types of divertissements were being referred to, 

or where these musicians would perform. Further on in the document it is stressed that 

those musicians who do not li ve up to the commitments agreed to in the contract would 

have to pay 50 guilders to the poor of the city. According to De Paepe this is a reference 

WR�WKH�FLW\¶V�DOPRQHUV��+RZHYHU��LW�LV�QRW�NQRZQ�ZKDW�UHODWLRQVKLS�/H�&RFT�KDG�ZLWK�

the almoners. De Paepe suggests that nothing is said about opera, but believes the 

arrangement of the group indicates that they would have played instrumental music with 

vocal music.285 Even though de Paepe claims no µopera¶ is mentioned, it is noteworthy 

that already in the seventeenth-FHQWXU\��LQ�WKH�KDQGZULWWHQ�LQGH[�RI�WKH�QRWDU\¶V�DFWV��

this document iV� HQWLWOHG� µContract vande RSHUD¶�286 Apart from this contract, no 

information is known about the divertissements discussed here. However, the same 

group of musicians (Diricx, De Haze, Procureur and Lemire) signed a contact on 

29August  1682 which laid the foundation of Antwerp opera. They would play in 1683 

at the house on the Grote Markt and represent opera or comedy. They also said they 

would pay a sum to the poor of the city.287 In short, this information clearly suggests 

that Hiëronymus Janssens had a keen interest in theatre and music, and, as a frequenter 

of the theatre of the almoners, must have, again, found his way to the elite, cultural 

section of society. 

 

 

 

                                                      
285 De Paepe 2011, pp. 201-203. 
286 Antwerp, FelixArchief, Notarial Archive, N#509, Notary Jan Baptist Claus, Protocollen, en staten 
en rekeningen, 1680-1682, fol. 50r-v. �LQGH[�µ&RQWUDFW�YDQGH�RSHUD���¶�� 
287 Wij onderschreven verobligeren ons dit saison van de toecomende winter beginnende dryentachtich 
>����@�WH�VSHOHQ�LQ�GH�3DQW�RS�GH�PHUW�HQGH�UHSUHVHQWHUHQ�KHW�RSHUD�RIW�FRPHGLH�>«@¶��'H�3DHSH�������
p. 203. 
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3.4. Warden of the Holy Sacrament Chapel in the Church of Saint George 

 
On 26 November 1671, the wardens of the Holy Sacrament Chapel at the Antwerp 

church of Saint George (Jonas van Ercken, Ludovicus Goyvaerts, Melchior Hamers and 

Hiëronymus Janssens) 288 assigned the sculptor Norbert van den Eynde (1628-1704) to 

build a marble altar for their chapel. They ask him to construct an alter similar to the 

one in the chapel of Our Lady in the same church.289 [Appendix 31] In 1673, the altar 

was installed. Due to financial problems the sculptor only received his last payment in 

1694.290 The installation of this new altar had consequences for the entire church; the 

garden of the chapel had to be removed. This was decided by the wardens after 

deliberatie en advise from liefhebbers, sculptors, painters and the most important 

parishioners. Nevertheless, the church masters of the church of Saint George were 

                                                      
288 7KH�WDVNV�RI�D�ZDUGHQ��OLWHUDOO\�µFKDSHO�PDVWHU¶��RI�the Holy Sacrament Chapel of the church of Saint 
*HRUJH�DUH�SUHVHUYHG�IRU�XV�IURP�D�GRFXPHQW�GDWHG�������µ5HJOHPHQW�GHU�FDSSHOPHHVWHUV¶���(YHU\�\HDU��
four wardens were responsible for serving the chapel. The four wardens had to attend mass at nine 
R¶FORFN�and the µORI¶��WKH�YHQHUDWLRQ�RI�WKH�KRO\�VDFUDPHQW���$W�WKHVH�HYHQWV��WKH�ZDUGHQV�KDG�WR�HVFRUW�
the Holy Sacrament with torches. They also had to be present on all  Sunday services, and feast days, 
LQFOXGLQJ�PDVV�DW���R¶�FORFN��7KH�ZDUGHQ�LQ�FKDUJH�RI�WKH�ZHHN�DOVR�KDG�WR�DWWHQG�PDVV�DW����R¶FORFN�
DQG�DW�KDOI�SDVW�����7KH�ODWWHU�DOVR�KDG�WR�DWWHQG�WKH�7KXUVGD\�0DVV�DW���R¶FORFN�DQG�WKH�PDVV�DW�QLJKW�
for the benediction of the gospel and the Virgin. All  the wardens also had to be present at each 
procession or ommeganck in which the Holy Sacrament was carried outside the church. A warden was 
to be present at the death house of those who had died and had left a legacy to the chapel, and the serving 
warden of the week had to attend marriages. On the holy day of the Holy Sacrament, the warden in 
charge that week had to take the lead in the decoration of the chapel, but had to be assisted by the other 
three wardens. This li st of duties and rules of the wardens was made on 25 June 1679 and was signed 
by Jeronimus Janssens, Henricus de Maget, Jan Baptist Adriaensens and J. C. van Hullegaerde. An 
additional signed text is added on 12 May 1680 about the payment of fines: Beveren, State Archives, 
T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 66 $���µ5HJOHPHQW�GHU�FDSSHOPHHVWHUV¶�����-XQH������
and 12 May 1680). 
289 %HYHUHQ��6WDWH�$UFKLYH��7�������������$�������1RYHPEHU��������µ+��6DFUDPHQW�YDQGHQ�PDUEHUHQ�
Autaer 26 nov: 1671 aenbestedinghe van den nieuwen marbaren autaer in H: Sacrament capelle No ���¶��
Floris Prims, Geschiedenis van Sint-Joriskerk te Antwerpen, Antwerp 1924, p. 243; Timmermans 2008, 
p. 197, p. 354 (note 430). It is not unique for a painter to be chapelmaster of the Holy Sacrament Chapel: 
from 1637 until  1639 the painter Theodoor van Thulden was also chapelmaster/warden of the Holy 
Sacrament Chapel, in this case, however, in the Church of Saint Jacob: Rombouts and Van Lerius 1961, 
vol. 1, p. 574. Van den Branden noted that Janssens used to be a warden of the Holy Sacrament Chapel 
in the Church of Saint George in Antwerp: Van den Branden 1883, p. 1026. 
290 It is said that the final payment was made in 1685: Prims 1924, p. 243; Veronique Van Passel, 
µ1LHXZH�DUFKLYDOLVFKH�HQ�LFRQRJUDILVFKH�JHJHYHQV�RPWUHQW�GH�WULSWLHN�³+HW�/DDWVWH�$YRQGPDDO´�YDQ�
Ambrosius FranckHQ�GH�2XGH¶��Jaarboek van het Koninklij k Museum voor Schone Kunsten Antwerpen 
(1988), p. 191. On 10 March 1682, the serving chapel wardens, including Janssens, mention that they 
are still  unable to pay to Van den Eynde the 800 guilders they still  owed him: Beveren, State Archives, 
T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 66 66B2 (10 March 1682). However, on the same 
document, contrary to previous assomptions in the above mentioned scholarly literature, Van den Eynde 
only received the final 200 guilders in 1694. 
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strongly objecting. The wardens of the Holy Sacrament chapel responded by stating that 

church masters had to look after the preseUYDWLRQ�RI�WKH�µIDEULTXH¶��EXW�WKDW�WKH�ZDUGHQV�

were to decorate the individual chapels. They added, supported by certificates of 

aldermen, old aldermen and important persons qualified by the parish, that the garden 

of the chapel had to be demolished for the decoration of the marble altar. The wardens 

appear to have been supported by important figures from the old nobilit y (a member of 

WKH� 9DQ� GH� :HUYH� IDPLO\��� IURP� WKH� µKRPLQHV� QRYL¶� �GHOD� )DLOO\� IDPLO\�� WKH� YDQ�

Weerden famil y)291 and from artistic circles (Erasmus II Quellinus, Arthus Quellinus, 

Peeter Thijs, Norbert van den Eynde, etc.292  

 

Janssens had thus become one of the wardens of the Holy Sacrament Chapel in the 

Antwerp Church of Saint George. Again, this would have widened his social network 

enormousl\��QRW�RQO\�EHFDXVH�RI�DGGLWLRQDO�µFROOHDJXH¶�ZDUGHQV��EXW�Dlso because this 

task involved participation at meetings, processions, church events, etc. In 1671, one of 

-DQVVHQV¶�ZDUGHQ�colleagues was the painter, printmaker, publisher and draughtsman 

Melchior Hamers (1638-1710).293 Janssens already knew the oeuvre of this engraver, 

as he used one of his prints after Cornelis de Wael for a series of paintings in 1661 (cf. 

chapter 3). By taking on the role of warden at the Holy Sacrament Chapel, and probably 

before as an active parishioner of the Church of Saint George, Janssens had additional 

ways of getting in contact with fellow artists. In 1666-1667, the warden Cornelis Galle 

appears to have been in charge of writing down the accounts of the Holy Sacrament 

Chapel.294  This may have been the Antwerp engraver and publisher (1615-1678).295 

                                                      
291 For the mentioned famili es and their social status, see Timmermans 2008. 
292 Prims 1924, p. 243. 
293 Melchior Hamers, painter, was a student painter in the Antwerp guild of Saint Luke in 1654 under 
the guidance of genre painter Willem Van Herp (Rombouts and Van Lerius 1961, vol. 2, p. 250, p. 252; 
for more about Van Herp, see Legrand 1963, pp. 167-175). He became a master painter in 1657-1658: 
Rombouts and Van Lerius 1961 ,vol. 2, p. 286, p. 290. There were other references to a sculptor and a 
captain, but I have not adopted them here as they do no seem of interest. For all  this information, see: 
Marij ke &�� GH�.LQNHOGHU�� µ)UDQFLVFXV�+DPHUV�� GR]LMQVFKLOGHU� LQ�$QWZHUSHQ¶, Oud Holland, 118, ¾ 
(2005), p. 210. Obviously, we have to keep in mind the Melchior Hamers of the chapel may be a 
homonym ((the profession of the warden Hamers is, as far as known to me, not mentioned in the 
archives). 
294 Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, nr. 53, fol. 257 etc. 
295 General information of this engraver (no mention of the Saint George chapel): Christine van Mulders. 
µ*DOOH¶��Grove Art Online. Oxford Art Online, Oxford University Press.  
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Thus, in addition to the decorating of the chapel (cf. supra), the wardens of the Holy 

Sacrament Chapel had administrative tasks. Diff erent accounts containing both the 

annual receipts and expenditures of the Holy Sacrament Chapel of the church of Saint 

George, written by these wardens including Janssens, are still preserved.296  

One specific warden was in charge of listing expenses and income. From the bookyear 

1670-1673 Janssens was mentioned as one of the three accompanying wardens of the 

Holy Sacrament Chapel.297 In 1673-1674, Hiëronymus Janssens had to write down the 

administration of the chapel.298 These accounts reveal a lot of information about the 

parish and its inhabitants. The Van Eyck family, members of the wealthy commercial 

elite, and neighbours and acquaintances of Janssens, are also added in the list. Janssens 

registered the donation of 3 guilders by Jan Baptist van Eyck for the Thursdays mass to 

the Chapel. As a warden of the chapel, Janssens also paid the musicians for their 

performances, which was once again a connection with the world of music. He paid 

µaen meester Heijdricj hendricxens sangmeijster voor een Jaer g[asie?] ��¶� This 

Hendrick Hendrickx was rather well-known in the Antwerp musical scene. He was 

together with both Jan Baptist van Doren and Jacques Mattis, brothers-in-law of 

Janssens, many times the dean of the Guild of Saint Mary and Saint Job (the guild of 

                                                      
http://www.oxfordartonline.com.kuleuven.ezproxy.kuleuven.be/subscriber/article/grove/art/T030495p
g4 (20 March 2015) 
296 The account book of the chapel provides us with a lot of contextual information about the functioning 
of the chapel. People paid the wardens to celebrate mass for their deceased loved ones, as was registered 
carefully in the list. The chapel also had to pay a lot of people for their services, such as those who help 
during mass, decorate or clean the chapel, or to musicians (on an annual basis), to a person who drove 
RXW�WKH�EHJJDUV��WR�D�ER\�RI�WKH�µNQHFKWHQKXLV¶�LQ�FKDUJH�RI�WKH�LQFHQVRU\��WR�PXVLFLDQV�ZKo were hired 
for festivities, for a person who rang the bell  on the feast of the Ascension of Saint Peter and Paul, and 
to workmen who were hired to hang tapestries in the chapel: Beveren, State Archives, T17/002.07, Sint-
Joriskerk te Antwerpen, file nr. 53. Unfortunately, as far as is known to me, no visual source depicting 
the Holy Sacrament Chapel in the Church of Saint George remains. The wardens of the same chapel in 
the Antwerp church of Saint Jacob are still  to be seen, devoutly surrounding the Holy Sacrament, as 
painted by Pieter Thys (1624?-������ LQ�������$QWZHUS��6W��-DFRE¶V�&KXUFK��0DUULDJH�&KRLU���)RU�D�
GLVFXVVLRQ� RI� WKLV� SRUWUDLW� DQG� WKH� FKDSHO� LQ� WKH� FKXUFK� RI� 6DLQW� -DFRE�� VHH�� -HIIUH\�0XOOHU�� µ7KH�
LPSRUWDQFH�RI�SODFH�LQ�3LHWHU�7K\V¶V�JURXS�SRUtrait of the wardens of the Holy Sacrament Chapel in St. 
-DFRE¶V� &KXUFK�� $QWZHUS¶�� LQ��.DWOLMQH� 9DQ� GHU� 6WLJKHOHQ�� +DQQHORUH�0DJQXV� DQG� %HUW�:DWWHHXZ�
(eds.), Pokerfaced. Flemish and Dutch Baroque Faces Unveiled, Turnhout, 2010, pp. 217-227. 
297 Beveren, State Archives, T 17/002.07, Sint-Joriskerk te Antwerpen ILOH�QU������,Q�������-DQVVHQV¶�
daughter ± obviously ± married in the Holy Sacrament Chapel in the Saint George church, and her 
SD\PHQW�IRU�WKH�ZHGGLQJ�LV�QRWHG��µ���$XJXVWL�WURX�YDQ�FRQIUHHU�-DQVHQV�GRFKWHU�VDPHQ�«��-��ô¶�� 
298 Beveren, State Archives, T 17/002.07, Sint-Joriskerk te Antwerpen file nr. 53, fols. 35 and following. 
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the Antwerp musicians).299 This singing master Hendrickx also testified in a certificate 

of competence of the musician Jacob de la Fosse (son of the painter-musician, 1671-

1721).300 Lenaert van Hove, dean of the Guild of the Old Handbow, who was a member 

of the same parish church, and had paid (though not registered by Janssens) in 1671-

1672 150 guilders to the wardens of the chapel for an annual mass.301 In 1674-1675, 

Hamers li sted that Janssens had paid the sculptor Norbertus van den Eynde on 20 July 

1673 800 guilders (cf. supra the altar). From the year 1675-1676 onwards, Janssens is 

no longer mentioned as a warden.302  

 

In 1677-1678 he again signed as a serving warden. In 1679-1680 Janssens did not write 

down the accounts of the chapel, but he signed it as one of the serving wardens. In 1680-

1681, Janssens listed how he himself  had painted figures on the altar in the chapel 

(appearantly for free): µ2S�KHW�VFKLOGHUHQ�YDn de figuren staende aen den outaer met de 

[deuren] ha[ften] St. Peeter en Pauwels, met de pilaren ende festoens, diende tot den 

autar in de meditaci ende men ander dingen gedan tot dinst van de cappel, kenne daer 

mede te vrede te syn dat ick daer voor heb genotten van de cappel bij mij Jeronimus 

-DQVVHQV�DPHQ¶303 Earlier, he had paid a carpenter (schrijnwerker) for the figures on the 

altar as well. Could it be Janssens painted wooden figures for the altar? This is very 

unclear.  

$W�WKH�HQG�RI�WKLV�\HDU¶V�DFFRXQW�� it appears that there was more spent than received. 

However, Janssens added that this debt was paid from the gifts  that they had received 

but was not written down nor known anymore, and moreover, added that Norbertus van 

                                                      
299 Spiessens 1982-1984, p. 106. For more information about the music in Antwerp churches (including 
the church of Saint George), see: Stefanie Beghein, Kerkmuziek, consumptive en confessionalisering. 
Het muziekleven aan Antwerpse parochiekerken, c. 1585-1797, unpublished doctoral thesis, University 
of Antwerp, 2013-2014. 
300 Spiessens 1986, p. 103, p. 114. Hendrickx and La Fosse were musicians for the church of Saint 
George and are also mentioned in Beghein 2013-2014. 
301 Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 53, fol. 134. Lenaert van 
Hove had also been chapelmaster of the Holy Sacrament Chapel in 1650: Floris Prims, Geschiedenis 
van Sint-Joriskerk te Antwerpen, Antwerp, 1924, p. 233. Van Hove was a musician in Antwerp as well , 
VHH�6SLHVVHQV¶�GLVFXVVLRQ�DERXW�KLV�HGXFDWLRQ��*RGHOLHYH�6SLHVVHQV��µ/HQDHUW�YDQ�+RYH��HHQ�EHOKDPHO�
in een Antwerpse dans- HQ�PX]LHNVFKRRO�ELM�KHW�EHJLQ�YDQ�GH�]HYHQWLHQGH�HHXZ¶��Tijdschri ft der stad 
Antwerpen 14, 3 (1968), passim. 
302 Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 53. 
303 Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 53. 
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den Eynde and fellow brother Daverges still need money from the chapel.304 This is 

most probably one of the reasons why Van den Branden considered Janssens as not 

doing his job very well as warden.305 In 1685-1686,306 Hiëronymus Janssens was again 

in charge of writing down the account book, as in 1686-1687. Here, another hand adds 

the maths at the end��µErgo rest meer ontfangen als vuijtgegeven gl. 131 -16�¶ Again, 

the bills do not add up. Janssens has also written down the accounts of the book years 

1688-1689 and 1689-1690. The accounts between 1690-1691 are not present in the 

account book.  

In the book year 1688-1689, Janssens wrote down the list of income and expenditures. 

However, at the end, another hand adds more information, about the payment to 

AdriaenssHQV� EXW� DOVR�� µMen dekene Janssens heft onder gent hondert en vijf tich 

guldens van Jouff. [femino] tot de jaerlijcksche misse van het H. Sacrament, dew. Hij 

schuldich is aen de capelle dienst voor memorie met de interest de selve sal de selve 

deken JanssenV�PHW�GDQFN�YROGRHQ�GDWHQ����>)HE@�����¶� In 1692-1693, the list was 

written down E\�/RXLV�:LOOHPVVHQV� �µ/RZLHV�:LOOHPVVHQV¶��� In this list Janssens is 

mentioned.307  

Moreover, on 29 January 1692, an inventory of WKH�FKDSHO¶V�JRRGV�was made. At that 

time, Janssens, Ludovicus Willemssens, Jan Baptist Walvis and Gaspar Cools were 

                                                      
304 µGDW�GDHU�PHHU�YLMW�LV�JHJHYHQ�DOV�JHVFUHYHQ�VWDHW�YDQ�GHQ�RQWIDQFN��GDW�LV�EHWDDOG�YXLMW�GHQ�RIIHU�YDQ�
het hiel jaer ontfanghen, maer daer is geene notici van gehouden hoe veel dat het is al [fos] dat (al 
nieman connen eijssen van diet jaer aen de cappel) dat is die noch predenderende is te weetten norbertus 
van dne eijnden dat hy noch is predende van den autar, ende confer dauerges dat hy ock noch is 
predendirende op de cappel, ten versoke van menheer den pastor Jacobus houers is desse rekening 
gescreuen by mij  Jeronimus Janssens als diende meester vande cappel Item het ordinaris wijngelt sijn 
GH�ERYHQ�GLHQGH�PHHVWHU�VFKHQFNHQGH�DHQGH�FDSSHO�KLHU�GLHQGH�YRRU�PHPRULH�¶ 
305 Van den Branden 1883, p. 1026.  
306 In 1683, Janssens is again mentioned in the context of payments to the chapel master of the Holy 
6DFUDPHQW�&KDSHO��$QWZHUS��µ:LMNERHNHQ¶��3.�������QU���������-1797), fol. 281 and fol. 336. 
307 µLQGHQ�HHUVWHQ�RQWIDQJHQ�YDQ�RQsen confrater Jeronimus Janssens vant tgene den voors Janssens 
onder hem hadde wegende de cappelle 8 ± ��¶��µ,WHP�RQWIDQJHQ�YDQ�RQVHQ�FRQIUDWHU�-HURQLPXV�-DQVVHQV�
de somme van vij ftich guldens op afcorting eendre somme van hondert vij ftich guldens die den voors 
Jeronimus Janssens onder hem is hebbende toe comende de cappelle vant alderheylichste sacrament op 
de voors vyftich guldens is gecort veertien guldens seuen stuij vers ende een half wegens eene rekeninge 
van geleverde was aende voors cappelle die den voors Jeronimus betaelt heeft naer sijne gedaene 
Rekeninge blij ckt bij quitantie comt 36 ± ��ò��>«@¶�µXLMWJHHII�WHJHQV�GHQ�YRRUVFKUHXHQ�RQWIDQFN¶�>«@��
µ�����>«@�WH�ZHWHQ�GDW�HHQH�PXVLFDQW�HQGH�GHQ�RUJHQLVW�HQGH�GLH�KHW�RUJHO�EODVW�EHWDHOW�JHZHHVW�KHHIW�
van RQVHQ�FRQIUDWHU�-DQVVHQV¶��Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file 
nr. 35. 
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serving as wardens of the chapel.308 µ/XGRYLFXV¶�RU�µ/RZLHV¶�:LOOHPVVHQV�ZDV�PRVW�

probably Louis Wil lemssens, an Antwerp sculptor.309 The other serving master of the 

chapel together with Janssens was Jan Baptist Walvis (1622-after 1692), who was also 

a painter. Walvis was born in Antwerp DV�D�SDLQWHU¶V�VRQ, but had moved to Utrecht, and 

had also stayed in Amsterdam for a while. In 1685, Walvis returned to Antwerp. Not 

many of his works are known, and most of them all display biblical themes,310 and are 

LQ�QR�ZD\�UHODWHG�WR�-DQVVHQV¶�elegant company paintings.    

In 1693, DIWHU� -DQVVHQV¶� GHDWK��Catharina van Doren had to pay 3 guilders as this 

EHORQJHG�WR�WKH�FKDSHO��µLWHP�RQWIDQJKHQ�YDQ�GH�ZHGXZH�LHURQLPXV�LDQVVHQV�YDQ�JKHOW�

GDW� VLM� QRFK� RQGHU� KHDUW� KDW¶� DQG� µLWHP� QRFK� VHV� VWXFNNHQ� VLOYHU� GHZHOFNH� GH�ZHG��

ianssens gheheven heft die sij noch onder haer hat vande cappel aen confrer Willemsens 

YHUFRFKW�DHQ�PRHUPDQV¶����JXLOGHUV����311 

 

In his discussion of Hiëronymus Janssens, Van den Branden repeatedly alluded to the 

allegedly difficult and demanding character of his wife, Catharina Van Doren. 

However, no single reference to this can be found. Van den Branden argued that his 

wife had been the one who made Janssens take up the role of warden in the first place,312 

though I have not found any reason to believe so. Van den Branden did add that since 

Janssens did not perform his task well, his wife was forced to sell her furniture after 

-DQVVHQV¶�GHDWK�LQ�RUGHU�WR�SD\�WKH�GHEWV��7KH�IXUQLWure is said to have been confiscuated 

by the priest of the church.313 Now, I will  re-examine at the used archival documents by 

Van den Branden, in combination with new archival documents concerning the case of 

Janssens and the money he owed to the chapel of the church of Saint George. 

In 1684, Jan Baptist Adriaenssens and his wife had received 600 guilders from the 

warden of the Holy Sacrament Chapel, Hiëronymus Janssens (it is added that he was 

                                                      
308 Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 53, 53.1, fols. 15-17  
309 Duverger 2002, pp. 521-522; Timmermans 2008, p. 92, pp. 96-97. 
310 W.C. Schuylenburg in: Allgemeines lexicon der bildende Kunstler, vol. 35, Munich, 1942, pp. 137-
138. He became master of the Guild of Saint Luke in Antwerp in 1685-1686 and received two students 
in 1689-1690, namely Guillemus and Hermanus-Joseph Houdenhooven (van Oudenhove): Rombouts 
and Van Lerius 1961, vol. 2, p. 508, p. 515, p. 544.  
311 Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 53 
312 Van den branden 1883, p. 1026. This was taken over by Legrand 1963, p. 95. 
313 Van den Branden 1883, p. 1026. 
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dean of the swordsmen guild as well). Later in 1692, Isabella de Cock, widow of 

Adriaenssens, testified that she and her husband paid the intrest of this loan to Janssens 

in his function as chapelmaster (and thusly to the chapel) every year since [Appendix 

40].314  

On 5 September 1693 ± Janssens had already died ±, the three ruling deans of the Holy 

Sacrament Chapel were involved in a lawsuit against Louis Willemssens, their 

accompanying fourth warden, against the widow of Frans Gillis, and against the widow 

of Hiëronymus Janssens. The reason for this is indeed the sum of 600 guilders, that the 

wardens (Janssens) had given as obligation to Jan Baptist Adriaenssens, who used to be 

a warden of the chapel as well. However, Adriaenssens had died without being able to 

UHSD\�WKH�PRQH\��µLQVROYHQW¶���%HFDXVH�WKH�FKDSHO�KDG�VXIIHred inconveniences caused 

by this lack of 600 guilders, they not only contacted the old mayor Happart, the priests 

and the church masters, but also the mayor. The current wardens of the chapel did not 

wish to cause any argument within the group of the church and wanted to believe 

everything was done in goRG�IDLWK��µWHU�JRHGHU� WURXZH¶���,Q� trying to avoid a further 

lawsuit, they had agreed that the three parties (Louis Willemssens, the widows Gillis 

and the widow of Janssens, the former wardens) were to pay 300 guilders to the chapel. 

The serving wardens asked the mayor to be allowed to use that money to pay off the 

rent that the sculptor Norbert van den Eijnde is holding against the chapel for the 

creation of a marble altar (see before as well.).315  

Janssens¶ wife had to therefore collect a large sum of money to pay for one of her 

KXVEDQG¶V�PLVWDNHV��,W�LV�YHU\�OLNHO\�WKDW�VKH�LQGHHG�KDG�WR�VHOO�KHU�KRXVHKROG�IXUQLWXUH��

On 13 October 1693 it is stated that the widow of Michiels Schalck (who was an 

oudecleercoper) 316 had to pay 352 guilders and 16 stivers to Janssens, as this was the 

                                                      
314 Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file nr. 53, 53-2 (12 October 
1692). This can indeed EH�YHULILHG�LQ�WKH�FKDSHO¶V�DFFRXQW�ERRN��WKH\�SDLG����JXLOGHUV�LQWHUHVW�HYHU\�
year on their loan of 600 guilders (1684-1685, 1685-1686 (Janssens), 1686-1687, 1687-1688, 1689-
1690, 1690-1691, 1692-1693). Beveren, State Archives, T17/002.07, Sint-Joriskerk te Antwerpen, file 
nr. 53.  
315 Beveren, State Archives, Sint-Joriskerk te Antwerpen, T17/002.07, nr. 74, 74.G.1a. In spite of 
previous references in scholarly research, the chapel was thus still  in debt to Van den Eynden for the 
altar he had made in 1673. 
316 0LFKLHO�6FKDOFN�DQG�-DQ�+HFN�DV�µEH\GH�JHVZRUHQ�VFKDWWHUV�HQGH�RXGHFOHHUFRRSHUV�GHVHU�VWDGW¶�KDYH�
li sted and schatten the funiture of the death house of merchant Martinus van den Eynden: Duverger 
1999, p. 3, nr. 3047, July 4, 1674.  
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profit of the sale of the household furniture of Van Doren and her late husband Janssens 

[Appendix 37].317  

This case shows that Janssens, together with the other serving wardens, had made a 

regrettable decision to lend Jan Baptist Adriaenssens 600 guilders, that belonged to the 

Holy Sacrament Chapel. Moreover, it also indicates WKDW�-DQVVHQV¶�ZLIH�ZDV�QRW�YHU\�

wealthy DIWHU�KHU�KXVEDQG¶V�GHDWK��DV�WKH eventual sale of their household furniture was 

only worth 352 guilders and 16 stivers. Unfortunately, no further information about her 

financial state can be found.  

 

The church of Saint George was not the wealthiest or most beautiful church in Antwerp, 

and in such poorer parishes, not only members of the highest social class collaborated 

in the management of the church (as, for example, in the cathedral or the church of Saint 

Jacob), but also members with less financial means such as Janssens participated.318 

This duality is also clear in the registers of the house rental values in, for example, the 

Lange Gasthuisstraat, a street in the parish of Saint George where Janssens used to live 

for several decades (on the corner with the Arenberchstraat). 319 

                                                      
317 Antwerp, FelixArchief, Notarial Archive, N#1409, Jan Maarten Eliaerts, Protocollen, en staten en 
rekeningen, 1692-1697 (13 October 1693), 2 documents. According to Van den Branden the priest had 
confiscated the left furniture of Janssens that were sold by Van Doren, though this is not mentioned in 
the original documents: Van den Branden 1883, p. 1026. On 4 November 1693, Gaspar Cools, Jan 
Janssens and Adriaenus Boulaert, the serving wardens of the chapel, came to an agreement: Louis 
Willemssens promised to pay the chapel 100 guilders; Gerardus Lefever promised, on behalf of 
-DQVVHQV¶�ZLGRZ��WR�SD\����JXLOGHUV�DQG����JXLOGHUV�DQG����VWLYHUV��*LOOLV¶�ZLGRZ�promised only to pay 
���JXLOGHUV��VLQFH�QR�PRUH�ZDV�SRVVLEOH��GXH�WR�KHU�KXVEDQG¶V�GHDWK��7RJHWKHU�WKLV�LV�����JXLOGHUV�DQG�
15 stivers: Antwerp, FelixArchief, Notarial Archive, N#4150, Jan-Karel van Hullegarde, Protocollen, 
en staten en rekeningen, 1690-1694 (4 November 1693). [Appendix 38] On 19 July 1694, Louis 
:LOOHPVVHQV��-DQVVHQV¶�ZLGRZ�DQG�*LOOLV¶�ZLGRZ�DJDLQ�SURPLVHG�WR�SD\�WKH�����JXLOGHUV�DQG����VWLYHUV�
to the chapel. They also stated that they would pay to get to 300 guilders with help from each other and 
friends. Eventually, on 23 October 1694 Jaspar Cools, Jan Janssens and Adriaenus Boulaert stated that 
the chapel had received the 300 guilders [Appendix 27]: %HYHUHQ��6WDWH�$UFKLYHV��µ6LQW-Joriskerk te 
$QWZHUSHQ¶��7�����������QU������H����E������2ctober 1693). 
318 Timmermans 2008, p. 110; Thijs 1990, p. 78. 
319 -DQVVHQV¶�WHVWDPHQW�RI������LQGLFDWHV�WKDW�KH�OLYHG�LQ�WKH�Lange Gasthuysstraat LQ�$QWZHUS��µWHQ�
ZRRQKX\VH�GHU�WHVWDWHXUHQ�JHVWDHQ�HQGH�JHOHJHQ�LQGH�ODQJHJDVWKX\VVWUDHW�DOKLHU¶���This street was very 
FORVH�WR�WKH�SDULVK�RI�6DLQW�*HRUJH�LQ�ZKLFK�-DQVVHQV�ZDV�YHU\�DFWLYH��DQG�DOVR�ZLWKLQ�D�VWRQH¶V�WKURZ�
IURP�WKH�KRXVH�RI�VZRUGVPHQ¶V�JXLOG�DQG�WKHLU�\DUG��Schermershuis), which Janssens also had joined . 
Janssens li ved on the corner of the Arenbergstraat and the Lange Gasthuisstraat. In 1681, Janssens is 
said to li ve on the corner of the Arenbergstraat (Van den Branden 1883, p. 1026; Legrand 1963, p. 95): 
$QWZHUS��)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ(HGERHNHQ������-����¶��µ-HURQLPXV�-DQVVHQV�YUHPW�
peU�IDXWH�YDQ�PDHJVFKDS�RSGHQ�KRHFN�YDQ>GH@�$UHQEHUFKVWUDHWH�&RQVWVFKLOGHU��$FWXP����[EULV�����¶�
However, earlier in a document dated 1676, Janssens is described as li ving on the corner of the Lange 
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Although the city of Antwerp did not have extreme social segregation in its different 

districts, we can nevertheless discover a certain social and spatial hierarchy. Whereas 

in the sixteenth century the elite was mainly grouped around the Grote Markt, changes 

occurred in the second half of the sixteenth century, which were firmly established by 

the seventeenth century. The Grote markt retained its elite character, but was 

accompanied in this status by other areas, housing the commercial and political elite, 

such as the Meir, the Lange Nieuwstraat and also the Lange Gasthuisstraat.320 In the 

sixteenth century, rich Spanish and Italian merchants moved to this district in Antwerp 

(aournd the Lange Gasthuisstraat). The street offered home to many social institutions, 

such as the Sint-Elizabeth Gasthuis, the Sint-Julianus gasthuis RU�ZRPHQ¶V�KRVSLWDO��WKH�

Maagdenhuis, the Cloister of the Third Order, and buildings that would become the 

possession of the Refugie of the Abbey of Tongerloo.321 Many important Antwerp 

inhabitants lived in this street. In 1603, the secretary of the city, Joris Keffel, owned a 

house in the street, and, in 1679, burgomaster Jan-August de Lannoy lived here as 

well.322 From the 1670s onwards, the house at the corner of the Lange Gasthuisstraat 

and the Arenberchstraat �WKXV� LQ� D� KRXVH� DFURVV� IURP� -DQVVHQV¶� KRXVH� RQ� WKH� VDPH�

corner) was inhabited by baron Jacques Le Roy, Lord of La Tour.323 Born in 1633, he 

was the son of baron Philips Le Roy, and married Dymphna-Maria de Deckere. Le Roy 

had different positions at the Brussels court, and also went to Madrid in 1664. In 1665 

he returned to Antwerp and lived in the Lange Gasthuisstraat. He is known for his book 

Notitia Marchionatus (1678). -DQVVHQV¶�QHLJKERXU¶V�IDPLO\�LV�DQ�H[Dmple of the social 

                                                      
Gasthuisstraat and the Arenberchstraat (though still  in the Lange Gasthuisstraat): Antwerp, 
)HOL[$UFKLHI��µ:HHVNDPHU¶��:.�������µ(HGERHNHQ������-����¶��µ-HURQLPXV�-DQVVHQV�RRFN�PRH-derl 
cosijn schilder woonende opden hoeck van de harenborchstr inde lange Gasthuij sstr actum 30 xber 
����¶��%HIRUH�PRYLQJ�WR�WKH�Lange Gasthuisstraat, Janssens used to li ve in another prestigious street, 
the Meir. In 1652, in the archives of the Antwerp art-dealers company of Matthys Musson and his wife 
[Appendix V] Janssens is described as li ving at the Meir. He is being paid for pantings on an art cabinet: 
µ-HURHQLPXV�-DQVHQ�RS�GH�0HHU�JKHJHYHQ�RS�V\Q�NDQWRRU�GDW�K\�VFKLOGHUW�GU\�SDHWHNRQV�)O���-�¶��5LD�
Fabri, De 17de-eeuwse Antwerpse kunstkast. Kunsthistorische aspecten, Brussels, 1993, p. 92. 
320 Timmermans 2008, p. 94.  
321 Augustin Thys, Historiek der straten in openbare plaatsen van Antwerpen, Antwerp, 1879. 
322 Thys 1879, pp. 565-567. 
323 Thys 1879, pp. 564-564.  
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upward mobilit y of Antwerp non-aristocratic elite; the Le Roy family had used different 

strategies and techniques in order to become ennobled (and they succeeded).324 

 

Many inventories of the houses of mourning edited by Duverger also mention men or 

ZLGRZV�RI�PHQ�ZLWK�µKLJKHU�VRFLDO�VWDWXV¶�OLYLQJ�LQ�Lange Gasthuisstraat.325 The Lange 

Gasthuisstraat appears to have been a street of great distinction, part of a prosperous 

district in the city, and inhabited by aristocrats, financers and magistrates.326 

Nevertheless, Antwerp tax registers of the same area indicate differences in social status 

and wealth among the inhabitants of the Lange Gasthuysstraat. 

 

In 1659, a tax register based on the number of chimneys and house rental values was 

written down by the Antwerp city magistrates. It is used to collect the 10th penning on 

the house rental values. 8875 houses were listed together with the number of chimneys 

and the rental value.327 In her study on the social situation of Antwerp painters in the 

seventeenth century, this archival document was the main source of Francine van 

Cauwenberghe-Janssens. Even though she has looked for the position of artists, and she 

                                                      
324 Augustin Thys, Historiek der Straten en openbare Plaatsen van Antwerpen, second edition, 
Antwerp, 1893, pp. 491-492. For more information about the social upward mobilit y of the Le Roy 
IDPLO\��VHH��-R�+HGOH\��µ&KDSWHU����1R�ORQJHU�NQLJKWV��EXW�FDYDOLHUV¶��&UHDWLQJ�WKH�FRXUWLHU��9DQ�'\FN�
DQG�3KLOLSSH�/H�5R\¶��LQ��-R�+HGOH\��Van Dyck at the Wallace Collection, exh.cat., London, Wallace 
Collection, London, 1999, pp. 33-��� �IRU� PRUH� RQ� /H� 5R\¶V� PDUULDJH�� SS�� ���-157). See also 
Timmermans 2008. 
325 Sibilla van Eeckeren, widow of burgomaster and knight Charles de Merle, had died there in 1652 
and in 1655 Anna de Smidt, widow of Luis Frarijn, is said to have li ved in the street as well. Her two 
ROGHVW�VRQV�DOVR�KDG�YHU\�LPSRUWDQW�IXQFWLRQV�LQ�WKLV�FLW\��0DVWHU�$QWKRQLXV�0DULD�)UDULMQ�ZDV�WKH�FLW\¶V�
alderman, and his brother master Luis Maria Frarij n was alderman of the clothmaNHUV¶V�KDOO��8QWLO�KHU�
death in 1661, Jacqueline van Etten, widow of Jan Francisco Straten, a nobleman of Genova, had also 
li ved in the same street. Other names are: Pefyto van Mockenborch, jongman (1664); Thomas de Potter, 
city trezorier (1663); Jean Ettienne Spinola, knight of the milit ary order of Saint Jacob, and Lord of 
Retier (1669), Elizabeth van Horne, widow of Jacques van Eyck, Lord of ter Biest, tresorier, alderman 
and old-almoner of the city (1678)  - It is noteworthy to mention the name of his man also reoccurred 
in the account book of the Holy Sacrament Chapel in the Church of Saint George - Gaspar I De Haen, 
jeweller, and husband of Catharina Adriaenssens (1677), Cornelia Theresa Vequemans, geestelij ke 
dochter, Adriana de Heynin, widow of Jan Baptist de Cattaneo, of whom the inventory had been made 
on request of Guilli am Gomez and in the presence of knight Jacques Ferdinando de Vill egas, lord of 
Sevill e and alderman, and Elizabeth Stroobant, widow of Peter van Mandere (Source: Duverger 1999-
2002). 
326 Cf. previous note and: Marion Lisken-Pruss, Gonzales Coques (1614-1684) Der kleine Van Dyck, 
Turnhout 2013, p. 27.   
327 Francine Van Cauwenberghe--DQVVHQV��µ'H�VRFLDOH�WRHVWDQG�YDQ�GH�$QWZHUSVH�VFKLOGHUV�LQ�GH���H�
HHXZ¶��Jaarboek Koninklij k Museum voor Schone Kunsten Antwerpen (1970), pp. 233-240. 
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has warned about the problematic presence of homonyms due to the lack of the addition 

of a profession in the list, Van Cauwenberghe-Janssens has omitted many painters in 

her overview, including Hiëronymus Janssens.  

In the ninth district of Antwerp, supervised by captain Van den %RVFK�� µ-HURQLPXV�

-DQVVHQV¶�LV�added to the list. In 1659, his house had 4 chimneys and an annual rental 

value of 96 guilders.328 This places him clearly in the higher echelons of middle class 

society.329 Consequently, he appears to not have been part of the wealthy circles he 

reflected in his genre paintings.330 In this phase of his career, Janssens was no member 

of the wealty and rich echelons of society, but primarily belonged to the modestly 

consuming middle class of Antwerp.  

 

A comparable source was written down in 1667, when another house rent tax register 

was listed.331 -DQVVHQV¶ house is listed in the Gasthuijsstraat oistsijde (east-side). This 

                                                      
328 $QWZHUS��)HOL[$UFKLHI��µ+XLVKXXUJHOGHQ�����-����¶��5�������µ.RKLHU�YDQ�KHW�RPVFKULMYHQ����DSULO�
����¶� 
329 Even though Van Cauwenberghe--DQVVHQV¶�UHVHDUFK�LV�K\SRWKHWLFDO��LW�IRUPV�RXU�RQO\�UHference point 
to understand the meaning of the number of chimneys and the value of the house rent. According to 
her, the minimum wage of workmen and a family of 5 persons, was 14 stivers a day. Mostly, they li ved 
in houses with a maximum rent of 48 guilders per annum. People earning more than 14 stivers a day 
did not have to face the immediate dangers of starvation. Based on the houses and people li sted in the 
archival document from 1659, she has divided the population into four categories. The first category 
consisted of 1544 houses with a rental value up to 36 guilders per annum. The second category, 3062 
houses, were the houses with an annual rental value between 36 and 72 guilders. This is the largest 
group, to which mostly workmen and shopkeepers belonged. The third category was as large as the 
second one (2704 houses). The people li ving in these houses (annual rental value between 72 and 144 
guilders) belonged to the middle class. They were the established citizens who were able to buy 
industrialised products. The fourth group, people living in houses with an annual rental value between 
144 and 1000 guilders per annum, were the rich and wealthy. Van Cauwenberghe--DQVVHQV¶�UHVHDUFK�± 
though she did not take all  the painters and artists mentioned in the documents into account - shows us 
WKDW�WKH�PHGLDQ�UHQWDO�YDOXH�RI�DUWLVWV¶�KRXVHV�ZDV�����JXLOGHUV��6KH�FRQFOXGHV�WKDW�D�ODUJH�DPRXQW�RI�
painters were part of the first group in the fourth category of painters, namely the wealthy citizens of 
the city (a house value between 144 and 288 guilders): Van Cauwenberg- Janssens 1970, pp. 233-240. 
330 Compare with expensive house rental value: Timmermans 2008, p. 172 (and notes). 
331 This document is used by Bruno Blondé and Veerle de Laet as a check reference to understand the 
information from probate inventories of 1680. In their article they discuss the use of the number of 
rooms in a house as a classification rule and as a proxy for wealth and social status. They compare the 
information found in the 1680 probate inventories with the information delivered by the tax register 
from 1667. This rather diff icult interpreting method is used to find a correlation between the number of 
rooms in the 1680 probate inventories and the taxable house rent value in 1667. In this 1667 tax register, 
7346 Antwerp inhabitants were listed to pay the taxes upon the rental value of their homes. The top of 
the value of house rents was 1000 guilders. The annual house rent value of the Moretus family reached, 
for example, 750 guilders. They belonged to the highest circles of society. The median house rental 
value of the taxable houses was 84 guilders per annum, and the average 109 guilders. The research of 
Blondé and De Laet, even though limited and diff icult to interpret, might provide a hint in understanding 
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time his house has a rental value of 120 guilders per annum.332 Randomly chosen other 

painters in the same li ving area are Lucas van Uden (rental value of 90 guilders) and 

Guilielmus van Herp (genre painter, rental value 90 guilders). In the same district but 

under the supervision of another captain, and on the west side (Janssens lived on the 

east side) of the Lange Gasthuisstraat��*RQ]DOHV�&RTXHV¶ rental value is also li sted; 333 

230 guilders, almost doubling the rental value of -DQVVHQV¶ house. It is clear that Coques, 

as a painter of portraits and also conversaties (portraits), was much more wealthy than 

Janssens, who mainly specialized in genre scenes, and less in portraits (though he did 

paint some portraits, cf. chapter 2). 

The archival documents from 1659 and 1667 have indicated that in the Lange 

Gasthuisstraat people with very costly houses, and those of lesser financial means 

cohabitated side by side.  

The painter Gonzales Coques was thus not only a colleague but also a neighbour of 

-DQVVHQV�� ,W� LV� ZLWKRXW� GRXEW� WKHVH� SDLQWHUV� NQHZ� HDFK� RWKHU¶V� ZRUN�� DV� WKHLU� lives 

crossed many times. They not only lived in the same parish, they were also members of 

the same parish church which was, given JanVVHQV¶� DFWLYH� SDUWLFLSDWLRQ� LQ� LWV 

organisation, an important element in building up social networks. Moreover, Coques 

appears to have been connected with the church as well, as he was buried in the other 

of the two main chapels of the church, the Chapel of Our Lady.334 In addition, Coques 

                                                      
-DQVVHQV¶� SRVLWLRQ� LQ� WKLV� WD[� UHJLVWHU�� %UXQR� %ORQGp� DQG� 9HHUOH� 'H� /DHW�� µOwning paintings and 
changes in consumer preferences in the Low Countries, seventeenth-HLJKWHHQWK�FHQWXULHV¶�LQ��1HLO�'H�
Marchi and Hans J. Van Miegroet (eds.), Mapping markets for paintings in Europe, 1450-1750, 
Turnhout, 2006, p. 68-84. 
332 $QWZHUS��)HOL[$UFKLHI��µ+XLVKXXUJHOGHQ�����-����¶���5�������µ.RKLHU�YDQ�KHW�RPVFKULMYHQ����MXOL�
����¶� 
333 $QWZHUS��)HOL[$UFKLHI��µ+XLVKXXUJHOGHQ�����-����¶���5�������µ.RKLHU�YDQ�KHW�RPVFKULMYHQ����MXOL�
����¶��&RTXHV�DOVR�OLYHG�LQ�WKH�/DQJH�*DVWKX\VVWUDDW��Lisken-Pruss 2013, p. 27; Erik Duverger and 
'DQLHOOH�0DXIRUW��µ*LRYDQQL�%DWWLVWD�YDQ�(\FNH�HQ�GH�SDWURQHQ�PHW�GH�KLVWRULH�YDQ�'HFLXV�0XV�YDQ�
$QWRRQ�YDQ�'\FN�QDDU�LQYHQWLHV�YDQ�3HWHU�3DXO�5XEHQV¶��Gentse bijdragen tot de kunstgeschiedenis en 
oudheidkunde, 31 (1996), p. 102. 
334 In the church of Saint George two main chapels were set up: the Chapel of Our Lady and the Holy 
6DFUDPHQW�&KDSHO��3ULPV�������$Q�H[WUDFW�RI�D������µUHNZHVWERHN¶�FODULILHV�WKDW�WKH�FKXUFK�RI�6DLQW�
George was in enormous financial trouble and was not able to maintain the church well. In this 
document new regulations concerning the alms retrieved by chapel wardens or church masters are 
discussed. It is stated that the two most important chapels of the church are those of Our-Lady and the 
HoO\� 6DFUDPHQW�� µYDQGH� WZHH� KRRIW� FDSSHOOHQ� WH� ZHWHQ� YHQHUDEHO� FDSSHOOH� HQGH� RQVH� /�� YU>RXZ@H�
FDSSHOOH¶��%HYHUHQ��6WDWH�$UFKLYHV��µ6LQW--RULVNHUN�WH�$QWZHUSHQ¶��7�����������ILOH�QU�����>$SSHQGL[�
��@�� %HYHUHQ�� 6WDWH� $UFKLYHV�� µ6LQW--RULVNHUN� WH� $QWZHUSHQ¶�� 7����������� � ILOH� QU�� ���� (� ��� µ�����
Gonsales Coques VWLHIW����PDLM�HQGH�FDWKDULQD�YDQGHQ�ERVFK�GHQ�«�OLIIHQ�LQ�GHQ�EHXFN�YRRU�2�/��9UH�
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had also become, as Janssens did (see before), a member of the Chamber of rhetoricians 

De Violieren in 1643/1644. In 1661, Coques is dean of the chamber of rhetoricians De 

Olijftack, which had by then merged into the guild of Saint Luke.335 

-DQVVHQV¶�SRVLWLRQ�LQ�WKH�+RO\�6DFUDPHQW�chapel also allowed Janssens to get in contact 

with yet another group of people, which included many painters: the Brotherhood of the 

Romanists. Janssens was not a member of this group. The brotherhood only adopted 

people who had visited Rome and the tomb of Saint Peter and Saint Paul. It was a 

gathering of members of the commercial, political, administrative, clerical and artistic 

elite, and also included painters. As an artist, being a member of this brotherhood was 

YHU\�LPSRUWDQW�IRU�RQH¶V�SHUVRQDO�VRFLDO�VWDWXV�LQ�XUEDQ�FXOWXUH� The devout members 

gathered to celebrate the feast of the saints Peter and Paul. Aditionall y, they would also 

gather every year and discuss their journey to Italy.336 Normally, the Brotherhood 

celebrated the feast day of their patron saints at the Holy Sacrament Chapel in the 

Antwerp Church devoted to Our Lady. However, in 1680, due to the continuing loss of 

members and the difficulties to find a person willing to become dean, the brotherhood 

had reached an impasse. There were discrepancies between receipts and expenses. 

Therefore, in 1681, the festivities moved to the Church of Saint-George, where they 

held the event in a more modest fashion.337 This may have been the reason why Janssens 

had decorated the altar with the figures of Saint Peter and Paul (cf. supra).  

 

3.5. Janssens and the Antwerp SwordsmeQ¶V�*XLOG 

 
In his will of 1691, Hiëronymus Janssens is described as a painter and old dean of the 

*XLOG�RI�WKH�6ZRUGVPHQ��µFRQVWVFKLOGHU�HQGH�RXGWGHNHQ�YDQGH�VFKHUPHUV�JXOGH¶��338 In 

������ -DQVVHQV� VLJQHG� DV� GHDQ� RI� WKH� VZRUGVPHQ¶V� JXLOG� WZR� UHFHLSWV� IRU� WKH�

membership fee paid by Guilliam Forchondt, alderman, to the VZRUGVPHQ¶V guild (cf. 

                                                      
capelle FRQVWVFKLOGHU� VWLHIW� GHQ� ��� DSULO� ���>«@� HQGH� &DWKDULQD� 5LMFNDHUW� GHQ� �� MXOLM� ����� OLJJHQ�
begraven in o: L: vre caSHOOH¶��)RU�PRUH�RQ�&RTXHV¶�IDPLO\�DQG�WKHLU�EXULDOV��VHH��/LVNHQ-Pruss 2013, 
p. 27.  
335 Lisken-Pruss 2013, p. 35. 
336  E. Dilli s, La Confrérie des Romanistes, Antwerp 1923, p. 5, pp. 8-9; Timmermans 2010, p. 119. 
337 Dilli s 1923, pp. 22-23, p. 32. 
338 Antwerp, FelixArchief, Notarial Archive, N#161, Jan Baptist Bellenraet, Protocollen, en staten en 
rekeningen, 1688-1692 (28 December 1691), fol. 15r. 
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chapter 2).339 A record from 12 October 1677 again defines Janssens as the (current) 

dean of the guilG�RI�WKH�VZRUGVPHQ�RI�$QWZHUS��µSr. Jeronimus Janssens deken vande 

schermers gulde alh[ie]r¶).340 [Appendix 33] A few months later, on 11 December 1677, 

-DQVVHQV� LV� GHVFULEHG� DV� µROG� GHDQ¶� RI� WKH� VZRUGVPHQ¶V guild in a notarial deed 

concerning the portraits KH�PDGH�RQ�FRPPLVVLRQ�IRU�D�FHUWDLQ�µPU��6LOYD¶�341 [Appendix 

23] On 15 December 1677, the old deans and serving deans of the VZRUGVPHQ¶V guild 

had asked Martinus Huybrecht, Thomas de Formentrou, Francois Huybrechts and 

Albert van Miert, their fellow-brothers of the guild, to undo the effect of an ordonnance 

the chamber of the guild had published on 21 April 1676. This document was signed by 

many different people, including Thomas de Formentrou and Hiëronymus Janssens 

(Jeronimus Janssens).342 In this document, tailor Thomas de Formentrou ± brother of 

the painter Jacob de Formentrou - (cf. chapter fashion) is mentioned as well.343 In 1692, 

D�GRFXPHQW�UHYHDOV�WKDW�-DQVVHQV�KDG�EHHQ�GHDQ�RI�WKH�VZRUGVPHQ¶V�JXLOG�LQ������DV�

ZHOO��µ>RQWHUHQW@�DFKW�-DHUHQ�JHOHden van Men Deken Jeronymus Janssens Deken van 

GH�6FKHUPHUV�JXOGH�ELQQHQ�GHVH�VWDGW�$QWZHUSHQ¶��344 These archival documents reveal 

that Janssens has been dean of the guild in 1675-1677, and again in 1684. On 4 January 

                                                      
339 µ,FN�RQGHUVFUHXH�NHQQH�RQWIDQJKH�WH�KHEEH�YDQ�PHQ�DXGHUPDQ�IRUFNKRXW��YDQ�GH�VFKHUPHUV�JXOGH�
voor een half Jaer conterbuti, de somme van ses guldens eens, verschene te half mert 1675 Jeronimus 
-DQVVHQV��DOV�GHNHQ�«���JXOGHQ�>RQ�WKH�EDFN�RI�WKH�GRFXPHQW��µ0RQKRXGHUPDQ�IRUFKRXGW¶@¶�DQG�µ,FN�
onderscreue kenne ontfangen te hebbe van confrer guliam forckhout, van de schermers voor een half 
-DHU�FRQWHUEXFL��GH�VRPPH�YDQ�VHV�JXOGHQV�HHQV��YHUVFKHQHQ�DH�EDQQLV������«�-HURQLPXV�-DQVVHQV�DOV�
GHNHQ����JXOGHQ¶�>RQ�WKH�EDFN��µRXGHUPDQ�)RUFNKRXW¶@��$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��
,%������µ&RQWULEXWLH�VFKHUPHUVLOGH¶�����-1678. Earlier, in 1669 - though not yet in his function as dean 
of the guild -��-DQVVHQV�ZDV�DGRSWHG�LQ�WKH�OLVW�RI�PHPEHUV�RI�WKLV�JXLOG��$QWZHUS��)HOL[$UFKLHI��µ*LOGHQ�
	�$PEDFKWHQ¶��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ�LQ¶W�DOJHPHHQ�EHWUHIIHQGH¶�� *$�������µGilden; 
5HJLVWHU�YDQ�GH�VHVVH�JHVZRUHQ�JXOGHQ��/HGHQOLMVW¶; $QWZHUS��)HOL[$UFKLHI�� µ*LOGHQ�	�$PEDFKWHQ¶�
�µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ�LQ¶W�DOJHPHHQ�EHWUHIIHQGH¶���GA#4616, µ*LOGHQ��5HJLVWHU�%RHN�GHU�
JLOGHQ�PHW�KXQQH�:HSHODHUV¶� Old membershiS�OLVWV�DOVR�FRQILUP�WKDW�-DQVVHQV¶�SUHGHFHVVRU��6HEDVWLDDQ�
Vrancx (who also sometimes painted elegant company scenes) had also been a member of the 
VZRUGVPHQ¶V�JXLOG��$QWZHUS��)HOL[$UFKLHI��µ*LOGHQ�	�$PEDFKWHQ¶��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ�
LQ¶W�DOJHPHHQ�EHWUHIIHQGH¶���*$�������µ*LOGHQ��/HGHQ��,9¶� 
340 In this document Peter Janssens (probably his brother) enabled Abraham Blanck in Amsterdam to 
receive money on his behalf from Jan Soutaert: Antwerp, FelixArchief, Notarial Archive, N#158, Jan 
Baptist Bellenraet, Protocollen, en staten en rekeningen 1675-1678 (12 October 1677).  
341 Antwerp, FelixArchief, Notarial Archives, N#158, Jan Baptist Bellenraet, Protocollen, en staten en 
rekeningen 1675-1678 (11 December 1677). This document will  be discussed in depth in chapter 2. 
342 Antwerp, FelixArchief, Notarial Archives, N#158, Jan Baptist Bellenraet, Protocollen, en staten en 
rekeningen 1675-1678 fol. 51r.-v. (15 December 1677). 
343 Antwerp, FelixArchief, Notarial Archive, N# 158, Jan Baptista Bellenraet, Protocollen, en staten 
en rekeningen 1675-1678, fol. 51r. (15 December 1677). 
344 %HYHUHQ��6WDWH�$UFKLYHV��µ6LQW--RULVNHUN�WH�$QWZHUSHQ¶��7�����������QU���������2FWREHU������� 
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������ -DQVVHQV� LV� FDOOHG� µ6U�� -HURQLPXV Janssens constschilder ende outdeken van 

VFKHUPHUV�JXOGH�DOKLHU¶�>Appendix 25].345 

 

In Antwerp, two organisDWLRQV�IRUPHG�WKH�XUEDQ�µPLOLWLD¶��ILUVWO\��WKH�FLYLF�JXDUG��DQG�

secondly, the members of these seven armed guilds. In these latter groups, members 

were chosen by sitting members (co-optation).346 Together with the guilds of the Old 

$UEDOHVW� �µ2XGH� 9RHWERRJ¶��� <RXQJ� $UEDOHVW� �µ-RQJH� 9RHWERRJ¶��� 2OG� +DQGERZ�

�µ2XGH� +DQGERRJ¶��� <RXQJ� +DQGERZ� �µ-RQJH� +DQGERRJ¶�� and the Musketeers 

�µ.ROYHQLHUV¶���WKH�6ZRUGVPHQ¶V�RU�)HQFHU¶V�JXLOG��µ6FKHUPHUVJLOGH¶��IRUPHG�WKH�VL[�

armed guilds of Antwerp. Every guild had its own chapel in the Church of Our Lady 

(currently the Cathedral). As well as parading at festivities and participating in 

processions and parades during royal visits, these guilds had a protective and defensive 

IXQFWLRQ��7KH\�ZHUH�PHDQW�WR�KHOS�WKH�$QWZHUS�FLW\¶V�PDJLVWUDWH�LQ�JXDUGLQJ�WKH�FLW\�

gates and maintaining order in the city, as, for example, fire would break out, or whether 

a flood or any other kind of trouble in the city would occur.347  

 

All healthy Antwerp citizens between 18 and 60 years were obliged to partake in the 

FLW\¶V�FLYLF�JXDUG��L�H��JXDUGLQJ�WKH�ZDOOV��JDWHV��FLW\�DW�QLJKW��HWF����7KH�VL[�DUPHG�JXLOGV�

recruited members of this civic guard into their armed guilds. Sometimes, by becoming 

                                                      
345 Antwerp, FelixArchief, Notarial Archive, N#161, Jan Baptist Bellenraet, Protocollen, en staten en 
rekeningen, 1688-1692 (4 January 1689). 
346 5HQp�%RXPDQV��µ'H�JHWDOVWHUNWH�YDQ�NDWKROLHNHQ�HQ�SURWHVWDQWHQ�WH�$QWZHUSHQ�LQ�����¶��Revue belge 
GH�SKLORORJLH�HW�G¶KLVWRLUH, 30, 3-4 (1952), p. 744; Houben 2003-2004; Dirk Stellamans, Historisch-
culturele schets van de schermgilden in Vlaanderen��XQSXEOLVKHG�PDVWHU¶V�WKHVLV�.8�/HXYHQ������ 
347 Leon Voet, De gouden eeuw van Antwerpen. Bloei en uitstraling van de Metropool in de zestiende 
eeuw, Antwerp, 1993, p. 108; F.H. Mertens and K.L. Torfs, Geschiedenis van Antwerpen sedert de 
stichting der stad tot onze tyden uitgegeven door de rederykkamer de Olyftak, vol. 3, Antwerp, 1847, 
p. 472, etc.; Birgit Houben, Antwerpens verzet tegen de centrale macht in 1659��PDVWHU¶V�WKHVLV��RQOLQH�
e-thesis) University of Ghent 2003-������ 1RUD� 'H� 3RRUWHU�� µ5XEHQV� ³RQGHU� GH� ZDSHQHQ´�� 'H�
$QWZHUSVH�VFKLOGHUV�DOV�JLOGHEURHGHUV�YDQ�GH�NROYHQLHUV�LQ�GH�HHUVWH�KHOIW�YDQ�GH���GH�HHXZ¶��Jaarboek 
van het Koninklijk Museum voor Schone Kunsten Antwerpen (1988); Siska Beele, Omtrent gewapende 
gilden en hun schilderijen, Koninklij k Museum voor Schone Kunsten Antwerpen, s.l., s.d., p. 1; 
6WHOODPDQV�������&KULV�6ZDUW]��µ'H�NRQLQNOLMNH�HQ�ULGGHUOLMNH�VFKHUPJLOGH�YDQ�6LQW-Michiel te Gent: 
VFKDNHO�WXVVHQ�YURHJHU�HQ�QX¶�� LQ��&KULV Coppens, Francis Crahay, Kristin Daenen et.al., En Garde! 
Schermen verbeeld. Schermboeken uit de Corble-collectie, wapens & attributen, Louvain 1998, p. 175 
(I am very grateful to Prof. Dr. Johan Verberckmoes for bringing this publication to my attention). In 
the troubled times of 1659, it is documented that the members of the armed guilds and the civic guard 
KDG�WR�DFW�IRUFHIXOO\�WR�PDLQWDLQ�RUGHU�LQ�WKH�FLW\�����PHPEHUV�RI�WKH�VZRUGVPHQ¶V�JXLOG�KDG�WR�JXDUG�
WKH�KRXVH�RI�)HUGLQDQG�G¶,OOGRQR�ZKHQ�&DUDFHQD�went to stay there: Houben 2003-2004. 
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a member of the armed guild and by buying a licence, one could be freed from duty. 

However, there were also members of the armed guilds that still had to serve.348  

 

These six armed guilds were prestigious. The fact that (next to the membership by co-

optation) each member had to provide his own military equipment indicates the rather 

elite character of the guilds; one had to be fortunate enough to become a member. 

Antwerp citizens held in the highest esteem were often members of these guilds. It was 

the oldest guild of the city (the guild of the Old Arbalest), that was held in the highest 

regard of all. Each of these six armed guilds distinguished themselves through the 

weapons they used. In spite of the firearms or shooting devices of the other guilds, the 

guild of the swordsmen handled thrust-weapons. The arms of swordsmen changed over 

time. Whereas originally, halberds were used, later on members started using a big, and 

heavy broadsword, followed in c. 1600 by the use of the rapier and dagger. Ultimately, 

the floret was used.349 According to Mertens and Torfs, the VZRUGVPHQ¶V guild had 

lesser standing than the shooting associations of Antwerp.350 

Each of the armed guilds of the city had an altar in the Antwerp Church of Our Lady. 

In every guild, two deans and subdeans were chosen by the members of the guilds and 

FRQILUPHG�E\�WKH�FLW\¶V�PDJLVWUDWH��)XUWKHUPRUH��WKH�JXLOGV�DOVR�KDG�RQH�SURWHFWLYH�ORUG��

the Hoofdman, who was a noble citizen of Antwerp.351 

 

7KH�$QWZHUS�VZRUGVPHQ¶V�JXLOG�ZDV�IRXQGHG�LQ������352 In other cities of the Southern 

/RZ�&RXQWULHV��FRPSDUDEOH�VZRUGVPHQ¶V�JXLOGV�ZHUH�HVWDEOLVKHG��$W�WKLV�WLPH��WKH�ULJKW�

                                                      
348 De Poorter 1988, pp. 203-204. Beele s.d., p. 4. 
349 Voet 1993, p. 108; Beele s.d., p. 1, p. 4; De Poorter 1988, p. 203, p. 206; Stellamans 1978, p. 134 
(in Mechelen), p. 156. Coppens, Crahay, Daenen a.o. 1998, p. 27. On the evolution of the arms used to 
fence: Lisette Van Hyfte-De Laere, Marij ke Detremmerie, Kristiaan De Witte and Bruno Fornari, De 
schilderi jen, tekeningen en karikaturen uit het patrimonium van de Koninklij ke en Ridderlij ke 
Hoofdgilde van Sint-Michiel te Gent, Ghent, 2008, pp. 40-43. 
350 F.H. Mertens and K.L. Torfs, Geschiedenis van Antwerpen, sedert de stichting der stad tot onze 
tyden, uitgegeven door de Rederykkamer de Olyftak, vol. 3, Antwerp, 1847, p. 485. 
351 Mertens and Torfs 1847, p. 472; See Stellamans 1978. In the six armed guilds of Antwerp it was 
customary to have two deans at once. This is QR�UHIHUHQFH�WR�WKH�VZRUGVPHQ¶V�JXLOG�EXW�WR�WKH�WZR�GHDQV�
RI�WKH�RWKHU�JXLOGV��$QWZHUS��)HOL[$UFKLHI���������,Q�WKH�VZRUGVPHQ¶V�JXLOG�� WZR�GHDQV�DOVR�VHUYHG�
together, see for example (no Janssens): Antwerp, FelixArchief, Notarial Archive, N#158, Jan Baptist 
Bellenraet, Protocollen, en staten en rekeningen 1675-1678 (3 February 1678). 
352 Voet 1993, p. 108; Coppens, Crahay, Daenen a.o. 1998, p. 15. Wouters 1992, p. 206. 
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to handle weaponry (wapenrecht) was no longer a privilege for the aristocracy; the 

burghers also used it in defence of a city in danger.353 7KH�PHPEHUV�RI�WKH�VZRUGVPHQ¶V�

guilds in the Southern Netherlands not only functioned as guardians of the city or 

partook in processions and other events, they also mastered the art of fencing.354  

,Q�VXFK�VZRUGVPHQ¶V�JXLOGV��IHQFLQJ�PDVWHUV�ZHUH�SUHVHQW�DQd members could exercise 

DV�ZHOO��7KH�$QWZHUS�VZRUGVPHQ¶V�JXLOG�had the room for it. On a seventeenth-century 

PDS�RI�$QWZHUS��D�JUHDW�\DUG�FDOOHG�µ6FKHUPHUVKRI¶�DURXQG�WKH�µ6FKHUPHUVKXLV¶��WKH�

SUHYLRXV�SRUFK�RI�6DLQW�*HRUJHV�WKDW�KDG�EHFRPH�WKH�JXLOG¶V�JXLld house since 1579)355 

could be used to practice the art of fencing. Similar yards were also constructed around 

the guild houses of the other armed guilds (FIG. 6).356 Fencing was originally a military 

and knightly occupation, but it had made its way into civic culture, in which every 

gentilhomme wanted to learn how to fence and a growing interest in the art of fencing 

developed. It is already frequently mentioned in cultural-historical scholarship that 

fencing was considered one of the three bodily exercises that was absolutely essential 

for young members of the seventeenth-century aristocracy. Together with horse riding 

and dancing, fencing was part of the courtly model of becoming an honnête homme. 

Learning how to dance, ride and fence was part of the necessary education of the young 

nobility but was not exclusively courtly or aristocratic entertainment. It was also part of 

urban culture. Precisely due to the aristocratic atmosphere of fencing, many high 

bourgeoisie members were attracted to it. Moreover, youngsters would not only learn 

how to control the body, but would also have an outlet for their aggressive feelings and 

to train for civil duels.    

(YHQ� WKRXJK� WKH� VZRUGVPHQ¶V� JXLOGV� ZHUH� QRt fencing schools, their members did 

practice their fencing skills at the guild and an annual competition was organised during 

WKH� IHVWLYLWLHV� RI� WKH� SDWURQ� VDLQW� RI� WKH� JXLOG¶V� GD\�� 6XFK� D� FRPSHWLWLRQ� ZDV�

                                                      
353 &RSSHQV��&UDKD\��'DHQHQ�D�R��������S������DQG�6FKZDUW]��µ,QVWLWXWLRQDOLVHULQJ�HQ�RQWZikkeling van 
GH�VFKHUPNXQVW�YDQDI�GH�UHQDLVVDQFH�WRW�����¶��LQ��LGHP��S����� 
354 Coppens, Crahay, Daenen a.o. 1998, p. 27, passim; Stellamans 1978. According to Asaert, the guild 
of the swordsmen had nothing to do with the art of fencing: Gustaaf, Asaert, Honderd huizen aan de 
Grote Markt van Antwerpen: vijf  eeuwen bewoningsgeschiedenis, Zwolle 2005, p. 332. However, as 
many other scholars have argued, fencing DSSHDUV�WR�KDYH�EHHQ�RQH�RI�WKH�DFWLYLWLHV�RI�WKH�VZRUGVPHQ¶V�
guilds. 
355 Beele s.d., p. 6; Wouters 1992, p. 206; Mertens and Torfs 1847, pp. 485-486. 
356 Mertens and Torfs 1847, p. 480. 
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accompanied by great festivities and banquets. In Ghent the armed guilds not only held 

many banquets for their members, but also organised balls and concerts. Next to the 

annual festivities, regular public combats were also organised.357 Not much information 

DERXW�WKH�$QWZHUS�VZRUGVPHQ¶V�JXLOG�FDQ�EH�IRXQG��WKRXJK�LW�LV�FOHDU�WKDW�WKH�PHPEHUV�

had to join the meetings, and partake in processions. Every year, the guild organised a 

EDQTXHW�� IRU� WKH� µOLHIKHEEHUV¶� �ORYHUV� RI� IHQFLQJ�� RQ� µ$OGHUNLQGHUHQ� GDFK¶� ����

'HFHPEHU��� *HQHUDOO\� VSHDNLQJ�� WKH� VZRUGVPHQ¶V� JXLOGV� KDG� D� UHSUHVHQWDWLYH� DQG�

recreational function.358   

In general, swRUGVPHQ¶V�JXLOGV�ZHUH�YHU\�UHOLJLRXV�± its members were obliged under 

penalty to participate in processions,359 and all members had to be a member of the 

Catholic Church, swearing an oath of loyalty to the Church, the king, the guild and the 

government.360 7KH�VZRUGVPHQ¶V�JXLOGV�LQ�WKH�6RXWKHUQ�1HWKHUODQGV�XVXDOO\�KDG�WKHLU�

own altars or chapels. A mass was celebrated weekly and all the members or confreers 

were obliged to attend the service.361 7KH�SDWURQ�VDLQW�RI�WKH�VZRUGVPHQ¶V�JXLOG�ZDV�

mostly the Archangel Michael, triumphing over evil, as was also the case for 

                                                      
357 Marc van Vaeck and Johan Verberckmoes, Trap op trap af. Zeventiende-eeuwse representaties van 
feest en vermaak in en rond het kasteel, exh.cat., Kasteel van Horst, Louvain1998, pp. 80-81; Gerrit 
Verhoeven, Anders reizen? Evoluties in vroegmoderne reiservaringen van Hollandse en Brabantse 
elites 1600-1750, Hilversum 2009, pp. 84-87, p. 173; Herman Roodenburg, The eloquence of the body. 
Perspectives on gesture in the Dutch Republic, Zwolle 2004, pp. 94-97; Benjamin Roberts, Sex and 
GUXJV�EHIRUH�5RFN¶Q¶5ROO��<RXWK�&XOWXUH�DQG�0DVFXOLQLW\�GXULQJ�+ROODQG¶V�*ROGHQ�$JH, Amsterdam 
2012, p. 134; Stellamans 1978, p. 138, passim; Coppens, Crahay, Daenen a.o. 1998, 15; Schwartz, 
µ,QVWLWXWLRQDOLVHULQJ�HQ�RQWZLNNHOLQJ�YDQ�GH�VFKHUPNXQVW�YDQDI�GH�UHQDLVVDQFH�WRW�����¶��LQ��&RSSHQV��
Crahay, Daenen a.o. 1998, p. 53 (see also p. 53 and passim about the art of fighting in duel); Motley, 
Mark, Becoming a French Aristocrat. The Education of Court Nobilit y 1580-1715, New Jersey, 1990. 
%HLQJ�DEOH�WR�IHQFH�ZDV�DQ�LPSRUWDQW�DVSHFW�RI�GLVSOD\LQJ�RQH¶V�GHFHQW��KLJK�VRFLHW\�XSEULQJLQJ��FI��
chapter dance). Stellamans 1978, p. 156, pp. 162-163. Coppens, Crahay, Daenen a.o. 1998, p. 27. In 
Ghent, every year there was a competition: Albert and Lisette Van Hyfte-'H�/DHUH��µ'H�JHVFKLHGHQLV�
van de Sint-0LFKLHOVJLOGH� LQ� HHQ� QRWHQGRS¶�� LQ��9DQ�+\IWH-De Laere, Detremmerie, De Witte and 
Fornari 2008, p. 16. 
358 &RSSHQV��&UDKD\��'DHQHQ��D�R��������S������6FKZDUW]��µ'H�.RQLQNOLMNH�HQ�ULGGHUOLMNH�VFKHUPJLOGH�
van Sint-0LFKLHO�WH�*HQW��VFKDNHO�WXVVHQ�YURHJHU�HQ�QX¶��LQ�&RSSHQV��&UDKD\��'DHQHQ�D�R��������S������ 
Stellamans 1978, p. 162. For information about Antwerp in particular, Antwerp, FelixArchief, Notarial 
Archive, N# 158, Jan Baptista Bellenraet, Protocollen, en staten en rekeningen 1675-1678 (19 
December 1677), fol. 52v. 
359 Stellamans 1978, p. 162. 
360 Coppens, Crahay, Daenen a.o. 1998, p. 28. ,Q�WKH�DUFKLYHV�RI�WKH�$QWZHUS�VZRUGVPHQ¶V�JXLOG�WKH�
same regulations can be found : Antwerp, FelixArchief, Gilden & Ambachten, GA#4615-4617. 
361 Coppens, Crahay, Daenen, a.o. 1998, p. 27; Stellamans 1978, p. 163.   
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Antwerp.362 In 1554, Frans Floris painted the archangel Michael fighting the fallen 

angels for the altar of the Antwerp swordsmen in the Antwerp church of Our Dear Lady 

(now the Antwerp Cathedral).363  

Being a dean in the guild was one of the most responsible positions. A dean mostly had 

to control the finances (cf. the receipts Janssens wrote). Moreover,364 a dean very often 

had to advance in order to avoid financial problems. Therefore, not many people wanted 

to adopt this position, and usually a man of means was invited to take on this role.365 

Nora De Poorter has uncovered many examples of painters that were members of one 

of the six armed guilds of seventeenth-century Antwerp.366 Known examples are 

Abraham Janssens and David Teniers the Younger (members of the guild of the Old 

$UEDOHVW��µ2XGH�9RHWERRJ¶���367 David Ryckaert and Frans Francken (members of the 

JXLOG�RI� WKH�2OG�+DQGERZ� �µ2XGH�+DQGERRJ¶���368 Jacob Jordaens, Peeter van Lint, 

Cornelis de Bailleur, SLPRQ�GH�9RV��PHPEHUV�RI�WKH�JXLOG�RI�WKH�<RXQJ�+DQGERZ��µ�

-RQJH� +DQGERRJ¶���� DQG� 3LHWHU� 3DXO� 5XEHQV�� 'DYLG� ,� 7HQLHUV�� -DQ� :LOGHQV�� )UDQV�

Snijders or Ferdinand van Apshoven (members of guild of the Musketeers 

                                                      
362 Coppens, Crahay, Daenen a.o. 1998, p. 28. ([FHSWLRQV�WR�WKLV�UXOH�ZHUH�WKH�VZRUGVPHQ¶V�JXLOGV�LQ�
Mechelen (devoted to Saint Lambrecht) and the one in Kortrij k (devoted to Saint Adriaan). In Brussels, 
the patron Michael was accompanied by St. Gudule: Stellamans 1978, p. 158. In Antwerp, saint Michael 
was also the patron saint of the Antwerp swordsmen: Beele s.d., pp. 6-7; Wouters 1992. The Archangel 
Michael defeated Lucifer or Satan, and was therefore considered the protector of the Church. His feast 
day is 29 September in the Catholic church: Van Hyfte-De Laere, Detremmerie, De Witte and Fornari, 
2008, p. 199. 
363 Beele s.d. p. 7. In the later eighteenth-FHQWXU\�SRUWUDLWV�UHSUHVHQWLQJ�WKH�$QWZHUS�VZRUGVPHQ¶V�JXLOG�
by Frans Verbeeck and by Jan Jozef Horemans the Younger in collaboration with his father Jan Jozef 
Horemans the Older, the patron saint Michael is also added: Beele s.d., p. 6; Wouters 1992, pp. 205-
207. 
364 I have used information about the guild in Ghent. As far as I am aware, no documents about the 
$QWZHUS�VZRUGVPHQ¶V�JXLOG�UHYHDO�WKLV�LQIRUPDWLRQ� 
365 For this information about the guild of Ghent, see: Albert and Lisette Van Hyfte-'H�/DHUH�� µ'H�
belangrij ke functies binnen de Sint-0LFKLHOVJLOGH¶��LQ��9DQ�+\IWH-De Laere, Detremmerie, De Witte 
and Fornari 2008, p. 22. Controlli ng the finances of the guild and advancing if necessary, is very similar 
WR�-DQVVHQV¶�WDVN�DV�D�FKDSHO�PDVWHU��+HUH��KH�DOVR�OLVWHG�WKH�H[SHQVHV�DQG�LQFRPH�RI�WKH�FKDSHO��DQG�
also had to advance from time to time (cf. supra).  
366 De Poorter 1988, p. 203. In this article, only the first half of the seventeenth century is discussed. A 
diff iculty in identifying the names in the li sts of the members of the armed guilds,  due to the absence 
of the naming of professions after each person and to the existence of homonyms (a reservation that has 
to be taking into account for the whole of archival research), has to be noted: De Poorter 1988, p. 206. 
367 This oldest and most prestigious guild of the city must have been attractive to Teniers who wanted 
to obtain a courtly lifestyle and who had aristocratic aspirations: De Poorter 1988, p. 206 
368 De Poorter 1988, p. 208 
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�µ.ROYHQLHUV¶���369 ,Q�WKH�OLVW�RI�µWZR�KXQGUHG�PHQ¶��PHPEHUV�RI�WKH�VZRUGVPHQ¶V�JXLOG�

ZKR�GLG�QRW�HVFDSH�WKHLU�GXWLHV�WR�JXDUG�WKH�FLW\��µWZHHKRQGHUW�PDQQHQ¶) from 1669,370 

D�IHZ�RI�KLV�FROOHDJXHV�DUH�PHQWLRQHG��µ)UDQFLV�)UDQFNHQ¶�371 µ-DQ�YDQ�.HVVHO�>WHQQLHV�

PHW�QRHQ�EXLMWHQ�����@¶372 DQG�µ3LHWHU�%RHO¶�373 

Jan Van Kessel may be identified as the painter Jan Van Kessel (1626-1679), as he died 

in 1679, and it is exactly this date that was written next to the name in the archives.374 

If  he is the painter who signed An allegory of Africa �µ$)5,&$«-�Y��.(66(/��)��

����¶��SUHVHQW�ZKHUHDERXWV�XQNQRZQ, FIG. 7),375 as I presume, his membership of the 

                                                      
369 This was the lowest guild in social standing, despite its many important members: De Poorter 1988, 
pp. 208-211. However, accordinJ�WR�0HUWHQV�DQG�7RUIV�������S�������WKH�VZRUGVPHQ¶V�JXLOG�KDG�OHVVHU�
social prestige. 
370 For more information about the meaning and content of the guild regulations, see De Poorter 1988. 
371 Antwerp, FelixArchief, Gilden & $PEDFKWHQ��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ� LQ¶W�DOJHPHHQ�
EHWUHIIHQGH¶��� *$������� µ*LOGHQ�� 5HJLVWHU� YDQ� GH� VHVVH� JHVZRUHQ� JXOGHQ�� /HGHQOLMVW¶�� µ)UDQFLVFR�
)UDQFNHQ�Z\FNPUV�DHQJHQRPHQ�����¶; $QWZHUS��)HOL[$UFKLHI��*LOGHQ�	�$PEDFKWHQ��µ6WXNNHQ�YDQ�GH�
gewapenGH�JLOGHQ�LQ¶W�DOJHPHHQ�EHWUHIIHQGH¶���GA#4616, µ*LOGHQ��5HJLVWHU�%RHN�GHU�JLOGHQ�PHW�KXQQH�
:HSHODHUV¶�µ5HJLVWHU�YDQGH�VHVVH�JHVZRUHQ�JXOGHQ�GHVHU�VWDGW�$QWZHUSHQ�JHPDHFNW�DQQR��������JHWDO�
GHU� WZHHKRQGHU�PDQQHQ¶. This may be Frans Francken III  (1607-1667). However, by 1669, he had 
DOUHDG\�GLHG��6FKRODUV�KDYH�DUJXHG�WKDW�)UDQV�)UDQFNHQ�,,,�KDG�EHHQ�VHUJHDQW�LQ�WKH�VZRUGVPHQ¶V�JXLOG��
9DQ�GHQ�%UDQGHQ�������S�������1DWDVMD�3HHWHUV��µ)URP�1LFRODDV�WR�&RQVWDQWLMQ��WKH�)UDQFNHQ�IDPLO\�
and their rich artistic heritage (c. 1550-�����¶��LQ��.RHQUDDG�%URVHQV��/HHQ�.HOFKWHUPDQV�DQG�.DWOLMQH�
Van der Stighelen (eds.), Family Ties. Art Production and Kinship Patterns in the Early Modern Low 
Countries, Turnhout, 2012, p. 111. Obviously, Janssens is also mentioned in the documents: Antwerp, 
)HOL[$UFKLHI��*LOGHQ�	�$PEDFKWHQ��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ�LQ¶W�DOJHPHHQ�EHWUHIIHQGH¶���
*$�������µ*LOGHQ��5HJLVWHU�YDQ�GH�VHVVH�JHVZRUHQ�JXOGHQ��/HGHQOLMVW¶��$QWZHUS��)HOL[$UFKLHI��*LOGHQ�
	�$PEDFKWHQ� �µ6WXNNHQ� YDQ�GH�JHZDSHQGH�JLOGHQ� LQ¶W� DOJHPHHQ�EHWUHIIHQGH¶���GA#4616, µ*LOGHQ��
5HJLVWHU�%RHN�GHU�JLOGHQ�PHW�KXQQH�:HSHODHUV¶� µ5HJLVWHU�YDQGH�VHVVH�JHVZRUHQ�JXOGHQ�GHVHU� VWDGW�
$QWZHUSHQ�JHPDHFNW�DQQR��������JHWDO�GHU�WZHHKRQGHUW�PDQQHQ¶� 
372 $QWZHUS��)HOL[$UFKLHI��*LOGHQ�	�$PEDFKWHQ��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ� LQ¶W�DOJHPHHQ�
EHWUHIIHQGH¶��� *$������� µ*LOGHQ�� 5HJLVWHU� YDQ� GH� VHVVH� JHVZRUHQ� JXOGHQ�� /HGHQOLMVW¶�� $QWZHUS��
)HOL[$UFKLHI��*LOGHQ�	�$PEDFKWHQ��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ�LQ¶W�DOJHPHHQ�EHWUHIIHQGH¶���
GA#4616, µ*LOGHQ��5HJLVWHU�%RHN�GHU�JLOGHQ�PHW�KXQQH�:HSHODHUV¶�µ5HJLVWHU�YDQGH�VHVVH�JHVZRUHQ�
JXOGHQ�GHVHU�VWDGW�$QWZHUSHQ�JHPDHFNW�DQQR��������JHWDO�GHU�WZHHKRQGHU�PDQQHQ¶��µ-DQ�YDQ�NHVVHO�LV�
PHW�ZDHQ�QDHU�>EUDFKW@������$XJXVWL¶� 
373$QWZHUS�� )HOL[$UFKLHI��*LOGHQ�	�$PEDFKWHQ� �µ6WXNNHQ� YDQ� GH� JHZDSHQGH� JLOGHQ� LQ¶W� DOJHPHHQ�
EHWUHIIHQGH¶��� *$������� µGilden; Register van de sesse gesworen gulden. /HGHQOLMVW¶�� µ-HDQ�
)RUPHQWURX¶� DQG� 7KRPDV� IRUPHQWUDXZ¶� DUH� DOVR�PHQWLRQHG�� 7KHVH� DUH� WDLORUV�� DQG� EURWKHUV� RI� WKH�
painter Jacob de Formentrou. The tailors are important sources for Janssens in his depiction of fashion 
(cf. chapter fashion). 
374 Jan Van Kessel specialised in still  li fe, depictions of animals, insects, and birds, flower garlands, and 
city views. Moreover, he painted allegories of the four quarters of the world. According to Wilenski he 
was captain of the civic guard: Wilenski 1960, vol. 1, p. 586. For a recent discussion of his four quarters 
RI�WKH�ZRUOG��VHH��1DGLD�%DDGM��µ$�ZRUOG�RI�PDWHULDOV�LQ�D�FDELQHW�ZLWKRXW�GUDZHUV��Reframing Jan van 
.HVVHO¶V�The four parts of the world¶��Nederlands Kunsthistorisch Jaarboek, 62 (2013), pp. 203-237. 
375 ,Q�WKH�DXFWLRQ�FDWDORJXH�RI�6RWKHE\¶V�/RQGRQ����$SULO�������WKH�SDLQWLQJ�LV�DWWULEXWHG�WR�-DQ�9DQ�
Kessel the Younger (1654-1708) (lot 44). Zeder, however, notes that other sources attribute the painting 
to Jan van Kessel (1626-1679) or date the painting 1673 (it cannot be verified as it is in an unknown 
SULYDWH�FROOHFWLRQ���=HGHU�������S������� ,Q� WKH�DXFWLRQ�FDWDORJXH�RI�6RWKHE\¶V�/RQGRQ��9 December 
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VZRUGVPHQ¶V�JXLOG�UHYHDOV�D�FRQQHFWLRQ�ZLWK�-DQVVHQV��7KLV�FRQQHFWLRQ�PD\�H[SODLQ�

WKH� VLPLODULWLHV� EHWZHHQ� -DQVVHQV¶�Open gallery visited by art lovers (c. 1665-1670, 

Montargis, Musée Girodet, SLIDE 82) and An allegory of Africa (FIG. 7).376  

3LHWHU�%RHO¶V�SUHVHQFH�LQ�WKLV�OLVW��LV�SHUKDSV�DQRWKHU�OLQN�ZLWK�WKH�SDLQWHU�-DQ�%DSWLVW�

Boel, one of -DQVVHQV¶ acquaintances (see before).377  

The membership list DOVR�UHFRUGV�µ3LHWHU�YDQ�+DOHQ¶�378 This may be the painter Peeter 

van Halen (1621-1687), a son of an art dealer who is known for his landscape paintings. 

In 1640/1641, he was registered a master in the Guild of Saint Luke. Ten years later he 

became dean of WKH� SDLQWHU¶V� JXLOG�� +LV� SDLQWLQJV� ZHUH� RIWHQ� H[SRUWHG� Ey the firm 

Forchondt (which is not surprising, as one of these dealers was also member of the 

VZRUGVPHQ¶V�JXLOG, see below).379 Van Halen knew the painter Gonzales Coques (1614-

1684) and Jan Baptista van Eycke, an important figure in the art scene of the second 

half of the seventeenth century.380  

Alongside the elegance of the figures depicted by Janssens (inspired both by the arts of 

dancing and fencing), Janssens referred to his membership of the swordsPHQ¶V guild in 

some of his paintings by adding the sculpture of the patron saint of the guild, Saint 

Michael. Such a statue decorated the Schermershuys RU�WKH�KRXVH�RI�WKH�VZRUGVPHQ¶V�

RU�IHQFHU¶V�JXLOG��QHDU�WKH�&KXUFK�RI�6DLQW�*HRUJHV��WKH�DUHD�LQ�ZKLFK�-anssens lived.381 

Janssens very often adopted a statue of Saint Michael, the patron saint of the guild, in 

his elegant company paintings (SLIDES 20 (prodigal son scene), 72, 82, 91). The 

LQWHUSUHWDWLRQ�RI�WKH�VWDWXH�LQ�-DQVVHQV¶�SDLQWLQJV�LV�QRW�HDV\��EXW�,�believe that his choice 

to depict a statue of Saint Michael was inspired by the VZRUGVPHQ¶V guild. Nevertheless, 

                                                      
2004, lot 119, the painting is attributed to Jan Van Kessel (1626-1679), here, it is said that the inscription 
RQ�WKH�SDLQWLQJ�UHDGV��µ$)5,&$�'HQ�+"D���Q�WDQW�YDQ����������XYHQ�"��-R�Y�.HVVHO�I�����¶� 
376 Zeder 1993, p. 258: Zeder is the first to note the similarities. 
377 Pieter Boel was a still  li fe painter, as he worked c. 1668 in Paris for the Gobelins factory: Wilenski 
1960, vol. Text, p. 498. IW�LV�WKXV�QRW�VWUDQJH�WR�VHH�KLV�QDPH�DPRQJ�WKH�PHPEHUV�RI�WKH�VZRUGVPHQ¶V�
JXLOG�µ%X\WHQ�JHWDO�RP�DHWHZ\VHQ¶�DQG�GHVFULEHG�DV�JRQH� WR�3DULV� LQ�������µ3HHWHU�ERHOV�JHZRUGHQ�
ZLMFN������LV�QHDU�SDU\V¶��$QWZHUS��)HOL[$UFKLHI��*LOGHQ�	�$PEDFKWHQ��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�
JLOGHQ� LQ¶W� DOJHPHHQ� EHWUHIIHQGH¶��� *$������� µ*LOGHQ�� 5HJLVWHU� YDQ� GH� VHVVH� JHVZRUHQ� JXOGHn. 
/HGHQOLMVW¶� 
378 $QWZHUS��)HOL[$UFKLHI��*LOGHQ�	�$PEDFKWHQ��µ6WXNNHQ�YDQ�GH�JHZDSHQGH�JLOGHQ� LQ¶W�DOJHPHHQ�
EHWUHIIHQGH¶���*$�������µ*LOGHQ��5HJLVWHU�YDQ�GH�VHVVH�JHVZRUHQ�JXOGHQ��/HGHQOLMVW¶ 
379 De Maere en Wabbes 1994, vol. Text, p. 194. Rombouts en Van Lerius 1961: 117 en 223; Wilenski 
1960, vol. text, p. 569. 
380 Duverger 2001, p. 132, nr. 3555, p. 174, nr. 3585. Timmermans 2008, p. 242. 
381 Wouters 1992. 
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LQ� -DQVVHQV¶� Portrait of a family (c. 1670, Liechtenstein, the princely collections, 

Vaduz-Vienna, SLIDE 90), Janssens not only added the patron saint Michael on the 

door on the left, but also added the emblem of the crown with two swords ± the symbol 

of WKH�VZRUGVPHQ¶V�JXLOG�382 It is clear that Janssens portrayed an important figure in 

WKH�VZRUGVPHQ¶V�JXLOG�LQ�WKLV�SRUWUDLW� 

 

4. Conclusion 

 

Previous sections in this chapter have made clear that Janssens had connections with 

musicians, the culture of art lovers and connoisseurship, rhetoricians and the theatre in 

Antwerp. Nevertheless, despite these important connections, in the 1670s, Janssens 

appears to have reached a high social position and assumed an important role in urban 

Antwerp. Not only did he become a chapel warden at the Holy Sacrament Chapel in 

Saint George, he also became dean of the VZRUGVPHQ¶V guild. It may be no surprise to 

see that the buildings of these organisations, were all situated within the area in which 

he lived. 

His social activities in the ����V�VWUHVV�HYHQ�PRUH�-DQVVHQV¶ urge to distinguish himself 

as an important urban citizen. Taking up responsibilities in a religious community as 

layman, as Janssens did, was certainly one of the strategies people searching for social 

status could use. Becoming a churchmaster, for example, was often done by the 

nouveaux riches (famil ies from the economic and political elite).383 Nevertheless, there 

were differences between religious communities. Whereas church government of the 

parish church of Saint Jacob mostly consisted of members of the elite or noble lineage, 

other more poorer parishes, such as the church of Saint George had people from both 

the middle classes and the local elite µLQ�WKHLU�VHUYLFH¶�DV�OD\PHQ.384 Becoming a member 

(and certainly adopting the important task of being a dean) of an armed guild in the city, 

                                                      
382 ,Q�*KHQW�WKLV�ZDV�WKH�V\PERO�RI�WKH�VZRUGVPHQ¶V�JXLOG��VHH�9DQ�+\IWH-De Laere, Detremmerie, De 
Witte and Fornari 2008, p. 61.  
383 Timmermans 2008. 
384 Timmermans 2008, p. 110. 
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must have definitely been a social strategy as well.385 Both his function as a warden and 

KLV�PHPEHUVKLS�RI�WKH�VZRUGVPHQ¶V�JXLOG�gave him prestige and must have enabled him 

to control the self-image he wanted to project (pious, high social status). Moreover, 

these organisations must have also been yet another occasion (cf. his membership of the 

Antwerp Rhetoricians, the guild of Saint Luke, and his frequenting of the opera) for 

Janssens to widen his circle of peers and acquaintances (i.e. possible buyers, painters to 

collaborate with or exchange designs, etc.).386 In all these elements of urban life, 

Janssens came in close contact with the commercial elite he depicted in his elegant 

company paintings. 

The financial problems of his wife and the rental value of his house indicates he most 

probably himself belonged to the middle class of society. Nevertheless, he must have 

had the opportunity to mingle with members of the urban elite, and thus knew all about 

their behaviour, leisure, and fashion. Janssens not only got in touch with the elite, he 

also knew how to fence, which consequently ensured Janssens knew all about correct 

bodily movements and discipline, as he also shows in his dancing scenes (cf. chapter 

4).  

The social network I have unravelled also reveals Janssens had close connections with 

artists and art dealers. Unfortunately, most of these dealers and painters remain 

unknown, but the connection with an art dealer such as Guillaume Forchondt, or 

painters such as Gaspar de Witte may suggest collaborative work. The documents in the 

archives also reveal Janssens had close contact with painters who travelled to the 

Northern Netherlands. It is very likely Janssens had connections with the Northern 

neighbours as well, as his paintings can also be found in Northern Netherlandish 

collections (cf. chapter 2).  

The archival information reveals Janssens closely knew the world of theatre, and dance, 

and also the world of the commercial elite.  These documents generate and justify two 

clear subjects Janssens paid a lot of attention to in his own works: the depiction of dance 

and of fashion (cf. chapter 4 and 5). 

                                                      
385 Timmermans 2008. 
386 ,Q� FKDSWHU� �� RI� WKLV� GLVVHUWDWLRQ� ,� ZLOO� GLVFXVV� -DQVVHQV¶� very frequent collaboration with other 
painters, and his use of print designs in his own paintings. 
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Chapter II.  µ&RQYHUVDWLHV¶�DQG�µ%DOOHWV¶�IRU�6DOH�± +LsURQ\PXV�-DQVVHQV¶�(OHJDQW�

Company Paintings and The Seventeenth-Century Antwerp Art Market  

 

1. Introduct ion 

 

The few scholars that have paid attention to the genre of Southern Netherlandish elegant 

company paintings have argued that these pictures ± also produced by Janssens ± had a 

mostly decorative, entertaining function. The paintings are considered to be reflections 

of the idealised leisured lives of the Antwerp, and by extension Southern-Netherlandish, 

(haute) bourgeoisie as this social group were (according to the authors) the intended 

buyers/viewers of these paintings. Consequently, the genre scenes functioned as 

UHIOHFWLRQV� RI� RQH¶V� RZQ� LGHDO� DULVWRFUDWLF� OHLVXUH� HQWHUWDLQPHQWV� �PDNLQJ� PXVLF��

entertaining themselves, dancing, playing society games, conversing politely, etc.).387 

                                                      
387 Francine-Claire Legrand, Les peintres flamands de genre au xviie siècle, Brussels, 1963, p. 15, p. 
228 (the paintings as mirrors of the entertainments of the Antwerp bourgeoisie but also of the nobilit y). 
For a comparable view, see: Tableaux flamands et hollandaise collections du Musée des Beaux-Arts de 
Troyes, mus.cat., Troyes, Musée des Beaux-Arts, Troyes, 1980, p. 88; Elise Goodman, Rubens The 
Garden of /RYH�DV�µ&RQYHUVDWLH�j�OD�PRGH¶��$PVWHUGDP��������S������µ$V�)�-C. Legrand notes, these 
works are never direct and factual records of the upper-bourgeoisie or urbane aristocracy but are 
idealized and decorative recreations of how they wished to see themselYHV¶��(OLVH�*RRGPDQ��µ5XEHQV¶V�
Conversatie à la mode ��*DUGHQ�RI�/HLVXUH��)DVKLRQ��DQG�*DOODQWU\¶��The Art Bulletin, 64, 2 (June 1982), 
pp. 249-����� 9OLHJKH� GLVFXVVHV� WKDW� WKH� SDLQWLQJV� E\� -DQVVHQV� ZHUH� WR� µUHIOHFW� WKH� LQFUHDVLQJO\�
aristocratic li festyle oI�WKH�ULFK�EXUJKHUV�ZKR�ERXJKW�WKHVH�SLFWXUHV¶��+DQV�9OLHJKH��Flemish Art and 
Architecture 1585-1700, New Haven, 1998, p. 154. =HGHU�FRQVLGHUV�-DQVVHQV¶�ILJXUHV�LQ�KLV�GDQFLQJ�
scenes and society paintings as representations of the elegant and sometimes aristocracy li festyle 
�µ-DQVVHQV�>«@�D�VXUWRXW�SHLQW�GHV�VFqQHV�GH�EDO�RX�GH�FRQYHUVDWLRQ�GDQV�XQ�PRQGH�pOpJDQW�HW�VRXYHQW�
DULVWRFUDWLTXH¶���2OLYLHU�=HGHU��µ&RSLHV�HW�UpGXFWLRQV�GDQV�OHV�GHX[�*DOHULHV�GH�SHLQWXUHV�YLVLWpHV�SDU�
GHV�DPDWHXUV¶�� LQ��-HDQ�&XLVHQLHr (ed.), /¶°XYUH�HQ�PXOWLSOH� Collection, Etudes et travaux, 4, Paris, 
1993, p. 253. In the so-FDOOHG�µFRQYHUVDWLRQ�SLHFHV¶�ZHUH�SRSXODU�LQ�VRFLHWLHV�ZLWK�ODUJH�PLGGOH�FODVVHV��
but were not only bourgeois depictions, since, as argued by Shawe-7D\ORU�� µLW� Uepresents common 
JURXQG�RFFXSLHG�E\�DULVWRFUDWV�DV�PXFK�DV�E\�PHUFKDQWV¶��'HVPRQG�6KDZH-Taylor, The Conversation 
Piece. Scenes of fashionable life, London, 2009, p. 15. Indeed, in seventeenth-century Antwerp, the 
wealthy commercial elite and the urban aristocracy were often connected with each other, and shared 
the same ideals and li festyles. Janssens stressed in his paintings the aristocratic li festyle of the 
commercial elite and the (new) nobilit y of Antwerp (cf. introduction). Legrand argues that the purely 
decorative function of these seventeenth-century genre scenes contrasted with the sixteenth-century 
depictions which included moralising or religious narratives. Though these elements are still  present in 
the seventeenth-century examples, these elementV� KDG� EHFRPH�PHUHO\� µFRQYHQWLRQDO¶� HOHPHQWV� �FI��
chapter 3): Legrand 1963, p. 15. Kolfin noted that in the Southern Netherlands (though he mostly 
focuses on the first half of the seventeenth century), the allegorical, moralising and idealising tradition 
was held onto by adding small motifs in the background to add these meanings, without breaking the 
ill usion of realism: Elmer Kolfin, The Young Gentry at Play. Northern Netherlandish Scenes of Merry 
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Legrand also noted that the painters tried to reach an audience as extensive as 

possible.388 

 

In contrast to the lack of scholarly interest in the Southern Netherlandish elegant 

company paintings, their Northern counterparts have been discussed much more 

elaborately. Kolf in has subjected the Northern Netherlandish company scenes from the 

first half of the seventeenth century to in-depth market research, concluding that the 

audience buying these scenes was differentiated. The paintings were made to be sold in 

µWKH�PLGGOH�PDUNHW� VHJPHQW¶� DQG� D� µODUJH� VXE-market for the mass-produced merry 

FRPSDQLHV¶�H[LVWHG��7KH�SDLQWLQJV�ZHUH�WKHUHIRUH�QRW�YHU\�H[SHQVLYH��WKRXJK�VRPHWLPHV�

extremely cheap or extremely expensive examples could be found.389 The enormous 

variation of types of paintings and the dif ferentiation in prices for merry companies 

reflects a genre made for and bought by people from all layers of society.390  

1RUWKHUQ� 1HWKHUODQGLVK� JHQUH� SDLQWLQJV� ZHUH� DOVR� SURGXFHG� IRU� µGLIIHUHQW� PDUNHWV¶�

depending on the financial possibilities of the buyers, the differences in prices and, 

consequently, the changing quality of the paintings.391 However, Franits pointed out 

that the collecting habits and taste of the elite evolved from 1650 onwards. Due to the 

                                                      
Companies 1610-1645 Leiden, 2005, pp. 57-����(OPHU�.ROILQ��µµ%HWDDPW�KHW�GH�&KULVWHQ�GH�GDQV�WH�
aanschouwen? Dansende elite op Noordnederlandse schilderijen en prenten (circa 1600-�����¶��LQ��-DQ�
de Jongste, Juliette Roding and Boukje Thijs (eds.), Vermaak van de elite van de vroegmoderne tijd, 
Hilversum, 1999, pp. 167-168. Van der Lamen used iconographical conventions in his elegant company 
paintings in order to make sure his paintings would be appealing to the audience (open market): Kolfin 
1999, p. 153. Genre painters had to keep in mind the tastes of their audience, and changes and 
innovations were made in order to address the taste of the public: Wayne Franits, Dutch Seventeenth-
Century Genre Painting, New Haven/ London, 2004, p. 259. In chapter 3 and 4 it will  become clear 
that Janssens also mostly used conventional elements in order to ensure the sale of his elegant company 
paintings. 
388 Legrand 1963, p. 228. 
389 Kolfin 2005, p. 177 and further. An (autograph) merry company painting in the Northern Netherlands 
was generally estimated to have been worth between 3 and 18 guilders. However, sometimes the 
valuations could transcend both limits of the spectre; in a lottery in 1634 an autograph framed merry 
company painting by Dirck Hals was estimated at 36 guilders, whereas in 1647 a very cheap painting 
by his hand was sold in an auction for 2 guilders and 12 stivers: Kolfin 2005, p. 171. 
390 Kolfin 2005, p. 172, p. 177. Wayne Franits, Dutch Seventeenth-Century Genre Painting. Its stylistic 
and thematic evolution, New Haven/ London, 2004, p. 2: Genre paintings of many different price 
variations made sure all  levels of society could obtain such scenes. Northern Netherlandish genre 
paintings of good quality were sold at 10 to 15 guilders. 
391 Franits 2004, p. 97, p. 275, note 14. For the often anonymous and differentiated audience of genre 
paintings and the consequent different receptions of the scene on display, see also: Eric Jan Sluijter, 
µµ2YHU�ILMQVFKLOGHUV�HQ�EHWHNHQLV¶��Naar aanleiding van Peter Hecht, De Hollandse fijnschilders,¶�Oud 
Holland, 105, 1 (1991), p. 51, p.  60 [b]. 
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rising prices and the general higher quality of the paintings, Northern Netherlandish 

genre paintings from the middle and the second half of the seventeenth century 

eventually evolved into luxury commodities for a wealthier, more elite audience.392 

Therefore, the subjects of these genre paintings were intertwined with notions of civilit y 

and prosperity; artists are said to have adjusted their work to the taste of the upper 

classes, both stylistically and in terms of subject. The buyers of these Dutch genre 

paintings in the second half of the seventeenth century were mostly members of the 

elite.393 

 

Apart from the few scholarly suggestions I have mentioned above, the buyers and prices 

of Southern Netherlandish elegant company paintings have never actually been closely 

studied. Consequently, the idea that the paintings reflect the ideal lif e of the actual 

buyers of these genre paintings (which scholars consider to have been members of the 

XSSHU�PLGGOH�FODVV�DQG�µOHLVXUH�FODVV¶��WKRXJK�WKH\�GR�QRW�RIIHU�DQ\�VRXQG�HYLGHQFH�394 

cannot be assumed without further research. Therefore, the buyers of the genre scenes 

are discussed in this chapter.  

An important issue in this case is ± as I have discussed in the general introduction of 

this dissertation ± the fact that it is far from clear what social group is depicted by these 

genre painters (and thus by Janssens in particular). It appears to have been both the 

urban commercial elite (with aristocratic aspirations) and the (new) nobility ±these 

groups merged in the second half of the seventeenth century, as they were bound by 

marriages, and other famil y ties (cf. introduction, chapter 4). In this chapter, I wil l 

discuss what social group the buyers of these Southern Netherlandish paintings, and in 

particular those by Janssens, belonged to, how much the paintings cost, and how 

-DQVVHQV¶�SDLQWLQJV�IXQFWLRQHG�RQ� WKH�RSHQ�DUW�PDUNHW� LQ�FRPSDULVRQ�WR� WKRVH�E\�KLV�

colleagues. 

 

                                                      
392 Franits 2004, p. 97. 
393 Franits 2004, p. 97. 
394 In this situation, scenes with references to biblical/moralizing meanings, are not taken into account. 
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Firstly, I will discuss in general terms, the prices for elegant company paintings, and 

those by Janssens. Secondly, and as a consequence, I will discuss what social group of 

people bought these paintings. Thirdly, I will  address the genre of painted art galleries 

(a subgenre of the elegant company paintings) and their buyers, in order to understand 

ZKR� ERXJKW� -DQVVHQV¶� PDQ\� SDLQWHG� DUW� JDOOHULHV�� )RXUWKO\�� -DQVVHQV¶� PDQ\�

collaborations with other painters will be taken into consideration, and fif thly, the 

portraits by Janssens and his patrons are discussed more closely. 

 

2. Methodological Remarks 

 

In this chapter, primary sources (published archival documents)395 such as inventories 

of estates, sales, descriptions of packages from art-dealers, etc. will be investigated. In 

these sources, I have looked for references to paintings with descriptions that refer to 

the subjects belonging to the genre of paintings we now cDOO�µHOHJDQW�FRPSDQ\�VFHQHV¶�

�µFRQYHUVDWLHV¶��396 6WXG\LQJ�WKH�SRSXODULW\�SULFHV�RI�-DQVVHQV¶�SDLQWLQJV�DQG�WKH�VRFLDO�

status of the buyers is not straight forward: a few unavoidable difficulties have to be 

taken into account. Even though many archival sources published by Erik Duverger and 

Jan Denucé are at our disposal,397 a few methodological problems arise: the arbitrariness 

                                                      
395 Methodological discussion of available sources: Zirka Zaremba Filipczak, Picturing Art in Antwerp, 
1500-1700, New Jersey, 1987, p. 4.  
396 This is a definition of a group of paintings that did not have a general name in the seventeenth 
century. Paintings beORQJLQJ� WR� WKLV� JHQUH� ZHUH� HQWLWOHG� µSODLVDQWLHQ¶�� µFRQYHUVDWLHV¶�� µGDQVHULMHQ¶��
µEDOOHWWHQ¶��HWF��7KHUHIRUH��,�KDYH�WDNHQ�LQWR�DFFRXQW�GLIIHUHQW�QDPHV�IRU�SDLQWLQJV�ZLWK�VXEMHFWV�WKDW�DUH�
often depicted in paintings by Hiëronymus Janssens, Christoffel Van der Lamen and their predecessors. 
$OEHUW� %ODQNHUW�� µ9HUPHHUV� µPRGHUQH¶� RQGHUZHUSHQ¶�� LQ�� $UWKXU� .�� :KHHORFN� MU�� (ed.), Johannes 
Vermeer, exh.cat., The Hague, Mauritshuis/ Washington, National Gallery of Art, Zwolle, 1995, pp. 
32-33. For the inventory research and terminology, see: Lydia de Pauw-Veen, 'H�EHJULSSHQ�µVFKLOGHU¶��
µVFKLOGHULM¶�HQ�µVFKLOGHUHQ¶�LQ�GH�]HYHQWLHQGH�HHXZ, Brussels 1969, pp. 167-168, pp. 171-178; Filipczak 
1987, p. 4; Erik Larsen, Seventeenth-Century Flemish Painting, Freren, 1985, p. 314; John Michael 
0RQWLDV��µ+RZ�QRWDULHV�DQG�2WKHU�6FULEHV�5HFRUGHG�:RUNV�RI�$UW�LQ�6HYHQWHHQWK-Century Sales and 
,QYHQWRULHV¶��Simiolus: Netherlands Quarterly for the History of Art, 30, ¾ (2003), pp. 217-235; Chin-
-XQJ�&KHQ��µ)URP�JHQUH�WR�SRUWUDLW�7KH�HW\PRORJ\�RI�WKH�µFRQYHUVDWLRQ�SLHFH¶��The British Art Journal, 
13, 2 (2012), p. 82. This modern artificial grouping together of works of art is an additional diff iculty: 
%UXQR�%ORQGp�DQG�9HHUOH�'H�/DHW��µ2ZQLQJ�3DLQWLQJV�DQG�&KDQJHV�LQ�&RQVXPHU�3UHIHUHQFHV in the 
Low Countries, Seventeenth-(LJKWHHQWK�&HQWXULHV¶��LQ��1HLO�GH�0DUFKL�DQG�+DQV�YDQ�0LHJURHW��HGV����
Mapping Markets for Paintings in Europe, 1450-1750, Turnhout, 2006, p. 81. 
397 Filipczak 1987, p. 4. 
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with which these researchers have chosen, adopted and left out art inventories or parts 

of art inventories, makes these sources unsuitable for quantitative research. These 

sources can consequently only be used as indicators of possible trends. Moreover, 

(estate) inventories only provide us with a limited amount of information, as these 

sources are ambiguous: the descriptions of the paintings are far too vague, the paintings 

mentioned in the archives cannot be connected to still existing works of art (apart from 

5XEHQV¶�Garden of Love -scenes, cf. infra), and the estimated values of the paintings in 

the inventories or auction results do not reflect the sum a painter received for his 

SDLQWLQJ�� EXW� LQGLFDWHV� WKH� SDLQWLQJ¶V� YDOXH� RQ� WKH� VHFRQG� KDQG� PDUNHW�� &RQWUDFWV��

receipts, account books, and other notarial documents are also important sources for our 

understanding of prices of paintings,398 though, unfortunately, such sources are scarce, 

DQG�LQ�-DQVVHQV¶�FDVH��EDUHO\�WUDFHDEOH�� 

In the edited archival sources collected by Duverger and Denucé, the published 

inventories and archival documents only make up for a scarce fragment of the corpus 

of archival documents that must have existed; the inventories mostly do not give 

suggestion of price,  and if  they do, they do not mention the name of the painter in its 

HQWLUHW\��UHIHUULQJ�WR�WKH�ODVW�QDPH�RQO\��,Q�+LsURQ\PXV�-DQVVHQV¶�FDVH��ZKRVH�ODVW�QDPH�

has been (and still is today) extremely frequent in the Southern Netherlands,399 this is 

YHU\�SUREOHPDWLF��,I�WKH�GHVFULSWLRQ�RI�WKH�SDLQWLQJ�DGGHG�WR�VXFK�D�µ-DQVVHQV¶�EULQJV�WR�

PLQG�WKH�JHQUH�RI�SDLQWLQJV�-DQVVHQV�LV�PRVWO\�NQRZQ�IRU��IRU�H[DPSOH�D�µFRQYHUVDWLH¶��

RU�D�µEDOOHW¶���LW�KDV�WR�EH�WDNHQ�LQWR�DFFRXQW��EXW�WKLV�LV�QRW�YHU\�RIWHQ�WKH�FDVH��5HVHDUFK�

based on these sources will thus always remain hypothetical and uncertain. This is also 

the reason why I have chosen not to use any quantitative research methods. I have 

                                                      
398 Marion Boers-*RRVHQV��µ3ULFHV�RI�1RUWKHUQ�1HWKHUODQGLVK�3DLQWLQJV�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶��
in: A. Golahny, M.M. Mochizuki and L. Vergara (eds.), In his Mili eu. Essays on Netherlandish Art in 
Memory of John Michael Montias, Amsterdam, 2006, p 59. Moreover, the information found in the 
archives of the art-dealers (such as the Forchondts) do not depict the original price of the paintings, as 
art-dealers sold paintings with profits. Art-dealers, after all, wanted to buy in works of art cheaper than 
the price they sold it for: Neil  De Marchi and Hans Van 0LHJURHW��µ([SORULQJ�0DUNHWV�IRU�1HWKHUODQGLVK�
3DLQWLQJV�LQ�6SDLQ�DQG�1XHYD�(VSDxD¶��Nederlands Kunsthistorisch Jaarboek, 50, 1 (1999), p. 86. 
399 7KHUH�ZHUH�PDQ\�SDLQWHUV�ZLWK�WKLV�ODVW�QDPH��D�VDPSOH�RI�SDLQWHUV�QDPHG�µ-DQVVHQV¶��DOWKRXJK�IDU�
IURP�FRPSOHWH��ZDV�RIIHUHG�LQ��&��+RIVWHGH�GH�*URRW��µ'H�VFKLOGHU�-DQVVHQV��HHQ�QDYROJHU�YDQ�3LHWHU�GH�
+RRFK¶��Oud Holland. Quarterly for Dutch Art History, 9, 1 (1891), pp. 266-296; Le Brun-Dalbanne, 
µ(WXGH� VXU�+HQU\�-DQVVHQV�3HLQWUH� IODPDQG�GX�;9,,H� VLqFOH¶� Gazette des Beaux-Arts, 7, vol. 17, 7 
(1865), pp. 526-527. 
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chosen to make use of these documents as they are our only data available at the 

moment, but have explicitl y abandoned the idea to mould the information into 

numerical datasets and databases.400 The sources will  thus be used in this chapter as 

examples to offer tentative conclusions.401 I have collected information from the 

SXEOLVKHG�DUFKLYDO�GRFXPHQWV�LQ�WKH�DSSHQGLFHV��,�PDLQO\�IRFXV�RQ�µFRQYHUVDWLH¶�DQG�

dancing scenes. In addition, I will also address the functioning of the genre of the 

µSDLQWHG�DUW�JDOOHULHV¶�RQ�WKH�DUW�PDUNHW��DV�+LsURQ\PXV�-DQVVHQV�DOVR�IUHTXHQWO\�SDLQWHG�

such scenes (cf. introduction). The genre of painted art galleries was rather unique as 

only a limited number of such highly valued paintings were made.402 They were 

sometimes painted on commission for the elite, but painters sold these works on the 

open art market as well.403 

In this chapter, it will be kept in mind that artists had to make a living, and consequently 

made use of different techniques in order to produce paintings as efficiently as 

possible.404 Janssens, like many of his fellow genre painters (also in the Northern 

                                                      
400 Such an approach would go beyond the scope of this dissertation, focusing on depictions of dance 
and fashion in the oeuvre of Janssens. 
401 The method of this chapter for market research by using archival documents is fragmentary making 
it diff icult to reach to general conclusions. Kolfin also addressed these problems in his study of the 
Northern Netherlandish genre scenes: Kolfin 2005, p. 171. 
402 -DDS�YDQ�GHU�9HHQ��µ9RUVWHOLMNH�HQ�EXUJHUOLMNH�YHU]DPHOLQJHQ�LQ�GH�1HGHUODQGHQ�YDQDI�KHW�HLQGH�YDQ�
GH�]HVWLHQGH�HHXZ�WRW�RPVWUHHNV�����¶��LQ��(OOLQRRU�%HUJYHOW��'HERUD�-��0HLMHUV�DQG�0LHNH�5LMQGHUV�
(eds.), Kabinetten, galerijen en musea. Het verzamelen en presenteren van naturalia en kunst van 1500 
tot heden, Zwolle, 2005, p. 117. 
403 $ULDQH� YDQ� 6XFKWHOHQ�� µ.DPHUV� YRO� NXQVW� LQ� ]HYHQWLHQGH-HHXZV� $QWZHUSHQ�� (HQ� LQOHLGLQJ¶�� LQ��
Ariane van Suchtelen and Ben van Beneden, Kamers vol kunst in zeventiende-eeuws Antwerpen, 
H[K�FDW���$QWZHUS��5XEHQVKXLV��=ZROOH������� >D@��S������$OH[DQGHU�0DUU�� µµ7KH�)OHPLVK�3LFWXUHV�RI�
&ROOHFWLRQV¶�*HQUH��DQ�2YHUYLHZ¶��Intellectual History Review, 20, 1 (2010), p. 7. 
404 2Q� WKH� DQDO\VLV� RI� WKH� µVRFLDO� SRVLWLRQ� RI� WKH� DUWLVW� DQG� WKH� HFRQRPLF� DVSHFWV�RI� KLV� FUDIW¶� �µWKH�
HFRQRPLF� DQDO\VLV� RI� DUW¶��� µWKH� YDOXDWLRQ� RI� DUW� REMHFWV�� DQG� WKH� FRQVXPSWLRQ� RI� DUW¶�� DFFRUGLQJ� WR�
humanists from the Southern Netherlands in the first half of the seventeenth century, see: Toon Van 
+RXGW��µ7KH�(FRQRPLFV�RI�$UW�LQ�(DUO\�0RGHUQ�7LPHV��6RPH�+XPDQLVW�DQG�6FKRODVWLF�$SSURDFKHV¶��
History of Politi cal Economy, 31 (Supplement) (1999), pp. 303-331. I will  discuss the eff icient 
technique used by Hiëronymus Janssens to produce paintings at a rapid pace in chapter 3. For 
information on the development and evolution of Antwerp as a centre for the production of luxury 
products and art, see: Elizabeth Alice Honig, Painting and the Market in Early Modern Antwerp, New 
Haven/ London, 1998, pp. 109-�����&KULVWLQH�*|WWOHU��µ$UW�DQG�9LVXDO�&XOWXUH�LQ�6HYHQWHHQWK-Century 
)ODQGHUV¶��LQ��&KULVWLQD�&RUVLJOLD��HG����Rubens and his Age. Treasures from the Hermitage Museum, 
Russia, exh.cat., Ontario, Art Gallery of Ontario, London/ New York, 2001, p. 17; Katlij ne Van der 
6WLJKHOHQ�DQG�)LOLS�9HUPH\OHQ�� µ7KH�$QWZHUS�*XLOG�RI�6DLQW�/XNH�DQG� WKH�0DUNHWLQJ�RI�3DLQWLQJV��
1400-����¶��LQ��1HLO�'H�0DUFKL�DQG�+DQV�-��9DQ�0LHJURHW��HGV����Mapping Markets for Paintings in 
Europe 1450-1750, Turnhout, 2006, p. 197; Van Houdt 1999, p. 306. In the sixteenth century, Antwerp 
ZDV�WKH�FHQWUH�IRU�WKH�SURGXFWLRQ�RI�µUHDVRQDEOH�SULFHG�SDLQWLQJV�IRU�SULYDWH�KRPHV¶��Eric Jan Sluijter, 
µµ$OO� VWULYLQJ� WR�DGRUQH� WKHLU�KRXVHV�ZLWK�FRVWO\�SHHFHV¶�7ZR Case Studies of Paintings in Wealthy 
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Netherlands)405 also often re-used his compositions, or used designs from his artist-

colleagues, which would eventually speed up the production process (cf. chapter 3). 

From the sixteenth century onwards, painters specialised in genres (landscape painters, 

genre painters, portraits, etc.), and, in addition, collaborated with their colleagues in 

order to produce works of art. This activit y was kept alive well into the seventeenth 

century, in which it even flowered.406 As I shall discuss in this chapter, Janssens also 

frequently collaborated as a figure-SDLQWHU��KH�VSHFLDOLVHG�LQ�HOHJDQW�ILJXUHV�GUHVVHG�µj�

OD�PRGH¶��ZLWK�RWKHU�SDLQWHUV��2EYLRXVO\��VXFK�FROODERUDtions also increased the pace of 

production. 

In seventeenth-century Antwerp people from different social groups purchased 

paintings. Obviously, the main art collectors/patrons were members of the wealthy 

merchant class, the high clergy and members of the political elite (sometimes ennobled), 

who started large and impressive art collections.407 However, people with a more 

modest income also decorated their homes with (cheaper) paintings (or copies after 

                                                      
,QWHULRUV¶�� LQ��0DULsW�:HVWHUPDQQ��Art & Home. Dutch Interiors in the Age of Rembrandt, exh.cat., 
Denver, Colorado, Denver Art Museum/ Newark, New Jersey, The Newark Museum, Zwolle, 2001, p. 
103. For more information about the development of Antwerp into a centre of art production from the 
sixteenth century onwards, see: Van der Stighelen and Vermeylen  2006;  Neil de Marchi and Hans J. 
9DQ�0LHJURHW��µ&KDSWHU����7KH�+LVWRU\�RI�$UW�0DUNHWV¶��LQ��9LFWRU�$��*RQVEXUJK�DQG�'avid Trosby 
(eds.), Handbook of the Economics of Art and Culture, vol. 1, s.l. 2006 [b], pp. 86-89. Paintings 
produced in Antwerp and in Mechelen were exported and distributed from Antwerp. On the production 
of art in Mechelen and the connection with Antwerp, see: Neil  de Marchi and Hans J. van Miegroet, 
µ7KH�$QWZHUS-0HFKHOHQ�3URGXFWLRQ�DQG�([SRUW�&RPSOH[¶�� LQ�$��*RODKQ\��0��!�0RFKL]XNL� DQG�/��
Vergara, In His Mili eu. Essays on Netherlandish Art in Memory of John Michael Montias, Amsterdam, 
2006 [c], pp. 133-147. 
405 Kolfin 2005. 
406 +DQV�9OLHJKH��µ0DDWZHUN�HQ�&RQIHFWLH¶��LQ��-DQ�9DQ�GHU�6WRFN��HG����Stad in Vlaanderen: cultuur en 
maatschappij 1477-1787, exh.cat., Brussels, Gemeentekrediet, Brussels, 1991, pp. 255-268; Christine 
9DQ�0XOGHUV��µ3HWHU�3DXO�5XEHQV�HQ -DQ�%UXHJKHO�,��GH�GULMIYHUHQ�YDQ�KXQ�VDPHQZHUNLQJ¶��LQ��+DQV�
Vlieghe, Arnout Balis and Carl Van de Velde (eds.), Concept, design & execution in Flemish painting 
(1550-1700), Turnhout 2000, p. 111, passim. 
407 Göttler 2001, p 13-18; Bert Timmermans, Patronen van patronage in het zeventiende-eeuwse 
Antwerpen. Een elite als actor binnen een kunstwereld, Amsterdam, 2008 passim and spec. pp. 227-
���� �� *�� 'RJDHU�� µ'H� LQYHQWDULV� GHU� VFKLOGHULMHQ� YDQ� 'LHJR� 'XDUWH¶�� Jaarboek van het Koninklij k 
Museum voor Schone Kunsten Antwerpen (1971), p. 195: exemplary is the art collection of Diego 
Duarte, a Portuguese banker and jeweler in Antwerp, whose collection was visited by Constantijn 
Huijgens (1676) and Nicodemus Tessin (1687) during their visits in Antwerp. See also: Timothy De 
3DHSH�� µ'LHJR�'XDUWH� ,,� �����-�����¶�� Jewish History, 24 (2010), pp. 169-193; Marika Keblusek, 
µ0HUFKDQWV¶�+RPHV�DQG�&ROOHFWLRQV�DV�&XOWXUDO�(QWUHS{WV��7KH�&DVH�RI�-RDFKLP�GH�:LFTXHIRUW�DQG�
'LHJR�'XDUWH¶��English Studies, 92, 5 (2011), pp. 496-507. 
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great masters).408 Antwerp inhabitants or visitors could purchase works or art, and in 

particular paintings, from different sources: (international) art-dealers, second hand 

dealers (oudkleerkopers), fairs, lotteries, auctions (at the end of the seventeenth century) 

RU�DW�WKH�SDLQWHUV¶�VWXGLR¶V��RU�VKRSV�WKHPVHOYHs.409 For these latter situations, archival 

documents describing visits to studios, or about the direct sale between a painter and a 

EX\HU�DUH�WKH�PDLQ�VRXUFHV��8QIRUWXQDWHO\��LQ�-DQVVHQV¶�VLWXDWLRQ��VXFK�GRFXPHQWV�DUH�

very unique. Only one such document about Janssens in his function as a portrait painter 

can be found.  

 

7KHUHIRUH��LQ�WKLV�FKDSWHU��,�ZLOO�PRVWO\�GLVFXVV�HOHJDQW�FRPSDQ\�SDLQWLQJV�RQ�WKH�µDUW�

PDUNHW¶�� 3DLQWHUV� WKXV� SURGXFHG� ZRUNV� RI� DUW� LQ� RUGHU� WR� PHHW� WKH� QHHGV� RI� WKH�

anonymous (commercial and international) market.410 This open market organisation 

                                                      
408 S. Speth-Holterhoff, /HV�SHLQWUHV�IODPDQGV�GH�FDELQHWV�G¶DPDWHXUV�DX�[YLLH�VLqFOH, Brussels, 1957, 
p. 9 ; Göttler 2001, p. 18; Sluijter 2001, p. 103. 
409 6RSKLH� 5DX[�� µ$UW� RQ� 'UDZLQJV�� /RWWHULHV� RI�:RUNV� RI� $UW� LQ� WKH� 6L[WHHQWK-Century Southern 
1HWKHUODQGV¶��LQ��'ULHV�/\QD��)LOLS�9HUPH\OHQ�DQG�+DQV�9OLHJKH��HGV����Art Auctions and Dealers. The 
Dissemination of Netherlandish Art during the Ancien Régime, Turnhout, 2009, p. 5; Van der Stighelen 
and Vermeylen 2006, p. 193-197, pp. 201-202, p. 205; Alison Stoesser, Lucas and Cornelis de Wael: 
Flemish artists in Antwerp, Genoa and Rome in the seventeenth century, vol. 1. Text, part of the 
unpublished doctoral thesis, 2012, pp. 13-14; Linda Deijnckens, De kunsthandel in Antwerpen in de 
17e eeuw��XQSXEOLVKHG�PDVWHU¶V�WKHVLV��8QLYHUVLW\�RI�/HXYHQ������-1988, pp. 40-52, passim; Harald 
Deceulaer, Pluriforme patronen en een verschill ende snit. Sociaal-economische, institutionele en 
culturele transformaties in de kledingsector in Antwerpen, Brussel en Gent, 1585-1800, Amsterdam, 
������LQIRUPDWLRQ�RQ�µRXGNOHHUNRSHUV¶�LQ�SDUWLFXODU���(OL]DEHWK�$OLFH�+RQLJ��Painting and the Market 
in Early Modern Antwerp, New Haven/ London, 1998, pp. 108-114; Dries Lyna and Filip Vermeylen, 
µ5XEHQV�IRU�6DOH��$UW�$XFWLRQV�LQ�$QWZHUS�GXULQJ�WKH�6HYHQWHHQWK�DQG�(LJKWHHQWK�&HQWXULHV¶��LQ��'ULHV�
Lyna, Filip Vermeylen and Hans Vlieghe (eds.), Art Auctions and Dealers. The Dissemination of 
Netherlandish Art during the Ancien Régime, Turnhout, 2009, p. 139; Vlieghe 1991, pp. 259-260; De 
Marchi and Van Miegroet 2006 [b], pp. 72-73. Honig 1998, p. 111. Christian Huyghens also visited the 
studio of Gonzales Coques to view a painting by Breughel though he did not li ke it. Nevertheless, he 
DOVR�YLVLWHG�RWKHU�SODFHV�ZKHUH�KH�SXUFKDVHG�ZRUNV�RI�DUW�DV�ZHOO��µ>����@����MXLQ��± Je fus chez Gonzales 
SRXU�YRLU�OH�WDEOHDX�GX�YLHO�%UHXJHO�GRQ¶W�P¶DYDLW�SDUOp�PRQ�SqUH��PDLV�MH�WURXYD\�TXH�F¶HVWRLW�SHX�GH�
FKRVH¶ �� µJeudi 11 Juin.- -¶�DOOD\�FKH]�'H�9RV�j� VHSW�KHXUHV�� HW�DFKDSWD\�GH� OX\�SRXU����� OLYUHV�HQ�
GHVVHLQV¶ ��-HDQ�*HVVOHU�� µ/H���-RXUQDDO!!�GH�&��+X\JHQV�� OH� MHXQH¶��5HYXH�EHOJH�G¶DUFKpRORJLH�HW�
G¶KLVWRLUH�GH�O¶DUW, III  (1933), p. 102 and passim for the general idea of visiting art collections, including 
Duarte (see p. 102-105). 
410 Van der Stighelen and Vermeylen 2006, p. 190. For more on the art market, see: De Marchi and Van 
Miegroet 2006 [b], p. 72, passim; Vlieghe 1991, pp. 259-260. Peeters argues that in the sixteenth century 
paintings were mostly made on commission, which shifted towards an open market (mass market): 
1DWDVMD� 3HHWHUV�� µ0DUNHG� IRU� WKH�0DUNHW"� &RQWLQXLW\�� &ROODERUDWLRQ� DQG� WKH�0HFKDQLFV� RI�$UWLVWLF�
Production of History Painting in the Francken Workshops in Counter-5HIRUPDWLRQ� $QWZHUS¶��
Nederlands Kunsthistorisch Jaarboek/ Kunst voor de Markt 1500-1700, 50 (1999), p. 61. 



105 
 

was dominated by professional art-dealers.411 Art-dealers also spread the paintings 

abroad, as they had a tight network of dealers and painters all over Europe.412 The 

Forchondt firm had painters working for them under contract. These paintings were 

used for export, and were also sold locally in Antwerp as well.413  

 

7KH� 1RUWKHUQ� 1HWKHUODQGLVK� JHQUH� VFHQHV� GHSLFWLQJ� µERXUJHRLV¶� VFHQHU\� LQ� WKH�

VHYHQWHHQWK� FHQWXU\� ZHUH�PRVWO\� FDOOHG� µJH]HOVFKDS¶�� 7KHLU� 6RXWKHUQ�Netherlandish 

counterparts painted by David Teniers the Younger, Simon de Vos, David III Ryckaert, 

                                                      
411 Painters of lesser talent heavily depended upon these dealers, as they sometimes worked for them 
(very often at a fixed though underpaid wage). See among others, Honig 1998, p. 111.  
412 For more information on the evolution of art-dealers in seventeenth-century Antwerp and in the 
Southern Netherlands, see: Honig 1998, pp. 110-111; F.C. Legrand, Les peintres flamands de genre au 
XVIIe siècle, Brussels, 1963, pp. 15-51 (on genre painters and art-dealers); Neil  De Marchi and Hans 
9DQ� 0LHJURHW�� µ([SORULQJ� 0DUNHWV� IRU� 1HWKHUODQGLVK� 3DLQWLQJV� LQ� 6SDLQ� DQG� 1XHYD� (VSDxD¶��
Nederlands Kunsthistorisch Jaarboek, 50, 1 (1999), pp. 82-85. For a general introduction on the 
evolution of the art market in the Southern Netherlands: De Marchi and Van Miegroet 2006 [b], pp. 70-
122. According to Honig one can identify patterns in the export of paintings towards different cities; 
she noticed that paintings of high quality were sent to Vienna and Amsterdam, whereas cheaper 
paintings were generally sent to Spain. Art-dealers actively looked for ways to provide the existing 
markets with the paintings in demand, and investigated the possibiliti es for new demands and markets. 
7KHUH� DUH� D� IHZ� LQGLYLGXDOV� DQG� �IDPLO\�� µILUPV¶� RI� DUW-dealers that were dominant in seventeenth-
century Antwerp, such as Van Immerseel, Goetkint brothers, Matthij s Musson en Maria Fourmenois, 
the Liesaerts, Fochondt and sons, etc.: Honig 1998, pp. 110-112; De Marchi and Van Miegroet 2006 
[b], pp. 90-99; De Marchi and Van Miegroet 2006 [c], p. 13; Vlieghe 1998, pp. 6-7; Van der Stighelen 
and Vermeylen 2006; Deijnckens 1987-1988, pp. 49-60, passim; Erik Duverger, µ1LHXZH�JHJHYHQV�
betreffende de kunsthandel van Matthijs Musson en Maria Fourmenois te Antwerpen tussen 1633 en 
����¶��Gentse bijdragen tot de kunstgeschiedenis en de oudheidkunde, 21 (1968), pp. 5-273; Jan 
Denucé, Kunstuitvoer in de 17e eeuw te Antwerpen. De firma Forchoudt, Antwerp, 1931. 
413 Lyna en Vermeylen 2009, p. 140-141. The open art market exploded, as Vlieghe has put it, with 
µVHPL-LQGXVWULDOO\¶�SURGXFHG�SDLQWLQJV��ZKLFK�LQFOXGHG�VPDOO-scaled genre scenes. These paintings were 
made by painters who KDYH� EHHQ� ODEHOOHG� DV� WKLUG� UDQN� SDLQWHUV� �µGHUGHUDQJVFKLOGHUV¶�� E\�9DQ� GHU�
Stighelen. These artists worked for art-dealers and made paintings to be sold on the anonymous market. 
7KHVH�ZRUNV�RI�DUW�ZHUH�PRVWO\�OLWWOH�FDELQHW�SDLQWLQJV�GHSLFWLQJ�µSDVVHSDUWRXW¶�WKHPHV� or, as Vlieghe 
called it, stylised landscapes or architectural compositions with figures in front of it, in combination 
with mythological, religious and other storylines. The almost industrial production of paintings was a 
practice that was deVFULEHG�E\�'RQQHW�DV�µIDEULF�RI�SDLQWHUV�ZRUNLQJ�IRU�H[SRUW¶��6RPH�SDLQWHUV�DQG�
other artisans were contractly bound to one dealer, and had to produce paintings all day long for export. 

Sometimes, these painters, due to the general trend towards specialising, worked together on one 
painting (this collaboration was organized by the art-dealer). Art-dealers did not only work with the so-
FDOOHG�FRQWUDFWHG�µGR]LMQVFKLOGHUV¶�EXW�DOVR�VRPHWLPHV�FRPPLVVLRQHG�RWKHU�SDLQWHUV�WR�ZRUN�IRU�WKHP�
as well. Peeters entitleG� WKH� SKHQRPHQRQ� DV� D� µPDVVSURGXFWLRQ¶� FDXVHG� E\� WKH� VSHFLDOLVDWLRQ� RI� D�
SDLQWHU¶V�SURIHVVLRQ�DQG�WKH�FRPPHUFLDOLVDWLRQ�RI�SDLQWHUO\�JHQUHV�LQ�WKH�VHFRQG�KDOI�RI�WKH�VHYHQWHHQWK�
century; the workshops of the Franckens are, however, earlier examples: Peeters 1999, p. 59, passim. 
For the information used, see: KDWOLMQH�9DQ� GHU� 6WLJKHOHQ�� µ'H� �DWHOLHU-)bedrij vigheid van Andries 
Snellinck (1587-������HQ�&R¶��Jaarboek van het Koninklij k Museum voor Schone Kunsten Antwerpen 
(1989), p. 303, p. 306; Vlieghe 1991 p. 264, p. 266; Vlieghe 1998, pp. 7-8; Legrand 1963, p. 16-17; 
Fernand Donnet, 8QH�IDEULTXH�G¶REMHWV�G¶DUW�SRXU�O¶H[SRUWDWLRQ, Ghent, 1897, p. 7; Deijnckens 1987-
1988, passim (on art-dealers etc). 
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Gonzales Coques, Christoffel Jacobsz Van der Lamen and Hiëronymus Janssens (and 

DOVR�5XEHQV���ZHUH�FDOOHG�µFRQYHUVDWLH¶�414 7KH�WHUP�µFRQYHUVDWLH¶�ZDV�UDWKHU�Qew in the 

seventeenth century, and was mostly used in the second half of the century as well. It 

KDV�EHHQ�DUJXHG� WKDW� µFRQYHUVDWLH¶�ZDV�XVHG� IRU� WKH�ILUVW� WLPH� LQ������415 though the 

oldest reference in Duverger is dated 1643.416 The term described the kind of paintings 

WKDW�DUH�GLVFXVVHG�LQ�WKLV�WKHVLV��7KLV�LV�HYLGHQFHG�E\�&RUQHOLV�GH�%LH¶V�GHVFULSWLRQ�RI�

the oeuvre of the elegant company painter Christoffel Jacobsz Van der Lamen, who was 

FDOOHG� µFRQYHUVDWLH-VFKLOGHU� YDQ� $QWZHUSHQ¶� LQ� �����417 ,Q� 'H� %LH¶V� HODERrate post 

mortem laudatio on Van der Lamen, he described the possible subjects for such 

µFRQYHUVDWLHV¶��PHQ�DQG�ZRPHQ�GULQNLQJ��SOD\LQJ��FRXUWLQJ��GDQFLQJ��HDWLQJ��MXPSLQJ��

                                                      
414 Lydia De Pauw-De Veen, 'H�EHJULSSHQ�³VFKLOGHU´��³VFKLOGHULM´��HQ�³VFKLOGHUHQ´�LQ�GH�]HYHQWLHQGH�
eeuw, Brussels, 1969, p. 172. The author considers the terminology as an indication of the stronger 
French cultural influence on the Southern Netherlands, in contrast to the Northern Netherlands, p. 347. 
For the terminology see also: Mary Vidal, :DWWHDX¶V�3DLQWHG�&RQYHUVDWLRQV��$UW��/LWHUDWXUH��DQG�7DON�
in Seventeenth- and Eighteenth-Century France, New Haven/ London, 1992, pp. 65-70; Shawe-Taylor 
2009, p. 19, p. 26; Marion Lisken-Pruss, Gonzales Coques (1614-1684) Der kleine Van Dyck, Turnhout, 
2013, p. 70. For an in-GHSWK�GLVFXVVLRQ�RI�JHQUH�SDLQWLQJV��LQFOXGLQJ�µFRQYHUVDWLH¶��µGDQVHULM¶�DQG�µj�OD�
PRGH¶�LQ�DUW�LQYHQWRULHV��VHH��-RKQ�0LFKDHO�0RQWLDV��µ+RZ�QRWDULHV�DQG�2WKHU�6FULEHV�5HFRUGHG�:RUNV�
of Art in Seventeenth-CeQWXU\� 6DOHV� DQG� ,QYHQWRULHV¶�� Simiolus: Netherlandish Quarterly for the 
History of Art, 30, ¾ (2003), pp. 229-�����0DUMRULH�(��:LHVHPDQ��µ7KH�$UW�RI�³&RQYHUVDWLH´��*HQUH�
3RUWUDLWXUH�LQ�WKH�6RXWKHUQ�1HWKHUODQGV�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶��LQ��3HWHU�&��6XWWon, The Age of 
Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Art, Ghent, 1993, p. 184; Goodman 
1992, pp. 7-8, pp. 13-16. &KHQ�SUHVHQWV�WKH�UHDGHU�ZLWK�DQ�RYHUYLHZ�DQG�PHDQLQJ�RI�µFRQYHUVDWLRQ¶�DQG�
µFRQYHUVDWLRQ�SLHFH¶�ZKLOH�PRVWO\�IRFXVLQg on eighteenth-century portraits. Nevertheless, the author 
also refers to the use of the term in the Low Countries to describe genre scenes by Dirck Hals, David 
Vinckboons, Simon de Vos, Frans Francken the Younger, Esaias van de Velde, and Rubens. Chen also 
discusses the term of conversaties in the archival data of the Fochondt,: Chin--XQJ�&KHQ��µ)URP�JHQUH�
WR�SRUWUDLW�7KH�HW\PRORJ\�RI� WKH� µFRQYHUVDWLRQ�SLHFH¶��The British Art Journal, 13, 2 (2012), p. 82. 
µ5HQFRQWUH¶�ZDV�\HW�DQRWKHU�WHUP�WKDW�ZDV�PRVWO\�Xsed in the second half of the seventeenth century: 
De Pauw-De Veen 1969, p. 175 
415 De Pauw-De Veen 1969, p. 172; Lisken-Pruss 2013, p. 70. 
416 6HH� DOVR�� 0RQWLDV� ������ S�� ����� µ(HQ� FRSLMH� QDH� 9DQ� GHU� /DHQHQ� V\QGH� HHQ� &RQYHUVDWLH� YDQ�
-RIIURXZHQ¶� ���� )HEUXDU\� DQG� ��� 0DUFK� ������� 'XYHUJHU� ������ S�� ��� >$SSHQGL[� ,@�� The use of 
Conversaties in inventories as references to elegant company paintings is, however, still  problematic, 
as the term is also used to describe peasant scenes. After all , the peasant scenes by Egbert van 
Heemskerck, or Adriaen Brouwer, were also described in that manner. $�FOHDU�H[DPSOH� LV�'H�%LH¶V�
GHVFULSWLRQ�RI�%URXZHU¶V�ZRUNV��µAdriaen Brouwer die in sij nen tijdt is gheweest een vande beste over-
vliegers der Schilder-FRQVW��GLH�YDQ�DOOH�VLMQ�VWXGLH�HQGH�YHUPDHFN�GHV�JKHHVWV�KDGGH�LQ¶W�VFKLOGHUHQ�YDQ�
aerdighe ende seer vremde boetserijen en boertighe con-YHUVDWLHQ�¶��'H�%LH�������S� 91. The problems 
RI�WKH�XVH�RI�µFRQYHUVDWLH¶�IRU�SHDVDQW�VFHQHV��ZDV�DOVR�QRWHG�LQ��0RQWLDV�������S�������9LGDO�������S��
67; Chen 2012, p. 82-83; Wieseman 1993, p. 184. 
417 De Pauw-De Veen 1969, p. 66, p. 173; Chen 2012, p. 82; Legrand 1963. 
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FRQYHUVLQJ��HWF��7KDQNV� WR�KLV�DGGLWLRQ�RI� µMRQNHUV¶�DQG�µMXIIHUV¶��ZH�FDQ�EH�VXUH�he 

described the genre scenes depicting members of high society.418  

7KH�WHUP�µFRQYHUVDWLH¶�ZDV�QRW�RQO\�XVHG�WR�GHILQH�JHQUH�SDLQWLQJV�DV�WKRVH�E\�5XEHQV�

and Van der Lamen (cf. supra), it also described a specif ic type of Southern 

Netherlandish portrait, which had become popular in the second half of the seventeenth 

FHQWXU\�� 6FKRODUV� KDYH� GHVFULEHG� WKHVH� SRUWUDLWV� DV� µFRQYHUVDWLH� SRUWUDLWV¶� RU� µJHQUH�

SRUWUDLWV¶��PRVWO\�NQRZQ�E\�WKH�H[DPSOHV�SDLQWHG�E\�*RQ]DOHV�&RTXHV��7KH�SRUWUDLWV�

were cabinet-sized paintings displaying a  group of full-length people engaging in 

µLQIRUPDO¶� FRQWDFW� ZLWK� WKH� RWKHU� ILJXUHV� SRUWUD\HG�� 7KHLU� DFWLYLWLHV� �VXFK� DV� PXVLF�

making), their attributes, and the architectural background (wealthy interiors or palatial 

terraces) illustrate the high social status of those portrayed. Next to the portrait, the 

VXUURXQGLQJ� WDNH� DQ� HTXDOO\� LPSRUWDQW� SDUW� LQ� WKH� SRUWUDLW�� 6XFK� µFRQYHUVDWLHV¶�ZHUH�

painted by Gonzales Coques, Franchois Duchatel, Gillis Van Tilborgh, Karel 

Emmanuel Biset and Jan van Kessel II.419 I will  also shortly discuss examples of such 

portraits by Janssens further in this chapter. This evolution in portraiture did not 

suddenly appear in the 1640s of 1650s, but had its predecessors in earlier cabinet-sized 

                                                      
418 Blankert 1995; Kolfin 1999, p. 155. 
419 De Pauw-De Veen 1969, p. 172, p. 195; Vlieghe 1998, p. 146, p. 148; Katlij ne Van der Stighelen, 
µ6HOI-3RUWUDLWV�RI�*RQ]DOHV�&RTXHV�DQG�D�6WXG\�RI�KLV�3RUWUDLW�RI�-DFTXHV�/H�0HUFKLHU¶��LQ��(��0DL��.��
Schütz and H. Vlieghe (eds.), Die Malerei Antwerpens ± Gattungen, Meister, Wirkungen Studien zur 
flämischen Kunst des 16. und 17. Jahrhunderts Internationales Kolloquium Wien, Cologne, 1994, pp. 
118-119; Katlij ne Van der Stighelen, Hoofd- en bijzaak. Portretkunst in Vlaanderen van 1420 tot nu, 
Leuven, 2008, pp. 156-163; Lisken Pruss 2013, p. 67-71;  Michaël De Moor, De famili eportretten van 
Gilli s van Tilborgh (ca. 1625-ca. 1678) Een kriti sche analyse, unpublished thesis University of Leuven, 
������ S�� ���� 0DUJUHW� .OLQJH�� µ3RUWUlWGDUVWHOOXQJHQ� DXI� GHU� 7HUUDVVH�� LP� +RI� XQG� *DUWHQ�
6XGQLHGHUOlQGLVFKH�%LOGQLVVH� GHV� ���� -DKUKXQGHUWV¶�� LQ��8UVXOD�+lUWLQJ� �HG����Gärten und Höfe der 
Rubenszeit, exh.cat., Hamm, Gustav-Lübcke-Museum/ Mainz, Landesmuseum, Munich, 2001, p. 125; 
Shawe-7D\ORU�������S������&KHQ�������S������0DUMRULH�(��:LHVHPDQ��µ7KH�$UW�RI�³&RQYHUVDWLH´��*HQUH�
3RUWUDLWXUH�LQ�WKH�6RXWKHUQ�1HWKHUODQGV�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶��LQ��3HWHU�&��6XWWRQ��The Age of 
Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Art, Ghent 1993, pp. 183-191; Bert 
Timmermans, Patronen van Patronage in het zeventiende-eeuwse Antwerpen. Een elite als actor binnen 
een kunstwereld, Amsterdam, 2008, pp. 170-171. On D�µFRQYHUVDWLH¶�SRUWUDLW�E\�%LVHW��VHH��.DWOLMQH�9DQ�
GHU�6WLJKHOHQ��µ'H�IDPLOLH�YDQ�GU��-RDQQHV�YDQ�%X\WHQ�JHSRUWUHWWHHUG�GRRU�.DUHO�(PPDQXHO�%LVHW��(HQ�
UHSULVH�RYHU�SRUWUHWWHQ��YULHQGVFKDS�HQ�SDGGHQVWRHOHQ¶��LQ��(GZLQ�%XLMVHQ��&KDUOHV�'XPDV�DQG�9RONHU�
Manuth (eds.), Face Book. Studies on Dutch and Flemish Portraiture of the 16th-18th Centuries. Liber 
Amicorum Presented to Rudolf E.O. Ekkart on the Occasion of his 65th Birthday, Leiden, 2012, pp. 419-
430. Karel Emmanuel Biset, however, also sometimes painted elegant company paintings and painted 
art galleries similar to Janssens: Tableaux flamands et hollandaise du Musée des Beaux-Arts de 
Quimper, exh.cat., Quimper, Musée des Beaux-Arts, Paris, 1987, p. 7. 
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portraits from the first half  of the seventeenth century.420 These new types of portrait, 

entitled conversaties, are predecessors of what will be called in the eighteenth-century, 

µFRQYHUVDWLRQ�SLHFH¶�421 7KRXJK�LQ�WKH�HLJKWHHQWK�FHQWXU\��µFRQYHUVDWLRQ¶�FRXOG�UHIHU�WR�

portraits, it nevertheless also remained a term to describe genre scenes; paintings by 

Antoine Watteau, Nicolas Lancret and Jan Baptist Pater were also still called 

µFRQYHUVDWLRQV¶�422  

 

In this chapter, I have only taken into account the references to conversatie paintings or 

dancing scenes as they were painted by high lif e genre painters (e.g. no peasants 

µFRQYHUVDWLHV¶� RU� SRUWUDLWV��423 6LQFH� -DQVVHQV¶� DQG� 9DQ� GHU� /DPHQ¶V� SDLQWLQJV�

IUHTXHQWO\�ZHUH�FDOOHG�µFRQYHUVDWLH¶��µGDQVHULM¶��DQG�µEDOOHW¶�424 these are the other terms 

I have mainly considered in my research on elegant company paintings and the market.  

 

 

 

                                                      
420 These portraits had many formal similarities with genre paintings. Vlieghe 1998, p. 146. Legrand 
DGGHG�WKDW�WKH�JURXS�SRUWDLWV�RI�F��������SRSXODULVHG�E\�&RTXHV��HYROYHG�IURP�WKH�µWDEOHDX�GH�VRFLpWp¶�
tradition: Legrand 1963, p. 228. 
421 Chen identifies the portraits from the 1620s and 1630s as predecessors of this genre of portrait: Chen 
2012, p. 83, passim; Shawe-Taylor 2009. See also on the genre of paintings: De Moor 1996, p. 26.  
422 Chen 2012, pp. 82-83. 
423 I have not adopted references to conversation portraits in the analyses ± -DQVVHQV¶� SRUWUDLWV�
(beloQJLQJ�WR�WKH�JHQUH�RI�µJHQUH�SRUWUDLWV¶�RU�µFRQYHUVDWLRQ�SRUWUDLWV¶��DUH�GLVFXVVHG�VHSDUDWHO\�IURP�
the elegant company paintings. Moreover, as the main focus lies in the second half of the seventeenth 
century (Hiëronymus Janssens), I have not taken into account the references to depictions of 
µSODLVDQVLHQ¶�IURP�WKH�ILUVW�KDOI�RI�WKH�VHYHQWHHQWK�FHQWXU\��,W�LV�VXJJHVWHG�WKDW�ZKHUHDV�JHQUH�VFHQHV�
from the 1630s are still  very busy scenes, depicting figures alive and festive, the figures in the paintings 
from WKH�VHFRQG�KDOI�RI�WKH�VHYHQWHHQWK�FHQWXU\�DUH�GHSLFWHG�LQ�D�PXFK�FDOPHU�IDVKLRQ��µ3ODLVDQWLH¶�
reflected the preference for outdoor scenes at the beginning of the seventeenth century, which changed 
and disappeared in the second half of the seventeenth century. It is assumed that the calmer and more 
GRPHVWLF�VFHQHV�IURP�DIWHU������ZRXOG�EH�D�EHWWHU�ILW�IRU�WKH�WHUP�µFRQYHUVDWLH¶�WKDQ�WKH�SUHYLRXV�µEXV\¶�
scenes: De Pauw-De veen 1969, p. 178, p. 353, p. 367. However, this view might be true for the 
Northern Netherlands; the visual tradition of a crowded gathering of figures from the first half of the 
seventeenth century was still  popular in the second half of the seventeenth century ± Janssens, for 
example, clearly follows the examples of his predecessors, as he depicts busy and crowded elegant 
scenes outdoors, similar to those by Vrancx and De Caullery (cf. chapter 3). 
424 De Pauw-'H� YHHQ� ������ -DQVVHQV¶� SDLQWLQJ� ZDV� FDOOHG� � µEDOOHW¶� LQ�� $QWZHUS�� )HOL[$UFKLHI��
µ,QVROYHQWH�%RHGHO¶��,%�������F��������GDWHG�E\�WKH�)elixArchief, cf. infra).Therefore, I have also li sted 
UHIHUHQFHV�WR�EDOOHW�LQ�'XYHUJHU¶V�SXEOLVKHG�GRFXPHQWDWLRQV�>$SSHQGL[�,,@��+RZHYHU��WKH�LQIRUPDWLRQ�
LV�VR�VFDUFH��QR�FOHDU�FRQFOXVLRQV�FDQ�EH�PDGH��,W�LV�YHU\�OLNHO\�WKDW�WKH�µEDOOHW¶�VFHQHV�IXQFWLRQHG� in a 
VLPLODU�PDQQHU�DV�GLG�WKH�µFRQYHUVDWLH¶�RU�µGDQVHULM¶�RU�µGDQVPHUFNW¶� 
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3. Antwerp Elegant Companies for Sale425 

 

In 1651, Forchondt delivered four conversatie-SDLQWLQJV� �µ�� &RQYHUVDVLHQ� D� ���� J��

VWXFN¶��WR�/RXLV�GH�)DULD�>$SSHQGL[�,9@�426 This delivery is exemplary for the interest 

of the art-dealers firm Forchondt, who sold cabinet-sized genre paintings all over 

Europe,427 and, consequently, also to Spain. In the archives of Forchondt, many 

references to the conversation paintings attributed to Christoffel Jacobsz Van der 

Lamen can be found.428 The description often stresses that these are depictions of the 

ULFK� \RXQJ� JHQWU\�� HOHJDQWO\� GUHVVHG� DFFRUGLQJ� WR� WKH� ODWHVW� IDVKLRQ� VW\OH�� RU� µj� OD�

PRGH¶�429 ,Q�������)RUFKRQGW�KDG�VHQW�µ��D�OD�PRGH�VWXFken van Vander Lanen a 36 g. 

VWXFN�J����¶�WR�3HWHU�9LQFN�LQ�*KHQW�>$SSHQGL[�,9@�430  

                                                      
425 ,Q� WKH� LQGH[� RI� (ULN�'XYHUJHU¶V�Antwerpse kunstinventarissen, PDQ\� -DQVVHQV¶V� DUH�PHQWLRQHG��
:KHQ�FRQVLGHULQJ�WKH�QDPH�µ-$166(16��-$166(1��NXQVWVFKLOGHU��VWRIIHHUGHU¶��D�IHZ�GRFXments are 
linked to it. The first cannot be identified as a reference to Hiëronymus Janssens, simply because he 
was not yet born, nor a free master at the time;  (vol. 3, p. 30). (vol. 3, p. 187) Moreover, some later 
references such as two paintings of relLJLRXV� ZRPHQ� �µ7ZHH� GRHFNVFKLOGHULMHQ� YDQ� GHQ� VFKLOGHU�
Janssens gehadt Santa-Catharina ende Santa-0DULD�0DJGDOHQD�QLHW�DO�RSJHPDHFNW¶��PHQWLRQHG�LQ������
(vol. 7, p. 34-�����RU�D�FKLPQH\�SLHFH�PHQWLRQHG�LQ�������µ8QD�SLQWXUD�GHO�DQWH�OD�[LPLQHD�GH�-DQVVHQ¶� 
YRO�����S��������RU�µ(HQHQ�1RRW�*RGWV�YDQ�-DQVVHQV�RS�µW�EXIIHW¶�IURP�������YRO�����S�����-132), or a 
FKLPQH\�SLHFH� �µ(HQ�VFKRXZVWXFN�YDQ�-DQVVHQV¶��RI������ �YRO�����S�������������RU� µ(HQ�0DJGDOHQD�
-DQVVHQV¶��������YRO������S�������GR�QRW�HYHQ�ILW��LFRQRJUDSKLFDOO\��LQ�-DQVVHQV¶�RHXYUH��7KHUHIRUH��WKLV�
is considered not to be a work by Hiëronymus Janssens. The same problems are taken into account for 
'HQXFp¶V�HGLWHG�LQIRUPDWLRQ� 
426 Jan Denucé, Kunstuivoer in de 17e eeuw te Antwerpen. De firma Forchoudt, Antwerp, 1931, p. 44. 
No further information about this De Faria is known, but I assume he may be related to Luis de Faria, 
assistant dancing master of the king of Spain, Philips IV: Lynn Matluck Brooks, The Art of Dancing in 
Seventeenth-Century Spain. Juan de Esquivel Navarro and His World Including a Translation of the 
Discursus sobre el arte del danzado, by Juan de Esquivel Navarro (Sevill e, 1642) and Commentary on 
the Text, 2003, p. 44, p. 45. 
427 Legrand 1963, pp. 15-16. 
428 Denucé had noted how Van der /DPHQ¶V�SDLQWLQJV�ZHUH�RIWHQ�VROG�E\�)RUFKRQGW��'HQXFp�������SS��
11-12.  
429 According to De Pauw-'H�9HHQ��WKH�DGGLWLRQ�RI�µj�OD�PRGH¶�LQGLFDWHV�WKDW�WKH�SDLQWLQJ�GLVSOD\V�D�
bourgeois fashionably dressed  company: De Pauw-De Veen 1969, pp. 173-174 (this was again an 
H[DPSOH�RI�WKH�)UHQFK�LQIOXHQFH�LQ�WKH�6RXWKHUQ�1HWKHUODQGV���*RRGPDQ�GLVFXVVHV�µFRQYHUVDWLH¶�DQG�
µFRQYHUVDWLH�j�OD�PRGH¶�LQ�KHU�GLVFXVVLRQ�RI�5XEHQV¶�SDLQWLQJV�RI�WKH�JHQUH�DV�UHIOHFWLRQV�RI�WKH�VRFLDO�
intercourse, civil  conversation (French inspLUHG�� RI� WKH� µKDXWH� ERXUJHRLVLH¶� �LQ� WKLV� GLVVHUWDWLRQ� WKLV�
refers to the wealthy commercial elite with aristocratic aspirations and the new nobilit y, as represented 
LQ�WKH�HOHJDQW�FRPSDQ\�SDLQWLQJV��FI��LQWURGXFWLRQ�RI�P\�GLVVHUWDWLRQ���7KH�µj�OD�PRGH¶�HOement refers 
WR�µWKH�IODYRU�RI�FRQWHPSRUDQHLW\�DQG�IDVKLRQDEOHQHVV¶��µHTXLYDOHQW�WR�³PRGHUQ´�DQG�DV�WKH�³SULQFLSOH�
of savoir-YLYLUH´�DQG�³ILQHVV´�>«@�VRFLHW\¶V�FRPPXQLFDWLRQ��IDVKLRQ��PDQQHUV��DQG�VW\OH¶��*RRGPDQ�
1992, pp. 7-9. Blankert 1995 (cf. chapter 5) 
430 Denucé 1931, p. 52. The art-dealers not only exported to Ghent. Antwerp art-dealers were active in 
WKH� PDUNHW� LQ� %UXJHV� DV� ZHOO�� (ULN� 'XYHUJHU�� µ.XQVWhandelaars op de jaarmarkt te Brugge in de 
]HVWLHQGH�HQ�]HYHQWLHQGH�HHXZ¶��Biekorf, 85, 4 (1985), pp. 313-319, esp. 317-318. 
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Two examples of very cheap elegant company paintings are those owned by Salvador 

de Leon, merchant of the Portuguese Nation. On his death in 1653, the two paintings 

were valued at 3 guilders each [Appendix I].431 In the inventory of the possessions of 

the deceased Suzanna van den Steen, the notaries listed on 26 and 27 February 1672, 

µ(HQ�VWXFN�VFKLOGHULMH�ZHVHQGH�HHQ�&RQYHUVDWLH¶�YDOXHG�DW���JXLOGHUV�>$SSHQGL[�,@�432 

On 14 OctobHU������� DQRWKHU�YHU\�FKHDS�H[DPSOH� �µ(HQ�VFKLOGULMH�&RQYHUVDVLHNHQ¶��

was valued at 3 guilders 15 [Appendix I].433 

As these examples -- and mostly the information in the Appendices I-IV --, illustrate, 

in general conversatie and dancing scenes were mostly priced between 10 and 20 

guilders. This price range for elegant company paintings fits within the general prices 

for paintings that were sold in seventeenth-century Antwerp.434 In comparison, portraits 

were on average valued between 5 and 20 guilders, though more talented portraitists 

such as Cornelis de Vos earned much more for a portrait (c. 20-40 guilders).435 Within 

the group of elegant company paintings I have listed in the appendices, a few are also 

in a higher price range, and were valued between 30-40, 40-50 or even 50-60 guilders. 

My overview in the appendices also shows that painters such as Van der Lamen 

produced both very cheap paintings and paintings that were a bit more expensive, c. 30 

and 40 guilders (as those by Simon de Vos).  

Isolated examples are the very expensive Conversatie à la mode paintings by Rubens. 

In the inventory of the estate of the deceased painter Peter Paul Rubens, listed on 17 

November 1645, two elegant company paintings were listed: an unfinished µFRQYHUVDWLH�

j� OD�PRGH¶��ZRUWK����JXLOGHUV��DQG�D� ILQLVKHG�YHUVLRQ�ZLWK�DQ�HVWLPDWH�YDOXH�RI�����

guilders [Appendix I].436 In 1654, Musson listed in his purchase book a conversatie à 

                                                      
431 'XYHUJHU� ������ S�� ����� µ7ZHH� VFKLOGHU\HQ�%DQFNHWWHQ�PHW�&RQYHUVDWLH� JHVFKDW� RS� )O�� �-��¶� ���
guilders each). ,Q�FRPSDULVRQ�WR�WKH�YDOXHV�RI�WKLV�PHUFKDQW¶V�RWKHU�SDLQWLQJV��WKH�SULFHV�ZHUH�YHU\�ORZ��
similar to the value of his map or Turkish rug. 
432 Duverger 1997, p. 356. 
433 Duverger 2002, p. 437. 
434 Here, the largest group of all paintings sold in general (all  genres together) were mostly valued 
between 5 and 20 guilders: Wilfrid Brulez, Cultuur en getal: aspecten van de relatie economie-
maatschappij-cultuur in Europa tussen 1400 en 1800, Amsterdam, 1986, p. 68. 
435 Katlij ne Van der Stighelen, Hoofd- en bijzaak. Portretkunst in Vlaanderen van 1420 tot nu, Leuven, 
2008, p. 28. 
436 Duverger 1991, pp. 271-272; Jan Denucé, De Antwerpsche ³NRQVWNDPHUV´�� LQYHQWDULVVHQ� YDQ�
kunstverzamelingen te Antwerpen in de 16e en 17e eeuwen, Antwerp, 1932, pp. 77-78. For more 
LQIRUPDWLRQ�DERXW�5XEHQV¶�GHSLFWLRQV�RI�µ&RQYHUVDWLH�j�OD�PRGH¶��VHH��*RRGPDQ������ 



111 
 

la mode by Rubens which was to be sold for 1800 guilders [Appendix VI]. 437 Though 

*RRGPDQ� FRQVLGHUV� 5XEHQV¶� SDLQWLQJV� WR� EH� SDUW� RI� WKH� JHQUH� RI� HOHJDQW� FRPSDQ\�

paintings such as those painted by Van der Lamen, Hals, and Janssens,438 5XEHQV¶�JHQUH�

VFHQHV� GLIIHU� VXEVWDQWLDOO\� IURP� µUHJXODU¶� SDLQWLQJV� -- they have clear allegorical 

elements such as flying cupids (an element that is never adopted in genre painting); the 

SDLQWLQJV¶�GLPHQVLRQV�GLIIHU�IURP�WKH�JHQHUDO�VPDOO-scaled paintings of the genre; and 

ILQDOO\��DV�5XEHQV¶�KDG�DQ�LPPHQVH�UHSXWDWLRQ�DQG�SURGXFHG�KLJK�TXDOLW\�ZRUNV�RI�Drt, 

KLV�SDLQWLQJV�ZHUH�IDU�PRUH�H[SHQVLYH�WKDQ�µUHJXODU¶�JHQUH�RU�µFRQYHUVDWLH��j�OD�PRGH�¶�

paintings (conversaties, danserij, ballet) [Appendix I-,9@��5XEHQV¶�SDLQWLQJV�FDQ�WKXV�

hardly be used as points of reference to understand the market and prices for the genre 

of elegant paintings. These expensive paintings remain unique examples, as in general 

the estimated value and selling price of such paintings (both anonymous and attributed, 

DOWKRXJK�WKH�PDQ\�UHIHUHQFHV�WR�9DQ�GHU�/DPHQ�DIWHU�WKLV�SDLQWHU¶V�GHDWh indicate that 

these paintings were not new) was normally between 10 and 20 guilders, with a few 

examples with a monetary value between 20 and 50 or, exceptionally, 60 guilders. 

[Appendix I-IV].  

 

'XH� WR� WKH� ODFN� RI� UHIHUHQFHV� WR� -DQVVHQV¶� SDLQWLQJV� LQ� VHYenteenth-century art 

inventories and in archival documents, it is very difficult to understand what position 

Janssens held in the bulk of genre scenes that were produced in the seventeenth century. 

2QO\�WZR�UHIHUHQFHV�WR�WKH�PRQHWDU\�YDOXH�RI�-DQVVHQV¶�SDLntings can be found. 

On 28 February 1673 in Vienna, the sons Guilliam Forchondt and Alexander Forchondt 

received two boxes of paintings from their father in Antwerp. These boxes contained 

WZR�JHQUH�VFHQHV�GHVFULEHG�DV�µFRQYHUVDWLHV¶��2QH�SDLQWLQJ�ZDV�D�GRXble canvas (large 

GLPHQVLRQV��E\� -DQVVHQV� �µ��GREEHO�GRHFN�GH� FRQYHUVDVLH�YDQ� -DQVVHQV¶��� ,WV� VHOOLQJ�

SULFH�ZDV����JXLOGHUV��7KH�RWKHU�µFRQYHUVDWLH¶�SDLQWLQJ�PHQWLRQHG�ZDV�DQ�XQDWWULEXWHG�

half canvas (a small painting) with a selling price of 12 guilders. �µ�� KDOYHQ� GRHFN�

                                                      
437 µ:\�KHEEH�LQ�KDQGHQ�YDQ�0HQKHHU�YDQ�%DUFKRQ�GHQ����0HUW������RP�WH�YHUNRHSHQ�HHQ�&RQYHUVDVL�
DODPRGH�YDQ�5XEEHQV�JHVFKLOGHUW�RS�GHQ�SU\V�YDQ������JXO�¶��-DQ�'HQXFp��Na Peter Pauwel Rubens. 
Documenten uit den kunsthandel te Antwerpen in de XVIIe eeuw van Matthijs Musson, Antwerp, 1949, 
p. 135. 
438 Goodman 1992, pp. 13-16. 
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&RQYHUVDVLH¶� ��� JXLOGHUV�� >$SSHQGL[� ,9@�439 In this situation, the dimensions of the 

painting (and the attribution) itself played a role; a large canvas by Janssens was worth 

5 times the price of a small (unattributed) canvas.440 The dimensions of the painting 

µGREEHO�GRHFN¶�LQGLFDWHV�WKH�SDLQWLQJ�ZDV�UDWKHU�ODUJH�441 

 

Over the course of his entire career, Janssens produced paintings in different formats 

and dimensions (this becomes clear when looking at the dimensions of the paintings, 

and also in his production of painted art galleries, cf. chapter 3). His oeuvre can be 

roughly divided into three groups. The first group consists of very small paintings made 

on mostly canvas, (sometimes) on copper and (rarely) on panel. They have a width of 

OHVV�WKDQ����FP��7KH\�DUH�UDWKHU�UDUH�LQ�-DQVVHQV¶�RHXYUH��$Q�H[DPSOH�RI�VXFK�D�VPDOO-

VFDOHG�SDLQWLQJ�E\�-DQVVHQV�PD\�EH�WKH�SDLQWLQJ�LQ�1LFRODDV�OH�%RQ¶V��DUW�FROOHFWLRQ��

ZKLFK�LV�H[SOLFLWO\�PHQWLRQHG�DV�EHLQJ�µVPDOO¶��,Q�WKH�µ1HHUFDPHUH�DFKWHU�GHQ�+RII¶�WKH�

QRWDU\� OLVWHG� LQ� WKLV� GHFHDVHG� PHUFKDQW¶V� LQWHULRU� LQ� ����� µ(HQ� FOH\Q� VFKLOGHU\NHQ�

&RQYHUVDWLH� YDQ� -DQVVHQV� LQ� YHUJXOGH� OH\VWH¶� >$SSHQGL[� ,@�442 The second group of 

-DQVVHQV¶�SDLQWLQJV�FRQVLVWV�RI�ODUJHU�SDLQWLQJV�ZLWK�D�ZLGWK�EHWZHHQ����FP�DQG�1 metre. 

This is by far the largest group of paintings produced by Janssens. The third group 

consists of paintings that measure 1 metre or more in width. A few examples of 

paintings with a width of (more than) 2 metres remain unusual in his entire oeuvre, but 

                                                      
439 ,Q�WKH�LQGH[�RI�'HQXFp¶V�ERRN��WKLV�UHIHUHQFH�LV�FRQVLGHUHG�WR�EH�D�SDLQWLQJ�E\�$EUDKDP�-DQVVHQV��
however there is no justifiable reason for this. Denucé 1931, p. 131; Antwerp, FelixArchief��µ,QVROYHQWH�
%RHGHO¶�� ,%������� IROV�� �-6. A similar reference was written down on 27 October 1672 (probably 
UHIHUULQJ�WR�WKH�VDPH�GHOLYHU\���µLQ�$QWZHUSHQ�FDVVHQ�ZDHULQQH�V\Q�GHVH�QDHUYROJKHQGH�JRHGHUHQ�DOV�
volcht gesonden aen Alexander et Guilli am Forchondt tot Wienen ende syn dese dat godt beware van 
>3HUVW@¶>«@� µ�� GREEHO� &RQYHUVDVL� YDQ� -DQVHQV� J� ��¶�� $QWZHUS�� )HOL[$UFKLHI�� µ,QVROYHQWH� %RHGHO¶��
IB#1218 [Appendix IV]. ,W�LV�QRW�XQXVXDO�WKDW�-DQVVHQV¶�HOHJDQW�FRPSDQ\�SDLQWLQJV�ZHUH�VROG�E\�WKH�
Forchondts, as Janssens closely knew Guilli am Forchondt (cf. chapter 1). 
440 This small painting had the average price tag for elegant company paintings. This reference of 27 
2FWREHU������LV�YHU\�VLPLODU�WR�WKH�µFRQYHUVDVLH�YDQ�-DQVHQV¶�OLVWHG�RQ�WKDW�VDPH�GDWH�OLVWHG�Ln (Antwerp, 
FelixArchief, IB# 1045) with a value of 60 guilders that was sent to Alexander Forchondt in Vienna 
from Antwerp. It is strange that in this case no reference to the size of the painting was made. I thank 
Sandra van Ginhoven (Duke University) for sharing this reference from her own list with me.  
441 %UX\Q�QRWHG�WKDW�WKH�GHVFULSWLRQ�RI�D�SDLQWLQJ¶V�VL]H�E\�XVLQJ�IRUPDWV�H[SUHVVHG�LQ�µGRHFN¶�LV�D�W\SLFDO�
$QWZHUS� SKHQRPHQRQ��%UX\Q� DGGUHVV� DQ� H[DPSOH� IURP�)RUFKRQGW¶V� DUFKLYH�� LQ� ������ )ORFNHW�ZDV�
askeG�WR�PDNH���µGREEHOGRHNHQ�KRRFK���ò�HOOHQ�EUHHW���HOOHQ�PLQ�HHQ�WDOLM�WRW�J�����VWXFN¶��%UX\Q�DUJXHG�
that these paintings each had a height of 174 cm and a width of 135 cm. -��%UX\Q��µ(HQ�RQGHU]RHN�QDDU�
17de-eeuwse schilderij formaten, voornamelij k in Noord-1HGHUODQG¶��Oud Holland, 93, 2 (1979), p. 97; 
Denucé 1931, p. 71. 
442 Duverger 1999, p. 82. 
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QHYHUWKHOHVV� H[LVW� �6/,'(6� ���� ���� ������ $QRWKHU� H[DPSOH� RI� -DQVVHQV¶� ODUJH�

conversatie paintings was the undated reference in the Forchondt archives (though not 

published by Denucé).  

 

The Forchondt sons mention how they sold on 14 January 1673 in VieQQD�µ��GRE��'��

&RQYHUVDVLH�YDQ�-DQVVHQV�5\[G����¶��KHUH��µ��&RQYHUVDWLH�YDQ�YDQGHU�/DHQHQ¶�ZDV�VROG�

IRU� µ5LM[G� ���� ��¶� DV� ZHOO� ± this dif ference in price may be explained by the old-

IDVKLRQHG� ILJXUHV� LQ� 9DQ� GHU� /DPHQ¶V� SDLQWLQJV�� DQG� WKH� IDVKLRQDEOH� ILJXUHs by 

Janssens, but can also be caused by the difference in format).443 -DQVVHQV¶�ODUJH�SDLQWLQJ�

was sold for 38 Rijksdaalders or 95 guilders.444  

As the general estimated value of an elegant company scene was 10-20 guilders, 

-DQVVHQV¶�SDLQWLQJV�VHHP�WR�KDYH�EHen rather expensive in comparison to the bulk of 

elegant company paintings. As a large painting by Janssens could cost 60 or even 95 

JXLOGHUV�� D� µQRUPDO-VL]HG¶� HOHJDQW� FRPSDQ\� SDLQWLQJ� E\� -DQVVHQV� ZRXOG� SHUKDSV� EH�

valued at 30-45 guilders (no information can be found, unfortunately). This would fit 

ZLWKLQ�WKH�SULFH�UDQJH�RI�RWKHU�VXFFHVVIXO�JHQUH�SDLQWHUV��'DYLG�7HQLHUV�WKH�<RXQJHU¶V�

paintings were bought by art-dealers for between 10-30 guilders. However, in 1663, 

7HQLHUV¶V�SDLQWLQJV�ZHUH�VROG�DW�DQ�DXFWLRn in Brussels for 30, 40 and 100 guilders.445 

+RZHYHU��D�FKHDSHU�H[DPSOH�RI�D�µQRUPDO¶�VL]HG�HOHJDQW�FRPSDQ\�SDLQWLQJ�E\�-DQVVHQV�

can also be found; c. 1679 (the document is, unfortunately, not dated) in the archives of 

the Forchondt firm, a small document li sting paintings from a sale can be found. In this 

GRFXPHQW��D�GDQFLQJ�VFHQH��µEDO>O@HW¶��E\�-DQVVHQV�ZDV�DGGHG�DQG�VKRZV�WKH�ZRUN�RI�

art was also sold within the general price range of such elegant company paintings: 18 

guilders.446 Dif ferent sorts of buyers could thus be reached by Janssens. 

 

                                                      
443 $QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�ERHGHO¶��,%������� 
444 ��µULMNVGDDOGHU¶�LV�����JXLOGHUV��$QQH�*ROGJDU��Tulipmania. Money, Honor, and Knowledge in the 
Dutch Golden Age, Chicago/ London, 2007, p. 323. 
445 Filipczak 1987, p. 148.  
446 $QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%�������F��������GDWHG�E\�WKH�)HOL[$UFKLHI���¶���IO����
ED>O@OHW�YDQ�-DQVHQV¶��7KH�LQWHUSUHWDWLRQ�RI�WKH�LQIRUPDWLRQ�LQ�WKLV�DUFKLYDO�GRFXPHQW�LQ�rather diff icult, 
but in my view this is the correct transscription. 
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There are other paintings with the same subjects (an elegant company or a dancing 

company) that had the same monetary value; in 1675, a dancing scene added onto an 

architectural painting was sent from Antwerp to Craets [Appendix IV] .The painting was 

DWWULEXWHG� WR� $QWKRRQ� *KHULQJK�� DQG� ZDV� YDOXHG� DW� ��� JXLOGHUV� �µ�� 'DQVHULM� YDQ�

Geerinckx het perspectief g. 60¶) [Appendix IV].447 In this painting, Antoon Gheringh 

had provided the architectural background, and another figure painter (this may even be 

Janssens, as he also collaborated with Gheringh, cf. infra) had most likely added the 

GDQFLQJ� ILJXUHV� LQ� IURQW�� 7KH� ILJXUHV� SRSXODWLQJ�*KHULQJK¶V� RHXYUH� DUH� DOVR�PRVWO\�

elegant company figures. Another (unattributed) conversatie-painting with as equally 

large dimensions as the one by Janssens was sent in 1660 by the Forchondts to Pierre 

de la Forest in Paris �µ��GRXEOH�WRLOH�&RQYHUVDWLRQV�D�HFXHV���¶��>$SSHQGL[�,9@�448 The 

large canvas was worth 68 guilders.449  

However, in comparison to high end genre paintings produced in the Northern 

Netherlands at that time, such as those by Gerrit Dou and Frans van Mieris,450 which 

ZHUH�VROG�IRU�KXQGUHGV�RU�WKRXVDQGV�RI�JXLOGHUV��-DQVVHQV¶�SDLQWLQJV��DQG�WKRVH�E\�KLV�

colleagues) are still of moderate value. Nevertheless, in a general view on the art market 

(thus not only focusing on the high end market), only c. 25 % of the paintings that were 

VROG�LQ�$QWZHUS�KDG�D�YDOXH�RI�PRUH�WKDQ����JXLOGHUV��-DQVVHQV¶�ODUJH�SDLQWLQJV�RI����

or 95 guilders thus achieved a very decent price.451  

                                                      
447 'HQXFp�������S�������$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%���������)HEUXDU\������� 
448 'HQXFp�������S������$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%������� 
449 A French kroon RU�pFX�ZDV�ZRUWK�F����JXLOGHUV�DQG���VWLYHUV��0D[�5RRVHV��µ'H�0XQWHQ�HQ�GH�:DDUGH�
YDQ�KHW�JHOG�LQ�KHW�EHJLQ�GHU�;9,,H�HHXZ¶��Oud Holland, 11, 1 (1893), pp. 57-58. 1 guilder is 20 stivers: 
Timmermans 2008, p. 19. 
450 )UDQLWV�������S�����(ULF�-DQ�6OXLMWHU��µ6FKLOGHUV�YDQ�µFOH\QH��VXEWLOH�HQGH�FXULHXVH�GLQJHQ¶�/HLGVH�
µILMQVFKLOGHUV¶� LQ� FRQWHPSRUDLQH� EURQQHQ¶�� LQ�� (ULF� -DQ� 6OXLMWHU�� 0DUOLHV� (QNODDU� DQG� 3DXO�
Nieuwenhuizen, Leidse Fijnschilders. Van Gerr it Dou tot Frans van Mieris de Jonge 1630-1760, 
exh.cat., Leiden, Stedelij k Museum de Lakenhal, Zwolle, 1988, pp. 24-29. 
451 Of course, it is not much in comparison to the hundreds and thousands of guilders that were spent 
RQ�WKH�SDLQWLQJV�RI�WKH�µJUHDW�PDVWHUV¶�VXFK�DV�5XEHQV��9DQ�'\FN�DQG�-RUGDHQV��Their paintings were 
sold for prices of 2400 guilders or 6800 guilders, but also cheaper examples could be found. A portrait 
painted for Moretus by Rubens was worth 14 guilders and 8 stivers. Artus Quellinus received 60 
guilders for a bust: Rooses 1893, p. 63. Nevertheless, for large group of labourers, an elegant company 
SDLQWLQJ�E\�-DQVVHQV�ZDV�QRW�DQ�HYHU\GD\�SXUFKDVH��%UXOH]�KDV�DUJXHG��E\�VWXG\LQJ�'HQXFp¶V�HGLWHG�
archival documentation, that in seventeenth-century Antwerp 39% of the traded paintings were sold for 
less than 5 guilders (29 % even less than 3 guilders). 37,8 % costed between 5 and 20 guilders. The two 
smallest groups are the top groups: 18,2 % of the paintings were sold for 20 ± 100 guilders, and only 5 
% of the paintings produced would cost more than 100 gXLOGHUV��-DQVVHQV¶�SDLQWLQJ�ZDV�WKXV�SDUW�RI�WKH�
second (smallest) most expensive group of paintings on the Antwerp art market. This may indicate that 
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Next to the size of the painting, other elements also influenced the price/monetary value 

RI�D�SDLQWLQJ��WKH�SDLQWHU¶V�UHSXWDWLRQ��WKH�VXEMHFW�FKRLFH��WKH�H[HFXWLRQ�TXDOLW\��WKH�FRVW�

of the materials, the complexity of the composition and the number of figures, and the 

time spent on making the work of art. This latter element was of course influenced 

largely by the production process of the painter; if  a painter started from scratch, 

inventing a whole new composition with studies and sketches, the final result would 

cost much more than a painting that was serially produced, made after another painting, 

or using specific patterns all over again, which was obviously a faster production 

technique.452  

Such serially produced paintings were sold on the local market in Antwerp or exported 

abroad. Their low prices made sure they could be purchased by different social layers 

of society. On average, they were sold for 10 ± 15 guilders. Vlieghe notes that 

nevertheless, even within this group of serially producing painters, there must have been 

an hierarchy; paintings made by, for example, Frans Francken the Younger were much 

more expensive, as they cost on average 30 to 50 guilders.453 So, despite the fact that 

                                                      
his paintings were part of the upper price bracket, for the price of either 60 or 95 guilders was high in 
comparison to the prices of the bulk of paintings that were sold ± KLV�µQRUPDO¶�VL]HG�SDLQWLQJV�PD\�KDYH�
costed 30 guilders, which is not extremely expensive, but in comparison to the bulk of genre scenes it 
nevertheless stands out. For an urban unschooled labourer such a large painting by Janssens would cost 
at least one third of his annual income (180 guilders), and for schooled labourers this would be one fifth 
(300 guilders per annum): Wilfrid Brulez, Cultuur en getal: aspecten van de relatie economie-
maatschappij-cultuur in Europa tussen 1400 en 1800, Amsterdam, 1986, p. 66, p. 68. The minimum 
wage of a labourer was 14 stivers a day. These people lived in a house with an annual rent of maximum 
48 guilders: Francine Van Cauwenberghe--DQVVHQV��µDe sociale toestand van de Antwerpse schilders in 
de 17e HHXZ¶��Jaarboek van het Koninklij k Museum voor Schone Kunsten Antwerpen (1970), p. 235. 
These paintings would not have been easily purchased by artisans either, as a schooled carpenter earned 
c. 25 guilders a month: Katlij ne Van der Stighelen, Hoofd en Bijzaak. Portretkunst in Vlaanderen van 
1420 tot nu, Leuven, 2008, p. 28; Brulez 1986, p. 67. 
452 Brulez 1986, p. 68; Boers-Goosens 2006, pp. 60-61; Vlieghe 1991, p. 265. On the different elements 
to determine the value/ price of a painting, see also: (ULF�-DQ�6OXLMWHU��µ'HWHUPLQLQJ�9DOXH�RQ�WKH�$UW�
0DUNHW�LQ�WKH�*ROGHQ�$JH��$Q�,QWURGXFWLRQ¶��LQ��$QQD�7XPPHUV�DQG�.RHQUDDG�-RQFNKHHUH��HGV����Art 
Market and Connoisseurship. A Closer Look at Paintings by Rembrandt, Rubens and their 
Contemporaries, Amsterdam, 2008, pp. 7-28. Not only for elegant company scenes, but also for all  
kinds of other genres (religious scenes, or landscapes), there was a hierarchy of painters, and the most 
unknown and the less talented, turned themselves mostly to serial production. Van der Stighelen has 
called such painters form the lower end of the production of seventeenth-century painter, 
µGHUGHUDQJVVFKLOGHU¶� RU� µWKLUG� UDQN� SDLQWHUV¶�� 7KH\� XVHG� FRQVHTXHQWO\� HDV\� DQG� FRQYHQWLRQDO�
compositions to produce paintings with the same iconographical constructions. Katlij ne Van der 
6WLJKHOHQ�� µ3URGXNLWLYLWHLW� HQ� VDPHQZHUNLQJ� LQ� KHW� $QWZHUSVH� NXQVWHQDDUVPLOLHX� ����-����¶��
Driemaandelijks Tijdschrift Gemeentekrediet, 44, nr. 172 (1990/2), pp. 5-15; Van der Stighelen 1989, 
passim.  
453 Vlieghe 1991, p. 264-265; Peeters 1999; Van der Stighelen 1989, p. 303, p. 306. 
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Francken also reused his compositions and figures, his paintings were of higher quality 

than those painted by third-rank painters. As I will discuss in more detail in chapter 3, 

Janssens used many techniques that sped up the production process (mostly by reusing 

KLV� RZQ� RU� RWKHU� SDLQWHUV¶ motifs, or entire compositions). Janssens, and also Frans 

Francken the Younger, who produced paintings of a higher quality than their copiers, 

thus belonged to the group of painters that used effective production techniques with 

rather high profit margins. Although this view has to be nuanced, as Janssens appears 

WR� KDYH� SURGXFHG� UDWKHU� FKHDS� SDLQWLQJV� DV� ZHOO� ���� JXLOGHUV��� -DQVVHQV¶� SDLQWLQJV�

belonged to the same group of painters such as the Northern Netherlandish genre 

painters, or someone like Jan van *R\HQ�� µZKR�XVHG�D�PHWKRG�RI�ZRUNLQJ� WKDW�ZDV�

geared towards high levels of production while saving labour, which resulted in lower 

prices per painting [in comparison to, for example, the expensive works of art I have 

mentioned above] and ± at least initially ± KLJKHU�SURILW�PDUJLQV�¶454 

 

As is evidently proven by the information I have collected and added in appendix IV, 

and was also remarked on by Denucé and Legrand,455 the Forchondts were deeply 

involved in selling and exporting elegant company scenes, primarily those by Van der 

/DPHQ��ZKR�KDG�DOUHDG\�GLHG��DQG�ZHUH�WKXV�µROG-IDVKLRQHG¶�SDLQWLQJV��456 and also by 

Janssens.  

                                                      
454 µ$V�IDU�DV�ZH�FDQ�JDWKHU�IURP�YDULRXV�VRXUFHV��WKH�SULFHV�RI�D�SDLQWLQJ�E\�9DQ�*R\HQ�± who, Van 
Hoogstraten recounts, could produce a painting in one day ± would have been approximately 10 guilders 
IRU�D�VPDOO�SDLQWLQJ�DQG����IRU�D�ODUJH�RQH¶��(ULF�-DQ�6OXLMWHU��µ'HWHUPLQLQJ�9DOXH�RQ�WKH�$UW�0DUNHW�LQ�
WKH�*ROGHQ�$JH��$Q�,QWURGXFWLRQ¶��LQ��$QQD�7XPPHUV�DQG�.RHQUDDG�-RQFNKHHUH��HGV����Art Market and 
Connoisseurship. A Closer Look at Paintings by Rembrandt, Rubens and their Contemporaries, 
$PVWHUGDP��������S������7KLV�LV�D�VLWXDWLRQ�YHU\�VLPLODU�WR�-DQVVHQV¶� 
455 Denucé 1931, p. 12; Legrand 1963, pp. 15-16. 
456 Their interest in the paintings by Van der Lamen, is evidenced by some of the letters. Unfortunately, 
it is not clear whether these are conversatie paintings. On the 8th of June 1643, André de Saintes in 
Lissabon wrote a letter to Guillaume Forchondt in Antwerp. The first sentence of his letter expressed 
how shocked he was after discovering the goods Forchondt had send to him: µ0HW�JURRWH�YHUZRQGHULQJH�
KHE� LFN�JHVLHQ� W¶JRHW�GDW�8O��P\�V\QW; voor eerst isser niet een original van Van der Lamen, alleen 
compter die van Monsr Teniers en Pieter Meulenaer en dat van Ostadi, en al is dat van Francq original, 
is een slechte vode, oock compter van Teniers maer een copie en dander sal Ul. te goet gedocht hebben 
>«@�,FN�KHE�GLW�JRHW�JHRSHQW�PHW�JHWX\JHQ��HQ�LFN�EHQ�JHUHVROYHUt 10 platen weder te synden op datse 
PRJHQ�JHVLHQ�ZRUGHQ�QHIIHQV�8O��EULHYHQ��>«@�0RQVU�)RUFKRXW�8O��PRHW�ZHWWHQ�GDW�LFN�8O��GDW�QLHW�
EHWURXW�KDGH��GDHUVR�YRRU�ZDUHQ�V\Q�VHHU�YHUZRQGHUW�HQ�LFN�QRFK�YHOH�PHHU�ZDQW�FRVW�P\�P\Q�JHOW�>«@�
Synt my oock 4 groote stucken platen van Van der Lammen, dan moeten originale eersten en geen 
copyen en 4 groote van debvosie als de grootse waren oock met gevlamde lysten, costen 40 gul. tstuck, 
4 palmen ruym lanck 3 t. hooch, dan laet my wat goets commen en wel gepackt, oock synt my geen 
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$QRWKHU�H[DPSOH�RI�-DQVVHQV¶�SDLQWLQJV�LQ�WKHLU�DUW-dealing activities is the ballet-scene 

�µ���VW����EDOOHW�YDQ�-DQVHQV¶��PHQWLRQHG�LQ�LQ the large Forchondt archives in a list c. 

1679 (cf. supra).457 Hiëronymus Janssens very likely worked in the service of, or 

SURGXFHG�SDLQWLQJV� IRU��*XLOOLDP�)RUFKRQGW�� DV�KLV�SDLQWLQJV� VKRZ�XS� LQ� WKH� ODWWHU¶V�

archives. Moreover, the immediate, interpersonal connection with an international art-

GHDOHU�EHFRPHV�FOHDU�IURP�-DQVVHQV¶�DFWLYLWLHV�DV�D�GHDQ�RI�WKH�VZRUGVPHQ¶V�JXLOG��FI��

chapter 1).458 

 

4. The Owners of Elegant Company Paintings  

 

The prices of elegant company paintings differed. This correlates with the information 

that can be gathered about the buyers of these elegant company paintings. 

The first group of owners and buyers of these paintings were members of the (new) 

nobility. The most well-known example is the ennobled painter, knight and Lord of 

Steen, Peter Paul Rubens, who produced some expensive conversatie-paintings himself 

(cf. supra) [Appendix I].459 0DQ\� RWKHU� DULVWRFUDWV� RZQHG� µFRQYHUVDWLH¶� RU� GDQFLQJ�

scenes in their art collections (see the appendices), such as Rutger van Martselaer, Lord 

of Opdorp,460 Sebastiaan Daems, knight, lord of Dion, Noirmont, Monjardin, 

Genoulmont de la Waux, Renazme, etc.,461 Jan Baptista Cachiopin de Laredo, knight 

                                                      
YRGHQ�RIW�DQGHUV�LV�RQV�QHJRWLH�ZW¶��Denucé 1931, pp. 280-282. Two months later, on 20th of August, 
André de Saintes again wrote from Lissabon to Guill aume Forchondt in Antwerp. Even though 
Forchondt had again sent him copies from Van der Lamen; s oeuvre, he acknowledged they were not 
RI�EHWWHU�TXDOLW\��µFDQ�QLHW�VHJJHQ�GDQ�DOOHHQ�GDW�GHVH�FRSLMHQ�YDQ�9DQ�GHU�/DPPHQ�EHWHU�V\Q�DOV�GH�
YRRUJDHQGH¶��'HQXFp�������S����� 
457 $QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%������� 
458 $QWZHUS�� )HOL[DUFKLHI�� µ,QVROYHQWH�%RHGHO¶�� ,%������� µ*XLOO��F. Contributie Schermsgilde 1662-
����������]�M�����¶��,Q�WKH�SUHYLRXV�FKDSWHU�,�KDYH�DOVR�GLVFXVVHG�RWKHU�DUW-dealers Janssens closely knew 
(Peter van Halen, Cornelis de Cle, Roeland van Kessel etc.). All  these figures may have been channels 
for Janssens to sell  his paintings to. 
459 Duverger 1991, pp. 271-272.  
460 'XYHUJHU�������S�������������µ(HQ�VFKLOGHULMH�YRRU�GH�VFKRXZ�ZHVHQGH�HHQ�&RQYHUVDWLH¶��� 
461 'XYHUJHU�������S�������������µ7ZHH�VFKLOGHULMHNHQV�YDQ�&RQYHUVDWLH�YDQ�6SHO�HQGH�'DQVHULMNHQ¶���
Timmermans 2008, p. 238. 
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and Lord of Kallo,462 nobleman Johan Baptiste Cattaneo,463 knight Joan van Weerden, 

Lord of Blocqlant,464 Robertus Dominicus Ignatius van Craesbeecq, lord of Sittart,465 

and knight Guillielmo Anthony.466 [Appendix I] Archduke Leopold Wilhelm also 

owned a dancing company by Francken Francken (I or II), who had added the figures 

in an interior painted by another anonymous artist.467 Foreign aristocats bought these 

scenes from international art-dealers such as the Forchondt firm who specialized in Van 

GHU�/DPHQ¶V��ROG-fashioned) paintings. In 1671, Count Berca bought µ��&RQYHUVDWLsQ�

YDQ� YDQ�'HU� /DHQ¶�468 baron van Brendeck purchaseG� µ�� &RQYHUVDWLsQ� YDQ� YDQ� GHU�

/DHQ¶�469 DQG�HDUO�)HUGLQDQW�(UQVW�YDQ�+HUPHVWH\Q�JRW�KLV�KDQGV�RQ�µ��YDQ�YDQ�GHU�/DHQ�

.RQYHUVDVLHQ¶�470 ,Q� ������ WKH� NLQJ¶V� VWHZDUG� ERXJKW� µ�� 'DQVHU\� YDQ� )UDQFN¶�471 

>$SSHQGL[�,9@��)RUFKRQGW�DOVR�VROG�-DQVVHQV¶�RHXYUH� WR� WKH�QRELOLW\��DV� LQ������� WKH�

HDUO\� %HUFNHO� �µV\Q� KRJK� *UDIIO�� *KHQDGHQ� *UDHI� %HUFNHO¶�� ERXJKW�� DPRQJ� RWKHU�

SDLQWLQJV�� D� µFRQYHUVDWLH¶� VFHQH� E\� -DQVVHQV� �µ�� VWXFN� &RQYHUVDWLH� YDQ� -DQVVHQV¶��

                                                      
462 'XYHUJHU�������S��������µ(HQ�,WDOLDHQVFKH�&RQYHUVDWLH�YDQ�&RUQHOLR�GH�:DHO¶��������6HH�DOVR�'HQXFp�
1932, p. 230. Jan Baptista was the brother of the art collector and art lover Jacomo de Cachiopin. De 
:DHO¶V� SDLQWLQJ� LV� RQH� RI� WKH� H[DPSOHV� RI� WKH� 'H� &DFKRSLQV¶� LQWHUHVW� LQ� ,WDOLDQDWH� DUW�� For more 
LQIRUPDWLRQ��VHH��%HUW�:DWWHHXZ��µ(HQ�QHXV�YRRU�NXQVW��De Antwerpse liefhebber Jacomo de Cachiopin 
(1591/92-������HQ�]LMQ�FROOHFWLH¶��LQ: Katlij ne Van der Stighelen, Hannelore Magnus and Bert Watteeuw 
(eds.), Pokerfaced. Flemish and Dutch Baroque Faces Unveiled, Turnhout, 2010, p. 78, pp.80-85, 
passim. 
463 'XYHUJHU�������S�������������µ8QH�3HLQWXUH�GH�&RQYHUVDWLRQ�G¶+RPPHV�HW�)HPPHV�HVWDQWV�DVVL]�j 
WDEOH¶�� 
464 Duverger 2001, p. 397 �������µ(HQ�&RQYHUVDVLHNHQ�YDQ�/D�+HLMH¶��� 
465 Duverger 2002, p. 366 (1695, µEen Conversatieken met vergulde lij ste geschildert vDQ�'X�&KDVWHO¶��� 
466 'XYHUJHU�������S�������������µ(HQ�VFKLOGHULMH�&RQYHUVDWLH�1R����¶��µ(HQ�VFKLOGHULMH�&RQYHUVDWLH�1R�
���¶�� 
467 µ(LQ�6WXFNK�YRQ�2KOIDUE�DXI�+ROG]��ZDULQ�HLQ�6DKOV�LQ�3URVSHFWLY��ZDULQ�HLQ�%DQJXHWW�JHKDOWHQ�ZLUGW�
vnndt ein Cavalier mitt einer Damen danczen thuett In einer schwarczen Ramen, dans inner Leistel 
verguldt, hoch 4 Span 5 Finger und 5 Span 9 Finger braidt. Der Sahl von einem vnbekhandten 
0DKOHU�YQQGW�GLH�)LJXUHQ�YRQ�)UDQFLVFR�)UDQFNK¶��$GROI�%HUJHU�� µ,QYHQWDU�GHU�.XQVWVDPPOXQJ�GHV�
EU]KHU]RJV� /HRSROG� :LOKHOP� YRQ� gVWHUUHLFK¶�� Jachrbuch der Kunsthistorischen Sammlungen des 
allerhöchsten Kaiserhauses, 1, 2 (Vienna, 1883), p. CXXIX, nr. 263. Leopold Wilhelm owned a large 
QXPEHU� RI� JHQUH� VFHQHV�� +DQV� 9OLHJKH�� µµ)UD\LFKH\W� HQGH� NXQVW� GDHU� V\QH� LQFOLQDWLH� WRH� VWU\FNW¶��
beschouwingen over het mecenaat van aartshertog Leopold Wilhelm tij dens zijn landvoogdij over de 
Zuidelij ke Nederlanden (1647-�����¶��LQ��+DQV�9OLHJKH�DQG�.DWOLMQH�9DQ�GHU�6WLJKHOHQ��HGV����Sponsors 
of the Past. Flemish Art and Patronage 1550-1700, Turnhout, 2005, p. 64 (passim for more information 
DERXW�/HRSROG�:LOKHOP¶V�SDWURQDJH���/HJUDQG 1963, p. 76. 
468 'HQXFp�������S�������$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%�������IRO����U� 
469 'HQXFp�������S�������$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%�������IRO����Y� 
470 'HQXFp�������S�������$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%�1040, fol. 89v. 
471 Denucé 1931, p. 173. 
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[Appendix IV]. 472 7KH�HOHJDQW�FRPSDQ\�VFHQHV��DQG�DOVR�-DQVVHQV¶�SDLQWLQJV��PXVW�KDYH�

been appealing to the (international) seventeenth-century nobility. 

 

It was not only the aristocracy who owned such elegant company paintings. The 

inventories indicate that members of the merchant classes (often these were members 

of the wealthy nouveaux riches or commercial elite) and of the intellectual and political 

elite owned elegant company scenes in their art collections. These are also the social 

classes that Janssens depicted in his paintings. 

 

As I have mentioned before, Janssens was acquainted with the wealthy Van Eyck 

famil y, whose members (merchants) had taken up important positions in Antwerp city 

JRYHUQPHQW�DQG�LQ�VRFLHW\��DQG�VR�ZHUH�SDUW�RI�WKH�µQRXYHDX[�ULFKHV¶�DQG�commercial/ 

political elite).473  On 7, 11 and 16 July 1692, the inventory of the estate of merchants 

and noblemen Jan (Giovanni) Baptista van Eycke and Pietro Jacomo van Eycke was 

listed (father and son).474 Giovanni Baptista van Eycke had died not long after his son, 

with whom he shared the house on the Lange Gasthuisstraat in Antwerp (where 

Janssens also lived, cf. chapter 1). They had a large art collection,475 and also possessed 

SDLQWLQJV�WKDW�ZHUH�GHVFULEHG�DV�µFRQYHUVDWLH¶� Two out of these paintings are portraits, 

similar to those produced more frequently by Gonzales Coques, a painter with whom 

Jan Baptista van Eycke had a close connection: µ(HQ�VFKLOGHULMH�&RQYHUVDWLH�YDQ�GH�

)DPLOLH�YDQ�9DQ�GHU�0DQGHUH¶��µ(HQ�VFKLOGHULMH�&RQYHUVDWLH�YDQ�GH�)DPLOLH�YDQ�KHHr 

                                                      
472 'HQXFp�������S�������$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%�������IRO����U� 
473 (ULN�'XYHUJHU�DQG�'DQLHOOH�0DXIRUW��µ*LRYDQQL�%DWWLVWD�YDQ�(\FNH�HQ�GH�SDWURQHQ�PHW�GH�KLVWRULH�
van Decius Mus van Antoon van DycN�QDDU�LQYHQWLHV�YDQ�3HWHU�3DXO�5XEHQV¶��Gentse bijdragen tot de 
kunstgeschiedenis en oudheidkunde, 31 (1996), pp. 102-103; Timmermans 2008, p. 47. They have to 
be seen in the tradition of the adoption of members of the commercial elite into the magistrate. Jacques 
van Eyck (1586-1653 was almoner and alderman of Antwerp and was portrayed by Coques: Lisken-
Pruss 2013, p. 138.  
474 Duverger 2002, pp. 193-203 [Appendix I]. 
475 On family ties, see: Duverger and Maufort 1996, pp. 102-103. Timmermans 2008, p. 242. In 1678, 
the Swedish architect Nicodemus Tessin the Younger had visited the Antwerp collection of the Van 
Eyck family and described some of the main hightlights of their collection. Unfortunately, he did not 
SD\�DWWHQWLRQ�WR�WKH�HOHJDQW�FRPSDQ\�VFHQHV�LQ�WKHLU�FROOHFWLRQ��*XVWDI�8SPDUN��µ(LQ�%HVXFK�LQ�+ROODQG�
�����DXV�GHQ�5HLVHVFKLOGHUXQJHQ�GHV�VFKZHGLVFKHQ�$UFKLWHNWHQ�1LFRGHPXV�7HVVLQ�G��-�¶��Oud Holland, 
18, 1 (1900), pp. 202-203. Lisken-Pruss 2013, p. 138. 
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-DFRPR�YDQ�(\FNH�G¶2XGH¶�476 7KH�RWKHU�WZR�µFRQYHUVDWLHV¶�LQ�WKHLU�FROOHFWLRQ�PD\�KDYH�

EHHQ� JHQUH� VFHQHV�� µ(HQ� VFKLOGHULMH� 9HQHWVFKH� &RQYHUVDWLH� 1o ��¶477 DQG� µ(HQ�

schilderije Conversatie No ��¶�478 [Appendix I]  

Many other merchants also owned elegant company paintings, such as the silk merchant 

Jacques I Sucquet,479 merchant Jan Baptist I de Cocquiel,480 or the very wealthy printer 

who also belonged to the commercial elite of Antwerp society, Balthasar II Moretus.481 

Christoffel Jacobsz Van der Lamen may have sold his paintings to wealthy merchants 

as well ± for example to the Antwerp textile merchant Daniel Fourment (c. 1565-

1643)482 and to Sara Schut, widow of Jan I Mielies and wife of Lenard van Can, cloth 

merchants.483 [Appendix I]  

 

The only Antwerp owner of an elegant company painting by Janssens known by name, 

LV�1LFRODDV�OH�%RQ��ZKRVH�µ(HQ�FOH\Q�VFKLOGHU\NHQ�&RQYHUVDWLH�YDQ�-DQVVHQV�LQ�YHUJXOGH�

OH\VWH¶� ZDV� IRXQG� LQ� µ1HHUFDPHUH� DFKWHU� GHQ� +RII¶� LQ� KLV� KRXVH� LQ� WKH� $QWZHUS�

Paternosterstraat after his death in 1675 [Appendix I].484  ,Q�WKLV�URRP��-DQVVHQV¶�VPDOO�

painting was accompanied by other paintings: two chimneypieces, two portraits (a 

portrait of Nicolaas le Bon and one of his wife) and a little painting by Rubens depicting 

                                                      
476 Duverger 2002, p. 200, p. 201. Duverger and Maufort 1996, pp. 102-105, etc. The merchant Jan 
Baptist van Ecyk was a nobleman: Lisken-Pruss 2013, p. 215 (note 730). He was the son of Jacques 
van Eyck. and had married Isabella Clara van der Mandere. He thus owned a portrait from his father 
�PRVW�SUREDEO\�WKH�RQH�WKDW�ZDV�UHIHUUHG�WR�E\�'H�%LH�DQG�D�SRUWUDLW�RI�KLV�ZLIH¶V�IDPLO\��-DQ�%DSWLVW�
van Eyck had close connections with Gonzales Coques: Lisken-Pruss 2013, p. 138. For a family portrait 
that may be identified as the Van Eycke family, see: Lisken-Pruss 2013, pp. 137-141. 
477 This is probably a reference to a conversation painting in the tradition of Sebastiaan Vrancx and 
Louis de Caullery who often depicted elegant companies in Italianate scenery (cf. chapter 3).  
478 Duverger 2002, p. 195, p. 197. 
479 'XYHUJHU� ������ S�� ���� ������� µ(HQ� VFKLOGHU\H� RS� GRHFN� ZDWHUYHUYH� LQ� O\VWH� YDQ� 'DQVDJLH¶���
[Appendix III]  
480 'XYHUJHU�������S�����DQG�S������������µEen Stuck schilderye wesende een Lantschap ende Dansken 
RS�SDQHHO�LQ�O\VWHQ¶�DQG�µ(HQ�VWXFN�VFKLOGHU\H�ZHVHQGH�HHQ�'DQVNHQ�RS�SDQHHO�LQ�O\VWHQ¶��>$SSHQGL[�
III] . 
481 On 16 March 1643, the inventory of the curiosities, paintings, books and porcelain contained in the 
µ/LSVLXV�URRP¶�LQ�the house of Balthasar Moretus was listed. ,W�LQFOXGHG�µ'U\H�&RQYHUVDVLNHQV�ZHVHQGH�
GH�WZHH�PHW�O\VWHQ�HQGH�HHQ�VRQGHU�O\VWH¶��'XYHUJHU��991, p. 83 [Appendix I]. 
482 �µ(HQ�FRQYHUVDWLHNHQ�YDQ�YDQ�GHU�/DQHQ¶���������Denucé 1932, pp. 112-115. Daniel Fourment was 
D�VLON�DQG�WDSHVWU\�PHUFKDQW�DQG�ZDV�WKH�IDWKHU�RI�5XEHQV¶�VHFRQG�ZLIH��+pOqQH�)RXUPHQW��%HQ�YDQ�
%HQHGHQ��µ3URORRJ��µ&RQ�DPRUH¶¶��LQ��%en van Beneden (ed.), Rubens privé. De meester portretteert 
zijn famili e, exh.cat., Antwerp, Rubenshuis, Brussels, 2015, p. 16. 
483 Duverger 1991, p. 166 (������µ(HQ�&RQYHUVDWLHNHQ�YDQ�9DQ�GHU�/DQHQ¶�� 
484 Duverger 1999, p. 82. 
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the flight to Egypt.485 The entire inventory of his possessions indicate that Nicolaas Le 

%RQ��DQ�$QWZHUS�PHUFKDQW��µFRRSPDQ¶�486 must have been very wealthy as he owned a 

lot of paintings, had his rooms decorated with different sorts of gold leather wall  

hangings, owned a great deal of silver ware, luxurious furniture, etc.487 He definitely 

belonged to the Antwerp commercial elite ± the social group with many social 

DVSLUDWLRQV��ZKR�PXVW�KDYH�VHHQ�-DQVVHQV¶�GHSLFWLRQV�RI�DULVWRFUDWLF�OHLVXUHO\�GDQFLQJ��

and art collecting as the ideal outward symbols of high status. 

 

The elegant company paintings were not only purchased by the aristocracy or (wealthy) 

merchant class, but also by members of the intellectual elite, such as notaries488 and 

physicians.489 In addition, people with official duties in the city (wealthy almoners) or 

                                                      
485 Duverger 1999, p. 82; Antwerp, FelixArchief, Notarial Archive, N#1115, Notary Jacob de Vos, 
Protocollen, en staten en rekeningen, 1675-1675 ���1RYHPEHU�������� IRO�� ����� µ,Q� HHQH�QHHUFDPHU�
achter den hoff/ deselve camer behangen met gouden leir peril  coleuren gront/ Twelft roij spaensche 
stoelen soo hooge als cleyn daeronder oock een leirstoel, een ingeleijde taefel, met den voet/ [twee] 
coper brantij sers inde schouw/ eenen schoudoeck inde selue schouw/ een schoustuck van claessens voor 
de schouw/ een schilderij ken de  vlucht naer Egipte [van] rubens in vergulde leyste/ Wte conterfytsels 
vanden aff l[yvighe] ende syn husvr[ouw]/ een cleyn schilderyken conuersatie van Janssen in vergulde 
leyste/ eenen spiegel in schiltpadden leyste/ twee stucken [rouwsach]lynwaet/ een groot damasten 
schouclet voorde schouwe met roode syde [..]erinne/ een houten doose met eenen christal/[fol.v.] 
veerthien packen rewe garen soo groff als fijn/ competerende van Jor. Magdalena le bon/ noch twee 
mandekens met garen haer oock competerende soo de maerte ende sr. Martuel verclaerden/ eenen 
JHODVHQ�ODQWHUQH�¶�,W�LV�YHU\�OLNHO\�WKDW�LQ�WKLV�UDWKHU�ODUJH�DQG�KLJKO\�GHFRUDWHG�URRP��0DJGDOHQD�OH�%RQ�
would do needlework, as a lot of her thread is still  kept in this room. 
486 Antwerp, FelixArchief, Notarial Archive, N#1115, Notary Jacob de Vos, Protocollen, en staten en 
rekeningen, 1675-1675 (14 February 1675), fol. 48. 
487 Duverger 1999, pp. 81-83; Antwerp, FelixArchief, Notarial Archive, N#1115, Notary Jacob de Vos, 
Protocollen, en staten en rekeningen, 1675-1675 (2 November 1675), fols. 493-499. 
488 In 1647, the deceased Adriaan van Couwenberghe, who earlier had tried to get a position as a notary 
LQ�$QWZHUS��OHIW�µEen cleyn schilderi jken op panneel wesende een Conversatie¶��'XYHUJHU�������S���86 
[Appendix I] . A dancing scene after the design of Louis de Caullery was part of the collection of notary 
-DFTXHV�1R\GHQV��'XYHUJHU�������S�������µ(HQ�'DQVHULMH�QHDU�&RZHULMH¶�DQG�µ1RFK�HHQ�'DQVHU\H�DOV�
GH�YRRUJDHQGH¶�>$SSHQGL[�,,,@� In addition, notary Ambrosius Sebille ± who has worked for Janssens 
and his family frequently (cf. chapter 1) ± RZQHG�µEen schilderi jken wesende een Conversatie¶�LQ�KLV�
NLWFKHQ��DQG�µ7ZHH�FOHLMQ�&RQYHUVDWLHNHQ¶ upstairs: Duverger 2001, p. 212 and p. 213 [Appendix I]  
(according to Duverger this is Ambrosius Sebill e: Duverger 2001, p. 211) 
489 In the estate inventory written down on 7 April  1659, a conversation painting as chimney piece was 
OLVWHG�DV�EHLQJ�SDUW�RI�-RKDQQD�GH�&RFTXLHO¶V��D�SK\VLFLDQ¶V�ZLIH��DUW�FROOHFWLRQ��µ(HQ�VFKilderyeken van 
&RQYHUVDWLH�YRRU�GH�6FKRXZH¶��Duverger 1995, p. 57 [Appendix I] . The further description of the house 
shows it was provided with a laboratory, and the daughter of the family was married to a physician. 
Therefore, we may assume that her late husband, Francois Coene de Paule, was himself a physician 
during his li fetime. Physician Johannes van Buyten owned a conversatie by Karel Emmanuel Biset; 
µ&RQYHUVDWLH�YDQ�%LVHWK¶��,Q�WKLV�FDVH��WKH�WHUP�conversatie refers to a portrait (cf. infra). This painting 
ZDV�PRVW�SUREDEO\�WKH�ZRUN�RI�DUW�HQWLWOHG�µ&RQYHUVDVLNHQ�JHVFKLOGHUW�YDQ�%L]HW�UHSUHVHQWHUHQGH�GHQ�
YRRUV��KHHU�GRFWRU�9DQ�%XLMWHQ�HQGH�GLH�YDQ�6LMQH�)DPLOLH¶�LQ�WKH�FROOHFWLRQ�RI�-RDQQD�YDQ�%X\WHQ��
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who were working in the service of the king also owned such elegant company paintings 

in their collections.490 Moreover, many art inventories of painters, and (second hand) 

art-dealers also display a large amount of such elegant company paintings.491  

Archival data shows that the genre was also owned by craftsmen, shopkeeper, and 

owners of small enterprises, such as silver smiths,492 plumbers,493 a carpenter,494 a beer 

                                                      
widow of Jacobus de Waerseggere, who was also a physician (27 January 1683): Duverger 2001, p. 201 
[Appendix I] . The same painting is referred to on 16 June 1691: Duverger 2002, p. 108 [Appendix I] . 
For this painting and its idenfication, see Van der Stighelen 2012, pp. 421-422. Plain genre paintings 
descULEHG�DV�µFRQYHUVDWLHV¶�RU�GDQFLQJ�VFHQHV��ZHUH�DOVR�SDUW�RI�WKH�FROOHFWLRQ�RI�FKLUXUJLDQ Benedictus 
,�YDQ�GHQ�:DOOH��ZKR�KDG�OHIW�WZR�EHDXWLIXO�H[DPSOHV�RI�WKH�JHQUH�LQ�KLV�HVWDWH��QDPHO\�µ(HQ�'DQVWPHUW�
j�OD�PRGH¶�DQG�µ(HQ�&RQYHUVDWLH�j�OD�PRGH�QDHU�5XEEHQV�RS�SDQQHHO�LQ�O\VWH¶�>$SSHQGL[�,@��Duverger 
1992, p. 392 (7 and 9 December 1652). 
490 The inventory (25 October 1689) of the late Christina van Thielen, widow of Nicolaa[s] van Thienen, 
ROG�DOPRQHU�RI�WKH�FLW\��UHFRUGV�µ(HQ�FRQYHUVDJLH�RQGHU�GHQ�VSLHJHO¶�[Appendix I] : Duverger 2001, p. 
583. In 1697, Catharina de Vos, widow of old-almoner Thomas I De Nollet, died, leaving a large 
FROOHFWLRQV� RI� SDLQWLQJV� DQG� RWKHU� SRVVHVVLRQV�� LQFOXGLQJ� µ,WHP� HHQ� VFKLOGHULMH� ZHVHQGH� HHQH�
FRQYHUVDWLH¶��Duverger 2002, p. 418 [Appendix I] . Even though an aristocratic title is not always added, 
WKH�FLW\¶V�DOPRQHUV�ZHUH�ZHDOWK\�SHRSOH��RULJLQDWLQJ�IURP�$QWZHUS�IDPLOLHV�ZLWK�KLJK�VRFLDO�VWDQGLQJ�
(cf. chapter 1). Other examples are Eduardo Peeters, testator of the royal tollhouse: Duverger 1999, p. 
391 (1678); George de Bruijne van Aelst, royal Master of the Mint: Duverger 2001 p. 182 (he also 
RZQHG�D�µEDOOHW¶�DQG�PDQ\�SDLQWLQJV�E\�*HUULW�'RXW���WKH�FLW\¶V�WUHDVXUHU��µVWDGVWUH]RULHU¶���7KRPDV�GH�
Potter: Duverger 1995, pp. 283-285 [Appendix I] . In the year of his death in 1652, alderman Jan van 
0HXUV� RZQHG� D� FRQYHUVDWLRQ� SDLQWLQJ� DIWHU� 5XEHQV� �µ(HQ� FRQYHUVDWLH� QD� 5XEHQV�� RS� SDQQHHO�� LQ�
O\VWNHQ¶��'HQXFp�1932, p. 133-136. Alderman Michiel Hughens and his wife Isabella Moretus must 
havH�HQMR\HG�D�ULFK�OLIHVW\OH��LQ�WKH�LQYHQWRU\�RI�WKH�HVWDWH�DIWHU�,VDEHOOD�0RUHWXV¶�GHDWK�DV�D�ZLGRZ��
many luxury items are added; silver ware, books, Turkish rugs, portraits by Van Dyck, a chimney piece 
by Rubens, etc. Within this collection, they were alsR� WKH� SURXG� RZQHUV� RI� µ'ULH� VFKLOGHULMHQ 
&RQYHUVDWLH¶��'XYHUJHU�������p. 326, pp. 324-237(Appendix I). A secretary in Kraets bought in 1675 
µ(HQ�'DQVVHU\�HQGH�KHW�SHUVSHFNWLHI�YDQ�*HHULQFN[¶��/DWHU�RQ�KH�DOVR�ERXJKW�µ1 Ballet van van der 
Laenen Ryxd 20¶��'HQXFp�������S�������$QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%�������IRO����U��
[Appendix IV] 
491The art inventories also show that many painters were interested in the genre of elegant company 
scenes as well, such as the painter and art-dealer Victor Wolfvoet (1612-1652) (R.H. Wilenski, Flemish 
Painters 1430-1830, vol. 1, London, 1960, p. 690) �µ(HQ�VWXF[NHQ�YDQ�9DQ�GHU�/DQHQ�RS�SDQQHHO�LQ�
,\VWH�YDQ�&RQYHUVDWLH¶���µ1�������(HQ�&RQYHUVDWLHNHQ�YDQ�:RXWHUV�RS�SDQQHHO�LQ�,\VWNHQ¶�>«@�µ2S�GH�
Werckcamer commendH� DHQ� GHQ� +RII¶� >«@� µ(HQ� &RQYHUVDWLH� QD� 5XEHQV� RS� SDQQHHO� LQ� O\VWNHQ¶��
Duverger 1992, p. 348 etc., p. 351, p. 353. Painter Jeremias Wildens, son of the painter Jan Wildens, 
DOVR�RZQHG�VXFK�SDLQWLQJV��µ(HQ�/DQWVFKDS�HHQ�&RQYHUVDWLH�YDQ�-RXIIURXZHQ�1o ���¶�� Duverger 1992, 
p. 485 [Appendix I] . Many more examples of painters can be given such as Frans de Bie (Duverger 
1995, p. 304), the painter Japsar Thielens who li ved in the house of Reginaldo Nijs, lord of ter Hagen 
(Denucé 1932, p. 353; Duverger 2002, p. 72, Appendix I), and Erasmus II  Quellinus who owned 
µ&RQYHUVDWLH� QDHU� 5XEEHQV¶�� µ(HQ� %DQFTXHHW� &RQYHUVDWLsQ¶� DQG� µ0LQHQGH� &RQYHUVDWLH¶� �Duverger 
1999, p. 350, Appendix I). Painters owned conversatie-paintings they had made themselves, such as 
Rubens (cf. suSUD�� DQG� DOVR� 6LPRQ� GH� 9RV�� µ(HQH� VFKLOGHU\H� YDQ� HHQ� &RQYHUVDWLH� RRFN� GRRU� GHQ�
$IIO\YLJHQ�JHPDHFNW�LQ�YHUJXOGH�O\VWH¶��Duverger 1999, p. 145 [Appendix I]. 
492 Silversmith Dirk I Smout (Duverger 1991, p. 98, Appendix I); Silver smith Jan Gilli s also possessed 
µNoch een Conversatie van Jouffrouwen¶��'XYHUJHU�������S������>$SSHQGL[�,@� 
493 Duverger 1995, p. 143 [Appendix I]. 
494 'XYHUJHU�������S������>$SSHQGL[�,@��µ(HQ�&RQYHUVDWLH�YDQ�-RIIURXZH�ZHVHQGH�HHQ�3DODPDOLHVSHO¶�
DQG�µ�(HQ�&RQYHUVDWLH�YDQ�-RIIURXZH�RS�GRHFN¶�� 
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merchant or innkeepers,495 a (wife of a) brewer,496 a captain,497 a facteur van den 

visch,498 and a shopkeeper and ossenweider.499 People in the textile, cloth, and fashion 

industry also purchased these paintings, such as a glovemaker,500 D�µVPDOZHUNHU¶��L�H��D�

weaver of small pieces of linen),501 D�µSDVVHPHQWZHUNHU¶��L�H��D�PDNHU�RI�WULPPLQJV�502 

or a saler of plumes (pluimverkoper).503  

 

Important owners of elegant company paintings were, of course, the people who 

professionaly traded in art works. As I will  discuss in chapter 3, Janssens was familiar 

with the art collection of Suzanna Bernolie, or De Bernouilli, widow of painter and art-

dealer Philips Liesaert. Their art-dealing activities in the first half of the seventeenth 

century, as is evidenced by the inventory, mainly focused on unattributed serial 

paintings, including many genre paintings, and mostly addressed an audience of lesser 

financial means. Only a few paintings are attributed, mostly to painters of lesser social 

status (in comparison to Rubens, Van Dyck, etc.).504 In this collection, elegant company 

SDLQWLQJV�ZHUH�DOVR�DGGHG��µ(HQ�VFKLOGHU\H�ZHVHQGH�HHQ�'DQVPHUFW�JHTXRWHHUW�QR��¶��

(HQ�/DQGWVFKDS�DOV�YRRUH�ZHVHQGH�HHQ�'DQVLQJH�QR���¶��(HQ�VFKLOGHU\H�ZHVHQGH�HHQHQ�

'DQV�DOV�YRRUH�QR����¶��µ(HQ�VFKLOGHU\H�ZHVHQGH�HHQ�'DQVPHUFW�YDQ�&RORUL�QR����¶�505 

 

The edited art inventories also show that not only art-dealers, but also the 

Oudkleerkopers or second-hand dealers were interested in the genre of elegant company 

                                                      
495 )UDQFLMQWNH�&XLMSHUV��ZLIH�RI�-DQ�6PHHVWHUV� �µWDYHUQLHU¶��µ(HQ�VWXFN�VFKLOGHULMH�YRRU�GH�VFKRXZH�
wesende een CoQYHUVDWLH� YDQ� 'DPHV¶�� 'XYHUJHU� ������ S�� ��� >$SSHQGL[� ,@�� &KULVWRIIHO� YDQ�:HVHO�
µJURVVLHU�LQ�ZLMQHQ¶��'XYHUJHU�������S�����>$SSHQGL[�,@�� 
496 Maria Rummeneers, widow of brewer Joannes Schrynmaeckers and wife of the brewer Reinier 
%RUVEHHFN��6KH�RZQHG�µ7ZHH�VFKLOGHULMHQ�YDQ�&RQYHUVDWLH¶��'XYHUJHU�������S�����>$SSHQGL[�,@�� 
497 'XYHUJHU�������S������µ,WHP�HHQ�VWXFN�VFKLOGHULMH�ZHVHQGH�&RQYHUVDWLH¶�LQ� WKH�HVWDWH�RI�/HQDDUG�
Goyvaerts, captain [Appendix I]. 
498 'XYHUJHU�������S�������µ,WHP�QRFK�HHQ�VWXFN�VFKLOGHULM�ZHVHQGH�HHQ�&RQIHUVDVL¶�>$SSHQGL[�,@�� 
499 Duverger 1999 p. 503 [Appendix I]. 
500 Abraham I van Arschot may have been a glover, given the many sorts of gloves present in the shop. 
He owned a Conversatie as well: Duverger 1991, p. 128 [Appendix I]. 
501 Duverger 1992��S������>$SSHQGL[�,@��-��YDQ�5RH\��µ'H�IDPLOLH�YDQ�)UDQV�+DOV��Nieuwe gegevens uit 
$QWZHUSHQ¶��Jaarboek Koninklij k Museum voor Schone Kunsten Antwerpen (1972), p. 153. 
502 Duverger 1992 p. 169 [Appendix I]. 
503 Duverger 1992, p. 362 [Appendix II] . 
504 +RQLJ� ������ S�� ����� -�� YDQ�5RH\�� µ(HQ�$QWZHUSVH� VFKLOGHUVG\QDVWLH�� GH�/LHVDHUWV� �;9,H-XVIIe 
HHXZ�¶��Jaarboek van het Koninklij k Museum voor Schone Kunsten Antwerpen (1967), pp. 83-116. 
505 Van Roey 1967. 
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SDLQWLQJV��7KH�KLJK�QXPEHU�RI�µFRQYHUVDWLHV¶� LQ�FROOHFWLRQV� LQ�������$QDO\VLV�,�� LV�D�

result of the high concentration of elegant company paintings in the collection of 

Suzanna Will emssen, widow of Jan van Borm, an oudekleerkoper and silk merchant. In 

the most important art room of the achterhuis, elegant genre scenes (dancing scenes, 

wedding scenes, etc.) after Rubens or by Van der Lamen and Simon de Vos were 

stocked [Appendix I] .506 On 7 December 1661 the estate inventory of oudekleerkoper 

Abraham I van Lamoen, widower of Elizabeth Jordaens, and old dean of the 

oudekleerkopers, was written down. Many paintings depicting elegant genre scenes 

ERWK�IURP�WKH�1RUWKHUQ�DQG�WKH�6RXWKHUQ�1HWKHUODQGV�ZHUH�OLVWHG��VXFK�DV��µConversatie 

YDQ� -RXIIURXZHQ� QDHU� 3DOHPHGHV¶�� µ(HQ� %DQFNHWNHQ� YDQ� 9DQ� GHU� /DQHQ¶�� µ(HQ�

'DQVFKPHUFNW� YDQ� -RXIIURXZHQ� YDQ� /R\V� &HOHULM¶�� DQG� µ(HQ� VFKLOGHU\H� HHQ�

'DQVPHUFNW¶�>$SSHQGL[�,@�507  

 

,�DOVR�WDNH�LQWR�DFFRXQW�WKRVH�VFHQHV�LQ�ZKLFK�WKH�SKUDVH�µj�OD�PRGH¶�ZDV�DGGHG��DV�WKLV�

implicates fashionable high society scenery. The explicit addition RI�µj�OD�PRGH¶�LQ�WKH�

conversation painting can, of course, be found in the collection of Peter Paul Rubens, 

painter and nobleman [Appendix I] .508 Chirurgian  Benedictus I van den Walle owned 

µ(HQ�'DQVWPHUW�j�OD�PRGH�RS�GRHFN¶�DQG�µ(HQ�&RQYHUVDWLH�j�OD�PRGH naer Rubbens op 

SDQQHHO�LQ�,\VWH¶�>$SSHQGL[�,@�509 In 1653, 2 à la mode paintings by Van der Lamen 

were send to Peter Vinck in Ghent by the Forchondts [Appendix IV]. 510 Suzanna 

Wil lemssens, widow of oudkleerkoper -DQ�YDQ�%RUP��RZQHG�µN| 522. Een Conversatie 

à OOH�PRGH¶�>$SSHQGL[�,@�511 In 1667, the printer Guillaume Verdussen owned upon his 

GHDWK�µ(HQ�D-la-PRGH�VWXF[NHQ¶�512  

 

The information revealed by the inventories sometimes also shows where the paintings 

were hung in the house of the owners. However, as Loughman and Montias have 

                                                      
506 Duverger 1993, p. 357. 
507 Duverger 1995, pp. 231-235; Denucé 1932, pp. 227-229. 
508 Duverger 1991, p. 271, p. 272; Goodman 1992. 
509 Duverger 1992, p. 392. 
510 Denucé 1931, p. 45. 
511 Duverger 1993, p. 367. 
512 Duverger 1997, p. 75. 
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discussed, the unreliabilit y of the information from inventories has to be taken into 

account: the paintings may have occupied a diff erent position within the house prior to 

the compilation of the inventory. The paintings could have been moved around in the 

house over the years. Moreover, during the time between death and the making of the 

inventory��ZRUNV�RI�DUW�FRXOG�DOUHDG\�KDYH�EHHQ�UHPRYHG�IURP�WKH�GHFHDVHG¶V�KRXVH�513  

Van der Stighelen had noted that in seventeenth-century Antwerp houses portraits were 

mostly hung in the most important and public rooms of the seventeenth-century home: 

µYRRUFDPHU¶��µQHHUFDPHU¶�DQG�µVDOHWWH¶.514 A seventeenth-FHQWXU\��PHUFKDQW¶V��$QWZHUS�

house was mostly built  around an open space, and often consisted of a front house and 

D� EDFN� KRXVH� �µYRRUKXLV¶�� µDFKWHUKXLV¶��� 7KH� URRPV� GRZQVWDLUV�ZHUH� µYRRUFDHPHUH¶��

µPLGGHOFDHPHUH¶�� µQHHUFDHPHUH¶�� µVDOHW¶�� µFDPHUNHQ� DHQ� GH� KRII¶�� µDFKWHUFDHPHU¶��

µFRPSWRLUNHQ¶�� 2Q� WKH� XSVWDLUV� OHYHO�� URRPV� VXFK� DV� WKH� µERYHQFDPHU¶� DQG� WKH�

µVODHSFDPHU¶�FRXOG�EH�IRXQG�515 ,Q�WKH�$QWZHUS�ERXUJHRLV�LQWHULRU��WKH�µVDOHWWH¶�ZDV�WKH�

most luxuriously decorated room,516 and many paintings adorned the walls of this 

room.517 The most important painting was the chimney piece. This painting was mostly 

adorned with a black-golden or golden frame, and was held in higher esteem than the 

other paintings (with a regular wooden black frame).518 These were very often the most 

expensive paintings from the collection. In seventeenth-century Antwerp inventories, 

VXFK� SDLQWLQJV� ZHUH� VSHFLILFDOO\� LGHQWLILHG� DV� FKLPQH\� SLHFHV� RU� µVFKRXZVWXNNHQ¶��

                                                      
513 John Loughman and John Michael Montias, Public and Private Spaces. Works of Art in Seventeenth-
Century Dutch Houses, Zwolle, 2000, p. 14.  
514 Van der Stighelen 2008, p. 25. The idea that the most important and luxurious paintings were hung 
LQ�WKH�PRVW�LPSRUWDQW�DQG�PRVW�SXEOLF�VSDFHV��ZDV�WKH�VWDUWLQJ�SRLQW�RI�%ORQGp¶V�DQG�'H�/DHW¶V�UHVHDrch. 
They also mentioned how in seventeenth-century Antwerp, portraits were hung in those rooms with 
public character (the owner would show off his illustrious heritage): Blondé and De Laet 2006.  
515 Ria Fabri, De 17de-eeuwse Antwerpse kunstkast. Typologische en historische aspecten, Brussels, 
������ S�� �����5LD�)DEUL�� µ'H� µLQZHQGLJKH�ZRRQLQJKH¶�RI� GH� ELQQHQKXLVLQULFKWLQJ¶�� LQ�� -DQ�9DQ�GHU�
Stock, Stad in Vlaanderen. Cultuur en maatschappij  1477-1787, exh.cat., Brussels, Galerie van het 
Gemeentekrediet, Brussels, 1991, p. 128 (see also for further discussions of changes in the interior and 
furniture from the 16th to the 18th centuries). For more information about sixteenth-century houses and 
interiors, see Caroline De Staelen, Spulletjes en hun betekenis in een commerciële metropool. 
Antwerpenaren en hun materiële cultuur in de zestiende eeuw, unpublished doctoral thesis, University 
of Antwerp, 2006-2007, pp. 94-107, passim. 
516 3DXO�9DQGHQEURHFN��µ'H�µVDOHWWH¶�RI�SURQNNDPHU�LQ�KHW���de-eeuwse Brabantse burgerhuis. Famili e- 
en groepsportretten als iconografische bron, omstreeks 1640-����¶��Monumenten en Landschappen, 
9/6 (November-December 1990), p. 42. 
517 Vandenbroeck 1990, p. 61. 
518 Vandenbroeck 1990, p. 61. 
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According to Loughman and Montias, kitchen scenes, banquet pieces, and history 

scenes were produced as such chimney pieces.519 Though unfrequently, elegant 

company scenes appear to have taken up the role of most important painting as a 

chimney piece as well.520 The adoption of elegant company paintings as chimney pieces 

indicates the subjects were considered important, suitable and decorative enough to be 

given such an important position within the rooms.  

Research into seventeenth-century art inventories indicate that the genre of conversatie 

paintings, or elegant company scenes, were mostly hung randomly in different rooms 

of the house [Appendices I ± III]. However, a few rooms turn up frequently, such as the 

voorcamer and the neercamer, the most important rooms of the seventeenth-century 

house. 

 

-DQVVHQV¶� SDLQWLQJV�ZHUH�� DOUHDG\� LQ� WKH� VHYHQWHHQWK� FHQWXU\�� WUDQVSRUWHG� DEURDG�� WR�

places such as Vienna (cf. supra), or to the Northern Netherlands, as becomes clear from 

WKH�SDLQWHUV¶�UHJLVWHU�ZULWWHQ�GRZQ�E\�WKH�SK\VLFLDQ�-DQ�6\VPXV��FI��FKDSWHU����EHtween 

1669-1678. Even though Sysmus did make some mistakes in his identification of 

-DQVVHQV¶�RHXYUH�� KLV� GHVFULSWLRQ� LV�RI�JUHDW� LPSRUWDQFH�� ILUVWO\�� LW� LV� RQH� RI� WKH� IHZ�

seventeenth-century sources referring to Janssens, and, secondly, it clearly proves 

                                                      
519 Loughman and Montias 2000, pp. 106-107. 
520 ,Q�������WKH�FKLPQH\�SLHFH�µHHQ�ODQFNZRUSLFK�VWXFN[NHQ�VFKLOGHU\H�RS�SDQQHO�VRQGHU�O\VWHQ�VWDHQGH�
YRRU�GH�VFKRXZH�ZHVHQGH�HHQ�9HQHHWVFKH�'DQVHU\H¶�KXQJ�µLQ�GH�1HHUFDPHUH¶�RI�)UDQFRLV�,,�GH�:ROI��
Duverger 1984, p. 161 [Appendix III] . On 27-30 April  1648 the inventory of Lord of Opdorp, Rutger 
YDQ�0DUWVHODHU��ZDV�OLVWHG��,Q�WKH�µJURRWH�6DOHWWH¶��WKH�FKLPQH\�SLHFH�ZDV�D�FRQYHUVDWLRQ�VFHQH��µ(HQ�
VFKLOGHULMH�YRRU�GH�VFKRXZH�ZHVHQGH�HHQ�&RQYHUVDWLH¶��'XYHUJHU�������S������>$SSHQGL[�,@��2S�GH�
&DPHU� DHQ� GHQ� +RII¶� LQ� WKH� KRXVH� RI� D� FHUWDLQ� .LHYLWV�� µ(HQ� VFKLOGHU\H� YRRU� GH� VFKRXZH� YDQ�
&RQYHUVDWLH¶�ZDV�IRXQG�RQ����$XJXVW�������'XYHUJHU�������S������>$SSHQGL[�,@��,Q�WKH�IURQW�URRP�RI�
WKH� KRXVH� RI� WKH� GHFHDVHG� )UDQFLMQWNH� &XLMSHUV�� ZLIH� RI� -DQ� 6PHHVWHUV�� LQQNHHSHU�� �µ2S� de 
9RRUFDHPHU¶���µ(HQ�VWXFN�VFKLOGHULMH�YRRU�GH�VFKRXZH�ZHVHQGH�HHQ�&RQYHUVDWLH�YDQ�'DPHV¶�ZDV�KXQJ�
(31 October 1654): Duverger 1993, p. 82 [Appendix I] . ,Q�WKH�OLWWOH�URRP�RU�GLQLQJ�URRP��µ,Q�GH�FOH\Q�
&DPHUH�RIW�(HWFDPHUH¶��RI�-RKDQQD�GH�&RFTXLHO��ZLGRZ�Rf Francois Coene de Paulo (churgian?), the 
FKLPQH\�ZDV�DOVR�GHFRUDWHG�ZLWK�D�FRQYHUVDWLH�SDLQWLQJ��µ(HQ�VFKLOGHU\HNHQ�YDQ�&RQYHUVDWLH�YRRU�GH�
VFKRXZH¶����$SULO��������Duverger 1995, p. 57 [Appendix I] . $�GDQFLQJ�VFHQH�RI�PHQ�DQG�ZRPHQ��µ(HQ�
schilderije voor de schouwe wesende eenen Dans van Man- HQGH�9URXZHQ¶�ZDV�DGGHG�DV�D�FKLPQH\�
SLHFH�µ,Q�µW�FOH\Q�FDHPHUNHQ�QDHVW�KHW�FRPSWRLU¶�LQ������LQ�WKH�KRXVH�RI�*RGHIULGR�'H�:HHU��'XYHUJHU�
1997, p. 60. [Appendix III] . In the room on the streetside of the house of Peter De Boeck, old doyen of 
WKH� µKRXWEUHNHUVDPEDFKW¶�� µ(HQ� VWXFN� VFKLOGHU\H� YRRU� GH� VFKRXZH�ZHVHQGH� HHQ�'DQVPHUW�PHW� HHQ�
VZHUWWH�YHUJXOGH� O\VWH¶�ZDV� OLVWHG�LQ�������'XYHUJHU�������S������>$SSHQGL[�,,,@�� In 1678, Geraard 
.QLMII� KDG� OHIW� µ(HQ� VFKLOGHULMH� YRRU GH� VFKRXZH� HHQ�&RQYHUVDWLH� YDQ�PDQV� HQGH� YURXZHQ¶� µ,Q� GH�
$FKWHUNHXFNHQH¶��Duverger 1999, p. 274 [Appendix I] 
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-DQVVHQV¶�RHXYUH�ZDV�VROG�LQ�WKH�1RUWKHUQ�1HWKHUODQGV�GXULQJ�-DQVVHQV¶�OLIHWLPH��The 

µ'XWFK� FRQQHFWLRQ¶� GRHV� QRW� FRPH� DV� D� VXUSULVH�� JLYHQ� -DQVVHQV¶� PDVWHU�� 9DQ� GHU�

Lamen, was also very familiar with the Dutch art market. Moreover, I have also shown 

that Janssens himself had close connections with colleagues who often travelled to the 

Northern Netherlands (cf. chapter 1).  

,Q�6\VPXV¶�DUFKLYDO�GRFXPHQW��KH�DGGHG�WKDW�-DQVVHQV�ZDV�DW�WKH�WRS�RI�KLV�SRSXODULW\�

F��������,Q�$QDO\VLV����,�KDYH�OLVWHG�DOO�WKH�µFRQYHUVDWLH¶��µEDOOHW¶�DQG�µGDQV¶�SDLQWLQJV�

PHQWLRQHG� LQ� 'XUYHUJHU¶V� HGLWHG� GRFXPHQWV� DQG� DOVR� DGRSWHG� LQ� WKH� DSSHQGLFHV�

[Appendix I-III]. The peak of 1657 can be explained by the high concentration of 

paintings in the collection of one oudekleerkoper (appendix I, cf. supra) but in general, 

no clear difference can be seen. However, a closer look shows that the conversatie 

paintings were mostly present in the 1660s and 1670s, and again at the beginning of the 

1690s. Despite the many problems that accompany the method of such analysis (see the 

LQWURGXFWLRQ� RI� WKLV� FKDSWHU��� WKH� RYHUYLHZ� PD\� VKRZ� WKDW� GXULQJ� -DQVVHQV¶� PRVW�

productive years (Janssens produced many paintings in the 1660s and 1670s, cf. 

SLIDES), many of the older elegant company scenes from deceased SHRSOH¶V�

collections also entered the second-KDQG�PDUNHW�>$QDO\VLV��@��&RQVHTXHQWO\��-DQVVHQV¶�

à la mode paintings produced in this period may have been up to date, high quality and 

more expensive counterparts  to the numerous old-fashioned elegant company paintings 

that entered the second-hand market. 

 

7KHUHIRUH��LQIRUPDWLRQ�DERXW�WKH�RZQHUV�DQG�WKH�VSUHDG�RI�-DQVVHQV¶�SDLQWLQJV�SURGXFHG�

in the second half of the seventeenth century will most likely be found in eighteenth-

century inventories and sales (at that time, the paintings by Janssens purchased by the 

owners would enter the second-KDQG� PDUNHW�� DIWHU� WKH� FROOHFWRUV¶� GHDWK��� 7KH�

eighteenth-FHQWXU\� VRXUFHV� VKRZ� WKDW� -DQVVHQV¶� SDLQWLQJV�ZHUH� VSUHDG� �DV� WKH\�ZHUH�

already in the seventeenth century) accross France, England and the Northern 

1HWKHUODQGV� �FI�� LQIUD��� 7KH� LQWHUQDWLRQDO� DSSHDO� RI� -DQVVHQV¶� SDLQWLQJV� ZDV� DOVR�

remarked upon by Van der Sanden in 1771, and by the anonymous authors in 1793, 

who noted that his paintings were sold in the Northern Netherlands (they are said to be 

very popular among the Dutch) and in England [Appendix 1, Appendix 4].  
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In 1712, the paintings from the collection of David Grenier, who used to be alderman 

and seated in the city council of Middelburg in Zeeland, were sold. The catalogue of 

WKLV�VDOH�PHQWLRQV�D�SDLQWLQJ�E\�+LsURQ\PXV�-DQVVHQV��µ���(HQ�%DOHW��GRRU�-DQIHQV���-

�¶�521 2Q���0D\������� DQRWKHU� RI� KLV� SDLQWLQJV� DSSHDUV� LQ� D� VDOH� LQ�7KH�+DJXH� �µµV�

+DJH¶���ZKHQ�WKH�SDLQWLQJV of Michiel van Hoeken and Theodoor Hartsoeker were sold: 

µ���(HQ�%DOOHWWMH�PHW�YHHO�)LJXXUHQ�KHHO�FDSLWDDO��HQ�VFKRRQ�JHVFKLOGHUW�GRRU�-DQVHQV��

h. I V. 9d., br. 2 V. 8 d. 48-�¶�522  

$V�,�KDYH�GLVFXVVHG�DERYH��-DQVVHQV¶�SDLQWLQJV�ZHUH�WKXV�WUDQVSRUWHG�WR�WKH�1RUWKHUQ�

Netherlands. This is remarkable, as not many Southern Netherlandish genre scenes 

found their way to the Northern Netherlands in the second half of the seventeenth 

century. As the Northern Netherlands had no interest in Catholic religious paintings, 

-DQVVHQV¶� HOHJDQW� FRPSDQ\� SDLQWLQJV� ZHUH� D� JRRG alternative. Moreover, Janssens 

appears to have anticipated the growing interest and production in the Northern 

Netherlands for civic, high lif e genre paintings (in contrast to the known peasant scenes) 

in the second half of the seventeenth century (although in the Northern Netherlands the 

quality and the prices for these paintings were much higher).523 

(YLGHQFH� RI� -DQVVHQV¶� SDLQWLQJV� EHLQJ� LPSRUWHG� WR� (QJODQG�� LV� JLYHQ� E\� D� VDOHV�

FDWDORJXH�IURP�/RQGRQ�LQ�������LQ�ZKLFK�WKH�ROGHVW�UHIHUHQFH�WR�-DQVVHQV¶�QLFNname 

µSDLQWHU� j� OD� PRGH¶� LV� DGGHG�� µ��� $� &RQYHUVDWLRQ�� ZLWK� 'DQFLQJ� E\� -DQVVHQ�� WKH�

$ODPRGH�3DLQWHU�EXW�WKH�*URXQG�DQG�$UFKLWHFWXUH�E\�3��'H�:LW¶�524 The presence of 

                                                      
521 Gerard Hoet, Catalogus of Naamlyst van Schilderyen met derzelver pryzen. Zedert een langen reeks 
van jaaren zoo in Holland als op andere Plaatzen in het openbaar verkogt. Benevens een Verzameling 
van Lysten van Verscheyden nog in wezen zynde Cabinetten��YRO�����µV�*UDYHQKDJH��������S�����-359, 
S�������µ&DWDORJXV�YDQ�6FKLOGHU\HQ�9DQ�G¶+HHU�HQ�0U��'DYLG�*UHQLHU��,Q�6\Q�(G��/HYHQ��6FKHSHQ�HQ�
Raad der 6WDG�0LGGHOEXUJ�LQ�=HHODQG�YHUNRJW�GHQ����$XJXVWL�������LQ�0LGGHOEXUJ�¶��Getty Provenance 
Index Database online (The Getty Research Institute) Sales Catalogues (access 1 March 2014). 
Christiaan Kramm, De levens en werken der Hollandsche en Vlaamsche kunstschilders, beeldhouwers, 
graveurs en bouwmeesters, van den vroegsten tot op onzen tijd, 1857-1864   
http://www.dbnl.org/tekst/kram011leve01_01/kram011leve01_01_0040.php (p. 89) (accessed 18 May 
2015) 
522 Hoet 1752, vol. 2, p. 54, p. 59.  
523 Franits 2004, p. 97.  In this situation, I do not discuss the many prodigal-son themed paintings 
Janssens has also produced. For information about (mostly low-li fe) genre scenes and the interchange 
EHWZHHQ�WKH�1RUWKHUQ�DQG�WKH�6RXWKHUQ�1HWKHUODQGV��VHH��.DUROLHQ�'H�&OLSSHO��µ7Zo sides of the same 
FRLQ"�*HQUH�SDLQWLQJ�LQ�WKH�QRUWK�DQG�VRXWK�GXULQJ�WKH�VL[WHHQWK�DQG�VHYHQWHHQWK�FHQWXULHV¶��Simiolus, 
32, 1 (2006), p. 34. 
524 µ$�&DWDORJXH�RI�D�FROOHFWLRQ�RI�&XULRXV�3LFWXUHV�%\�YHU\�JRRG�0DVWHUV��:LOO�EH�VROG�E\�$XFWLRQ�DW�
PU�� &RFN¶V� Qew Auction Room in Poland-street the corner Broad-Street near Golden-Square, on 
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-DQVVHQV¶�RHXYUH�LQ�(QJODQG�LV�DOVR�LOOXVWUDWHG�E\�WKH�KLVWRU\�RI�RQH�SDLQWLQJ��FXUUHQWO\�

in a private collection (c. 1665-1670, private collection, SLIDE 75). It is known that the 

painting had entered the aristocratic ancestral collection of the current owner between 

1730 and 1760, or even earlier, from 1700 onwards.525  

In the eighteenth century, -DQVVHQV¶�SDLQWLQJV�DOVR�FLUFXODWHG�LQ�*HUPDQ\��On 28 June 

������ 0LFKDHO� %RVWHOPDQQ� VROG� µ(LQH� *HVHOOVFKDIW� YRQ� +HUUHQ� XQG� 'DPHQ�� H[WUD�

IOHLVVLJ�XQG�OHEKDIW�JHPDKOW��DXI�+RO]�>��@¶��PDGH�E\�µ+��-DQVVHQV¶��LQ�+DPEXUJ�526 

-DQVVHQV¶�SDLQWLQJV�DOVR�DSSHDUHG�LQ�his hometown Antwerp in (mostly the second half 

of) the eighteenth-FHQWXU\��DV�,�KDYH�PHQWLRQHG�EHIRUH��-DQVVHQV¶�SDLQWLQJV�ZHUH�DOVR�

known to Horemans and perhaps even by Watteau, cf. chapter 3). On 19 August 1749, 

the art collection of Anna Theresia van +DOHQ� ZDV� VROG�� LQFOXGLQJ� µ��� (HQ� VWXN�

verbeeldende de Kerke der Paters Jesuiten tot Antwerpen, door Saey en Janssens. 10-

�¶�527  

This is an example of a collaboration between Janssens and Jacob Ferdinand Saeys (cf. 

infra). An eighteenth-century sales catalogue of 27 May 1777 in Antwerp (Dormer de 

Beez), suggested a collaboration with Dirck van Delen (who painted the architecture): 

µ8Q�PRUFHDX�G¶DUFKLWHFWXUH�SDU�Thierri Van Deelen. &¶HVW�XQ�SDODLV�PDJQLILTXH�TXL�

occupe toute la gauche du tableau, & qui est bordé par un parterre qu'on apperçoit à la 

droite. Ce tableau est enrichi d'un grand nombre de figures peintes par -DQVVHQV¶�528 A 

\HDU�ODWHU��RQ����$XJXVW�������WKH�$QWZHUS�DXFWLRQ�KRXVH�'RP�VROG�D�SDLQWLQJ�µEen 

extra schoon Architectuer ende Perspectief, verbeéldende een paleys met den hof; zeer 

                                                      
Saturday the 12 of March 1725-���7KH�3LFWXUHV�PD\�EH�9LHZ¶G�RQ�:HGQHVGD\�WKH��th. Instant and every 
'D\� DIWHU� WLOO� WKH� 7LPH� RI� 6DOH�� ZKLFK� ZLOO� EHJLQ� DW� (OHYHQ� R¶&ORFN� LQ� WKH� )orenoon, precisely. 
&RQGLWLRQV�RI�6DOH�DV�XVXDO��&DWDORJXHV�WR�EH�KDG�DW�WKH�3ODFH�RI�6$/(�¶��A Collection of fine Pictures, 
brought from abroad by Mr. Andrew Hay >/RQGRQ������@��LQ�µ7KH�$UW�ZRUOG�LQ�%ULWDLQ�����-����¶�DW�
http://artworld.york.ac.uk accessed 8 February 2014; Chen 2012, p. 83, p. 85, note 25 ± the author 
identifies the date as 1725. For this nickname cf. chapter 1 and chapter 5.  
525 I am very grateful to the current owner of the painting for providing me free access to the painting 
and the documentation. 
526 Getty Provenance Index Database online (The Getty Research Institute) Sales Catalogues 
527 Hoet, vol. 2, 1752, p. 256. 
528 Chevalier Dormer, Seigneur de Beez, sale 27 May 1777 at Hubert Bincken auction house Antwerp : 
Getty Provenance Index Database online (The Getty Research Institute) Sales Catalogues (accessed 12 
May 2015). 
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aengenaem geschilderd, met vele beélden gestoffeérd doôr Janssens¶�529 I will discuss 

-DQVVHQV¶�FROODERUDWLRQV�ZLWK�DUFKLWHFWXUH�SDLQWHUV�ODWHU�LQ�WKLV�FKDSWHU� 

'HVSLWH� -DQVVHQV¶� IHZ� appearances in eighteenth-century sales catalogues, the 

confusion about his biography was clear in the second half of the eighteenth century 

(cf. Van der Sanden, chapter 1) and can also be illustrated by the references to him. 

Between 2 May and 4 May 1776, a sale was organized in Paris by Alexandre Joseph 

Paillet. In the catalogue two paintings were attributed to a certain Honoré Janssens. 

(YLGHQWO\��WKH�*HWW\�5HVHDUFK�3URYHQDQFH�,QGH[�KDV��GXH�WR�WKH�ILUVW�QDPH�µ+RQRUp¶��

interpreted these paintings as works of art by Victor Honoré Janssens.530 However, a 

closer look at the descriptions in the catalogue, shows that the eighteenth-century 

FDWDORJXH� KDG� QR� UHDVRQ� WR� DWWULEXWH� WKHVH� SDLQWLQJV� WR� µ+RQRUp� -DQVVHQV¶�� DV� WKH�

SDLQWLQJV�ZHUH�VLJQHG�µ+��-DQVVHQV¶��D�PDQner Hiëronymus Janssens frequently used to 

sign).531 9DQ�GHU�6DQGHQ�LQIRUPV�XV�WKDW�LQ�WKH�HLJKWHHQWK�FHQWXU\�-DQVVHQV¶�ILUVW�QDPH�

was no longer known in Antwerp, and it is thus not surprising to see the Paris seller 

                                                      
529 Getty Provenance Index Database online (The Getty Research Institute) Sales Catalogues (access 12 
May 2015). Other references are mostly dated to the end of the eighteenth century. In 1784, on 3 May, 
D�VNHWFK�GHSLFWLQJ�D�GDQFLQJ�VFKRRO�E\�-DQVVHQV�ZDV�DXFWLRQHG��µ(HQ�VFKHWV�GDQVFK�VFKRRO�-DQVHQV¶� On 
18 July 1785 and over the following days, another painting by Van Ehrenberg and Janssens (this time 
it is a depiction of the church interior of the Antwerp Jesuit Church) is auctioned by the Antwerp auction 
house Grange. The painting came from Pierre André JRVHSK� .Q\II�� µ/D� &pOpEUDWLRQ� G¶XQH�0HVVH�
solemnelle dans la superbe Eglise des ci-GHYDQW�-pVXLWHV�G¶$QYHUV��WHOOH�TX¶HOOH�pWRLW�DYDQW�O¶LQFHQGLH�
GH� O¶DQQpH�������&H�7HPSOH�EkWL�VHORQ� OHV� UHJOHV�GH� O¶$UFKLWHFWXUH�j�GHX[�pWDJHV��GRQW� OH�SOXV�KDXW�
représente une galerie, est orné d'une chaire, de plafonds peints par Rubens, & de beaucoup d'autres 
ornemens, ainsi que de consessionaux; elle est éclairée d'une sorte lumiere du soleil. Le tout est 
représenté d'une maniere exacte, selon les regles de la Perspective 	�GH�O¶$UFKLWHFWXUH��RQ�\�YRLW��VXU�OH�
GHYDQW��SOXVLHXUV�6HLJQHXUV�	�SOXVLHUV�'DPHV��ULFKHPHQW�KDELOOpV��DYHF�G¶DXWUHV�SHUVRQQHV�GH�WRXW�pWDW�
& de tout âge, qui sont, en tout, près de soixante figures, tres bien grouppées & tres animées; elles sont 
de la WRXFKH�GH�-DQVVHQV��	�*RQVDOHV�QH� OHV� DXURLW� SDV�GpVDYRXpHV�¶� ,Q� WKDW� VDPH� VDOH�� \HW� DQRWKHU�
SDLQWLQJ�E\�-DQVVHQV��IURP�WKH�VDPH�FROOHFWLRQ��ZDV�VROG��µ8QH�FRPSDJQLH�GH�6HLJQHXUV�	�GH�'DPHV�j�
XQH� WDEOH� FRXYHUWH� G
XQ� GHVVHUW� VRPSWXHX[�� OHV� XQV� IRQW� O¶DPRXU� les autres boivent & jouent des 
instrumens. La chambre, où cette scène se passe, est ornée de Tableaux. On y voit les beautés de la 
QDWXUH�UHQGXHV�DYHF�EHDXFRXS�G¶DUW�	�GH�YpULWp�¶�On 21 August 1787 another elegant company scene 
by Janssens was auctioned in Antwerp. 7KH�SDLQWLQJ�ZDV�GHVFULEHG�DV��µ8Q�EHDX�6DORQ��RX�O¶RQ�&RPSWH�
près de soixante Figures, au mili eu du Tableau est un Seigneur & une Dame qui dansent, elle à un habit 
de satin blanc & une jupe de soie rouge pâle à chaque coté sont plusieurs Seigneurs & Dames richement 
KDELOpHV�� FH�PRUoHDX� EULOOH� SDU� OH� OXVWUH� GH� OD� VROH�	� SDU� OHV� EHDXWpV� TX
RQ� \� WURXYH�¶� For further 
references in the nineteenth-century catalogues, see Getty provenance index. 
530 Getty Provenance Index Database online (The Getty Research Institute) Sales Catalogues (accessed 
12 May 2015). 
531 For a typical signature, see: J. De Maere and M. Wabbes, Illustrated Dictionary of 17th Century 
Flemish Painters, vol. Text, Brussels, 1994, p. 231. 
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DWWULEXWLQJ� WKH� SDLQWLQJ� WR� µ+RQRUp� -DQVVHQV¶�� However, further description of the 

paintings indicates these may have been paintings by Hiëronymus Janssens:  

µ'HX[� WDEOHDX[�� SHLQWV� VXU� WRLOH�� SDU� +RQRUp� -DQVVHQV�� ,OV� VRQW� SHQGDQV�� 	�

UHSUpVHQWHQW�FKDFXQ�XQ�LQWpULHXU�GH�FKDPEUH��GDQV�O¶XQ��XQ�*HQWLlhomme à table 

j�F{Wp�G¶XQH�'DPH�� WLHQW� VRQ�FKDSHDX�G¶XQH�PDLQ��	�GH� O¶DXWUH� VRQ�YHUUH�� HQ�

VDOXDQW�VD�VDQWp�¶� 

The second painting is also described:    

µ'DQV�O¶DXWUH�WDEOHDX��XQH�'DPH�DVVLVH�GRQQH�XQH�FRXURQQH�GH�IOHXUV�j�XQ�MHXQH�

homme qui est debout GHYDQW�HOOH¶�532  

 

 

5. +LsURQ\PXV�-DQVVHQV¶�3DLQWHG�$UW�*DOOHULHV��WKH�0DUNHW�RI�D�µ6XEJHQUH¶�RI�

Elegant Company Paintings 

 

:LWKLQ� KLV� RHXYUH�� -DQVVHQV� DOVR� IUHTXHQWO\� SDLQWHG� µDUW� JDOOHULHV¶� RU� µNXQVWNDPHUV¶��

Painted art galleries could be purchased in different ways; sometimes portraits of 

persons and/or of existing collections are painted (sometimes on commission), but very 

often the figures and the interior on display were fictitious. The paintings could also be 

sold on the open market. Exemplary are the painted art galleries by Hiëronymus 

Janssens (SLIDES 63, 81-85, 87, 96). These latter scenes show ficticious art collections 

visited by art lovers and connoisseurs. The portraits of existing collections or painted 

art galleries with portraits of existing people, were made on commission. They were 

also used as diplomatic gifts. Some fictiuous galleries were also produced on 

commission.533  

                                                      
532 This latter description brings to mind Ladies and a Gentleman making a floral wreath (1672, present 
whereabouts unknown, SLIDE 92). 
533 Filipczak 1987, p. 61; Timmermans 2008, p. 229; Van Suchtelen in: Van Suchtelen and Van Beneden 
2009 [a], pp. 19-20; $OH[DQGHU�0DUU�� µ7KH�)OHPLVK�µ3LFWXUHV�RI�&ROOHFWLRQV¶� �*HQUH��DQ�2YHUYLHZ¶, 
Intellectual History Review, 20, 1 (2010), p. 7. According to Van Suchtelen the painted art galleries that 
were the result of collaboration between different artists, must have almost always been painted on 
commission (as such a collaboration was quite diff icult to organise ± every painter had to add his own 
SDLQWLQJ�LQ�WKH�DUW�JDOOHU\���$ULDQH�YDQ�6XFKWHOHQ��µ9HU]DPHOHQ�ELQQHQ�GH�VFKLOGHULMOLMVW��Gezamenlij ke 
kunstkamervoorstelli QJHQ¶��LQ��9DQ�6XFKWHOHQ�DQG�9DQ�%HQHGHQ������>E@��S����� 
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Though a lot of attention has been devoted to the genre of painted art galleries (cf. 

introduction), not much is known about the contemporary owners (and thus buyers or 

patrons) of this genre of paintings.534 I will shortly address this aspect, in order to build 

D�OLNHO\�K\SRWKHVLV�IRU�WKH�DXGLHQFH�RI�-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV� 

 

References to painted art galleries in DuvergeU¶V�HGLWHG�DUW�LQYHQWRULHV�EHWZHHQ�����-

1699,535 show that this genre of painting was hung in all rooms of the houses. Next to 

                                                      
534 $OH[DQGHU�0DUU��µ7KH�)OHPLVK�µ3LFWXUHV�RI�&ROOHFWLRQV¶��*HQUH��DQ�2YHUYLHZ¶, Intellectual History 
Review, 20, 1 (2010), pp. 5-25, p. 5. Scholars who have paid attention to the specific ownership of the 
genre of painted art galleries, by investigating inventories and other sources, are, alongside Marr, Jaap 
YDQ�GHU�9HHQ��-DDS�YDQ�GHU�9HHQ��µ*HVFKLOGHUGH�NXQVWNDPHUV¶��LQ��(OOLQRRU�%HUJYHOW��'HERUD�-��0HLMHUV��
and Mieke Renders (eds.), Kabinetten, galerijen en musea. Het verzamelen en presenteren van 
naturalia en kunst van 1500 tot heden, Zwolle, 2005, pp. 117-121) and Zirka Zaremba Filipczak 
(Filipczak 1987). 
535 For this research, I have used the index in: Duverger 2009. 
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painters,536 art-dealers,537 members of the nobility,538 people working in service of the 

nobility or the king,539 members of the political urban elite,540 the clergy,541 merchant 

                                                      
536 2Q����)HEUXDU\�������)UDQV�)UDQFNHQ�WKH�2OGHU�OHIW�µ(HQ�JURRW�VWXFN�VFKLOGHU\H�RS�SDQHHO�LQ�O\VWH�
ZHVHQGH� KHW� &DELQHW� YDQ� $SHOOHV� JKHPDHFW� E\� )UDQFRLV� )UDQFNHQ� GHQ� ]RRQ� LQ� GHVHQ¶�� >L�H�� )UDQV�
)UDQFNHQ�WKH�<RXQJHU@�ZKLFK�XVHG�WR�KDQJ�LQ�WKH�RZQHU¶V�µ%RYHQYRRUFDHPHU¶��'XYHUJHU�������S�������
:LOOHP�9DQ�+DHFKW�OHIW�RQH�RI�WKH�SDLQWHG�DUW�JDOOHULHV�DIWHU�KLV�GHDWK�WR�&RUQHOLV�YDQ�GHU�*KHHVW��µ,WHP�
DHQ�6LHXU�&RUHQOLV�YDQ�GHU�*HHVW�HHUVW�GH�JURRWVWH�&RQVWFDPHUH�E\�GHQ�WHVWDWHXU�JHVFKLOGHUW¶�����-XO\�
1637, will  of Will em van Haecht): Duverger 1989, p. 90; De Pauw-De Veen 1969, p. 167. For more 
information about Van der Gheest and the painted art galleries by Van Haecht, see among others: Ben 
YDQ�%HQHGHQ��µ:LOOHP�YDQ�+DHFKW��Een even geleerde als getalenteerde kopiiVW¶��LQ��9DQ�6XFKWHOHQ�DQG�
Van Beneden 2009, pp. 58-����-RULV�YDQ�0RFNHQERUFK�UHFHLYHG�DQRWKHU�DUW�FDELQHW��µ,WHP�DHQ�6LHXU�
Joris van Mockenborch een schilderye van Joseph ende de Huysvrouwe van Putufar wesende een 
&RQVWFDPHUNHQ¶��'XYHUJHU�������S������)LOipczak 1987, p. 61. 3HUKDSV�WKLV�LV�WKH�µ(HQ�VFKLOGHU\H�HHQ�
&RQVWFDPHU¶�WKDW�ZDV�IRXQG�µLQ�GH�$FKWHUFDPHU¶�LQ������LQ�WKH�SRVVHVVLRQV�RI�3HGUR�YDQ�0RFNHQERUFK��
µMRQJPDQ¶��VRQ�RI�WKH�GHFHDVHG�-RULV�YDQ�0RFNHQERUFK��'XYHUJHU�������S�������Willem van Haecht 
aOVR�RZQHG�µ(HQ�VWXFN�VFKLOGHU\H�ROLHYHUZH�RS�SDQQHHO�ZHVHQGH�HHQH�&RQVWFDPHU�LQ�VZHUWH�ELQQHQ�
KRXWH� O\VWH¶�DQG�µ1RFK�HHQ�FOH\QH�&RQVWFDPHU�RRFN�ROLHYHUZH�LQ�HHQH�VZHUWH�ELQQHQO\VWH¶�����-XO\�
1637), Duverger 1989, p. 91. On 9 October 1637, another painted aUW� JDOOHU\� IURP� 9DQ� +DHFKW¶V�
FROOHFWLRQ�ZDV�GHVFULEHG�DV�EHLQJ�VROG�WR�&RUQHOLV�YDQ�GHU�*KHHVW��µ,WHP�DOVR�GHQ�DIIO\YLJH�LQ�GHVHQ�
heeft vercocht aen den voorschreven Cornelis van der Geest een schilderye wesende eene Constcamere 
tegenwoordelyck alnoch in Hollant zynde ende waerff  den prij s op de montcosten van denselven 
afflyvigen affgetrocken is, ended at hy de voors. schilderye aen hem heeft vercocht vry van alle 
oncosten, sonder dat men noch ter tyt weet hoevele oncosten dat daerop mogen gevallen wesen, soo 
heeft hy rendant geschreven aen Sieur Tolinck aen wyen deselve schilderije gesonden was, omme te 
weten hoevele oncosten daeroppe mogen gevallen ende geresen zyn, sonder daeradd noch ter tyt 
antwoort gecregen te hebben, soodat den rendant daervore by provisie is uttreckende de somme van Fl. 
18-��¶��'XYHUJHU�������S�������6HH�DOVR�9DQ�GHU�9HHQ�������S�������,Q�$EUDKDP�,�*UDSKHXV¶�VKRS��µ,Q�
GHQ�:LQFNHO¶���KH�OHIW�LQ������µ(HQ�&RQVWFDPHU¶��'XYHUJHU�������S����������'HFHPEHU��������Grapheus 
kept books, was a SDLQWHU��FDOOLJUDSKHU��WKH�KHOSHU�RI�WKH�PHVVHQJHU�RI�WKH�SDLQWHU¶V�JXLOG�LQ�$QWZHUS��
the organiser of events in the guild, and was often a model for the painters: Julius Held, Flemish and 
German Paintings of the 17th century, The Detroit Institute of Art, Detroit, 1982, pp. 64-65. Perhaps 
WKLV� LV� µ(HQ�JURRWH� VFKLOGHULMH�ZHVHQGH� HHQ�&XQVWFDPHU¶� WKDW�ZDV� OLVWHG� RQ� ��� -DQXDU\� ����� LQ� WKH�
FROOHFWLRQ� RI� $EUDKDP� ,� *UDSKHXV¶� GDXJKWHU� 0DULD� *UDSKHXV�� ZLGRZ� RI� *LOOLV� YDQ� GHQ� %RJDHUW��
Duverger 1999, p. 435, on famiO\�WLHV��'XYHUJHU�������S�������&RUQHOLV�GH�%DHLOOHXU�,,�UHFHLYHG�µHHQH�
VFKLOGHULMH�ZHVHQGH�HHQH�&RQVWFDPHU�GRRU�GHQVHOYHQ�VLMQHQ�9DGHU�JHVFKLOGHUW¶��DQ�DUW�FDELQHW�SDLQWHG�
by his father Cornelis de Baeilleur I) from his aunt (sister of his father), Anna dH�%DHLOOHXU��µJHHVWHOLMNH�
GRFKWHU¶��LQ�������'XYHUJHU�������S�������Van der Veen 2005, p. 117. 
537 Van der Veen 2005, p. 117. 
538 In 1637, Anna Lambrechts, widow of knight and old-VFKHSHQ� 3HWHU� 6FKROLHUV� RZQHG� µ(HQ�
Cunstcaemer met Onse-Lieve-Vrouwe ende Sint-$QQD�RS� SDQQHHO�ROLHYHUYH� LQ� O\VWH¶�� KXQJ� µ2S�GH�
&DHPHU� ERYHQ� GH� 6DHOH¶��'XYHUJHU� ������ S�� ���� (DUOLHU�� LQ� ������ NQLJKW� -DQ� GH Romrée, Lord of 
)UD\SRQW��0DU]p�� HWF�� OHIW� µ(HQ� VFKLOGHU\H�ZHVHQGH�HHQ�&RQVWFDPHU� LQ�JHVWRIIHHUGH� O\VWH�RS�SDQHHO�
ROLHYHUYH¶�KXQJ�µ,Q�GH�1HHUFDPHU�QHIIHQV�GH�*DHOHU\¶��'XYHUJHU�������S������The inventory from 19-
20 December 1640 shows that Nicolaas Rockox, knight and old-burghomaster of the city of Antwerp, 
RZQHG� µ(HQ� VFKLOGHU\H�RS�SDQQHHO�ROLYHUZH� LQ� VZHUWH� O\VWH�ZHVHQGH�HHQH�&RQVWFDPHU¶�� KXQ� µ,Q�GH�
&DPHU�DFKWHU�µW�JURRW�6DOHW¶��'XYHUJHU�������S�������In 1652, the inventory of the possessions left by 
Sebastiaen Dams, knight  and Lord of Dion, Noirmont, Monjardin, Genoulmont de la Waux, Renazme, 
HWF��VKRZV�D�ORW�RI�KLV�SDLQWLQJV�ZHUH�KXQJ�LQ�D�URRP��ZLWK�JROG�OHDWKHU�GHFRUDWLRQ��XSVWDLUV��µ2S�GH�
&DHPHU�ERYHQ�KHW�6DOHW¶���1H[W�WR�WZR�SDLQWLQJV�RI�FRQYHUVDWLRns with games and dances (cf. supra) 
DQG�PDQ\�RWKHU�SDLQWLQJV�ZLWK�GLIIHUHQW�VXEMHFWV��µ(HQH�VFKLOGHULMH�.XQVWFDHPHU¶�DOVR�KXQJ�LQ�WKLV�URRP�
(1 November 1652): Duverger 1992, p. 368. One of the heirs of Dams was Emerantiana Gallo de 
Salamanca. She was the daughter of knight Francois Gallo de Salamanca (Duverger 1992, p. 366). In 
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class,542 and people with important professions such as a notary,543 also owned painted 

art galleries.544  

The genre of painting was also popular in the highest circles of Southern Netherlandish 

society; regents Albrecht and Isabella were offered a pair of pendant allegorical painted 

art galleries,545 and archduke Leopold Wilhelm used the portraits of his art collection 

by David Teniers the Younger as diplomatic gifts.546 He sent such a painting to his 

cousin, Philips IV  king of Spain.547 In his own collection, Leopold Wilhelm kept a 

                                                      
������ LW� LV� OLVWHG� WKDW� VKH� �GRXDULqUH� RI� WKH�GHFHDVHG�/HRQHO� GH�/LPD�� XVHG� WR�RZQ�� µ2S�GH� NOHLMQH�
9RRUFDHPHU�DHQ�GH�6WUDHWH¶��µ(HQ�.XQVWFDHPHU�YDQ�)UDQFN¶������DQG���0D\�������'XYHrger 1993, p. 
37. The inventory of Martinus Ignatius de Hornes, Lord of Niel, Geldorp, etc. and Baili ff  of Mechelen, 
ZULWWHQ�GRZQ�RQ����DQG����$XJXVW�������VKRZV�KH�RZQHG�µ,WHP�QRFK�HHQ�VFKLOGHULMH�.RQVWFDPHUNHQ�
YDQ�GHQVHOYHQ�-RQJHQ�)UDQFN¶��'XYHUJHU������ p. 221. 
539 &RUQHOLV�%RVVFKDHUW��ODZ\HU�DQG�WHVWDWRU�RI�WKH�UR\DO�0LQW��KDG�NHSW�µHHQ�.RQVWFDPHU¶�µ2S�GH�JURRWH�
6DOHW�DFKWHU�RS�GHQ�+RII�EHYRQGHQ¶���������'XYHUJHU�������S������� ,Q�������LQ�6HEDVWLDDQ�/HHUVH¶V�
(merchant ± see Timmermans 2008, p. 241 ±  and µZDUDQGHPHHVWHU¶�RI�%UDEDQW��LQYHQWRU\�µ(HQ�JURRW�
VFKLOGHU\H�� &RQVWFDPHU�� LQ� VZHUWH� O\VWH� PHW� YHUJXOW� UDQGHNHQ�� YDQ� GLIIHUHQWH� PHHVWHUV¶� LV� OLVWHG��
Duverger 2002, p. 146; Denucé 1932 pp. 365-367.  
540 -DQ�YDQ�0HXUV��DOGHUPDQ��XVHG�WR�RZQ�µHHQ�&RQVWFDPHU�YDQ�9UDQFN¶���������'XYHUJHU�������S������� 
541 $QQD�YDQ�+HVH��µJHHVWHOLMNH�GRFKWHU¶��ZKR�PDGH�KHU�ZLOO�LQ�������'XYHUJHU�������S�������OHIW�µ,WHP�
HHQ�.RHQVWFDPHU¶�LQ�������'XYHUJHU�������S�������WKH�SDLQWLQJ�ZDV�KXQJ�µ2S�GH�%RYHQYRRUFDPHU¶��  
542 In the inventory of the deceased Martinus I Nutius, merchant and book printer (widower of Catherina 
*DOOH���DQRWKHU�UHIHUHQFH�WR�D�SDLQWHG�DUW�JDOOHU\�DSSHDUV�� LQ�µGH�1HHUFDPHU�YDQ�µW�+X\V�GHQ�:LWWHQ�
+RQGW¶�� µ(HQ� VFKLOGHU\H�RS�SDQQHHO� V\QGH�HHQ�&RQVWFDPHU¶�ZDV�NHSW� ����2Ftober 1638): Duverger 
1989, p. 196. Maria van Houte and Jan Liebrechts, a merchant (Duverger 1991, p. 107), used to own 
µ(HQH�VFKLOGHU\H�HHQ�&RQVWFDHPHU¶�DQG�NHSW�LW�LQ�µGH�JURRWH�6DOHWWH�DHQ�GHQ�+RII¶��DV�LV�HYLGHQFHG�E\�
the inventory from 1652: Duverger 1992, p. 376. Willem van der Waeren, who was most probably an 
oudkleerkoper �'XYHUJHU�������S�������DQG�KLV�ZLIH�0DULD�YDQ�+RYH� OHIW� µ(HQ�VFKLOGHU\�RS�SLQQHHO�
V\QGH� HHQ�.RQVWNDPHU¶� µRS� GH�9RRUFDPHU¶� ��������'XYHUJHU� ������ S�� ���� ,Q� ������$QQD� 3LYLRHQ��
widoZ�RI�PHUFKDQW�*LOOLV�,�3DXZHQV��OHIW�µ2S�GH�%RYHQFDPHU�ERYHQ�GH�1HHUFDPHUH¶�µ(HQ�VFKLOGHULMH�
VFKRXZVWXFN�ZHVHQGH�HHQ�&RQVWFDPHU¶�����0D\��������'XYHUJHU�������S�������2Q����0DUFK������
µ(HQ�VFKLOGHULMH�&RQVWFDPHUH�YDQ�GLIIHUHQWH�PHHVWHUV¶�ZDV�IRXQG�LQ�WKH�Follection of the deceased Joan 
-DFRPR�*HOWKRII��PHUFKDQW��KDQJLQJ�LQ�µGH�6DOOHWWH�DHQ�GH�6WUDHWH¶��'XYHUJHU�������S������� In 1685, 
Machteld Elizabeth Cassaurij , wife of Nicolaus Goetkindt and authorised by her husband, transfers 
some goods to her mother, iQFOXGLQJ�� µ(HQ�SDQQHHOVFKLOGHULMH�YHUEHOGHQGH�HHQ�&RQVWFDPHU¶�� In that 
same collection a conversatie painting, portraits, and other genres could be found (7 December 1685), 
Duverger 2001, p. 356 and further. 
543 1RWDU\�'LUN�.HWJHQ�RZQHG�µ(HQH�VFKLOGHULMH�ZHVHQGH�HHQ�.XQVWFDPHU�JHWHHFNHQW¶��'XYHUJHU�������
p. 148; Denucé 1932, pp. 224-225. 
544 Van der Veen has counted more or less 5 paintings of the genre in the collections of painters or 
dealers (whereas I can at least find 8 examples). Van der Veen 2005, p. 117. Van der Veen argued it 
has to be stressed more in research that these types of paintings were owned by art collectors as well: 
Van der Veen 2005, p. 117. 
545 Filipczak 1987, p. 61-62. 
546 Marr 2010, p. 5; Van der Veen 2005, pp. 119-120; Fili pczak 1987, pp. 61-62. 
547 Filipczak 1987, p. 62. 
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painted art gallery by Hans Jordaens and a Preziosenwand by Frans Francken the 

younger.548 

Despite the fact that there were painted art galleries with portraits of important people, 

such as the archdukes Albrecht and Isabella, these paintings were not necessarily 

commissioned by Albrecht and Isabella, and it appears that their features were used in 

order to sell the painting more easily. Af ter all, the inventory of the deceased Louis 

Stempel (a baker with a large collection of paintings) from 3 September 1638 included: 

µ(HQ�VFKLOGHU\H�ROLHYHUYH�LQ�O\VWHQ�HHQ�&RQVWFDPHU�PHW�V\Q�+RRFKH\W�$OEHUWXV�HQGH�GH�

+HUWRJKLQQH¶��KXQJ�LQ�µGH�9RRUFDPHU�ERYHQ¶��,Q� WKDW�VDPH�URRP�DQRWKHU�µVFKLOGHU\H�

ROLHYHUYH�LQ�O\VWHQ�HHQ�&RQVWFDPHU¶�ZDV�OLVWHG�549  

Paintings depicting art collections were, evidently, often part of the art collections 

themselves.550 ,Q�������IRU�H[DPSOH��WKH�DUW�FROOHFWRU�/DXUHQWLXV�%H\HUOLQFN�RZQHG�µHHn 

VFKLOGHULMH�ZHVHQGH� HHQ�FRQVWFDPHUNHQ¶�551 Filipczak has argued that by buying one 

SDLQWLQJ�GHSLFWLQJ�DQ�DUW�FROOHFWLRQ��D�SHUVRQ�ZRXOG�FRQQHFW�RQHVHOI�ZLWK�WKH�µDUW¶�RI�DUW�

FROOHFWLQJ��DQ�HQRUPRXV�VWDWXV�V\PERO���µ)RU�WKH�FRVW�RI�D�VLQJOH�ZRUN��D�JDOOHU\�painting 

SURYLGHG� LWV� RZQHUV� ZLWK� DW� OHDVW� RQH� IRUP� RI� WKLV� W\SH� RI� FROOHFWLRQ� LQ� HIILJ\¶�552 

However, this statement is modified by Honig. The genre of painted art galleries or 

kunstkamers not only reflected this seventeenth-century taste for art and collecting as 

an outward sign of social status, but also stressed the act of judging art, or the honorable 

conversation about art by connoisseurs, which was, in the end, of greater importance 

                                                      
548 µ(LQ�6WXFN�YRQ�|KOIDUE�DXI�+ROF]��ZDULQ�HLQ�.KXQVVWFDPPHU�YRQ�XQGHUVFKLHGOLFKHQ�5DULWlWHQ�YQQGW�
HLQ� VFKZDUW]HV� 7U�JHO� YROO� PLWW� YHUVLJHOWHQ� %ULHIIHQ� >��@� 2ULJLQDO� YRQ� )UDQFLVFR� )UDQFNK¶� >«@� (LQ�
Stuckh von Öhlfarb auf Holcz warin ein Kunstcamer vnndt einer in einem Sessel siczt mitt einem 
VFKZDUW]HQ� .ODLGW�� EODZHQ� bUPEOHQ� YQG� 6WULPSIIHQ�� HLQ� %LOG� EHVFKRXZW� >«@� 2ULJLQDO� YRQ� +DQV�
-RUGDQV¶�� $GROI� %HUJHU�� µ,QYHQWDU� GHU� .XQVWVDPPOXQJ� GHV� (U]KHU]RJV� /HRSROG� :LOKHOP� YRQ�
gVWHUUHLFK¶�� Jachrbuch der Kunsthistorischen Sammlungen des allerhöchsten Kaiserhauses, 1, 2 
(Vienna, 1883), p. CXLIV, nr. 592, p. CXXV I, nr. 203; Legrand 1963, p. 63; Marr 2010, p. 5; Fili pczak 
1987, p. 62.  
549 Duverger 1989, p. 172. 
550 Marr arugued that painted art galleries were sometimes hung in art collections instead of  functioning 
purely as gifts: Marr 2010, p. 5. Art inventories show that the painted gallery scenes were kept next to 
other paintings in the same rooms. 
551 Van der Veen 2005, p. 117. This inventory was not edited by Duverger. 
552 FilLSF]DN�������S������/LVD�5RVHQWKDO��µ0DVFXOLQH�9LUWXH�LQ�WKH�.XQVWNDPHU��3LFWXUD��/XFUH��DQG�
/X[XU\¶��LQ��0DUD�5��:DGH��HG����Gender Matters. Discourses of Violence in Early Modern Literature 
and the Arts, Amsterdam/ New York, 2014, p. 331. 
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IRU�WKH�GLVSOD\�RI�RQH¶V�VRFLDO�VWDWXV��WKDQ�PHUHO\�FROOHFWLQJ�DUW�553 TKH�SDUDGLQJ�RI�RQH¶V�

knowledge of art (of being a real art lover or connoisseur���RU�RQH¶V�DELOLW\�WR�GLVFXVV�

pleasantly and judge or attribute paintings, had much more social appeal than the 

random collecting of art (since paintings in themselves were not that expensive in 

comparison to, for example, fine clothing, jewellery or tapestry).554  

The possession of depictions of this action, i.e. the possession of painted art galleries, 

ZDV� DSSHDOLQJ� EHFDXVH� WKH� SDLQWLQJV� UHIOHFWHG� RQH¶V� NQRZOHGJH� RI� LGHDO� EHKDYLour 

ZLWKLQ�RQH¶V�DUW�FROOHFWLRQ�± DQG�WKXV�RIIHUHG�SURRI�RI�RQH¶V�DELOLW\�DV�D�FRQQRLVVHXU�555 

Again, within the general genre of elegant company paintings, this was yet another form 

RI� LGHDO� µFRQSVLFXRXV� OHLVXUH¶�RI� WKH�ZHDOWK\� XUEDQ�HOLWH�GHSLFWHG�E\� JHQUH painters. 

Janssens stressed this element further by adding dancing figures (cf. chapter 4).  

In addition, the paintings themselves not only reflected connoisseurs, they also a 

encouraged viewers of the painted art gallery to attribute the small paintings on display, 

thus to participate in the action of connoisseurship themselves. These paintings were 

thus subjects for connoisseurship in itself,556 and would therefore only be bought by 

those who identified themselves with such connoisseurs.  

Some painted art galleries had important ±even emotional ± value.557 The painted art 

FROOHFWLRQ� ZDV� DQ� HTXLYDOHQW� RI� RQH¶V� SRUWUDLW�� WKURXJK� WKH� GHSLFWLRQ� RI� RQH¶V� DUW�

collection, the owner of the paintings on display was also present. The most remarkable 

                                                      
553 Elizabeth HonLJ��µ7KH�EHKROGHU�DV�D�ZRUN�RI�DUW��A study in the location of value in seventeenth-
FHQWXU\�)OHPLVK�SDLQWLQJ¶��Nederlands Kunsthistorisch Jaarboek, 46, 1 (1995), p. 278.  
554 Honig 1995, p. 280, and also p. 235, p. 258, p. 270 etc., p. 276 (on painted art galleries), p. 277-279. 
On connoisseurship, see also Filipczak 1987; Anna Tummers, The Eye of the Connoisseur. 
Authenticating Paintings by Rembrandt and His Contemporaries, Amsterdam, 2011; Marr 2010; 
)UDQFHV�*DJH��µµ6RPH�6WLUULQJ�RU�&KDQJLQJ�RI�3ODFH¶��9LVLRQ��-XGJHPHQW�DQG�0RELOLW\�LQ�3LFWXUHV�RI�
*DOOHULHV¶�� Intellectual History Review, 20, 1 (2010), pp. 123-145; +DQQHORUH�0DJQXV�� µ6FKLOGHUV��
connoisseurs en hun (Salomons)oordeel. Het Schilderij enkabinet (1659) van Jacob de Formentrou en 
(UDVPXV� ,,� 4XHOOLQXV¶�� De Zeventiende Eeuw. Cultuur in de Nederlanden in interdisciplinair 
perspectief, 28, 1 (2012), pp. 40-65. 
555 Filipczak 1987. 
556 Filipczak 1987, p. 67; Honig 1995, p. 277. 
557 Even though the production of painted art galleries had always remained very low, the paintings 
were valued quite highly: Van der Veen 2005, p. 117. The value of such a painting is explicitly stressed 
in the testament of a Mechelen beguine, Johanne Claphouwers, who insisted what was to happen with 
a painted art gallery that belonged to her father and was owned by her and her sister: µ(HQ�VFKLOGHU\H�
wesende een Cunstcamer van groote weerde comende van haren vader saliger, daerin sy testatrices paert 
ende deel is hebbende daervan haer aenpaert near haers susters aff lyvigheyt sal moeten comen op de 
QDHUEHVFKUHYHQ�KDUH�HUIIJHQDPHQ¶��'XYHUJHU�������S����������$XJXVW������� 
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H[DPSOH�RI�VXFK�D�µSRUWUDLW¶�ZLWK�KLJK�HPRWLRQDO�YDOXH��RQH¶V�H[SOLFLW�SULGH�LQ�RQH¶V�

own art collection) can be illustrated by the case of jonkman Ludovicus Gisens. In 1688 

the unknown Gisens endowed the Fathers Carmelites of Antwerp. He included a painted 

art gallery depicting his own existing art collection:  

 

µItem is sijnen testateurs expressen wille dat het stuck schilderije representerende 

sijne Geheele Constcamer naer sijn overlijden sal gestelt worden in den refter oft 

wel in de groote gastecamer van de voors. paters tot eene memorie van hem 

testateur, sonder dat tselve stuck schilderije sal vermogen wech geschoncken, 

YHUYRHUW�RIW�YHUFRFKW�WH�ZRUGHQ�¶558  

 

7KH�SDLQWHG�DUW�JDOOHU\�ZDV�WR�EH�KXQJ�LQ�WKH�FORLVWHU¶V�UHIHFWRU\�RU�JXHVW�URRP��DV�D�

token of remembrance to GiseQV��µWRW�HHQH�PHPRULH�YDQ�KHP�WHVWDWHXU¶���,Q�WKLV�FDVH��

WKH� SRUWUDLW� RI� RQH¶V� DUW� FROOHFWLRQ� LQVWHDG� RI� D� SRUWUDLW� RI� RQHVHOI�� ZDV� JLYHQ� D�

commemorative function. Mostly, people tried to make sure their lives were 

remembered after their death by having their portraits made, which were left for their 

children or other heirs.559 ,Q�*LVHQV¶V�FDVH��D�SRUWUDLW�RI�KLV�DUW�FROOHFWLRQ��ZH�GR�QRW�

know whether a portrait is included) instead of a classical portrait fulfil led this function. 

In a similar manner we have to understand the practice of using painted art galleries as 

gifts. A known example is Leopold Wilhelm who sent painted art galleries depicting 

his collection to befriended kings or guests.560 Next to impressing the receivers by 

GLVSOD\LQJ�RQH¶V�DUW�FROOHFWLon,561 the donor of the gift was also present through his art 

collection in the painting.562 

However, not all painted art galleries were kept in the famil y. Perhaps paintings 

depicting fictitious art collections with fictitious figures did not have as much emotional 

                                                      
558 Duverger 2001, p. 500. Van der Veen also mentions this remarkable scene. According to Van der 
Veen this painted art gallery would have been made between 1671 and 1688. Van der Veen 2005, p. 
119.   
559 Van der Stighelen 2008, p. 13. 
560 Van der veen 2005, pp. 119-120; Vlieghe 2005, p. 71.  
561 Filipczak 1987, p. 62 discusses this as a reason for Leopold Wilhelm to send depictions of his art 
collection as gifts. 
562 ,�EHOLHYH�WKH�VHQGLQJ�RI�GHSLFWLRQV�RI�RQH¶V�RZQ�DUW�FROOHFWLRQ�KDG�WKH�VDPH�IXQFWLRQ�DV�VHQGLQJ�D�
portrait of oneself: making the absent one present : Van der Stighelen 2008, p. 14.  
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value for the owners/heirs. Af ter all, on 23 July 1681, an oudkleerkoper had publicly 

VROG�µHHQ�VFKLOGHULMH�ZHVHQGH�HHQH�&RQVWFDPHU�JHVFKLOGHUW�YDQ�GLYHUVFKH�PHHVWHUV�GLH�

gegouden ende wtgrbacht heeft Fl. 393-��¶� IURP� WKH� FROOHFWLRQ� RI� D� PHUFKDQW¶V�

widow.563 This painting was an example of high-level collaboration, not unusual within 

the genre of painted art galleries,564 as is evidenced by the very high cost of the painting. 

 

In addition to the Southern Netherlands, the genre of painted art galleries (and perhaps 

those by Janssens as well) was also exported to different countries.565 The genre of 

paintings spread all over Europe, already early in the seventeenth century.  

,Q�$PVWHUGDP�LQ�������$QQD�/HPPHQV��µ$QQHNHQ�/HPPHQV¶���ZLGRZ�RI�-DFRE�9DQ�

der Lamen (parents of Christoffel Jacobsz Van der Lamen, cf. chapter 1), made a 

statement in a quarrel about the ownership and the sale of a painted art gallery that was 

made by many collaborating artists (µGH� VFKLOGHUVZLQFNHO�RIWH�NXQVWFDPHU�JHQDHPSW�

daer veel costHO\FNH�PHHVWHUV�LQ�JHVFKLOGHUW�KHEEHQ¶��566 In 1637, a painted art gallery 

by Willem van Haecht was preserved in the Northern Netherlands (cf. supra). Van der 

9HHQ¶V�UHVHDUFK�LQ�$PVWHUGDP�LQYHQWRULHV��XQIRUWXQDWHO\��KH�GRHV�QRW�JLYH�UHIHUHQFHV�

to the archival documents), illustrates the further dissipation of the genre in Amsterdam: 

µ��VFKLOGHULM�VLMQGH�HHQ�FDELQHW�YDQ�GH�VFKLOGHUFXQVW�PHW�HHQ�VZDUW>H@�OLMVW¶���������µHHQ�

VFKLOGHUNRQVW� HQGH� SRHVLH� YDQ� GH� -RQJH� )UDQFN� YDQ� $QWZHUSHQ¶� �������� µHHQ�

VFKLOGHULMHQFDPHU� YDQ� RXZH� )UDQFN¶� ������� DQG� µHHQ�$SHOOHV� YDQ� )UDQ[� )UDQFNV]�¶�

(1697).567 The genre of painted art galleries not only spread in the Northern Netherlands, 

                                                      
563 Van der Veen 2005, p. 117; Duverger 2001, p. 104. 
564 6HH�DPRQJ�RWKHUV��)LOLSF]DN�������0DJQXV�������$ULDQH�YDQ�6XFKWHOHQ��µ9HU]DPHOHQ�ELQQHQ�GH�
VFKLOGHULMOLMVW��*H]DPHQOLMNH�NXQVWNDPHUYRRUVWHOOLQJHQ¶��LQ� Van Suchtelen and Van Beneden 2009 [b], 
pp. 100-117. 
565$QGUp�GH�6DLQWHV¶�OHWWHU�IURP�/LVVDERQ�LQ������WR�*XLOODXPH�)RUFKRQGW�LQGLFDWHV�WKH�SDLQWLQJV�ZHUH�
transported across the borders of the Southern Netherlands; µ'H�&RQVWFDPHU�KRXGH�LN�YRRU�HHQHQ�YULQW�
die in de froncare is; sy is ten 3 plaetsen gescheurt; ick bevinde daer maer 2 figuren in van den jongen 
)UDQFN�GLH�LFN�KRXGH�ODQJ�QDHU�GDWXP�JHPDHFNW�WH�ZHVHQ¶ Denucé 1931, p. 35. For their presence in the 
Northern Netherlands see : Van der Veen 2005, p. 120. 
566 9DQ�GHU�9HHQ�������S���������+��YDQ�(HJKHQ��µ+HW�$PVWHUGDPVH�6LQW�/XFDVJLOGH�LQ�GH���de HHXZ¶��
Jaarboek van het Genootschap Amstelodamum, 61 (1969), p. 90; Jan Briels, Vlaamse schilders en de 
dageraad van Hollands Gouden Eeuw 1585-1630 met biografieën als bijlage, Antwerp, 1997, p. 350.  
567 Van der Veen 2005, p. 120 note 64. Van der Veen also added another reference, which recquires 
PRUH�DWWHQWLRQ�LQ�WKLV�WKHVLV��µHHQ�VFKLOGHULMHQFDPHU��SHUVSHFWLII��YDQ�-DQVVHQV¶���������9DQ�GHU�9HHQ�
p. 120 nRWH�����+LsURQ\PXV�-DQVVHQV�LV��DV�IDU�DV�,�NQRZ��WKH�RQO\�SDLQWHU�FDOOHG�µ-DQVVHQV¶�ZKR�FDQ�EH�
FRQVLGHUHG�SURGXFLQJ�SDLQWHG�DUW�JDOOHULHV��IRU�D�GLVFXVVLRQ�VHH��2OLYLHU�=HGHU��µ&RSLHV�HW�UpGXFWLRQV�
dans les deux Galeries de peintures visitées par des amatHXUV¶�� LQ��-HDQ�&XLVHQLHU� �HG����/¶°XYUH�HQ�
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it had also travelled to Italy, as in 1629, engineer Giovanni Battista Caravaggio wrote 

about his visit to the art collection of the German merchant Peter Linder in Mi lan. He 

described a painted art gallery, which was commissioned (there is a coat of arms visible 

on the painting) by the German merchant himself.568  In England, a nobleman had also 

given Charles I a painted art gallery by Francken. This English nobleman had acquired 

this painting in Germany. The painting was listed in the royal inventory from the second 

half of the 1630s onwards:569  

 

µ,WHP��D�SHHFH�RI�SDLQWLQJ�RI�D�FDELQHW�ZKHUHLQ�DOO�VRUWV�RI�SDLQWLQJV�DUH�SDLQWHG�

as if  some pictures were hanging at the wall as also of severall sorts of drawings 

soe well in red as in black chalke. Boxes with books and manie other things 

painted upon Board¶.570  

 

To conclude, the paintings were, although owned by members of different social 

classes, mostly part of the collection of people belonging to the highest social echelons 

of society, or of those who were at least closely acquainted with the aristocracy or their 

lif estyle. These painted art galleries seem to have been idealised reflections of the 

RZQHUV�ZKR�ZDQWHG�WR�GLVSOD\�WKHLU�NQRZOHGJH�RI�DUW�DQG�µFRQQRLVVHXUVKLS¶�DQG�PRVWO\�

                                                      
multiple, Collection, Etudes et travaux, 4, Paris, 1993, pp. 253-261, cf. chapter 3). This painting Van 
der Veen referred to without any further information, was listed in an Amsterdam inventory written by 
the notary A. Voskuyl on 30 July 1670. It contained the estate of Johannes Rigo, who went to Smyrna 
for business (Smyrna, now Izmir, was located at the head of the Gulf of Smyrna: Kenneth M. Settom, 
Venice, Austria, and the Turks in the Seventeenth Century, Philadelphia, 1991, p. 208) and who had left 
his possessions with his father Jeronimus Rigo: &��+RIVWHGH� GH�*URRW�� µ'H� VFKLOGHU� -DQVVHQV��Een 
QDYROJHU�YDQ�3LHWHU�GH�+RRFK¶��Oud Holland, 9 (1891), pp. 283-�����µ(HQ�VFKLOGHULMHQFDPHU��SHUVSHFWLII�
van Janssens. Den 30 juli  1670 te Amsterdam voorkomende in den boedel van Sr. Johannes Rigo, die 
naar Smyrna gaat en zij ne goederen bij  zij n vader Jeronimus Rigo laat. Protokol van den Notaris A. 
9RVNX\O�WH�$PVWHUGDP¶�>«@�µ0HGHGHHOLQJ�DQ�'U��$��%UHGLXV¶��However, a second look at the archival 
GRFXPHQW�LWVHOI��VKRZV�WKDW�LW�LV�QRW�µ(HQ�VFKLOGHULMHQFDPHU¶��EXW�µHHQ�VFKLOGULM�HHQ�FDPHU�SHUVSHFWLII�
YDQ� -DQVVHQV¶��This means that this painting does not necessarily depict an art collection, as was 
assumed by Van der Veen. It is very possible that, in this new transcription, this may be a reference to 
the painter Janssens discussed by Hofstede de Groot, who depicted interior scenes similar to those by 
Pieter de Hooch, and consequently, has nothing to do with the Antwerp Hiëronymus Janssens. For the 
document itself, see: Amsterdam, City Archive, Notarial Archive, Arnout Voskuijl , 30 July 1670.  
568 0DUU�������S�����0LFKDHO�-RKQ�*RUPDQ�DQG�$OH[DQGHU�0DUU��µµ2WKHUV�VHH�LW�\HW�RWKHUZLVH¶��GLVHJQR�
DQG�SLFWXUH�LQ�D�)OHPLVK�JDOOHU\�LQWHULRU¶��The Burlington Magazine, CXLIX (February 2007), pp. 85-
91, p. 85-86. The painting is now in a private collection in New York. 
569 Filipczak 1987, p. 217, note 16; Marr 2010, p. 5. 
570 Filipczak 1987, p. 62. 
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had large art collections themselves;571 µ:KLOH�PRVW�RI�$QWZHUS¶V�DUW�FROOHFWRUV�ZHUH�

bourgeois ± members of the merchant class, the legal professions or the city government 

± SDLQWHG�NXQVWNDPPHU¶V�RIWHQ�VHHP�WR�EH�SRSXODWHG�E\�WKH�QRELOLW\�>«@�LQ�WKH�ILFWLYH�

galleries they represenW�DQ�LGHDO�WR�ZKLFK�DQ\�FROOHFWRU�ZRXOG�DVSLUH�¶572 

 

6. +LsURQ\PXV� -DQVVHQV¶� )ashionable Dressed FLJXUHV� µj� OD� PRGH¶� LQ�

Architectur al Scenes, Landscapes and Seascapes 

 

From the sixteenth century onwards, artists started to specialise in particular genres 

(portraits, figure painters, landscape painters, etc.). Consequently, specialists grouped 

together in order to collaborate on one work of art, which, obviously, was a means to 

meet the demand efficiently. Such collaborative paintings flowered in seventeenth-

century Antwerp artistic circles. Landscape painters, painters who specialised in 

architectural representations and perspective views, garland painters, etc. were often 

DVVLVWHG� E\� RWKHU� SDLQWHUV� ZKR� DGGHG� OLWWOH� ILJXUHV� WR� WKHLU� FDQYDVHV� �µVWDIIDJH¶��  

Generall y speaking, these collaborative activities were performed on two distinct levels: 

a low-level and a high-level form of collaboration. In the first form, anonymous 

paintings were serially produced by painters who collaborated out of economic 

necessity. In the second form, -  which is relevant to this dissertation -, high quality 

paintings are made by two prestigious specialists (in landscapes, figures, architecture, 

etc.). Sometimes, these paintings were signed. In contrast to the other anonymous 

paintings produced in series by a low-level form of collaboration, these paintings were 

highly valued, and appealing for connoisseurs and art lover/ collectors who enjoyed 

attributing the different elements to the different hands in the painting.573  

                                                      
571 5RVHQWKDO�VXJJHVWHG�LW�ZDV�WKH�$QWZHUS�HOLWH�>«@�µZKR�ZHUH�OLNHO\�EX\HUV�RI�NXQVWNDPHU�LPDJHV¶��
Rosenthal 2014, p. 339. 
572 Honig 1995, pp. 278-279. 
573 Honig 1995, p. 253, pp. 259-261; Van Mulders 2000, pp. 112-115; Van der Stighelen 1990/2, pp. 5-
15 (on the different types of collaborations); Susan Merriam, Seventeenth-Century Flemish Garland 
Paintings. Still  Life, Vision, and the Devotional Image, Farnham/Burlington, 2012, pp. 48-56; Magnus 
2012, pp. 40-65; Vlieghe 1991, p. 264; +DQV�9OLHJKH��µ7KH�([HFXWLRQ�RI�)OHPLVK�3DLQWLQJV�EHWZHHQ�
�����DQG�������$�6XUYH\�RI�WKH�0DLQ�6WDJHV¶��LQ��+DQV�9OLHJKH��$UQRXW�%DOLV�DQG�&DUO�9DQ�GH�9HOGH�
(eds.), Concept, Design and Execution in Flemish Painting (1550-1700), Turnhout, 2000, pp. 195-211; 
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In the first halI�RI�WKH�VHYHQWHHQWK�FHQWXU\��PDQ\�RI�-DQVVHQV¶�SURIHVVLRQDO�SUHGHFHVVRUV�

from the first half of the seventeenth century, such as Frans Francken the Younger, 

Louis de Caullery and Sebastiaan Vrancx collaborated with architecture painters as 

well, for example Paul Vredeman de Vries and Frans II Francken, in A Company in a 

bourgeois interior (1616, Paris, Musée des Arts décoratifs).574 In the second half of the 

seventeenth century, architecture painters and figure painters still found their way to 

each other, and also used the same collaborating technique.575 The most well-known 

painters of architectural scenery and church interiors in the second half of the 

                                                      
Vlieghe 1998, pp. 7-8; Van der Stighelen and Vermeylen 2006, p. 192; Hans Vlieghe, Flemish Art and 
Architecture 1585-1700, New Haven/ London 1998, pp. 200-201; Heiner Borggrefe, Thomas Fusenig 
and Barbara Uppenkamp (eds.), Tussen stadspaleizen en luchtkastelen. Hans Vredeman de Vries en de 
Renaissance, exh. cat., Antwerp, Royal Museum of Fine Arts/ Lemgo, Weserrenaissance-Museum 
Schloss Brake, Ghent/Amsterdam, 2002, pp. 367-368 and passim in this publication. Eliane De Wilde, 
Anna Adriaens-Pannier and Pierre Baudson, Het Verborgen Museum: ontdekkingstocht in de reserves/ 
Le Musée cache: à la découverte des reserves, mus. cat., Brussels, Royal Museums of Fine Arts of 
Belgium, 1994, p. 334 (Wilhelm Schubert van Ehrenberg and his collaboration with figure painters ± 
FDWDORJXH�QRWH�E\�-RRVW�9DQGHU�$XZHUD���3HWHU�6XWWRQ��µ,QWURGXFWLRQ��3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��
in: Peter Sutton, The Age of Rubens, exh. cat. Boston, Museum of Fine Arts/ Toledo Museum of Art, 
*KHQW��������S������S�����DQG�FDWDORJXH�QRWH�S�������$QQH�7��:RROOHWW��µ7ZHH�YHUPDDUGH�VFKLOGHUV��De 
VDPHQZHUNLQJ�YDQ�5XEHQV�HQ�%UHXJKHO�YDQ�FD�������WRW�����¶��LQ��$QQH�7��:RROOHWW�DQG�$ULDQH�YDQ�
Suchtelen (eds.), Rubens & Breughel Een artistieke vriendschap, exh. cat., The Hague, Koninklij k 
Kabinet van Schilderijen, Mauritshuis/ Los Angeles, J. Paul Getty Museum, Zwolle, 2006, pp. 32-35; 
-RRVW� 9DQGHU� $XZHUD�� µ6HEDVWLDHQ�9UDQF[� �����-1647) en zij n samenwerking met Jan I Brueghel 
(1568-1625), Jaarboek Koninklij k Museum voor Schone Kunsten Antwerpen (1981), pp. 135-150. On 
architecture painters, see: Hans Jantzen, Das niederländische Architekturbild, 2nd edition, 
Braunschweig, 1979; Claire Baisier, De documentaire waarde van de kerkinterieurs van de Antwerpse 
School in de Spaanse Tijd (1585-1713) unpublished doctoral thesis, KU Leuven, 2008 (I am very 
grateful to Dr Baisier for giving me permission to consult her thesis). On collaborations in painted art 
galleries, see: Fili pczak 1987, p. 47-48, pp. 154-�����$ULDQH� YDQ� 6XFKWHOHQ�� µ.DPHUV� YRO� NXQVW� LQ�
zeventiende-HHXZV�$QWZHUSHQ��(HQ�LQOHLGLQJ¶��LQ��9DQ��6XFKWHOHQ�DQG�9DQ�%HQHGHQ������>D@��SS����-
���� DQG� LQ� WKH� VDPH� FDWDORJXH�� $ULDQH� YDQ� 6XFKWHOHQ�� µ9HU]DPHOHQ� ELQQHQ� GH� VFKLOGHULMOLMVW��
GezameQOLMNH�NXQVWNDPHUYRRUVWHOOLQJHQ¶�>E@��SS�����-117; Marr 2010, p. 5, pp. 16-17, passim. On the 
evolution of specialisation in sixteenth-FHQWXU\�$QWZHUS��VHH��(ULF�-DQ�6OXLMWHU��µµ$OO�VWULYLQJ�WR�DGRUQH�
WKHLU� KRXVHV� ZLWK� FRVWO\� SHHFHV¶� 7ZR� &DVH� 6WXGLHV� RI� 3DLQWLQJV� LQ� :HDOWK\� ,QWHULRUV¶�� LQ�� 0DULsW�
Westermann, Art & Home. Dutch Interiors in the Age of Rembrandt, exh.cat., Denver, Colorado, 
Denver Art Museum/ Newark, New Jersey, The Newark Museum, Zwolle, 2001, p. 103. 
574 Thomas Fusenig catalogue note in: Heiner Borggrefe, Thomas Fusenig and Barbara Uppenkamp 
(eds.), Tussen stadspaleizen en luchtkastelen. Hans Vredeman de Vries en de Renaissance, exh.cat., 
Antwerp, Koninklij k Museum voor Schone Kunsten/ Lemgo, Weserrenaissance-Museum Schloss 
Brake, Ghent/ Amsterdam, 2002, pp. 372-373. 
575 This was part of the artistic production of painting, and was considered very normal, see: Anne T. 
:RROOHWW�� µ7ZHH�YHUPDDUGH� VFKLOGHUV��De samenwerking van Rubens en Brueghel van ca. 1598 tot 
����¶��LQ��:RROOHWW�DQG�9DQ�6XFKWHOHQ�2006, p. 3.  
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seventeenth century are Wilhelm Schubert von Ehrenbergh (1630/7-1676),576 Antoon 

Ghering (died 1668)577 and Jacob Ferdinand Saeys (1658- after 1725).578   

Many scholars have repeatedly argued that Hiëronymus Janssens collaborated as a 

figure painter with architectural painters such as Wilhelm Schubert von Ehrenberg, 

Jakob Ferdinand Saeys, and Antoon Ghering.579 The collaboration between Janssens 

                                                      
576Wilhelm Schubert von Ehrenberg was registered in 1662-1663 as a master painter in Antwerp. He is 
known for his specialisation in architectural scenes, such as baroque palaces and church interiors. His 
paintings are often representations of an imagined architectural structure (fantasy architecture), but 
sometimes he also represented existing buildings such as the Church of Saint Peter in Rome, or the 
Antwerp Church of the Jesuits. Van Ehrenberg often collaborated with figure painters such as Charles 
Emmanuel Biset, Gonzales Coques, Hiëronymus Janssens, and Hendrik van Minderhout as is reflected 
in the list of the collection of Potteau (cf. infra). Rombouts and Van Lerius 1961, vol. 2, p. 336, p. 343. 
Van SXFKWHOHQ��µ9HU]DPHOHQ�ELQQHQ�GH�VFKLOGHULMOLMVW¶��LQ��9DQ�6XFKWHOHQ�DQG�9DQ�%HQHGHQ������>E@��
p. 102; R.H. Wilenski, Flemish Painters 1430-1830, vol. 1, London, 1960, p. 496, pp. 532-533, p. 548, 
p. 582; Frans Baudouin, µ+HW�LQWHULHXU�YDQ�GH�6LQW-Carolus Borromeuskerk te Antwerpen. Een schilderij  
RS�PDUPHU� YDQ�:LOOHP� YDQ� (KUHQEHUJ¶��Antwerpen. Tijdschrift van de Stad Antwerpen, XXV II, 1 
(1981), pp. 7-14; Joel Hubrecht in: Dominique Jacquot et al., Collection du Musée des Beaux-Arts: 
peinture flamande et hollandaise: XVe-XVIII e siècle, mus.cat., Strasbourg, Musée des Beaux-Arts, 
Strasbourg, 2009, p. 106; De Maere and Wabbes 1994, vol. Text, p. 144; Frans Jozef Van den Branden, 
Geschiedenis der Antwerpsche Schilderschool, Antwerp, 1883, pp. 875-876. 
577 Vlieghe 1998, p. 201. Antoon Ghering became a master painter in the Antwerp guild of Saint Luke 
in 1662-1663 and died in poverty in 1668. Not much is known about the painter. He was probably born 
in Germany, spend some time in the Northern Netherlands, and was befriended with Peeter Gysels (one 
RI�-DQVVHQV¶�DFTXDLQWDQFHV��FI��VXSUD���9RQ�:XU]EDFK�������YRO�����S�������6DXU��Allgemeines Künstler-
Lexikon. Die bildenden Künstler aller Zeiten und Völker, vol. 52, Munich/ Leipzig, 2006, pp. 525-526; 
De Maere and Wabbes 1994, vol Text, p. 178; Rombouts and Van Lerius 1961, vol. 2, p. 334, 343; 
Antwerp, FelixArchief, unpublished notes Van den Branden and the Antwerp school of painters. F.J. 
Van den Branden, Geschiedenis der Antwerpsche schilderschool, Antwerp, 1883, pp. 1035-1036; 
Wilenski 1960, vol. 1, p. 562.   
578 In 1672-1673, Jacob Ferdinand Saeys was registered as a student painter at the studio of Wilhelm 
vaQ� (KUHQEHUJ� LQ� $QWZHUS�� )ROORZLQJ� KLV� PDVWHU¶V� IRRWVWHSV�� 6DH\V� DOVR� VSHFLDOLVHG� LQ� SDLQWLQJ�
architectural scenes and was influenced by Italianate architecture represented by his master. In 1680-
1681, he was registered as a master in the Antwerp guild of Saint Luke. Four years later, he became a 
master-painter in Mechlin. Ten years later, in 1694, Saeys stayed in Vienna: Achim Riether, Die 
Sichtbare Welt. Niederländische Bilder des 16. und 17. Jahrhunderts: Sammlung Christoph Müller 
Tübingen, Ulm, Ulmer Museum, Tübingen/Berlin, 1996, p. 48; Rombouts and Van Lerius 1961, vol. 2, 
p. 423, p. 480. p. 484; Wilenski 1960, vol. 1, p. 644; Bernadette van Haute, Flemish paintings in the 
seventeenth century in south African public collections, Pretoria, 2006, p. 92; Vlieghe 1998, p. 201.  
579 2Q� -DQVVHQV¶� FROODERUDWLRQ�ZLWK�:LOKHOP� 6FKXEHUW� YDQ� (KUHQEHUJ� DQG�$QWRRQ�*KHULQJK�� 3HWHU�
Neeffs, Jacob Ferdinand Saeys, see Legrand 1963, pp. 94-����-RRVW�9DQGHU�$XZHUD��µ:LOKHOP�6FKXEHUW�
YRQ�(KUHQEHUJ¶�� LQ�Het verborgen Museum, 1994, p. 129; Alfred Von Wurzbach, Niederländisches 
Künstlerlexikon, vol. 1, Amsterdam, 1963, p. 750; De Maere and Wabbes 1994, p. 231; Allgemeines 
Künstlerlexikon: Die bildenden Künstler aller Zeiten und Völker, Bd. 77, Berlin, 2013, p. 345; 
Emmanuel Bénézit, Dictionary of artists, Paris, 2006, p. 748; Brigitte Reinhardt and Achim Riether, 
Die Sichtbare Welt: Niederländische Bilder des 16. und 17. Jahrhunderts: Sammlung Christoph Müller 
Tübingen, Tübingen/Berlin, 1996, p. 164; Bernadette Van Haute, Flemish Paintings of the Seventeenth 
Century in South African Public Collections, Unisa, 2006, p. 92; Stan Leurs, Geschiedenis van de 
Vlaamsche Kunst, vol. 2, Antwerp, s.d., p. 834; Wilenski 1960, vol. 1, pp. 581-582; Riether 1996, p. 
164; Van Haute 2006, p. 84 According to Bernt, Janssens collaborated with Pieter Neefs the Older: 
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and the architectural painters is clearly proven by seventeenth-century contemporary 

evidence. The combination of figures at leisure against an architectural background, is 

IUHTXHQWO\�SUHVHQW�LQ�-DQVVHQV¶�RHXYUH��VHH��IRr example, SLIDES 67, 68, 75, 79, 84, 

94). In the inventory of the goods put in by Dionisio Potteau for his marriage to Sara 

Anthonetta le Candele in 1675, a few paintings that originated from the collaboration 

of different painters with the architecture painter Wilhelm Schubert Van Ehrenberg, are 

listed. In this list a reference to Janssens collaborating with Van Ehrenberg is also 

included:580  

 

µ(HQ�GLWWR�$UFKLGHFWXHU�YDQ�(HGHQEHUJK�JHVWRIIHHUW�YDQ�0LQGHUDXGW�/E�����-

��¶�� 

µ(HQ�GLWWR�$UFKLGHFWXHU�YDQ�(HGHQEHUFK�JHVWRIIHHUW�YDQ�-DQVVHQV�/E�����-��¶�� 

µ(HQ�GLWWR�$UFKLGHFWXHU�YDQ�(HGHQEHUJK�HQGH�YDQ�+HP�JHVWRIIHHUW�/E�����-��¶�� 

µ(HQ�GLWWR�$UFKLGHFWXHUH�YDQ�(HGHQEHUJK�HQGH�VWRIIDVLH�YDQ�%LVHW�/E����-��¶�� 

µ(HQ�$UFKLGHFWXUH�YDQ�Eerenbergh ende van Hem gestoffeert Lb. 60-��¶�581  

 

These paintings are all very expensive,582 but the one Van Ehrenberg made in 

collaboration with Janssens is the most costly of all: 240 pounds or 1440 guilders. This 

is the only reference to a monetary value ± known to me ± that was given about a 

painting made by Janssens and Van Ehrenberg. Without doubt, this was a large and high 

TXDOLW\�SDLQWLQJ��7KH�SULFH�RI�WKLV�SDLQWLQJ�LQGLFDWHV�-DQVVHQV¶�FROODERUDWLRQ�ZLWK�RWKHU�

painters was definitely part of the high-level collaborative network.  

 

-DQVVHQV¶�FROODERUDWLRQ�ZLWK�6DH\V� LV�HYLGHQFHG�E\�D�SDLQWLQJ�IURP� WKH�FROOHFWLRQ�RI�

Anna Theresia van Halen, sold on 19 August 1749 displaying the interior of the Jesuit 

&KXUFK��µ(HQ�VWXN�YHUEHHOGHQGH�GH�.HUNH�GHU�3DWHUV�-H-suiten tot Antwerpen door Saey 

                                                      
Walther Bernt, Die Niederländischen Maler des 17. Jahrhunderts, second volume, introduced by Hans 
Sauerman, second edition, Munich, 1960, p. 581. 
580 Lb. is short for pound: P.J. Horsman, Th.J. Poelstra and J.P. Sigmond, Schriftspiegel. Nederlandse 
paleografische teksten van de 13de tot de 18de eeuw, Zutphen s.d., p. 24 
581 Duverger 1999, p. 47-48, nr. 3090. 
582 1 pound Flemish is 6 guilders: Timmermans 2008, p. 19. 
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en Janssens 10-�¶�583 Though this painting cannot be identified with an existing work of 

DUW��-DQVVHQV¶�FROODERUDWLRQV�ZLWK�6DH\V�LV�QHYHUWKHOHVV�YLVLEOH�LQ�KLV�Portrait of the Van 

Delft family (private collection, SLIDE 111) (cf. supra).584 

 

-DQVVHQV¶� ROGHVW� ELRJUDSKHU�� -DFREXV� YDQ� GHU� 6DQGHQ�� GHVFULEHG� PDQ\� RI� -DQVVHQV¶�

collaborations with other painters [Appendix 1], such as Van Ehrenberg and Antoon 

Gheringh. He expresses the obvious: the addition of elegant and fashionably dressed 

ILJXUHV� LQ� KLV� RZQ� VW\OH� RQ� RWKHU� SDLQWHUV¶� VFHQHU\� ZDV� RQH� RI� -DQVVHQV¶� PDLQ�

specialisms.585 -DQVVHQV¶�HOHJDQW�ILJXUHV�RQ�GLVSOD\�PXVW�KDYH�EHHQ�DSSHDOLQJ�DQG�PXVW�

KDYH�IXQFWLRQHG�DV�-DQVVHQV¶�WUDGHPDUN� As an example of the collaboration between 

Hiëronymus Janssens and Wilhelm Schubert van Ehrenberg, Van der Sanden discussed 

a painting from 1664, signed by Van Ehrenberg. This painting was part of the collection 

of Joannes Petrus Ferdinandus Ruggenberg, and represented the interior of the Antwerp 

Jesuit church. On the painting a large number of little figures were added (59), which 

were attributed to Janssens.586 The painting ± which cannot be identified today ± would 

have been signed by Van Ehrenberg on the confessional in the church.  

This is not unusual within the oeuvre of Van Ehrenberg; a clear example of a signature 

on the confessional in a church can be found in the church interior Interior of the Saint 

Carolus Borromeus Church in Antwerp (1667, Brussels, Koninklijke Musea voor 

Schone Kunsten van België, FIG. 8). This painting is considered a collaboration 

                                                      
583 Hoet 1752, p. 260. Christiaan Kramm, De levens en werken der Hollandsche en Vlaamsche 
kunstschilders, beeldhouwers, graveurs en bouwmeesters, van den vroegsten tot op onzen tijd, 1857-
1864   
http://www.dbnl.org/tekst/kram011leve01_01/kram011leve01_01_0022.php (accessed 18 May 2015) 
http://www.dbnl.org/tekst/kram011leve01_01/kram011leve01_01_0040.php (p. 89) (accessed 18 May 
2015) 
584 http://users.skynet.be/fa292009/painting/janssens/jansse_1.htm (Jean-Paul Meulemeester) [Access 
5 August 2014); Dorotheum Vienna, 24 March 1999, lot 202. 
585 µ�>«@>�2P�GDQ�HHQLJH�YHUNODHUQLV�GHQ�YHUJHWH�NRQVWPHHVWHUV��HQ�HHQ�QLHXZ�FLHUDHW�ELM�WH�]HWWHQ�DHQ�
ons konst-Tooneel, is te bemerken, dat onzen Janssens ook heeft gestoffeerd de architectuer-stucken 
zoo van Ehrenbergh, als van Gherinkx YROJHQV� JHORRIZHHUGLJH� JHWXLMJHQLV� >«@¶� >«@¶-DQVVHQV�PHW�
Ehrenberg quam ook zij n konst bewyzen./ In het bouwkundig Werk van Tempels en Palij zen:*/ Zoo hij  
voor Gheringkx brogt in schoon architectuer/ Het leven door cieraet van klij n, maer fijn figuer.** /Gelij k 
YHHO�:RQGHU�>P@HUN�ZDV�GRRU�KXQ�WH�EHVFKRXZHQ�¶�>$SSHQGL[��@� 
586 µ'H�VWRIIDJLH�YDQ�GLW�VWXN��EHVWDHW�LQ����EHOGHNNHQV�GRRU�-DQVVHQV��YDQ�ZHONHQ��DOD-mode-schilder 
voordere ook niHW>V@�LV�WH�DJWHUKDHOHQ�>«@¶�[Appendix 1] 
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between Van Ehrenberg and Hiëronymus Janssens,587 though the few figures that are 

GHSLFWHG�GR�QRW�FRUUHVSRQG�ZLWK�-DQVVHQV¶�VW\OH��,Q�FRQWUDVW��Group figures in the church 

of St. Rombouts in Mechelen from 1673 (Brussels, Koninklijke Musea voor Schone 

Kunsten van België, SLIDE 94) which is also attributed to both Van Ehrenberg and 

Janssens, may indeed be the result of a collaboration between the two painters. The 

portrait of this unknown famil y (the figures are painted by Janssens) may be a 

FRPPHPRUDWLRQ�RI�WKH�µIDPLOLDO�HVWDEOLVKPHQW�RI�D�SUHEHQG�IRU�WKH�FDQRQV��,W�GRHV�VHHP�

OLNHO\�WKDW�WKH�GHVLJQDWHG�PDQ�LV�VRPH�W\SH�RI�SDWURQ�RI�WKLV�FKXUFK¶�588 

 

In his poem, Van der Sanden also refers to another collaboration with the architecture 

painter Antoon Gheringh and the figure and portrait painter Karel Emmanuel Biset.  

 

µ1RZ�WKDW�-DQVVHQV��LQ�WKH�IDVKLRQ�DQG�QHZ�VW\OH�RI�WKH�WLPH 

knew how to add figures in landscape and in buildings,  

>«@�$UWIXO�SDLQWHUV�XVHG his hand 

to add in their landscape beautiful figures 

>«@-DQVVHQV�DOVR�SURYHG�KLV�DUW�ZLWK�(KUHQEHUJ 

,Q�WKH�DUFKLWHFWXUDO�SLHFHV�GHSLFWLQJ�WHPSOHV�DQG�SDODFHV�¶589 

µ6R�KH�>-DQVVHQV@�EURXJKW�WR�*KHULQJN[¶�EHDXWLIXO�DUFKLWHFWXUH 

lif e through the jewels of small but fine figures.** 

>«@ 

*KHULQJNV�NQHZ�KRZ�WR�EXLOG�/RLMROD¶V�FKXUFK�ZLWK�WKH�EUXVK�>L�H��WKH�&KXUFK�RI�

the Antwerp Jesuits] 

To make this work of art shine with marble right to the ground, 

                                                      
587 Ronni Bear, So many brilli ant talents: art & craft in the age of Rubens, exh.cat., Atlanta, Michael 
C. Carlos Museum, Atlanta, 1999, p. 70. Eliane De Wilde, Anna Adriaens-Pannier and Pierre Baudson, 
Het Verborgen Museum: ontdekkingstocht in de reserves/ Le Musée cache: à la découverte des 
reserves, mus. cat., Brussels, Royal Museums of Fine Arts of Belgium, 1994, p. 334 (Wilhelm Schubert 
van Ehrenberg and his collaboration with figure painters ± catalogue note by Joost Vander Auwera).   
588 Bear 1999, p. 70; Vander Auwera in: De Wilde, Adriaens-Pannier and Baudson 1994, p. 334.  
589 µ1X Janssens na de dragt en nieuwen swier der tyden*/ In landschap en Gebouw wist figuer uijt  te 
bryden�� >«@��.RQVWU\NH�VFKLOGHUV�]LJ�EHGLHnden van zijn hand, /Die in hun landschap heeft schoon 
beldekens geplant. [..]/ Janssens met Ehrenberg quam ook zij n konst bewyzen./In het bouwkundig Werk 
YDQ� 7HPSHOV� HQ� 3DOLM]HQ�¶� >$SSHQGL[� �@� $SSHDUDQWO\�� %LVHW� SDLQWHG� WKH� SRUWUDLWV� RQ� WKH� ILJXUHV�
provided by Janssens. 
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The vaults gilded; and showing sculpture 

Decorated with PictuUD¶V�H[SUHVVLRQ 

%\�5XEHQV¶�ULJKW�KDQG�DQG�PLQG�LQ�WKH�FHLOLQJ�SDLQWLQJV� 

And Janssens brought to the painting wonderfully beautiful figures 

ZKLFK�ZHUH�ILQLVKHG�E\�%LVHW�¶590  

 

>9DQ� GHU� 6DQGHQ� UHIHUV� WR� WKH� LQWHULRU� RI� WKH� -HVXLW� FKXUFK�@¶� 7KLV� PRVW�

beautiful Masterpiece is shown to me in the room of the provost of the 

confessional house mentioned before [i.e. the Antwerp Jesuits], depicting the 

view from the entrance towards the high altar, and in front near a pillar, marked 

in beautiful Italian script with the [letters of the] first name stirred together, 

literally: A. Gheringkx An. 1665. On the works of this master other painters have 

also added figures, even in this century, and were spread even into the imperial 

cabinet, according to the printing booN�>«@�DQG�WKH�WHVWLPRQLHV�RI�RXU�ROGHVW�DUW�

H[SHUWV�¶591 

 

Van der Sanden thus describes an interior view of the Jesuit Church in Antwerp signed 

and dated by Antoon Gheringh in 1665.592 He added that the figures were added later 

by Hiëronymus Janssens and finisKHG�E\�.DUHO�(PPDQXHO�%LVHW��9DQ�GHU� 6DQGHQ¶V�

description of the painting and its history coincides with the history and outlook of The 

interior of the Antwerp Jesuit Church (1665, Vienna, Kunsthistorisches Museum, 

                                                      
590 µ=RR�KLM�YRRU�*KHULQJN[�EURJW�LQ�VFKRRQ�DUFKLWHFWXHU��+HW�OHYHQ�GRRU�FLHUDHW�YDQ�NOLMQ��PDHU�ILMQ�
ILJXHU���*HOLMN�YHHO�:RQGHU�>P@HUN�ZDV�GRRU�KXQ�WH�EHVFKRXZHQ����*KHULQJN[�/RLMROD¶V�NHUN�GRRU�µW�
pinceel wist te bouwen,/ Soo ons Konst-wonder blonk van marmer tot den grond,/ Het welfzel sijn 
verguld; en vol beldwerken stondt/ Opgepronkt met al wat Pictura kan uijtdrucken,/ Door Rubens 
Rechterhand en Geest in Solderstucken. *** / Want Janssens daer in brogt het figuer wonder net:/ Zulks 
na de Meesters Plegt wird volvoerd door Biset�¶�>$SSHQGL[��@� 
591 µ�'LW�VFKRRQVWH�0HHVWHUZHUN�LV�DHQ�PLM�JHWRRQG�ELQQHQ�GH��&DPHU�YDQ�GHQ�3URRVW�LQ�KHW�JHPHOG�
Professi-huijs, vertoonen/ het gezigt van het Portael na den hoogen autaer, en het is / op den voorgrond 
by een basiment gemerkt in schoon Italiaensch / Schriftletteren, met den voornaem door een gestrikt, 
letterly[..]/ A. Gheringkx An. 1665. De werken van dezen Meester zij n/ ook gestoffeerd door meer 
andere figuerschilders, zelf in ons loopende Eeuw, en alom verzonden tot in het keyzerlyk Cabinet 
WRH�EOLMNHQV� GHQ� 3ULQWERHN�� GDHU� YDQ� LQ¶W� OLFKW� JHJHYHQ�� HQ� YROJHQV�� JHWXLMJHQLV� YDQ� RQ]H� RXGVWH�
NRQVWNXQGLJHQ¶��See Appendix 1. 
592 On the foreground of a socle in the painting, in Italianate letters (first name is mingled through the 
RWKHU�OHWWHUV���WKH�VLJQDWXUH�µ$��*KHULQJN[�$Q������¶ would have been written. 
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SLIDE 62).593 This painting can consequently be attributed to Gheringh, Janssens and 

Biset. 

Paintings that originated from these high-level collaborations were appealing. The 1686 

inventory of knight Joan van Weerden, Lord of Bloclant, shows this aristocrat must 

have had a special interest in such collaborative paintings:  

 

µ(HQ�VWXFN�VFKLOGHULMH�YDQ�$HUGHQEHUFK�JHVWRIIHHUW�YDQ�0LQGHUKRXW�1o 51;  

Een stuck schilderije Blompot van Veerendael met twee Kinderen van Langen 

Jan No ��¶� 

µ(HQ�VWXF[NHQ�YDQ�$HUGHQEHUFK�JHVWRIIHHUW�YDQ�%LVHW�1o ��¶�� 

µ(HQ�stucxken van Arthois gestoffeert van Minderhout No ��¶�� 

µ(HQ�VWXFN�%ORPFUDQV�YDQ�3DWHU�6HJKHUV�JHVWRIIHHUW�YDQ�6FKXW�1o ��¶�� 

µ(HQ�VWXFN�%ORPFUDQV�YDQ�3DWHU�6HJKHUV�JHVWRIIHHUW�YDQ�6FKXW�1o ��¶�� 

µ(HQHQ�EORPFUDQV�YDQ�9HLUHQGDHO�JHVWRIIHHUW�GRRU�*RQVDHO�1o ���¶�� 

µ(HQHQ�%ORPFUDQV�YDQ�GHQVHOYHQ�PHHVWHU�HQGH�RRFN�JHVWRIIHHUW�GRRU�*RQVDHO�

No ���¶�594  

 

These references show how figure painters, and thus most likely Janssens as well, not 

only collaborated with painters of interior scenes or architectural perspective views, but 

                                                      
593 7KLV�FKXUFK� LQWHULRU� LV�VLJQHG�DQG�GDWHG� LQ� WKH�GHVFULEHG�PDQQHU�RQ� WKH�VRFOH� µ$��*KHULQJK��DR��
����¶��7KH�SDLQWLQJ�LV�QRZ�SUHVHUYHG�LQ�WKH�.XQVWKLstorisches Museum in Vienna, but was moved from 
WKH�$QWZHUS�-HVXLWV¶�µSURIHVVLHKXLV¶�WR�9LHQQD�LQ������� 
http://bilddatenbank.khm.at/viewArtefact?id=794 (access 5 April  2015); Rombouts and Van Lerius 
1961, vol. 2, p. 334; Sergio Caddi a.o, Rubens e I fiamminghi, Milan 2010, p. 124; Arnout Balis, Frans 
Baudouin, Klaus Demus a.o., De Vlaamse schilderkunst in het Kunsthistorisch Museum te Wenen, 
Flandria Extra Muros, Tielt, 1987, p. 241; Peter Paul Rubens 1577-1640: Ausstellung zur 400. 
Wiederkehr seiner Geburtstages, exh. cat., Vienna, 1977, pp. 136-138; Die Gemäldegalerie des 
Kunsthistorisches Museums in Wien, Verzeichnis der Gemälde mit 2431 Abbildungen, Wien, 1991, p. 
61; G. van Herck and A. JaQVHQ��µ$UFKLHI�LQ�EHHOG��,,�� Inventaris van de tekeningen bewaard op het 
DUFKLHI�YDQ�GH�6��&DUROXVNHUN�WH�$QWZHUSHQ¶��Tijdschri ft voor geschiedenis en folklore, XI (1948), pp. 
86-87; Jan Van der Stock (ed.), Stad in Vlaanderen: cultuur en maatschappij 1477±1787, exh. cat., 
Brussels, Gemeentekrediet, Brussels, 1991, pp. 570-571. Rylant also discussed the Interior of the 
Antwerp Jesuit Church by Gheringh in Vienna, and noted it had come to Vienna after the demolition of 
WKH�-HVXLWV�LQ�������-��5\ODQW��µ+LVWRULVFKH�ELQQHQ]LFKWHQ�GHU�NDWKHGUDDO�YDQ�$QWZHUSHQ¶��Bijdragen tot 
de geschiedenis, 29 (October-December 1938), p. 291.  
594 Duverger 2001, pp. 396-399. 
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also added figures on landscapes or flower garlands.595 Janssens joined forces with an 

unknown flower painter in his signed A garland of mixed flowers adorning a stone 

cartouche surrounding an allegory of vanity (c. 1665, Private collection, SLIDE 62A).  

 

$QRWKHU�H[DPSOH�RI�-DQVVHQV¶�FROODERUDWLRQ�ZLWK�D�SDLQWHU�RI�DQRWKHU�VSHFLDOLVDWLon is 

his Three Graces under a Flower Garland (c. 1660, private collection, SLIDE 21), 

which is attributed to Janssens and Jan Breughel the Younger. The painting depicts three 

fashionably dressed women on a terrace with a view of Antwerp. They embody the 

dUHVVHG�WKUHH�JUDFHV��7KH�VFHQH�LV�VLJQHG�µK��-DQVVHQV¶�RQ�WKH�ORZHU�ULJKW��$V�WKH�IORZHUV�

in the painting indeed differ styli stically from the general scene, it is not unlikely to 

suggest a second hand in the creation process of this work of art. 

 

Archival information also indicates that Janssens added figures to seascapes. On 8 

6HSWHPEHU������0XVVRQ�KDG�VHQW� µ��JURHWHQ�GRHN�YDQ�GH�9HOGH��-DQVVHQV�JHVWRIIHUW�

NRVW����JXO��YHUVRQGHQ�RS�JXO����¶�596 This painting was one of the few paintings that 

were sent to Jan Pickaert in Paris. The same collaborative unit between Van de Velde 

DQG�-DQVVHQV�IUHTXHQWO\�DSSHDUHG�LQ�WKH�GRFXPHQWV�RI�WKH�)RUFKRQGW¶V�WUDGLQJ�EXVLQHVV��

In October 1670, a bill  sent from Franckfurt was received, mentioning two seascapes 

by Van GH�9HOGH�LQ�ZKLFK�-DQVVHQV�KDG�DGGHG�WKH�ILJXUHV��µ1R������VFKLSXDHUWWHQV�YDQ�

Vander Velten van Jansens de fuguren 15 stu[d] g 30-¶�DQG�µ1R������EDWWDOLH�WHU�VHH�YDQ�

9DQGHU�9OWHQ�GH�IXJXUHQ�YDQ�-DQVHQV�J���¶�597  

 

                                                      
595 For more information about the genre of garland paintings, see: Susan Merriam, Seventeenth-Century 
Flemish Garland Paintings. Still  Life, Vision, and the Devotional Image, Farnham/Burlington, 2012, 
see pp. 48-56. It is most certainly a collaboration with a flower painter or a painter who specialised in 
garland pictures. After all , it is clear that in this painting the flowers are painted by another hand. The 
woman in the flower garland holds a necklace in front of a mirror (she is dressing up). The mirror in 
LWVHOI�LV�YHU\�IUHTXHQWO\�D�V\PERO�RI�YDQLW\��WUDQVLHQFH��HWF���(ULF�-DQ�6OXLMWHU��µµ(HQ�YROPDHNWH�schildery 
LV� DO� VHHQ� VSLHJHO� YDQ� GH� QDWXHU¶�� 6SLHJHO� HQ� VSLHJHOEHHOG� LQ� GH� 1HGHUODQGVH� VFKLOGHUNXQVW� YDQ� GH�
]HYHQWLHQGH�HHXZ¶��LQ��1LFR�-��%UHGHUR��/HHQGHUW�'��&RXSLH��0LUHLOOH�-�+��0DGRX�HW�DO���Oog in oog met 
de spiegel, Amsterdam, 1988 [b], p. 150, p. 163 (tradition of women putting on make up in front of a 
mirror). µ7KH�PLUURU�� D� V\PERO� RI� YDQLW\��ZDUQV� WKDW� EHDXW\� DQG� \RXWK� �DQG� VHQVXDO� SOHDVXUHV�� DUH�
IOHHWLQJ¶��%HDU�������S����� 
596 Jan Denucé, Na Peter Pauwel Rubens. Documenten uit den kunsthandel te Antwerpen in de XVIIe 
eeuw van Matthijs Musson, Antwerp, 1949, p. 244. 
597 $QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�ERHGHO¶��,%����� 
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In these examples, figure painter Janssens (Hiëronymus Janssens), collaborated with a 

painter who specialised in the depiction of battle scenes and ships at sea. Consequently, 

this was most probably Pieter van de Velde (1634-1687). Van de Velde often 

collaborated with figure painters, such as David Teniers the Younger and Erasmus II  

Quellinus.598 To this list of collaborators, Hiëronymus Janssens thus needs to be added. 

Van de Velde regularly worked for the Forchondt art dealing company, since many of 

his paintings were exported by them to Vienna.599  

 

Janssens also collaborated with landscape painters. Eighteenth-century documents 

reveal that Janssens may have painted the figures on landscapes by, for example, Lucas 

Achtschellinck.600 1RW� PXFK� YLVXDO� HYLGHQFH� DERXW� -DQVVHQV¶� FROODERUDWLRQ� ZLWK�

                                                      
598 Vlieghe 1998, p. 199; Wilenski 1960, vol. 1, p. 675. 
599 Wilenski 1960, vol. 1, p. 675. See also RKD database M. de Kinkelder  
https://rkd.nl/nl/explore/artists/record?filters[plaatsen][] =Antwerpen&query=%22Van+de+Velde%22
&start=7 (access 6 April  2015). 
600 µ8Q�SD\VDJH�SDU�$UFKHOOLQJV��	�OHV�ILJXUHV�SDU�E\�-DQVVHQV¶ (July 10, 1761); µUn Païsage, peint par 
$VVFKHOOLQJV��ILJXUHV�GH�-DQVVHQV¶ (June, 2 1761). Another example are the two landscapes painted by 
Du pont (Pointié), with figures attributed to Janssens. This painting was sold on 20 July 1761 in Brussels 
as well. In that same year 1761, a collaborative landscape painting by Lucas Achtschellinck and 
-DQVVHQV�LV�UHFRUGHG��SHUKDSV�DJDLQ�D�UHIHUHQFH�WR�-DQVVHQV¶�ZRUN�RQ�ODQGVFDSH�SDLQWLQJV��In 1776, on 
17 July��LQ�DQ�DQRQ\PRXV�VDOH�LQ�%UXVVHOV��µ(HQ�VHHU�KHOGHU�HQ�VRQDJWLJ�/DQGVFKDS��GRRU�Achtschellinkx, 
en de Figueren door Janssens¶� ZDV� VROG��Another reference to a collaboration of Janssens with a 
landscape painter, can be found in, again, a sale of  20 July in 1761 in Brussels. Two paintings, depicting 
ODQGVFDSHV�ZLWK�ILJXUHV��DUH�DWWULEXWHG�WR�D�FHUWDLQ�6HQDX�DQG�-DQVVHQV��µ'HX[�3D\VDJH�SDU�6HQDX��	�OHV�
ILJXUHV�SDU�-DQVVHQV¶�� ,Q� WKH� VDPH�VDOHV�FDWDORJXH��ZH� ILQG� WKUHH�SDLQWLQJV�GHSLFWLQJ�0RVHV�DQG� WKH�
Israelites in the desert, painted by Janssens. However, due to the subject choice, I am sure this is not 
Hiëronymus Janssens. Another example of Janssens so-called collaboration with Pieter Senau, is added 
LQ� D� %UXVVHOV� VDOH� RI� �� $SULO� ����� DV� ZHOO�� µ8Q� 3DwVDJH�� SDU� 6HQDXOW�� ILJXUHV� SDU� -DQVVHQV¶�� 7KH�
information gathered in this note is found in the Getty Research Provenance Index online. Despite 
-DQVVHQV¶� FROODERUDWLRQ� LQ� ODQGVFDSH� SDLQWLQJV�� PDQ\� UHIHUHQFHV� WR� D� µ-DQVVHQV¶� LQ� FRQQHFWLRQ� WR�
landscapes cannot be attributed to Hiëronymus Janssens with any certainty. In some of the references 
one may think that the painting is a landscape painting in which a certain Janssens has added the figures. 
However, in other references Janssens is described as the landscape painter, and can thus not refer to 
the à la mode painter central in this thesis. The information in the inventories often show another painter 
µ-DQVVHQV¶�ZKR�SDLQWHG�ODQGVFDSHV�DQG�ZRUNHG�IRU�WKH�DUW-dealer Matthij s Musson (Duverger 1968). 
Moreover, this landscape painter also sometimes added the figures in his own paintings himself. This 
ODQGVFDSH�SDLQWHU�µ-DQVVHQV¶�FDQ�EH�LGHQWLILHG�DV�-DFREXV�-DQVVHQV��On 26 June 1669, a Jacobus Janssens 
is specifically described as a landscape painter in a notarial documHQW��µ&RQVW�RIW�/DQGWVFKDS�VFKLOGHU��
GHVHU�VWDGW¶�: Antwerp, FelixArchief, Notarial Archive, N#461, Cornelis Cauwenberghe, Protocollen, 
en staten en rekeningen, 1669-1671 (26 June 1669). Therefore, references to Janssens as a landscape 
painter in art-dealeUV¶�DUFKLYHV��PRVW�SUREDEO\�UHIHUV�WR�WKLV�-DFREXV�-DQVVHQV��LQVWHDG�RI�+LsURQ\PXV�
Janssens. 2Q����)HEUXDU\�������LQ�%UXVVHOV��µDeux très-aimables Paysages, avec belles Figures, peint 
par Janssens. &HV�3LqFHV�VRQW�GHV�PHLOOHXUV�GH�FH�0DvWUH¶�ZHUH�auctioned: Getty Research Provenance 
index online In this case, it is not clear whether Janssens only painted the figures, or also added the 
landscape. Consequently, this may also be a reference to Janssens the landscape painter. 
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landscape painters is known to us today. The only landscape painting still preserved of 

which the figures can be attributed to Janssens is View on the Castle of Schoten (c. 1675-

1680, Schoten, Gemeentehuis, SLIDE 110). Stylistically the figures look very similar 

to Janssens works of art produced c. 1670-1685, and the composition of the man on 

horse-back is a mirrored reflection of a motif Janssens frequently reused throughout his 

work (cf. chapter 3). In this situation, he thus added the figures to a large canvas. The 

landscape with the castle of Schoten is probably painted by Gaspar de Witte, an 

acquaintance of Janssens (cf. chapter 1). The figures in this painting embody the 

idealised aristocratic li festyle of the owners of the castle of Schoten (the ennobled 

famil y De Respaigne).601  

 

-DQVVHQV�QRW�RQO\�DGGHG�OLWWOH�ILJXUHV�RQ�RWKHU�SDLQWHUV¶�FDQYDVHV��KH�DOVR�SDLQWHG�SDQHOV�

for Antwerp art cabinets (furniture). Many painters, and especially close colleagues of 

Janssens who also specialised in genre scenes, such as Erasmus II Quellinus, Frans 

Francken the Younger, Peter van Lint, Cornelis de Bailleur, and also Christoffel Jacobsz 

Van der Lamen and Hieronymus Janssens, or figures, earned additional money by 

providing the painted panels decorating these cabinets. The production of these cabinets 

was organised and supervised by art-dealers.602 The accounts indicate that Janssens only 

did this at the beginning of his career. In 1652, Hiëronymus Janssens was paid by 

Matthys Musson for adding paintings to an art cabinet [Appendix 9@�� µ-HURHQLPXV�

Jansen op de Meer ghegeven op syn kantoor dat hy schildert dry paetekons Fl. 7-4 ; 

Noch getelt aen Janssens Fl. 15-��¶��'XH�WR�WKH�SDLQWHU¶V�H[SOLFLWO\�PHQWLRQHG�ILUVW�QDPH�

we may assume this is a reference to the genre painter Hiëronymus Janssens.603 

                                                      
601 For more information about the attribution of this painting to Gaspar de Witte and Hiëronymus 
-DQVVHQV��VHH��+DQQHORUH�0DJQXV��µ$ULVWRFUDWLVFK�EH]LW�HQ�YHUPDDN�LQ�EHHOG�- Het recent gerestaureerde 
µ=LFKW�RS�KHW�NDVWHHO�YDQ�6FKRWHQ¶��F������-1680, Schoten, Arsenaal) van twee Antwerpse schilders 
Hiëronymus Janssens (1624-1693) en Gaspar de Witte (1624-�����¶�� SCOT: Tijdschri ft van de 
Vereniging voor Heemkunde Schoten, 42, 150 (2015), pp. 44-59. 
602 Ria Fabri, Zuid-Nederlandse pronkmeubels, 16de-18de eeuw, exh.cat., Brussels, 1989, pp. 50-52;  
603 (ULN� 'XYHUJHU�� µ1LHXZH� JHJHYHQV� EHWUHIIHQGH� GH� NXQVWKDQGHO� YDQ� 0DWWKLMV� 0XVVRQ� HQ� 0DULD�
)RXUPHQRLV� WH�$QWZHUSHQ� WXVVHQ� ����� HQ� ����¶��Gentse bijdragen tot de kunstgeschiedenis en de 
oudheidkunde, 21 (1968), p. 80; Ria Fabri, De 17de-eeuwse Antwerpse kunstkast. Kunsthistorische 
aspecten, Brussels, 1993, p. 92. µ3DHWHNRQ¶�LV�SUREDEO\�D�UHIHUHQFH�WR�WKH�FXUUHQF\�µSDWDNRQ¶�RU�OHVV�
WKDQ�����JXLOGHUV��7KHR�&OHPHQV��µ'H�$QWZHUSVH�VXIIUDJLsQ������-�����¶��De Gulden Passer, 87, ½ 
(2009), p. 90. 
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Apparently, Hiëronymus Janssens, after his marriage in 1650 (see before), had moved 

to the Meir ± an important centre in Antwerp where his brother-in-law, musician 

Jacques Matthis also li ved, cf. chapter 1 ± before moving to his house in the Lange 

Gasthuisstraat (where he lived in 1657, cf. chapter 1).604  

 

7. Hiëronymus Janssens as a Portrai t Painter of the New Nobilit y and the 

Merchant Elite 

 

Hiëronymus Janssens was not only a genre painter, he also produced portraits. Many of 

his colleagues, both in the Southern and Northern Netherlands had also shifted (though 

Janssens kept on producing mostly elegant company paintings) from genre paintings to 

portraits.605 

                                                      
604 Fabri  assumes that the scriebam��RUGHUHG�E\�0DWWKLMV�0XVVRQ�WR�µ-DQVHQ¶��GHSLFWLQJ�Kalisto, Actaon 
and Poetry, is made by Hiëronymus Janssens as well: Fabri 1993, p. 92; Denucé 1949, p. 118 (1658): 
µ'RHQ�PDHNHQ� DHQ� -DQVHQ� HHQ� VFULHEDHP� WH� VFKLOGHUHQ� GH� Slaten ghelevert den 16 Meert Een duer 
.DHOLVWR��GDQGHU�$FKWLRHQ��GH�UHVW�3RHVLH�>«@�-DQVVHQV�VFKLOGHU�KHHIW�HHQ�YRRO�FDQWRU�SODHWHQ�PHW���
GHXUHQ�HQ�HHQ�ERYHQYDO�YRRU�KHW�FDQWRU�YDQ�2RUVFKRW¶��He was paid 7 guilders.  Fabri, 1993, p. 93. 
Nevertheless, it is QRW�FOHDU�ZKHWKHU�+LsURQ\PXV�-DQVVHQV�LV�DGGUHVVHG�LQ�WKLV�UHIHUHQFH�µ-DQVHQ¶��7KH�
WRSLF� GRHV�QRW� ILW�ZLWKLQ� -DQVVHQV¶� RHXYUH��7KH� UHIHUHQFH� µ-DQVVHQV�� VFKLOGHU�� KHHIW� HHQ� YRRU� FDQWRU�
SODHWHQ�PHW���GHXUHQ�HQ�HHQ�ERYHQYDO�YRRU�KHW�FDQWRU�YDQ�2RUVFKRW¶�FDQQot be attributed with certainty 
to Janssens either. ,Q�������0DWWKLMV�0XVVRQ�SDLG�µ-DQVVHQV�GHQ�VFKLOGHU¶�IRU�SDLQWLQJ�WKH�SDQHOV�RI�WKH�
cabinet as well:  Denucé ������S�����������)HEUXDU\�������µ-DQVVHQV�VFKLOGHU�LQ�GH�$UHQEHUXFKVWUDHW�
heeft te schilderen een cantor van 3 ½ voet op plaete met de lantschappe en al geaccordeert 42 gul/ 2 
deuren op plaet van een cantor van 3 ½ voet tot 8 gul. elc deurken 16 gul./ Een cantor op pineel van 3 
voet met lantschappe en al geaccordeert 24 gul./ Dit cantor ontfangen en betaelt:/ Een cantor op pineel 
YDQ���YRHW�PHW�ODQWVFKDSSHQ�HQ�DO�JHDFFRUGHHUW�YRRU����JXO�´�)RU�D�VLPLODU�UHIHUHQFH�IURP������VHH� 
µJanssens den schilder heeft pineelen van een cantor van 3 voet om te schilderen Fl. 24-��¶��µ��'HXUHQ�
van plaeten van eenen cantor van 3 ½ voet 8 guldens stuck Fl. 16-��¶�� µ+HHIW�QRFK�HHQ�KHHO�FDQWRU�
plaete van 3 ½ voet Fl. 42-��¶��µ%HWDHOW�GHQ����MXOLXV�)O����-��¶��'XYHUJHU�������S�����>$SSHQGL[�9@��
According to Fabri, Janssens painted the first panels in the month of May. I am not sure how this is 
known: Fabri 1993, p. 92. According to Ria Fabri, the painter mentioned here is also Hiëronymus 
Janssens. Nevertheless, since no first name is given, it is again uncertain. The same is true for the 
IROORZLQJ�DFFRXQWV�IURP�������µ%Htaelt den 2 julius aen Sieur Poeter landschapschilder voor rekenin 
van Sieur Janssens schilder betaelt Fl. 25 -00/ Aen Janssens betaelt de reste van een cantor van 3 ½ voet 
Fl. 17- ���>«@¶ [Appendix V]. Duverger 1968, p. 87. Fabri only mentions the 17 guilders that were paid 
to Hiëronymus Janssens ± however, we still  cannot be sure this is a reference to Hiëronymus Janssens. 
However, the addition of the painter li ving in the Arenbergstraat, indicates this may in fact be Janssens. 
He used to li ve on the corner of the Arenbergstraat and the Lange Gasthuisstraat in Antwerp (cf. 
chapter 1) ± WKHUHIRUH�� WKH� UHIHUHQFH� IURP� ���$XJXVW� ����� LQ�0XVVRQ¶V� ELOOV� �µ$HQ� -DQVVHQV� LQ� GH�
Arenbeurchstraet geschildert een pontplaet Fl. 16-��¶��'XYHUJHU�������S������$SSHQGL[�9��can also be 
linked to the genre painter central in this dissertation. 
605 De Clippel 2006, p. 30. 
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In 1677, notary Jan Baptist Bellenraet went to see a certain mr. Silva, whose first name 

is left blank on the document [Appendix 23].606 The reason for his visit are the two 

copies that Janssens painted after two portraits of Silva and his wife. Earlier, Silva and 

Janssens came to an agreement that Silva would pay Janssens 36 guilders for the service. 

However, something must have happened, as Janssens made some additional changes 

to the portraits. For this, he asked an additional 12 guilders. On this request, Silva 

answered he was prepared to pay the extra 12 guilders, but under one condition: the 

GHDQV�RI�WKH�SDLQWHU¶V�JXLOG��RU�RWKHU�HTXDOO\�TXDOLILHG�SHUVRQV��KDG�WR�WHVWLI\�WKDW�WKH�

copies are indeed similar to the original portraits. Silva was thus prepared to pay 18 

guilders for each copy, and, in addition, 6 guilders each for the changes that were added 

afterwards.  

 

The Silva family were Portuguese nobilit y who lived in Antwerp. It is not clear whether 

the commissioner of the painting is one of these (noble)men, as his first name is left 

EODQN��,Q�������GRQ�'LHJR�GH�&DVWUR¶V��VLVWHU��GRxD�/RXLsa de Castro ij Silva, marquise 

of Roziane, is a widow of Jan de Silva, knight of the Order of Christ.607 Louisa de Castro 

ij Silva and Juan de Silva had a son, Duarte Juan de Silva, over whom Dufran de Silva 

(son of Duarte de Silva, knight of the Majesty of Portugal) was a guardian.608 Perhaps 

-DQVVHQV¶� FRVWXPHU� ZDV� %UDER� GH� 6LOYD�� D� PHUFKDQW� LQ� $QWZHUS� ZKR� KDG� SXW� KLV�

daughter in the care of Anna Maria van Dooren and Theresia Geertruije del Mot, both 

geestelijke dochters LQ�$QWZHUS�DQG�UHODWHG�WR�-DQVVHQV¶�ZLfe (Appendix 24),609 who 

ZDV�WKH�FRPPLVVLRQHU�RI�KLV�SDLQWLQJV��7KLV�H[DPSOH�PD\�LQGLFDWH�WKDW�-DQVVHQV¶�SDWURQ�

for these portraits may have belonged to the commercial elite/nouveaux riches of 

Antwerp society.  

 

Another example is the result of a collaboration with the architecture painter Jacob 

Ferdinand Saeys, resulting in Portrait of the Van Delft family (1681, present 

                                                      
606 Antwerp, FelixArchief, Notarial Archives, N#158, Jan Baptist Bellenraet, Protocollen, en staten en 
rekeningen 1675-1678 (11 December 1677).  
607 Duverger 2001, pp. 579-580. 
608 Duverger 1999,  p. 220. 
609 Antwerp, FelixArchief, Notarial Archives, N#160, Notary Jan Baptist Bellenraet, Protocollen, en 
staten en rekeningen, 1683-1687 (10 March 1685), fol. 10r.  
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whereabouts unknown, SLIDE 111). This painting is dated and signed by Jacob 

Ferdinand Saeys. The figures in this painting have to be attributed to Janssens.610 In the 

painting, only two figures are individualised portraits - the couple central in the painting. 

They are older than the youthful figures surrounding them. The youngsters are genre 

figures, embodying the seventeenth-century wealthy youth, making love, music, 

dancing, and enjoying themselves with conversation, and even games next to a fountain. 

7KHVH� DUH� WKH� IHDWXUHV�RI� -DQVVHQV¶� HOHJDQW� FRPSDQ\� VFHQHV��7KH�DWPRVSKHUH�RI� WKH�

entire painting is charged with references to love (cf. infra for the amorous meaning of 

-DQVVHQV¶�GDQFLQJ��VLQJLQJ�DQG�SOD\LQJ�ILJXUHV���RQ� WKH� WRPE�RQ� WKH� OHIW� �ZKLFK�DOVR�

GHSLFWV�WKH�FRDW�RI�DUPV�RI�WKH�9DQ�'HOIW�IDPLO\��WKH�ZRUGV�µH[�DPRUH�PRUWXL¶��,�GLHG�

out of love). The coat of arm added on the left of the painting identifies the figures as 

aristocrats. 

-DQVVHQV¶�PRVW�ZHOO-known portrait is his Portrait of a family (c. 1670, Liechtenstein, 

The Princely Collections, Vaduz-Vienna, SLIDE 90).611 As I have suggested in chapter 

1, the father of the famil y portrayed was highly likely to have been a member of the 

VZRUGVPHQ¶V�JXLOG��WKXV�ZLWK�D�FHUWDLQ�DPRXQW�RI�VRFLDO�VWDWXV�DV�ZHOO�� 

Other portraits by Janssens still known to us today are: Portrait of a married couple in 

pleasure garden (c. 1681 (?), private collection, SLIDE 110A) and Portrait of a family 

(c. 1650, present whereabouts unknown, SLIDE 13). Unfortunately, so far, no painting 

FDQ�EH� FRQQHFWHG� WR� WKH� DUFKLYDO�GRFXPHQW�GLVFXVVHG� DERYH�� -DQVVHQV¶�Portrait of a 

Family (c. 1670-1675, Stockholm, Hallwylska Museum, SLIDE 95) is a clear depiction 

of a musical famil y of high social standing (the musical notation on the table, the guitar 

                                                      
610 http://users.skynet.be/fa292009/painting/janssens/jansse_1.htm (accessed 5 May 2015). Stylistically 
there are striking similarities between WKH� ILJXUHV� LQ� -DQVVHQV¶� DWWULEXWHG� RHXYUH� DQG� WKH� ILJXUHV� RQ�
display in this portrait. 
611 This painting is used by scholars interested in interior and material culture, such as: Vandenbroeck 
������S������5REHUW�0XFKHPEOHG��µ7KXLV¶��LQ��3DXO�-DQVVHQV��HG����België in de zeventiende eeuw. De 
Spaanse Nederlanden en het prinsbisdom Luik, Ghent, 2006, p. 378. Braudel mentions Janssens among 
other painters (without pointing at one specific painting from his oeuvre) who frequently painted the 
most ornate room displaying a bed next to a chimney, with large curtains, when a copious banquet is 
being held in the same room: Fernand Braudel, Les Structures du Quotidien. Civili sation materielle, 
Economie et Capitalisme XVe-XVIII e Siècle, vol. 1, Les Structures du Quotidien: le possible et 
O¶LPSRVVLEOH, Paris, 1979, p. 268. Exemplary is Dancing scene (c. 1665-1670, Düsseldorf, Ralph 
Gierhards, SLIDE 71). 
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and violin on display, and the swords worn by the man). This is not surprising when 

WDNLQJ�LQWR�DFFRXQW�-DQVVHQV¶�VWURQJ�WLHV�ZLWK�WKH�VHYHQWHHQWK-century musical world. 

These portraits indicate that Janssens produced, as did his colleagues Coques and Gillis 

Van Tilborgh, portraits of the same genre, which would also be described as 

µFRQYHUVDWLHV¶��6XFK�µFRQYHUVDWLH�SRUWUDLWV¶�ZHUH�ERXJKW�E\�WKH�QHZ�QRbilit y and the rich 

bourgeoisie.612 7KLV�DSSHDUV�WR�KDYH�EHHQ�-DQVVHQV¶�DXGLHQFH�DV�ZHOO� 

 

8. Conclusion 

 

This chapter has shown that the prices of (what we now call) elegant company paintings 

are generall y rather moderate (10-20 guilders), but sometimes also differentiated in 

extremes (from rather cheap to very expensive). Consequently, the genre of paintings 

was bought by people from different social groups in early modern Antwerp society. In 

general, the large differentation in price and audience of elegant company paintings is 

very similar to what happened in the Northern Netherlands in the first half of the 

seventeenth century, where different social segments were addressed by these paintings. 

In the second half of the seventeenth century, cheap elegant company paintings were 

produced no longer in the Northern Netherlands. For example, Gerrit Dou received 

between 600 and 1000 guilders for his paintings, and sold only to the highest circles of 

society.613 This difference in monetary value perhaps shows the quality difference 

between Northern and Southern Netherlandish genre paintings.614 Moreover, this may 

H[SODLQ�-DQVVHQV¶�SUHVHQFH�LQ�WKH�1RUWKHUQ�1HWKHUODQGV�± his paintings may have been 

cheaper alternatives. 

 

The few references found that discuss the selling prLFH�RI�-DQVVHQV¶�SDLQWLQJV�DUH�RI�

explicitly mentioned large paintings (60 or 95 guilders). A moderate painting, may have 

                                                      
612 Wieseman 1993 (cf. supra for more literature). On the genre and the conversatie portraits by Duchatel 
see: Katrien Ghysebrechts, )UDQFRLV� 'XFKDVWHO� ��� ������� µVFKLOGHU� YDQ� %UXVVHO� GLH� WHQ� GHHOH� ILMQ�
schildercRQVW� X\WEHHOGW¶��(HQ�PRQRJUDILVFKH� EHQDGHULQJ��PDVWHU¶V� WKHVLV� XQSXEOLVKHG�8QLYHUVLW\� RI�
Leuven, 1999, pp. 23-24.  
613 Franits 2004, p. 2 
614 Vlieghe 1998. 
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had a value of c. 30 guilders, although Janssens painted cheaper examples, such as is 

evidenced by the dancing scene of 18 guilders 11. Unfortunately, not much information 

about the value of the paintings can be found. 

 

Obviously the size and the high quality of his paintings must have put him on the high 

end of the price range. Moreover, as old-fashioned elegant company paintings were sold 

during the entire seventeenth-FHQWXU\��-DQVVHQV¶�µj�OD�PRGH¶�SDLQWLQJV�PXVW�KDYH�EHHQ�

attractive, and thus expensive alternatives.615 Consequently, his elegant company scenes 

would have targeted members of the wealthy middle classes, the commercial elite and 

the aristocracy, but also the lower classes (middle classes). Our information has, 

however, shown that members of the nobility and the wealthy merchant class owned an 

HOHJDQW�FRPSDQ\�E\�-DQVVHQV��,Q�DGGLWLRQ��-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV�PXVW�KDYH�also 

targeted these social layers of society, as these paintings were bought by the wealthy art 

ORYHUV� DQG� DUW� FROOHFWRUV�� )RU� KLV� SRUWUDLWV�� -DQVVHQV¶� DXGLHQFH� FRQVLVWHG� RI� WKH�

mercantile wealthy elite and aristocracy.  

 

0\�UHVHDUFK�LQWR�-DQVVHQV¶�SDLQWLQJV�KDV�FRQILUPHG�/HJUDQG¶V�UHPDUN�WKDW�WKH�FDELQHW-

sized elegant company genre scenes must have been appealing to an international 

audience, as they were sold not only in Antwerp, but spread all over (what we now call) 

Europe, such as the Northern Netherlands, England, Germany, etc.616 The painters of 

the genre had to make sure their compositions were attractive to a diverse audience (this 

                                                      
615 The Forchondt art-GHDOHUV�VROG�D�IHZ�RI�-DQVVHQV¶�SDLQWLQJV�DEURDG��EXW�PRVWO\�VSHFLDOLVHG�LQ�VHOOLQJ�
(old-fashioned) elegant company paintings by Van der Lamen. Denucé has argued that some painters 
such as Van der Lamen were even more popular abroad than in their own country: Denucé 1931, p. 11-
12 Between 1673 and 1690 the Forchondt firm kept on buying and selling paintings attributed to Van 
der Lamen, who had died in 1651. I have mostly discussed the Forchondt firm, but Matthijs Musson 
also (though less frequently) sold such elegant company paintings. In 1646 an order from Conrad Henry 
de Cornberg is tell LQJ��µMonsieur. Je vous baise tres humblement les mains et je vous remercie que vous 
P¶DYH]�HQYR\p�OH�SDVSRUW�GH�+ROODQGH��M¶HQ�FRQWHQWHUDL�O¶KRPPH�TXDQG�LO�YLHQGUD��TXDQW�j�O¶DXWUH�OH�
+HVVRLV�LO�Q¶HVW�SDV�QHFHVVDLUH��M¶HVSHUH�GH�O¶DYRLU�DXWUH�SDUW��-H�YRXs supplie aussi pour ces peinctures 
FRPPH�MH�YRXV�D\�HVFULW�GHUQLHUHPHQW�HW�TX¶LOV�VR\HQW�VL�ELHQ�IDLFWHV�FRPPH�FH�SHWLW� WDEOHDX�RX�OHV�
Dames et les Cavaliers jouent aux Cartes, laquelle plaist extremement a tout le monde. Je tascheray de 
vous servir a la pareille et je demeure a jamais  [..] Monsieur Vostre treshumble serviteur Conrad Henry 
GH�&RUQEHUJ�%UXVVHOOH����-DQYLHU������¶�Jan Denucé, Na Peter Pauwel Rubens. Documenten uit den 
kunsthandel te Antwerpen in de XVIIe eeuw van Matthijs Musson, Antwerp, 1949. 
616 Eighteenth-century inventories show his paintings were bought, as Van der Sanden has written in 
1771, all  over Europe, including the Northern Netherlands, England, and Germany. 
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explains, for example, why Janssens depicted the latest French fashion styles in his 

paintings, as this fashion had by that time also spread all over Europe, cf. chapter on 

fashion).617 Therefore, it is not surprising to find that Southern Netherlandish genre 

painters ± and in particular Janssens ± used French and Northern Netherlandish 

examples (mostly in prints) as sources of inspiration for their compositions (cf. chapter 

3).618  

 

As members of the aristocracy, the merchant class, the intellectual elite and the 

µQRXYHDX[� ULFKHV¶� �ERWK� IURP� $QWZHUS� DQG� DEURDG�� RZQHG� WKH� KLJK� TXDOLW\� JHQUH�

paintings depicting high society leisure, these scenes must have been reflections of their 

inspirational leisure lif e (as was suggested by Legrand and Goodman).619 The elegant 

FRPSDQ\�SDLQWLQJV�ZHUH�KXQJ�LQ�HYHU\�URRP��LQFOXGLQJ�WKH�PRVW�LPSRUWDQW�µYRRUFDPHU¶�

DQG�µQHHUFDPHU¶��0RUHRYHU��WKH�JHQUH�was also sometimes adopted as a chimney piece, 

indicating that these elegant company paintings indeed provided the owner with 

aesthetic pleasure.620 The painted art galleries were reflections of the idealised 

µFRQYHUVDWLRQ¶�DERXW�DUW��RQO\�DFFHVVDEOH�IRU�WKH wealthy. Similarly, the other elegant 

company paintings must have been (next to the sometimes moralising meaning that still 

was added to some scenes) reflections of idealised leisure lives, for both the elite 

(aristocracy and commercial and political power) and for the (upper) middle class 

members who bought high quality paintings (such as those by Janssens).  

Obviously, at the lower end of the market similar scenes of a lower quality were sold, 

and may have provided an ideal  that was never to be realised. 

 

                                                      
617 Legrand 1963, p. 16; Kolfin 2005. 
618 Goodman 1982, p. 249; Goodman 1992; Legrand 1963. 
619 These results coincide with a remark about genre paintings in the Northern Netherlands; the high li fe 
JHQUH� VFHQHV� ZRXOG� KDYH� EHHQ� DSSHDOLQJ� WR� WKH� ZHDOWK\� RZQHUV� DV� WKH\� IXQFWLRQHG� DV� µLGHDOL]HG�
GHSLFWLRQV�RI�WKH�XSSHU�RUGHUV¶��7KH�VXEMects of these genre scenes were thus entertaining. The lower 
li fe scenes would function as caricatures in the eyes of the wealthy owners: Klaske Muizelaar and Derek 
Philips, Picturing Men and Women in the Dutch Golden Age. Paintings and People in Historical 
Perspective, New Haven/ London, 2003, pp. 114-115. However, in the Northern Netherlands during 
the second half of the seventeenth century, the genre scenes were expensive and could only be purchased 
E\�WKH�ZHDOWK\��-DQVVHQV¶�SDLQWLQJV�FRXOG�DOVR�EH�ERXJKt by the middle classes (not the urban elite), and 
they may have seen these scenes as an aspiring ideal as well. 
620 Legrand 1963, pp. 14-15. 
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Janssens collaborated with many other painters. The paintings resulting from this high-

level collaboration were also rather expensive. The practice of this high level 

collaborative circuit, implies that the artists themselves were very aware of their own 

strenghts, as Van Mulders remarks in her discussion about Rubens and Bruegel.621 

Therefore, we may assume that Hiëronymus Janssens specialised in the depiction of 

elegantly dressed littl e figures. He was known for this, and as a specialist was thus asked 

to add such figures.    

We also have to keep in mind that genre painters largely depended on the demand side 

of the art market; the open market of buyers of their paintings. This economic necessity 

ZDV�� GHVSLWH� -DQVVHQV¶� KLJK� TXDOLW\� SDLQWLQJV�� DOVR� D� FRQFHrn for Janssens at the 

beginning of his career. Therefore, he produced small paintings for art cabinets at the 

beginning of his career. 

Janssens also had to take into account the popularity of his elegant company paintings, 

and  consequently, had to make sure the iconographic conventions and ideas conformed 

to the market demands, and the taste of the public.622 These economic considerations 

may explain why Janssens, as did his colleagues, heavil y depended throughout his entire 

career upon popular compositions and designs (iconographic conventions and 

traditions) (cf. chapter 3, 4).  

 

 

 

 

 

 

 

 

 

 

 

                                                      
621 Van Mulders 2000, p. 112. 
622 Franits 2004, pp. 2-3. This is typical for genre scenes, see: Kolfin 2005; Legrand 1963. 



158 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



159 
 

Chapter III. Str ong Traditions, New Compositions - Hiëronymus Janssens in the 

Studio 

 

1. Introduct ion 

 

In 2005, Elmer Kolf in added the concepts of inventio and dispositio ± originally used 

by art theorist Karel van Mander in the context of history painting ±, to the context of 

Northern Netherlandish genre paintings from the first half of the seventeenth century. 

Following Wayne Franits, Kolf in acknowledges that the number of subjects depicted in 

these merry companies remained limited to a few iconographical motifs that were re-

used and recombined (obviously for economical reasons, as this speeded up the 

production process, cf. chapter 2).623 The same was true for Southern-Netherlandish 

genre painting.624  

The genre of merry companies thus had a limited invention, and consequently also a 

constrained dispositio ± the genre painters brought together and arranged the figurative 

conventional stereotypical elements in their compositions. As the same subjects were 

repeated over again, the composition of the elements on display could also be easily 

UHXVHG�� µWKLV� UHF\FOLQJ�RI�PRWLIV� LV�RQH�RI� WKH�PRVW�GLVWLQFWLYH� IHDWXUHV�of the merry 

FRPSDQ\¶�625  Painters not only used their own sketches, but also drawings and prints 

invented by other painters, which were spread in the studios.626  By adopting certain 

elements of an already existing composition (e.g. certain figures or parts of figures, the 

                                                      
623 Elmer Kolfin, The young gentry at play. Northern Netherlandish scenes of merry companies 1610-
1645, Leiden, 2005, pp. 145-148; Wayne Franits, Dutch Seventeenth-Century Genre Painting Its 
Stylistic and Thematic Evolution, New Haven/ London, 2008, p. 1. 
624 Legrand 1963, p. 240, passim. Legrand argued that as the function of these Southern-Netherlandish 
JHQUH�SDLQWLQJV�ZDV�PHUHO\�GHFRUDWLYH��QR�EROG�LQQRYDWLRQV�ZHUH�UHTXLUHG��DQG�ROGHU�IRUPXOD¶V�ZHUH�
repeated: Legrand 1963, p. 228. 
625 Kolfin 2005, p. 145. 
626 Kolfin 2005, p. 154. Kolfin is only aware of one painting by Dirck Hals, in which the latter was 
inspired by a print by Boëtius à Bolswert: Kolfin 2005, p. 269, note 4. Stoesser-Johnston, gives yet 
another example of a painter using drawings; Will em van DH\QHQ�ZKR�GHSHQGHG�RQ�'DYLG�9LQFNERRQV¶�
1604 drawing for his Garden Banquet and reception (Palazzo Durazzo Pallavicini): Alison Stoesser-
Johnston, Lucas and Cornelis de Wael: Flemish artists and dealers in Antwerp, Genoa and Rome in the 
seventeenth century, Volume II  Catalogue of works by Cornelis de Wael, unpublished dissertation, 
2008, p. 198. 



160 
 

setting, etc.), paintings could be produced at a much higher pace, which consequently 

HQODUJHG�D�SDLQWHU¶V�DQQXDO�RXWSXW�627 

Moreover, the painter would adapt his works in this manner (by using popular 

compositions, or figures) to the ruling tastes of the audience.628 Some of the 

compositions that proved to be successful were re-used, combined, or copied.629 

Paintings with particular subjects (and compositions) became popular, and thus 

profitable, so there was no need for artists to keep on inventing new themes and 

compositions.630 This working method was not limited to Dutch genre painters from the 

first half of the seventeenth century, as discussed by Kolf in:631 in the second half of the 

seventeenth-century, Northern Netherlandish painters also adopted existing visual 

motifs, or copied after successful drawings.632  

5HXVLQJ�RQH¶V�RZQ�RU�VRPHRQH�HOVH¶V�FRPSRVLWLRQ�ZDV�D�IDU�IURP�XQLTXH�DFWLYLW\�LQ�WKH�

seventeenth century,633 and was also common practice in the Southern Netherlands. 

Well-known Southern Netherlandish history painters who reused their own or someone 

HOVH¶V� FRPSRVLWLRQ�� DUH� -DFRE� -RUGDHQV�� $QWKRQ\� YDQ� '\FN�� 7KRPDV� :LOOHERLUWV�

Bosschaert, Peter Paul Rubens, David III  Ryckaert and Jan van den Hoecke.634 Lesser 

                                                      
627 Paintings with conventional motifs and compositions could be produced at a more frequent pace. 
After all , painters were not only driven by a personal aesthetic, or the pictorial tradition, but also by the 
demand of the market (cf. chapter 2): Franits 2008, p. 1. 
628 On the inventio, dispositio and production process, see: Kolfin 2005, pp. 145-148. 
629 $ULH� :DOOHUW� DQG� *ZHQ� 7DXEHU�� µ2YHU� KHUKDOLQJHQ� LQ� GH� VFKLOGHUNXQVW� het probleem van 
UHSURGXFWLH¶��Bulletin van het Rijksmuseum, vol. 52, nr. ¾ (2004), p. 318. 
630 Franits 2008, p. 1. 
631 Kolfin 2005. 
632 Gerard Ter Borch is a Northern-Netherlandish example of the second half of the seventeenth century, 
see: Wallert and Tauber 2004, p. 318 et passim; Arthur K. Wheelock Jr., Gerard ter Borch, exh.cat., 
Washington, National Gallery of Art/ New York, American Foundation of Arts, Zwolle, 2004. 
633 :D\QH�)UDQLWV��µµ)RU�SHRSOH�RI�IDVKLRQ¶�'RPHVWLF�LPDJHU\�DQG�WKH�DUW�PDUNHW�LQ�WKH�'XWFK 5HSXEOLF¶��
Nederlands Kunsthistorisch Jaarboek, 51 (2000) Wooncultuur in de Nederlanden/ The Art of Home in 
the Netherlands 1500-1800, p. 295; Kolfin 2005, p. 145. Such a working method may be conceived as 
HYLGHQFH�RI�D�µODFN�RI�RULJLQDOLW\¶��7KLV�ZDV�WKH prejudice over the Antwerp seventeenth-century genre 
painter David III  Rijckaert that Bernadette van Haute wanted to counter. In her defence she argues it 
was certainly not uncommon for painters to add references to other paintings from other painters into 
their own works of art. The concept of originality was perceived completely different in early modern 
WLPHV�� )RU� IXUWKHU� HODERUDWLRQ� RQ� WKH� WRSLF� �FI�� LQIUD��� VHH�� %HUQDGHWWH� YDQ� +DXWH�� µ,PLWDWLRQ� DQG�
Collaboration in Seventeenth-Century Flemish Genre PaLQWLQJ��'HFRQVWUXFWLQJ�³2ULJLQDOLW\´¶��3DSHU�
on Conference Making Art Making Meaning Conference Proceedings 11-13 September 1997, 
http://hdl.handle.net/10500/5069 [access 24 April  2013]; Bernadette van Haute, David III  Ryckaert: a 
seventeenth-century Flemish painter of peasant scenes, Turnhout, 1999. 
634 1RUD�GH�3RRUWHU��µ6HULHZHUN�HQ�UHF\FODJH��GRRUJHGUHYHQ�HIILFLsQWLH�LQ�KHW�JHURXWLQHHUGH�DWHOLHU�YDQ�
-DFRE�-RUGDHQV¶��LQ��+DQV�9OLHJKH��$UQRXW�%DOLV�DQG�&DUO�9DQ�GH�9HOGH��Concept, Design & Execution 
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known examples of the reuse of composition in portraiture from the second half of the 

seventeenth century are the two famil y portraits: Portrait of the family of dr. Joannes 

van Buyten (c. 1670-1675, private collection, FIG. 9)635 by Karel Emmanuel Biset, and 

-DQ�$QWKRQ\�&R[LH¶V�Portrait of the Faydherbe family (1693, private collection, FIG. 

�����,Q�%LVHW¶V�SDLQWLQJ��WKH�PDQ�RQ�WKH�WDEOH�ZKR�JHVWXUHV�WR�D�YHU\�VPDOO�VNXOO�LQ�KLV�

left hand in a professorial manner, is the well-known doctor Joannes van Buyten. His 

gesture indicates he is involved in an intellectual debate with the man next to him, i.e. 

the clergy man Franciscus van Sterrebeek, dressed in black. In this painting, this gesture 

and the composition contribute to the content of the painting; the glorif ication of Van 

Buyten as a scientist and a medical doctor in the company of his close friend, the priest-

biologist Franciscus van Sterrebeek.636 Twenty years later, the composition and the 

ILJXUHV¶�JHVWXUHV��WKRXJK�without WKH�REMHFW�RI�VWXG\��DUH�UHXVHG�LQ�-DQ�$QWKRLQH�&R[LH¶V�

Portrait of the Faydherbe family (FIG. 10). The element of the intellectual conversation 

FHQWUDO�LQ�%LVHW¶V�SRUWUDLW�KDV�EHHQ�OHIW�RXW�637 WKRXJK�LW�LV�FOHDU�WKDW�%LVHW¶V�FUHDWLRQ�PXVW�

have been exemplary to Coxie and/or his patron.  

Many Southern Netherlandish genre painters of elegant company paintings, such as 

Frans Francken the Younger, Louis de Caullery, Christoffel Van der Lamen and as I 

ZLOO� VKRZ�� +LsURQ\PXV� -DQVVHQV�� IUHTXHQWO\� PDGH� XVH� RI� WKHLU� RZQ� RU� RWKHUV¶�

FRPSRVLWLRQV�� ERUURZLQJ� HDFK� RWKHU¶V� RU� UHSHDWLQJ� RQH¶V own (groups of) figures, 

gestures, and accessories. They repeatedly produced paintings very similar to the rest 

of their oeuvres (serial production) or copied their own paintings/compositions.638 

                                                      
in Flemish Painting (1550-1700), Turnhout, 2000, pp. x; Wallert and Tauber 2004, p. 319; W. Martin, 
µ+RZ�D�'XWFK�3LFWXUH�:DV�3DLQWHG¶��The Burl ington Magazine for Connoisseurs, 10, 45 (December 
1906), pp. 150-153; Van Haute 1999, p. 18. 
635 This painting has beeQ�UHFHQWO\�DWWULEXWHG�WR�%LVHW��.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ'H�IDPLOLH�YDQ�GU��
Joannes van Buyten geportretteerd door Karel Biset. Een reprise over portretten, vriendschap en 
SDGGHQVWRHOHQ¶��LQ�(GZLQ�%XLMVHQ��&KDUOHV�'XPDV�DQG�9RONHU�0DQXWK��Face Book. Studies on Dutch 
and Flemish Portraiture of the 16th-18th Centuries, Leiden, 2012, pp. 419-430. 
636 Van der Stighelen 2012. 
637 Stroobants and Bruynooghe describe the painting as a work of art by Antoine Coxie, though the 
SDLQWLQJ�LV�VLJQHG�µ-$�>LQWHUWZLQHG@�'�H��&R[LH��I�����¶�� 
https://rkd.nl/en/explore/images/record?filters[kunstenaar]=Coxie%2C+Jan+Anthonie&query=&start
=2 (access 11 April  2015). )RU�WKH�DWWULEXWLRQ�WR�µ$QWRLQH¶��%DUW�6WURREDQWV�DQG�,QHNH�%UX\QRRJKH��µ'H�
iconografie van Lucas Faydherbe (Mechelen 1617-�����¶��Handelingen van de Koninklij ke Kring voor 
Oudheidkunde, Letteren en Kunst van Mechelen, 100, 1 (1996), p. 153. 
638 Legrand 1963, p. 10, p. 21. /HJUDQG� WKXV�FRQVLGHUV� WKHVH�JHQUH�SDLQWHUV� WR�KDYH�KDG� µFDKLHUV�GH�
PRGqOHV¶�ZKLFK�ZHUH�IUHTXHQWO\�XVHG��/HJUDQG�������S������S������S�������QRWH�����)RU�PRUH�LQIRUPDWLRQ�
about the use of model books, sketches, drawings, etc. sHH��$UQRXW�%DOLV��µ:RUNLQJ�LW�RXW��'HVLJQ�7RROV�
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Christoffel Jacobsz Van der Lamen frequently borrowed aspects from Peter Paul 

5XEHQV¶V�Garden of Love in his elegant company scenes, though he did adapt the 

composition.639 Jacob de Formentrou (1629-after 1695) ± yet another example of a 

genre painter specializing in elegant company paintings and in painted art galleries from 

the second half of the seventeenth century ± reused his own figures or entire 

compositions into new, dated and signed works of art (compare, for example, FIGS. 11-

12).640  

,Q�WKH�VHYHQWHHQWK�FHQWXU\��WKH�XVH�RI�DQRWKHU�DUWLVWV¶�LQYHQWLRQV�RU�FRS\LQJ�RQH¶V�RZQ�

invention was not considered as problematic as it is today, as artists spread and shared 

their own inventions with their colleagues.641 Unfortunately, no archival documentation 

DERXW�-DQVVHQV¶�VWXGLR�SUDFWLFH�QRU�DERXW�KLV�FROOHFWLRQ�RI�SDLQWLQJV�DQG�SULQWV�FDQ�EH�

IRXQG��EXW�D�JUHDW�GHDO�RI�YLVXDO�HYLGHQFH�LOOXVWUDWHV�FOHDUO\�-DQVVHQV¶�H[WHQVLYH�XVH�RI�

(French) prints, and his thorough knowledge of conventional iconographical motifs 

used by his colleagues and predecessors.  

,Q�WKLV�FKDSWHU��,�GLVFXVV�GLIIHUHQW�DVSHFWV�LQ�RUGHU�WR�XQGHUVWDQG�-DQVVHQV¶�W\SRORJLFDO�

sources of inspiration and his studio practice (specifically, the production of paintings 

DW�D�KLJK�SDFH�E\�UHXVLQJ�FRPSRVLWLRQV�DQG�ILJXUHV���,�ZLOO�LQYHVWLJDWH�-DQVVHQV¶�YLVXDO�

dependence on, and active use of, the compositions of predecessors (both painters and 

printmakers), - unravelling his visual sources and connections with colleagues, 

predecessors and the seventeenth-century (foreign, French) visual imagery available in 

$QWZHUS��)XUWKHUPRUH��,�ZLOO�VKRUWO\�DGGUHVV�-DQVVHQV¶�UHXVH�RI�KLV�RZQ�FRPSRVLWLRQV�

in his oeuvre, indicating the popularity of specific themes and compositions. By doing 

so, I will highlight the otherwise undocumented and unclear studio practice of this 

seventeenth-century painter. 

 

                                                      
and Procedures in Sixteenth- and Seventeenth-&HQWXU\�)OHPLVK�$UW¶��LQ��+DQV�9OLHJKH��$UQRXW�%DOLV��
Carl Van de Velde (eds.), Concept, design & execution in Flemish painting (1550-1700), Turnhout, 
2000, pp. 129-151. 
639 Legrand 1963, p. 86, p. 233.  
640 +DQQHORUH�0DJQXV�� µ6FKLOGHUV�� FRQQRLVVHXUV� HQ� KXQ� �6DORPRQV�RRUGHHO��+HW�6FKLOGHULMHQNDELQHW�
�������YDQ�-DFRE�GH�)RUPHQWURX�HQ�(UDVPXV�,,�4XHOOLQXV¶��De Zeventiende Eeuw, 28, 1 (2012), pp. 50-
53. 
641 Van Haute 1999, p. 18.  



163 
 

)LUVWO\��D�JHQHUDO�LQWURGXFWLRQ�LQWR�WKH�HYROXWLRQ�RI�-DQVVHQV¶�VW\OH�LV�RIIHUHG��LQ�RUGHU�

to HQKDQFH� IXUWKHU� FRPSDULVRQV�� 6HFRQGO\�� ,� ZLOO� GLVFXVV� -DQVVHQV¶� SDLQWHG� YLVXDO�

sources; I make a short comparison between the oeuvre, style, and motifs used by 

Christoffel Jacobsz Van der Lamen, Louis de Caullery, Frans Francken the Younger as 

and Johan Wilhelm Baur. I do not aim to discuss the entire genre of elegant company 

painters, but address only these painters (including the German artist Baur) as they are 

the predecessors Janssens clearly knew. Thirdly, I will address the paintings in which 

Janssens clearly used designs by French engravers. Fourthly and fif thly, I will discuss 

two case-studies (the depiction of the prodigal son, and the painted art galleries) that 

FOHDUO\�LOOXVWUDWH�WKH�GHSHQGHQFH�DQG�XVH�RI�RWKHU�SDLQWHU¶V�PRWLIV�E\�-DQVVHQV��EXW�Dlso 

DGGUHVV�-DQVVHQV¶�QRYHOWLHV�ZLWKLQ�WKH�WUDGLWLRQ��$V�,�ZLOO�GLVFXVV�WKH�GHSLFWLRQ�RI�GDQFH�

in chapter 4, I will not address this element in this chapter. Finally, I will discuss 

H[DPSOHV� RI� -DQVVHQV¶� UHXVH� RI� KLV� RZQ� GHVLJQV� DQG� FRPSRVLWLRQV�� DQG� VXJJHst the 

techniques he may have used in his studio.  

 

2. Hiëronymus Janssens: a Stylistic Appr oach 

 

Discussion about style sometimes induced authors to ventilate rather negative 

MXGJPHQWV� RYHU� -DQVVHQV¶� SDLQWLQJV�� +LV� ILJXUHV� DUH� FRQVLGHUHG� ZRRGHQ�� DQG� KLV�

paintings as consisting of simple compositions, which were invented without much 

ingenuity.642 Banks shared a more nuanced view, as he noted that though some of 

Janssens paintings show figures which are wooden and schematic, others display 

FKDUDFWHUV�ZLWK�D�µVSDUNOLQJ��GHOLFDWH�WRXFK¶�643  

*HQHUDOO\� VSHDNLQJ�� -DQVVHQV¶� �VWHUHRW\SLFDO�� ILJXUHV� DUH� VOLP�� HOHJDQW�� XQLGHQWLILHG�

facial expressions (doll-like), and elongated long arms and fine hands (long fingers). He 

paid a lot of attention to details, in particular in the deptiction of costumes. They often 

GLVSOD\� HOHJDQW� PRYHPHQWV�� -DQVVHQV¶� HOHJDQW�� HORQJDWHG�� GROO-li ke figures can be 

                                                      
642 Will y Laureyssens in: De eeuw van Rubens, exh.cat., Brussels, Koninklijj e Musea voor Schone 
Kunsten van België, Brussels, 1965, p. 106. 
643 O.T. Banks, Watteau and the North. Studies in the Dutch and Flemish Baroque Influence on French 
Rococo Painting, New York/ London, 1977, pp. 211-212. Bernt 1648/1960, nr. 423. 
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compared to those of his colleagues, such as Louis de Caullery and Frans Francken the 

Younger.644 -DQVVHQV¶� RHXYUH� DOVR� GLVSOD\V� D� VW\OLVtic evolution as well (which 

obviously, also depended upon the measurements of the paintings themselves).645  

-DQVVHQV¶�HDUOLHU�ZRUNV�DUH�RI�FRQVLGHUDEO\�OHVVHU�TXDOLW\�WKDQ�WKRVH�SDLQWHG�DW�WKH�KHLJKW�

of his popularity (1660s and 1670s): the figures are long, rather stiff  and somewhat 

GLVSURSRUWLRQHG��7KHVH�VW\OLVWLF�IHDWXUHV�FDQ�EH�VHHQ�LQ�-DQVVHQV¶�Seven women fighting 

IRU�D�PDQ¶V�EUHHFKHV (c. 1650, Ghent, Museum of Fine Arts, SLIDE 11), The prodigal 

son (1648, present whereabouts unknown, SLIDE 2), Portrait of a family (c. 1650, 

present whereabouts unknown, SLIDE 13), An Interior scene with an elegant company 

dancing (c. 1650, present whereabouts unknown, SLIDE 10), and Elegant company in 

an interior feasting and playing music (1652, private collection, SLIDE 26).646   

In the late 1650s and 1660s Janssens painted his figures differently: they are strongly 

delineated, less elongated, clearer and much more detailed. Janssens paid enormous 

attention to fashion: with littl e layers of paint on a very small surface, he sculpted the 

forms of the dresses, the folds in their fabrics, and the embroidered decorations. Details 

of some his better-known paintings clearly ill ustrate this: The Ball (1658, Museum of 

Fine Arts, Lille, SLIDE 43), Charles II dancing at a ball at court (c. 1660, Royal 

Collection, SLIDE 45) and Elegant Company on a Courtyard (1668, present 

whereabouts unknown, SLIDE 72). At the end of his career, Janssens painted his 

figures, and mostly his women, again in a very delineated, slim and elongated manner: 

                                                      
644 Legrand 1963, p. 93; Jacques Foucart et al., Tableaux flamands et hollandais: Collections du Musée 
des Beaux-Arts de Troyes, mus.cat., Troyes, Musée des Beaux-Arts, Troyes, 1990, p. 88; Banks 1977, 
pp. 
Hans Vlieghe, Flemish Art and Architectur 1585-1700, New Haven/ London, 1998, pp. 151-152 
(similarities between De Caullery and Francken the Younger); Gero Seelig, Kosmos der Niederländer. 
Die Sammlung Christoph Müller, Bestandskatalog Staatli ches Museum Schwerin, mus.cat., Schwerin, 
Staatli ches Museum Schwerin, Petersberg, 2013, p. 146. -DQVVHQV¶� DWWHQWLRQ� WR� GHSLFWLQJ� GHWDLOV� LV�
remarked upon. According to Legrand his style is uneven, going from careless (SLIDES 73, 89) to very 
well-cared-for (SLIDES 35, 43): Legrand 1963, p. 94. I do not agree that Janssens painted his figures 
without care (SLIDES 73, 89). For a discussion of the painting style by De Caullery, see Bernadette 
van Haute, Flemish Paintings of the Seventeenth Century in South African Public Collections, Pretoria, 
2006, p. 24; Legrand 1963; O.T. Banks, Watteau and the North. Studies in the Dutch and Flemish 
Baroque Influence on French Rococo Painting, New York/ London, 1977, pp. 209-210. 
645 ,�ZLOO�WKXV�FRQWUDGLFW�0DUWLQ�(LGHOEHUJ�ZKR�DUJXHG�WKDW�WKHUH�ZDV�EDUHO\�DQ\�YDULDWLRQ�LQ�-DQVVHQV¶�
style (he also argued that his subjects did not change, and this I agree with: Martin Eidelberg 
(biographies) in: Martin Eidelberg, Barbara Anderman, Guillaume Glorieux et al., Watteau et la fête 
galante, exh.cat., Valenciennes, Musée des Beaux-Arts, Paris, 2004, p. 276. 
646 I am very grateful to the current owner of the painting for letting me study the work of art in detail . 
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The Game of Hot Cockles (1674, Museum of London, SLIDE 98) and Ball (c. 1680, 

Braunschweig, Herzog Anton Ulrich Museum, SLIDE 113). 

For his compositions, Janssens often used the same structures over and over again: some 

of them display a symmetrical composition, but mostly (his compositions filled with a 

large group of figures on terraces with a perspective view) consist of a small group of 

figures on the left and a large counterpart on the right. In the background, large 

architectural constructions, sometimes painted by other artists, decorate his paintings. 

In the far background, gardens are laid out. The elegant figures dance, play game or 

music or gather in conversation. In addition, Janssens also sometimes painted interior 

scenes, sometimes filled with a large number of elegant figures.647 

 

3. Hiëronymus Janssens and his Painted Visual Sources  

 

3.1. Christoffel  Jacobsz Van der Lamen 

 

The first painter that has to be taken into account as a source of visual inspiration is 

-DQVVHQV¶� PDVWHU� SDLQWHU�� &KULVWRIIHO� -DFREV]� 9DQ� GHU� /DPHQ�� 6FKRODUV� KDYH� RQO\�

VXSHUILFLDOO\� GLVFXVVHG� &KULVWRIIHO� -DFREV]� 9DQ� GHU� /DPHQ¶V� SDLQWLQJV� DQG� PRVWO\�

mention his dependence on the dancing scenes by the Garden of Love- scenes by Peter 

Paul Rubens, and the dancing scenes by Hiëronymus Francken and Frans Francken the 

Younger. 648 9DQ�GHU�/DPHQ¶V�RHXYUH� FRQVLVWV� RI� VWHUHRW\SLFDO� FRPSRVLWLRQV� WKDW�KH�

                                                      
647 Eidelberg in: Eidelberg, Anderman, Glorieux 2004, p. 276; Legrand 1963, pp. 87-93. 
648 ,W�LV�PHQWLRQHG�WKDW�5XEHQV¶�Garden of Love has been greatly influential on the entire genre of elegant 
FRPSDQ\�SDLQWLQJV�LQ�WKH�VHYHQWHHQWK�FHQWXU\�DQG�LQ�SDUWLFXODU�RQ�9DQ�GHU�/DPHQ¶V�SDLQWLQJV��/HJUDQG�
1963, p. 85-86, p. 97, p. 233; Van Haute 2006, p. 66; Joel Hubrecht catalogue note in Joel Hubrecht, 
Dominique Jacquot, Michèle Lavallée, et al., Peinture flamande et hollandaise: 15e-18e siècle: 
Collection du musée des Beaux-Arts, mus.cat., Strasbourg, Musée de la vill e de Strasbourg, Strasbourg, 
2009, p. 122; Erik Larsen, Seventeenth Century Flemish Painting, Freren, 1985, p. 314; Jan Breughels 
Antwerpen. Die Flämischen Gemälde in Schwerin, mus.cat., Staatli ches Museum Schwerin, 2003, p. 
68. However, as Goodman discussed, Rubens was the one who inscribed himself in an already existing 
WUDGLWLRQ�RI�µIrWHV¶�DQG�ORYH�JDUGHQV��*RRGPDQ�������SS. 13-14. (LGHOEHUJ�FRQVLGHUHG�-DQVVHQV¶�Hot 
Cockles (1665-1670, Brussels, Koninklij ke Musea voor Schone Kunsten van België, SLIDE 89) as 
LQIOXHQFHG�E\�5XEHQV¶�H[DPSOH��(LGHOEHUJ�LQ��(LGHOEHUJ��$QGHUPDQ��*ORULHX[�������S������ 
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often (though with slight differences) reused.649 Exemplary of this reuse of his own 

compositions are the many variants of a banquet in an interior with a man standing next 

to a fireplace and a woman leaning on the table with her right hand supporting her head. 

Many versions of such a scene and such two figures can be found:650 6ROGLHU¶V�6FHQH�

(1640s?, Museo del Prado, Madrid, FIG. 13), Banquet of courtiers and soldiers (c. 

1640s, Museo del Prado, Madrid, FIG. 14) and An elegant company making merry (c. 

1640s, present whereabouts unknown, FIG. 15).651 

His paintings mostly display a very typical composition: a view in an interior with 

people gathered around a table, the walls of the interiors decorated with paintings, and 

a chimney. In his exterior scenes (terraces) the figures are mostly centred around a table, 

with a figure playing music, and servants attending the scene (as in the interiors). The 

figures are always placed centrally within the scene, are mostly of a limited number and 

DUH� UDWKHU� ODUJH� �WKH� ILJXUHV�RFFXS\� WKUHH�TXDUWHUV�RI� WKH�SDLQWLQJ¶V�KHLJKW). Van der 

Lamen paid close attention to the depiction of dresses of his unidentified, stereotypical 

figures (cf. chapter 5). His genre characters do not display many facial expressions, 

have conventional postures, little round faces, and short limbs.652 Van Haute described 

                                                      
649 Sylvain Boyer and Franck Guillaume, Peintures flamandes, Hollandaises et Allemandes du Musée 
Calvet��$DYLJQRQ��H[K��FDW���µ/HV�0DvWUHV�GX�1RUG�j�$YLJQRQ¶��$YLJQRQ��0XVpH�&DOYHW��3DULV��������S��
125; Legrand 1963, p. 84 ; Joel Hubrecht catalogue note in : Hubrecht, Jacquot, Lavallée, et al. 2009, 
p. 122. 
650 Olivier Le Bihan, /¶RU�HW�O¶RPEUH : Catalogue cri tique et raisonné des peintures hollandaises du dix-
septième et du dix-huitième siècles conservées au Musée des Beaux-Arts de Bordeaux, mus.cat., 
Bordeaux, Musée des Beaux-Arts, 1990, p. 385. 
651 Another example of a version of this frequently repeated composition by Van der Lamen is now 
preserved in Musée des Beaux-Arts in Bordeaux, see: Olivier Le Bihan, /¶RU�HW�O¶RPEUH��&DWDORJXH�
critique et raisonné des peintures hollandaises du dix-septième et du dix-huitième siècles, conservées 
au Musée des Beaux-Arts de Bordeaux, mus.cat., Bordeaux, Musée des Beaux-Arts, Bordeaux, 1990, 
p. 385. According to Bernt, the scenes in which Van der Lamen depicted the li fe of soldiers are rather 
limited in comparison to his elegant company paintings: Walther Bernt, Die Niederländischen Maler 
des 17. Jahrhunderts, vol. 2, Munich, 1948/1960, nr. 472. Nevertheless, these examples show his 
adoption of the milit ary in his genre scenes (see also chapter 5). Díaz Padrón rightfully identified the 
men in the Bordeaux painting and in Madrid as soldiers. He discusses the repition of the composition 
LQ�WKH�DERYH�PHQWLRQHG�DQG�GLIIHUHQW�SDLQWLQJV��0DWtDV�'tD]�3DGUyQ��µ8QD�WDEOD�GH�&KULVWRSKH�9an der 
/DPHQ�DWWULEXLGD�D�3DODPHGHV�HQ�HO�0XVHR�GH�%HOODV�$UWHV�GH�%XUGHRV¶��Archivo español de arte, 56, 
223 (July/September 1983), p. 272. 
652 Sylvain Boyer and Franck Guillaume, Peintures flamandes, Hollandaises et Allemandes du Musée 
Calvet, Aavignon, exh.cat., Les Maîtres du Nord à Avignon, Avignon, Musée Calvet, Paris, 2006, p. 
125; Legrand 1963, pp. 85-86; Joel Hubrecht in: catalogue note: Hubrecht, Jacquot, Lavallée, et al. 
2009, p. 122.  
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KLV�SDLQWLQJV�DV� UHIOHFWLQJ�D� µUDWKHU� UXGLPHQWDU\� WHFKQLTXH�DQG�D�GHFRUDWLYH�VW\OH¶�653 

Examplary is also (OHJDQW�FRPSDQ\�DW�WDEOH�RQ�D�WHUUDFH��µYDQ�GH�/DPHQ�IHFLW�����¶��

SUHVHQW�ZKHUHDERXWV�XQNRZQ��),*������� 

Scholar have also rightfully sWUHVVHG�9DQ�GHU�/DPHQ¶V�GHSHQGHQFH�RQ�WKH�H[DPSOHV�RI�

Northern Netherlandish genre painters, as those by Palamades. Van der Lamen 

sometimes incorporated figures or compositions from his Northern Netherlandish 

colleagues into his own compositions.654 As was noted earlier, both Jacob Van der 

Lamen (an art dealer, painter, and father of Christoffel Van der Lamen) and Christoffel 

9DQ�GHU�/DPHQ�KDYH�EHHQ�LQ�WKH�1RUWKHUQ�1HWKHUODQGV��DQG�WKHLU�µ'XWFK¶�FRQQHFWLRQ�

PD\�H[SODLQ�WKH�µ1RUWKHUQ¶�VW\OH�RI�9DQ�GHU�/DPHQ¶V�Saintings (cf. chapter 1, chapter 

2).655  

-DQVVHQV¶�DSSUHQWLFHVKLS�LQ�WKH�VWXGLR�RI�9DQ�GHU�/DPHQ�OHIW�VRPH�WUDFHV�LQ�-DQVVHQV¶�

later oeuvre. Firstly, although the stylistic manner in which the subjects were depicted 

differed, the themes themselves were the same (as they belonged to the general topics 

addressed by all elegant company painters):656 amorous love games, dancing scenes, 

banquets, courting.657 Both Van der Lamen and Janssens were the first well-known 

artists to add the game of hot cockles in representations of high society leisure, in 

contrast to the Northern Netherlands, where the game was associated with peasant and 

low-class entertainment (see, for example, (OHJDQW�FRPSDQ\�SOD\LQJ�WKH�JDPH�RI� µOD�

PDLQ� FKDXGH¶� LQ� DQ� LQWHULRU, attributed to the studio of Christoffel Jacobsz Van der 

                                                      
653 Van Haute 2006, p. 66: Van der Lamen is said to have preferred depicting interior scenes.  
654 /HJUDQG�������S������.ROILQ�������S�������/DUVHQ�������S�������3HWHU�&��6XWWRQ�µ3DLQWLQJ�LQ�WKH�$JH�
RI�5XEHQV¶��LQ��3HWHU�&��6XWWRQ��The Age of Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo 
Museum of Art, Ghent, 1993, p. 60; Walther Bernt, Die Niederländischen Malerei des 17. 
Jahrhunderts, Munich, 1960, vol. 2, nr. 472; Joel Hubrecht catalogue note in: Hubrecht, Jacquot, 
Lavallée, et al. 2009, p. 122. 
655 %�-�$��5HQFNHQV��µ-DFREXV�HQ�&KULVWRIIHO�9DQ�GHU�/DPHQ�WH�$PVWHUGDP¶��Oud Holland, 68, 1 (1953), 
S�������/HJUDQG�������S������S������9DQ�GHU�/DPHQ¶V�RHXYUH�UHPDLQV�UDWKHU�HQLJPDWLF��)XUWKHUPRUH��WKH�
number of signed or monogrammed paintings by his hand is extremely low, and many paintings of 
entirely different quality are often attributed to Van der Lamen. The existence of paintings with 
comparable compositions, figures and themes of different quality, makes it very clear that many copiers 
ZRUNHG�DIWHU�KLV�GHVLJQV�IRU�WKH�PDUNHW��%HFDXVH�9DQ�GHU�/DPHQ¶V�RHXYUH�LV�VWLOO�terra incognita, it is 
YHU\�KDUG�WR�PDNH�DQ\�DSSUHFLDEOH�FRPSDULVRQ�WR�-DQVVHQV¶�ZRUNV�RI�DUW� 
656 Wayne Franits already discussed the limitations of the themes depicted by genre painters, despite 
their enormous amount of possible topics: Franits 2008, p. 1.  
657 The depiction of the parable of the prodigal son, so often depicted by the genre painters as well, was 
also adopted by Van der Lamen. For a discussion, see below. 
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Lamen,658 private collection, FIG. 17; for example, SLIDES 32-33).659 Janssens was 

perhaps also inspired in his choice of topic when depicting the seven women fighting 

IRU�D�PDQ¶V�WURXVHUV��E\�KLV�PDVWHr Van der Lamen, who is also said to have painted the 

topic (cf. infra).660 6HFRQGO\��-DQVVHQV¶�LQFOLQDWLRQ�WR�DGG�SRUWUDLWV�WR�KLV�JHQUH�VFHQHV��

such as in Charles II dancing at a ball (SLIDE 45), in Elegant company making music 

on a terrace which may portray Louis XIV (1672, Musée des Beaux-Arts, Dunkerque 

SLIDE 93) and in The Ball (SLIDE 43, cf. infra), is not only explained by the influence 

of the success of the genre portraits by Gonzales Coques,661 but because Van der Lamen 

had also produced such small-scDOHG��µFRQYHUVDWLH¶��SRUWUDLWV�DW�WKH�HQG�RI�WKH�����V��

such as Interior scene (1638, Strasbourg, Musée des Beaux-Arts, FIG. 18). The painting 

shows portraits: the men at the table are very individualised, in particular the man 

central at the table. Thirdly, Van der Lamen paid a lot of attention to the depiction of 

dresses, fabrics and gestures, as Janssens also did (chapter 5). Fourthly, Janssens 

GHILQLWHO\�OHDUQHG�WKH�SUDFWLFH�RI�FROODERUDWLRQ�ZLWK�RWKHU�SDLQWHUV�LQ�9DQ�GHU�/DPHQ¶V�

studio.662            

                                                                                                                                                                     

Despite these similarities, it is nevertheless clear that Janssens differed stylistically (and 

also sometimes with respect to the composition) from his master.663 Janssens did not 

follow the Northern Netherlandish style of the first half of the seventeenth century, as 

his master Van der Lamen had done, but pursued the visual tradition set by his Southern 

Netherlands predecessors of the Francken famil y (Frans Francken the Younger (1581-

                                                      
658 Unfortunately, so far, no information about paintings by Van der Lamen representing the topic that 
LQ�IDFW�FDQ�EH�DWWULEXWHG�WR�KLP��FDQ�EH�IRXQG��1HYHUWKHOHVV��WKH�SDLQWLQJV�DWWULEXWHG�WR�WKH�µVWXGLR�RI�
9DQ�GHU�/DPHQ¶�KDYH�PXFK�LQ�FRPPRQ�ZLWK�9DQ�GHU�/DPHQ¶V�RHXYUH��DQG�ZHUH�SUREDEO\�PDGH�E\�
copyers after Van der Lamen. 
659 +DQQHORUH�0DJQXV��µThe seventeenth-century young gentry at hot cockles: Investigating a Southern 
1HWKHUODQGLVK�QRYHOW\�DV�D�SUHOXGH�WR�WKH�URFRFR�µIrWHV�JDODQWHV¶¶��Dutch Crossing, 2015 (in press). 
660 Sirgid Metken, Der Kampf um die Hose: Geschlechterstreit und die Macht im Haus. Die Geschichte 
eines Symbols, Frankfurt, 1996, pp. 108-109; A. Pigler, Barockthemen. Eine Auswahl von 
Verzeichnissen zur Ikonographie des 17. und 18. Jahrhunderts, 3 vols., 2nd  revised edition, Budapest, 
1974, vol. 2, p. 584. 
661 Bernadette van Haute DUJXHG� WKLV� �&RTXHV¶� VXFFHVV�� PD\� KDYH� EHHQ� WKH� UHDVRQ�ZK\�'DYLG� ,,,�
Ryckaert adopted this genre of elegant company scenes in his oeuvre: Van Haute 1999. 
662 Van der Lamen collaborated, for example, with painters Jan Brueghel and Hendrik van Balen. The 
IROORZLQJ�UHIHUHQFH�FOHDUO\�UHYHDOV�WKLV��µHHQ�VFKLOGHULMH�YHUEHOGHQGH�HHQ�&RQYHUVDWLH�JKHVFKLOGHUW�GRRU�
9DQ�%DOHQ�HQ�9DQ�GHU�/DPHQ¶��'XYHUJHU�������S������� B. Werche, Hendrick van Balen (1575-1632). 
Ein Antwerpener Kabinettbildmaler der Rubenszeit, 2 vols., Turnhout, 2004. 
663 Legrand 1963, p. 87; Banks 1977, pp. 210-211 (Janssens follows the example of Louis de Caullery). 
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1642)664 in particular), Louis de Caullery and Sebastiaan Vrancx.665 They painted doll -

like, elegant and small genre figures in wealthy interiors or on high terraces (in an 

Italianate setting).666 7KH�VW\OH�RI�-DQVVHQV¶�ILJXUHV�LV�PRUH�VLPLODU�WR�WKH�ILJXUHV�LQ�WKH�

SDLQWLQJV�RI�)UDQV�)UDQFNHQ�WKH�<RXQJHU�RU�/RXLV�GH�&DXOOHU\��VHH�EHORZ���-DQVVHQV¶�

women have a doll-like appearance, with small faces and a slender neck. The men are 

often depicted with fine hands, and an elegant, dancing master-like posture.667  

 

3.2. Louis de Caullery  

 

$UFKLYDO�GRFXPHQWV�LQGLFDWH�WKDW�-DQVVHQV�PXVW�KDYH�NQRZQ�/RXLV�GH�&DXOOHU\¶V�DQG�

)UDQV�)UDQFNHQ¶V�RHXYUH�intimately. On 1 October 1650, Janssens joined his brothers-

in-law, painter Jan Baptist van Dooren and musician Jacques Mattis (husband of 

Elisabeth van Dooren), in signing a notarial statement about the division of the goods 

of  Peeter Liesaert, and in paUWLFXODU�KLV� OHJLPLWDWH�SDUW�RI�KLV�IDWKHU¶V�JRRGV��3KLOLSV�

Liesaert [Appendix 16].668 Peeter Liesaert was the son of Philips III Liesaert, a painter 

though mostly a merchant, who traded not only in art, but also published books, such 

                                                      
664 Legrand 1963, p. 87; Stoesser-Johnston 2008, vol. 1 Text, p. 290. For more information on the most 
well-known and most productive painter of the famili e, Frans Francken the Younger, see: Ursula 
Härting, Frans Francken der Jüngere 1581-1642: die Gemälde mit kriti schem Oeuvrekatalog, Freren, 
�������1DWDVMD�3HHWHUV��µ0DUNHG�IRU�WKH�PDUNHW"�&RQWLQXLW\��FROODERUDWLRQ�DQG�WKH�PHFKDQLFV�RI�artistic 
production of history painting in the Francken workshops in counter-UHIRUPDWLRQ�$QWZHUS¶��Nederlands 
Kunsthistorisch Jaarboek, 50, 1 (1999), pp. 58-79; Vlieghe 1998, p. 151; 3HWHU�&��6XWWRQ��µ,QWURGXFWLRQ��
3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��3HWHU C. Sutton, The Age of Rubens, exh.cat., Boston, Museum of 
Fine Arts/ Toledo Museum of Art, Ghent, 1993, p. 59; .RQUDG�5HQJHU��µ)OHPLVK�*HQUH�3DLQWLQJ��/RZ�
Lif e-High Lif e-'DLO\�/LIH¶�� LQ��6XWWRQ�������S�������-DQ�1LFRODLVHQ��Niederländische Malerei 1430-
1800 Museum der bildenden Künste Leipzig, Leipzig, 2012, p. 361. Kolfin noted that Frans Francken 
WKH�<RXQJHU¶V�ILJXUHV�DUH�VRPHWLPHV�GUHVVHG�LQ�DQ�ROG-fashioned manner: Kolfin 2005, p. 57.  
665 Banks 1977, pp. 210-211. I do not discuss Vrancx in-depth in this dissertation, but it is clear that in 
his compositions of perspective views on terraces with gardens in the background, Janssens followed 
the example set by Sebasitaan Vrancx. See: Legrand 1963, p. 87. 
666 Sutton in: Sutton 1993, p. 60; Legrand 1963, p. 81, p. 83, p. 93; Banks 1977, p. 209; Eidelberg in: 
Eidelberg, Anderman and Glorieux 2004, pp. 274-275; Vlieghe 1998, p. 154; Foucart considers 
Janssens a follower of both the Francken family and Van der Lamen: Jacques Foucart in: Jean-Pierre 
De Bruyn, Philippe Durey, Jacques Foucart, et al., Le siècle de Ruben dans les collections publicques 
françaises, exh.cat., Paris, Grand Palais, Paris, 1977, p. 100. 
667 Legrand 1963, p. 93. According to Legrand the men have chubby calves, but I disagree. Janssens did 
not depend on the style and compositions of his Northern Netherlandish colleagues as his master Van 
der Lamen did. His paintings follow the examples (of ball  traditions, but also in general) of the Francken 
family: Sutton 1993, p. 60. As a follower of De Caullery: Banks 1977, pp. 209-210. 
668 Antwerp, Felixarchief, Notarial Archive, N#4073, Notary Kaspar van Hemselroy, Protocollen, en 
staten en rekeningen, 1642-1656 (1 October 1650) 
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as emblem books by Otto Vaenius, books from Horace, Tacitus, etc.669 3HHWHU¶V�VLVWHU��

6XVDQQD��ZDV�PDUULHG�WR�FKXUJLDQ�-RDQQHV�&RF[���ZKR�ZRXOG��DIWHU�6XVDQQD¶V�GHDWK��

remarry Anna Bacx.670 In 1650, Susanna Liesaert gilded, together with her mother, 

frames of paintings. She also solG� DQG� RUGHUHG� µGLIIHUHQWH� NOH\QH� VFKLOGHU\NHQV� RS�

FRSHUH� SODWHQ� HQGH� LQ� HEEHQ� OLMVWHQ¶� �VPDOO� SDLQWLQJV� SDLQWHG� RQ� FRSSHU� SODWHV� ZLWK�

ebony frames).671 These features have much in common with the kind of paintings that 

were serially produced by painters who worked for an art dealer and the open art market. 

It is thus not surprising to see that the painter Liesaert was also such a producer of 

serially produced small paintings for export (cf. chapter 2).672 3HHWHU�/LHVDHUW��3KLOLSV¶�

,,,�DQG�6XVDQQD�%HUQRXLOOL¶V�Von, was in his second marriage married to Johanna van 

Haecht. She was the daughter of art trader Hans van Haecht and Anthonetta Wiael of 

9LDOD��$IWHU�3HHWHU�/LHVDHUW¶V�GHDWK��-RKDQQD�YDQ�+DHFKW�UHPDUULHG�-DFTXHV�1R\GHQV�673  

The document reveals that Van Haecht had, already in 1630, come to an agreement with 

her new husband Jacques Neyders about the goods of her late husband Peeter Liesaert. 

However, later on, she remarried again, and this time to Guillaume van Dooren 

�(OLVDEHWK��-DQ�%DSWLVWD�DQG�&DWKDULQD¶V�late brother). The archival document signed by 

Janssens [Appendix 16] allows us to see how the Van Dooren family was affiliated with 

WKH�SDLQWHU¶V�DQG�DUW� WUDGHU¶V� IDPLO\� �/LHVDHUW���$OWKRXJK� WKH�GRFXPHQW�FRQFHUQV� WKH�

goods of Peeter Lisaert, information about the content of these goods is not known to 

PH��+RZHYHU��WKH�LQYHQWRU\�RI�WKH�JRRGV�RI�KLV�PRWKHU��3KLOLSSH�,,,�/LVDHUW¶V�ZLGRZ��

Susanna de Bernouilli who lived in the Lombaerdevest,674 was published by Van Roey 

and Duverger and discussed by Honig. It consisted out of 618 paintings.675 Bernouilli 

VSHFLDOLVHG�LQ�GHDOLQJ�LQ�XQDWWULEXWHG�SDLQWLQJV�DQG�µRI�WKRVH�WKDW�ZHUH��PRVW�ZHUH�E\�

                                                      
669 Van Roey 1967, pp. 95-96. 
670 -��YDQ�5RH\��µ(HQ�$QWZHUSVH�VFKLOGHUVG\QDVWLH��GH�/LHVDHUWV��;9,H-;9,,H�HHXZ�¶��Jaarboek van het 
Koninklij k Museum voor Schone Kunsten (1967), pp. 94-95. 
671 Van Roey 1967, p. 96. See English translation, Honig 1998, p. 112. 
672 +DQV�9OLHJKH�� µ0DDWZHUN� HQ� FRQIHFWLH¶�� LQ�� -DQ�9DQ�GHU�6WRFN��Stad in Vlaanderen. Cultuur en 
maatschappij 1477-1787, exh.cat., Brussels, Galerie van het Gemeentekrediet, Brussels, 199, pp. 256-
268, spec. p. 265. 
673 Van Roey 1967, pp. 95-98. 
674 Van Roey 1967, p. 95. 
675 In these publications only 396 paintings are transcribed: Van Roey 1967, pp. 104-115; Duverger 
1992, pp. 34-44; Elizabeth Alice Honig, Painting and the Market in Early Modern Antwerp, New 
Haven/ London, 1998, p. 112. 
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negligible masters, though she had a handful of slightly better cabinet paintings by 

artists like Frans II Francken and Louis dH�&DXOOHU\�¶676 The art-dealer De Bernouilli  

wanted to reach the general public.677 The general public was thus mostly interested in 

anonymous paintings and in cabinet paintings by Francken and De Caullery. In this 

collection of paintings, the following works of this latter artist could be found, which 

DUH�UHIHUHQFHV�WR�'H�&DXOOHU\¶V�GDQFLQJ�VFHQHV�678  

In this art collection, church interiors, dancing scenes, Venetian market scenes, Italian 

landscapes with dance, etc. are noted. Some of these paintings are attributed to De 

&DXOOHU\��7KH�LQWHUHVW�LQ�GHSLFWLQJ�,WDOLDQ�ODQGVFDSHV��µ6SHHOKRI¶�DQG�GDQFLQJ�VFHQHV��

brings to mind many works of art by Louis de Caullery. These paintings, though part of 

WKH�FROOHFWLRQ�RI�3HHWHU�/LHVDHUW¶V�PRWKHU��PD\�KDYH�EHFRPH�SDUW�RI�3HHWHU�/LHVDHUW¶V�

collection of goods later on as well, and thus form part of the possessions that the Van 

Dooren famil y eventuall y disclaims. It is thus very lilely that Janssens knew about the 

DUW� FROOHFWLRQ�� DQG� SUREDEO\� DERXW�/RXLV� GH�&DXOOHU\¶V� GDQFLQJ� scenes in it as well. 

1HYHUWKHOHVV��-DQVVHQV¶�SDLQWLQJV�KDYH�WR�EH�VHHQ�LQ�WKH�WUDGLWLRQ�SXW�IRUZDUG�E\�/RXLV�

de Caullery as well. 

Louis de Caullery (before 1582, c. 1580-1621/2) is a rather obscure painter, about whom 

hardly any scholarly research has been performed so far, and only limited amounts of 

information can be found.679 The paintings that can be attributed to him, or are signed, 

                                                      
676 Honig 1998, p. 112. 
677 Honig 1998, p. 112. 
678 µ(HQ�VFKLOGHU\H�ZHVHQGH�HHQ�'DQVPHUFW�JHTXRWHHUW�QR���¶��µ(HQ�/DQGWVFKDS�DOV�YRRUH�ZHVHQGH�HHQ�
'DQVLQJH�QR���¶���µ(HQ�VFKLOGHU\H�ZHVHQGH�HHQHQ�'DQV�DOV�YRRUH�QR����¶��µ(HQ�VFKLOGHU\H�ZHVHQGH�HHQ�
'DQVPHUFW�YDQ�&RORUL�QR����¶��µ(HQ�VFKLOGHU\H�ZHVHQGH�6SHHOKRII�YDQ�&RORUL�QR����¶��Van Roey 1967; 
Duverger 1992, pp. 34-44. 
679 Legrand 1963, p. 84; Sutton in: Sutton 1993, p. 60. In 1593-1594, Louis de Caullery was a student 
SDLQWHU�LQ�WKH�$QWZHUS�SDLQWHUV¶�JXLOG�XQGHU�VXSHUYLVLRQ�RI�PDVWHU�SDLQWHU�-RRV�GH�0RPSHU��Eventually, 
in 1602-1603, De Caullery had become a master painter in that same guild himself. As implied by his 
DSSHDUDQFH�LQ�$QWZHUS�DUW�LQYHQWRULHV��'H�&DXOOHU\¶V�ZRUN�ZDV�UDWKHU�SRSXODU��(LGHOEHUJ�LQ��(LGHOEHUJ��
Anderman and Glorieux 2004, p. 274; Vlieghe 1998, p. 151; Jacques Foucart, Fréderique Thomas-
Maurin, Marie-Claude Mary, et al., Peintures flamandes et hollandaises des xviie et xviii e siècles. 
Collections publiques de Franche-Comté, exh.cat., Dole, Musée des Beaux-Arts/ Gray, Musée baron 
Martin/ Besançon, Musée des Beaux-$UWV�HW�G¶$UFKpRORJLH�GH�%HVDQoRQ��3DULV��������S������/HJUDQG�
1963, p. 84 ; Didier Bodart, Les Peintres des Pays-Bas méridionaux et de la principauté de Liège à 
Rome au XVIIe siècle��SDUW����������S������'LHWHU�%HDXMHDQ��µ/RXLV�GH�&DXOHU\�DV�D�'UDIWVPDQ¶��Master 
Drawings, 36,4 (Winter 1998), p. 398; Maria Van Berge-Gerbaud, André Cariou, Jacques Foucart, e.a. 
(eds.), Tableaux flamands et hollandais du Musée des Beaux-Arts de Quimper, exh.cat., Paris, Institut 
Néerlandais, Paris,1987, p. 12. 
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illustrate he was one of the first seventeenth-century genre painters of elegant company 

paintings with courtly themes, mDVTXHUDGHV�DQG�µJHQHUDO¶�JHQUH�VFHQHV�680 In addition, 

his oeuvre also consisted of religious and mythological scenes, though his specialisation 

was nevertheless the depiction of high society dancing, making music, enjoying a 

banquet or leisure activities in WKHLU�JDUGHQV��.ROILQ�FRQVLGHUHG�'H�&DXOOHU\¶V�RHXYUH�DV�

an example of the idealistic tradition within the genre of Southern Netherlandish merry 

company paintings, with its many allegories.681 A clear reference to love is present in 

his oeuvre, such as the veneration or homage to Venus (Homage to Venus, Copenhagen, 

Statens Museum for Kunst, FIG. 19).682 ,Q�'H�&DXOOHU\¶V�SDLQWLQJV�ZLWK�PDQ\�ILJXUHV��

the scenes are often set as views on streets, in Italianate market places, in elaborately 

decorated gardens, or monumental architectural constructions. The architecture is 

Italianate, as was fashionable at that time, and was mostly fictitious. Sometimes, 

references to cities such as Rome and Venice show up in his works.  Nevertheless, 

Michel argued that though the buildings have an Italian look, they also have a Northern 

influence, and De Caullery is thus an example of how a painter used both traditions 

together.683 'H�&DXOOHU\¶V�SDLQWLQJV�ZHUH�DOVR�LQIOXHQFHG�E\�WKH�SHUVSHFWLYH�GHVLJQV�RI�

Hans Vredeman de Vries and his imaginary buildings.684 An example is his Festive 

company (1600-1602, Rotterdam, Museum Boymans van beuningen, FIG. 20) for 

ZKLFK�KH�ZRUNHG�DIWHU�D�SULQW�IURP�+DQV�9UHGHPDQ�GH�9ULHV¶�scenographiae.685 In this 

                                                      
680 Bodart 1970, p. 17. 
681 Kolfin 2005. 
682 )RU�PRUH�LQIRUPDWLRQ�RQ�'H�&DXOOHU\¶V�GHSLFWLRQ�RI�VXFK�WRSLF��DQG�RQ�WKLV�SDLQWHU��VHH��(LGHOEHUJ�
in : Eidelberg, Anderman and Glorieux 2004, p. 110, pp. 174-175, pp. 274-275;  Banks 1977, pp. 209-
210; Legrand 1963, pp. 76-����6XWWRQ��µ3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��6XWWRQ�������S������(GRXDUG�
0LFKHO��µ/RXLV�GH�&DXOHU\�DX�0XVpH�G¶DQYHUV¶��5HYXH�EHOJH�G¶$UFKpRORJLH�HW�G¶+LVWRLUH�GH�O¶$UW� III  
(1933), pp. 224-229;  -HDQQH�DQG�5REHUW�*HQDLOOH��µ'HX[�7DEOHDX[�GH�/RXLV�GH�&DXOHU\¶��Gazette des 
Beaux-Arts, 67 (1966), pp. 111-�����.ROILQ� ������ S�� ���� ,QHNH�:ROI� HQ�0DUJUHHW�:ROWHUV�� µ/HQWH��
=RPHU��:LQWHU��GULH�WULRPIHQ�YDQ�MDDUJHWLMGHQ�WRHJHVFKUHYHQ�DDQ�/RXLV�GH�&DXOOHU\¶��Oud Holland, 125, 
1 (2012), pp. 5-27. 
683 2Q�'H�&DXOOHU\¶V�°XYUH��VHH�6XWWRQ��µ3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��6XWWRQ�������S���� ; Vlieghe 
1998, p. 151-152. Allegorical scenes with architectural backgrounds influenced by Vredeman de Vries: 
Kolfin 2005, p. 39. 
684 Vlieghe 1998, pp. 151-����� -HDQQH�DQG�5REHUW�*HQDLOOH�� µ'HX[�7DEOHDX[�GH�/RXLV�GH�&DXOHU\¶��
Gazette des Beaux-Arts, 67 (1966), pp. 111-�����,QHNH�:ROI��DQG�0DUJUHHW�:ROWHUV��µ/HQWH��=RPHU��
:LQWHU�� GULH� WULRPIHQ� YDQ� MDDUJHWLMGHQ� WRHJHVFKUHYHQ� DDQ�/RXLV� GH�&DXOOHU\¶��Oud Holland, 125, 1 
(2012), p. 8; Eidelberg in : Eidelberg, Anderman and Glorieux 2004, p. 275; Van Haute 2006, p. 24. 
685 %HDXMHDQ� ������ S�� ����� )RU� PRUH� LQIRUPDWLRQ� DERXW� WKH� UHFHSWLRQ� RI� 9UHGHPDQ� GH� 9ULHV¶�
compositions on painters, including Louis de Caullery and Sebastiaan Vrancx, see: Thomas Fusenig 
DQG� %HUQDUG� 9HUPHW�� µ'H� LQYORHG� YDQ� +DQV� 9UHGHPDQ� GH� 9ULHV� RS� GH� VFKLOGHUNXQVW¶�� LQ�� +HLQHU�
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painting, De Caullery adds a porch to which people can enter (see also A Palace Interior 

with Elegant Couples Courting at a Ball, present whereabouts unknown, FIG. 21); a 

IHDWXUH� WKDW�ZLOO� DOVR� DSSHDU� LQ�)UDQV�)UDQFNHQ� WKH� \RXQJHU¶V� DQG� -DQVVHQV¶� VFHQHV��

From a high view point the little figures are depicted against the architectural 

background of palaces with gardens and parks or interiors. Sometimes the architecture 

is replaced by beautiful laid out parks, following the tradition of the garden of love.686  

The allegories for which De Caullery is known, often refer to love. However, references 

to love are also present in non-allegorical paintings. In his Feast in an Venetian Palace 

(c. 1600-1602 Museum of Fine Arts, Quimper, FIG. 22), De Caullery added elements 

that Janssens would later also use: a large architectural construction, many figures, 

fashionable dresses, courtly walking in a garden, a banquet, a laid out garden in the back 

ground, dance and music. De Caullery added a Venus and Cupid statue in order to stress 

the amorous context of the work of art.687 Janssens also added such a statue in his 

depiction of the Game of hot cockles (c. 1665-1670, Paris, Louvre, SLIDE 73), stressing 

the frivolous, amorous, and dangerous aspects of the love game.688 Elements of the five 

VHQVHV�DOVR�RFFXU�LQ�-DQVVHQV¶�SDLntings though in a far less obvious manner. 

As I have mentioned above, Louis de Caullery also painted interior scenes populated 

with many different figures. A beautiful example is A palace interior with elegant 

couples courting at a ball (present whereabouts unknown, FIG. 21) in which the interior 

is decorated with paintings and tapestries. On the left of the painting large windows are 

added (a typical construction that is also used by the painters of the Francken famil y 

                                                      
Borggrefe, Thomas Fusenig and Barbara Uppenkamp (eds.), Tussen stadspaleizen en luchtkastelen. 
Hans Vredeman de Vries en de Renaissance, exh.cat., Antwerp, Koninklij k Museum voor Schone 
Kunsten/ Lemgo, Weserrenaissance-Museum Schloss Brake, Ghent/ Amsterdam, 2002, pp. 161-178.  
686 Ekkehard Mai and Hans Vlieghe (eds.), Von Breugel bis Rubens. Das goldene Jahrhunderts der 
flämische Malerei, exh.cat., Cologne, Wall raf-Richartz-Museum/ Antwerp, Koninklij k Museum voor 
Schone Kunsten/ Vienna, Kunsthistorisches Museum, Cologne, 1992, p. 421. Vlieghe 1998, pp. 151-
152; Genaille 1966, pp. 111-114; Wolf and Wolters 2012, p. 8 ; Eidelberg in : Eidelberg, Anderman 
and Glorieux 2004, p. 275; Legrand 1963, p. 83. 
687 Eidelberg in : Eidelberg, Anderman and Glorieux 2004, pp. 174-175. For an in-depth discussion of 
WKH�GHSLFWLRQ�RI�9HQXV��VHH��(ULF�-DQ�6OXLMWHU��µ9HQXV��9LVXV�HQ�3LFWXUD¶��Nederlands Kunsthistorisch 
Jaarboek, 42-43 (1991-1992), pp. 337-396. 
688 Eidelberg in :Eidelberg, Anderman and Glorieux 2004, p. 258; Jacques Foucart, Catalogue des 
peintres flamandes et hollandaises du musée du Louvre, mus.cat., Paris, Louvre, Paris, 2009, p. 165; 
Magnus 2015 (in press). 
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and Janssens).689 A woman enters the room through a porch, while she is greeted by a 

man in the room. It is precisely this composition and construction, so often repeated in 

6RXWKHUQ�1HWKHUODQGLVK�JHQUH�SDLQWLQJ�� WKDW� LV�RQH�RI� WKH�PDLQ� IHDWXUHV� LQ� -DQVVHQV¶�

interior scenes.690  

Louis de Caullery also reused certain figures and groups of figures, as well as 

compositions.691 It is thus argued he must have had a large studio at his disposal for the 

production of these paintings. Moreover, his motifs and figures were also found in other 

SDLQWHUV¶�ZRUNs of art,692 indicating imitation or the exchanges of designs. His figures 

and compositions must therefore have been rather popular.693 Louis de Caullery 

repeatedly borrowed figures from other painters as well; he uses complete elements 

from drawings and prints and repeats them.694  

Louis de Caullery, as Frans Francken the Younger (and eventually Janssens as well), 

ZDV� DOVR� D� SDLQWHU� ZKR� DGGHG� ILJXUHV� RQ� KLV� FROOHDJXHV¶� SDLQWLQJV� ± he was thus 

considered a specialist in painting figures, and frequently collaborated with other 

painters,695 an activity Janssens was also known for. 

 

3.3. Frans Francken the Younger and his Family 

 

Legrand discussed three traditions in genre painting from a compositional point of view. 

The urban scenes by De Caullery belong to the tradition oI�WKH�µSDQRUDPLF�YLVLRQ¶ or 

                                                      
689 Legrand 1963. This composition was also often used in painted art galleries, see:  S[imone] Speth-
Holterhoff , /HV�SHLQWUHV�IODPDQGV�GH�FDELQHWV�G¶DPDWHXUV�DX�;9,,H�VLqFOH��Brussela, 1957. 
690 &I��LQIUD��µHQWUDQFH�LFRQRJUDSK\¶���7KLV is also an element frequently adopted by Louis de Caullery 
(porch): Maria Van Berge-Gerbaud, André Cariou, Jacques Foucart, e.a. (eds.), Tableaux flamands et 
hollandais du Musée des Beaux-Arts de Quimper, exh.cat., Paris, Institut Néerlandais, Paris,1987, p. 
11. 
691 He frequently reused his figures, such as the young man lying on the knees of a woman: Julien 
Vervaet, catalogue note in: Ekkehard Mai and Hans Vlieghe, Van Bruegel tot Rubens. De Antwerpse 
schilderschool 1550-1650, exh.cat., Cologne, Wall raf-Richartz-Museum/ Antwerp, Koninklij k 
Museum voor Schone Kunsten/ Vienna, Kunsthistorisches Museum, Ghent, 1992, p. 192. For another 
example, see: Van Haute 2006, p. 24; Maria Van Berge-Gerbaud, André Cariou, Jacques Foucart, e.a. 
(eds.), Tableaux flamands et hollandais du Musée des Beaux-Arts de Quimper, exh.cat., Paris, Institut 
Néerlandais, Paris,1987, p. 11. 
692 Eidelberg in : Eidelberg, Anderman and Glorieux 2004, pp. 275; Michel 1933, p. 225. 
693 Beaujean 1998, p. 399. 
694 Didier Bodart, Les Peintres des Pays-Bas méridionaux et de la principauté de Liège à Rome au 
XVIIe siècle, part 2, 1970, p. 17 ; Wolf and Wolters 2012, p. 8, passim. 
695 Legrand 1963, p. 83; Van Haute 2006, p. 24. 
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construction of the paintings. The majority of these scenes were made at the beginning 

of the seventeenth century, by painters such as Sebastiaan Vrancx and Louis de 

Caullery. In these paintings, many different activities take place and the view point is 

high.696 $OWKRXJK�-DQVVHQV¶�SDLQWLQJV�VRPHWLPHV�VKRZ�KLV�WHUUDFH�VFHQHV�IURP�D�KLJK�

view point perspective, his scenes  are never entirely the same as these panoramic views. 

The other traditions were, according to Legrand, the scenic tradition and the direct 

tradition. The direct tradition is a painting in which one action is placed centrally. One 

VFHQH�LV�FKRVHQ�WR�GHSLFW�D�µVQDS�VKRW¶�RI�OLIH��DQG��µWKH�XQLW\�RI�DFWLRQ¶�LV�GHSLFWHG��7KH�

paintings by Adriaen Brouwer are an example.697 

,Q�WKH�VFHQLF�WUDGLWLRQ��WKH�WKHDWUH�DQG�WKH�GLYLVLRQ�RI�WKH�VFHQH�LQ�µSURVFHQLXP��VFHQH��

and arrière-VFHQH¶�DUH�XVHG��)LJXUHV�ZLWK�WKHLU�EDFNV�WR�WKH�YLHZHU�FUHDWH�GHSWK��DQG�WKH�

interior is set up like a cube, constructed by focusing on the point of view of the 

audience.698 Janssens mostly followed (although Legrand considers this old-fashioned 

in the 1660s) in the tradition of Frans Francken the Younger and his followers.699  

In addition to this, Hiëronymus Francken I was the instigator of the so-FDOOHG� µFube 

VFqQRJUDSKLTXH¶�� D� IHDWXUH� WKDW� ZDV� ZLGHO\� DGRSWHG� E\� VL[WHHQWK-century and 

seventeenth-century genre painters. Legrand argues that it was mostly used in the 

sixteenth century and in the first quarter of the seventeenth century. She considers the 

paintings by Gill is Van Tilborch and Van Meuninxkhove of the 1660s signs of 

µDUFKDLVP¶�700 Janssens also still frequently used this compositional technique 

(including the typical figures with their backs to the viewer to suggest depth). The 

interiors or terrace constructions with elaborately designed architecture are shown in a 

view point with a central perspectival view.701  

                                                      
696 Legrand 1963, p. 234. 
697 Legrand 1963, p. 235. 
698 Legrand 1963, pp. 234-235. 
699 Legrand 1963, pp. 234-235. Banks placed the origins of the genre of elegant company paintings in 
the works of the Francken family. He considered the oeuvre by Janssens as the culmination point of this 
tradition and genre Banks 1977, pp. 210-211. 
700 Legrand 1963, p. 71, p. 235. For a discussion on cubical space, and the use of the theatre 
FRPSRVLWLRQV�LQ�-DQVVHQV¶�SDLQWLQJV�DQG�JHQUH�SDLQWLQJV�LQ�JHQHUDO��VHH�FKDSWHU���DQG�/HJUDQG�������
pp. 234-235. 
701 Vlieghe 1998, p. 151; Banks 1977, p. 208; 6XWWRQ��µ3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��6XWWRQ�������
p. 59; Alison Stoesser-Johnston, Lucas and Cornelis de Wael: Flemish artists and dealers in Antwerp, 
Genoa and Rome in the seventeenth century, vol. 1: Text Catalogue of works by Lucas de Wael, 
unpublished dissertation, 2008, p. 290  
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Hiëronymus Janssens closely followed in the tradition of the most well -known member 

of the famil y: Frans Francken the Younger. His dependence RQ� )UDQFNHQ¶V� GHVLJQV�

EHFRPH�FOHDU�LQ�-DQVVHQV¶�XVH�RI�YLVXDO�FRQYHQWLRQV�DQG�VWHUHRW\SHV�LQ�EDOO�VFHQHV��FI��

chapter 4), or in depictions of the prodigal son (cf. supra). As Frans Francken the 

<RXQJHU�LV�RIWHQ�FRQVLGHUHG�µWKH�LQLWLDWRU¶�RI�WKH�JHQUH�RI�Sainted art galleries,702 I wil l 

GLVFXVV� VKRUWO\� KRZ� +LsURQ\PXV� -DQVVHQV¶� SDLQWLQJV� RI� WKH� JHQUH� ILW� ZLWKLQ� WKLV�

typological tradition started by Francken and his contemporary colleagues (for 

typological discussion, see the separate section in this chapter). Moreover, Frans 

Francken the younger also collaborated with other painters, as Louis de Caullery, van 

der Lamen and Sebastiaan Vrancx also used to do. All these subjects, collaborative 

units, and genres were also adopted or produced by Janssens in the second half  of the 

seventeenth century. In addition, the production process in the studios of the Francken 

famil y indicates many compositions were often reused or copied. Natasja Peeters has 

GLVFXVVHG�WKH�µPDVV�SURGXFWLRQ¶�LQ�WKH�VWXGLR�RI�WKH�)UDQFNHQ�IDPLO\�F��������7KRXJK�

she argues that the Francken famil y did not often collaborate with independent painters 

(though many other examples can be given), Peeters suggests that they had a large 

studio with many apprentices and highly talented painters who helped them and made 

copies. In the Francken studio, collaborations were set up with family members. Frans 

II Francken is also said to have had his niece Isabella working in his highly productive 

studio. They thus collaborated with people who were initiated and educated in the 

Francken workshops, used their style and painted in a less individualised manner.703 

)UDQV�)UDQFNHQ�WKH�<RXQJHU¶V�SDLQWLQJV�ZHUH�DOVR�PDGH�IRU�H[SRUW��DV�WKH\�ZHUH�DOVR�

transported to Vienna.704  

 

                                                      
702 6HH�IRU�H[DPSOH��6XWWRQ�LQ��6XWWRQ�������S������9OLHJKH�������S�������$ULDQH�YDQ�6XFKWHOHQ��µ.DPHUV�
vol kunst in zeventiende-HHXZV�$QWZHUSHQ�� (HQ� LQOHLGLQJ¶�� LQ��$ULDQH� YDQ� 6XFKWHOHQ� DQG�%HQ� YDQ�
Beneden, Kamers vol kunst in zeventiende-eeuws Antwerpen, exh.cat., Antwerp, Rubenshuis/ The 
+DJXH��.RQLQNOLMN�.DELQHW�YDQ�6FKLOGHULMHQ�0DXULWVKXLV��=ZROOH��������S������$OH[DQGHU�0DUU��µ7KH�
)OHPLVK�µ3LFWXUHV�RI�&ROOHFWLRQV¶�*HQUH��$Q�2YHUYLHZ¶��Intellectual History Review, 20, 1 (2010), p. 8. 
703 1DWDVMD�3HHWHUV��µ0DUNHG�IRU�WKH�0DUNHW"�&RQWLQXLW\��&ROODERUDWLRQ�DQG�WKH�0HFKDQLFV�RI�$UWLVWLF�
Production of History Painting in the Francken Workshops in Counter-5HIRUPDWLRQ� $QWZHUS¶��
Nederlands Kunsthistorisch Jaarboek, 50, 1 (1999), pp. 59-74; Nicolaisen 2012, p. 361. 
704 Wilenski 1960, vol. 1, p. 557. 
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3.4. Johann Wilhelm Baur  

 

In 1658, Janssens painted one of his most well-known dancing scenes, The Ball (1658, 

Lille, Musée des Beaux-Arts, SLIDE 43). The painting contains many elements 

Janssens typically added into his dancing scenes (the couple central in the painting, the 

symmetrical construction, the architectural background, the musicians, etc.). However, 

similar to Charles II dancing at a ball at court (SLIDE 45), the painting also contains, 

next to the many genre figures, a few portraits.  

Some of the musicians, on the left of the composition in the back, appear to have some 

individualised facial features, indicating these may be portraits (see FIGS 23-24) The 

most obvious and clear portraits are, however, depicted in the crowd on the left of the 

composition, in front of these musicians. Next to the pillar of the building on the left, 

RQH�PDQ¶V�JD]H�DGGUHVVHV�WKH�DXGLHQFH��+H�ZHDUV�KLV�PDQWOH�RYHU�KLV�ULJKW�VKRXOGHU��

and holds his left hand (in a yellow glove) to his chest. He smiles to the viewer with his 

mouth slightly opened and frowning. He has a thin lined moustache, a rather straight 

nose with a small bump, and frowning eyebrows stressing the form of his eyes. His long 

curly hair reaches his shoulder. This may be a self-portrait by Janssens, or a portrait of 

Gonzales Coques (FIGS. 24-25).705 Another individualised figure in the crowd is the 

man with his blond hair cut short, a rather blushing, round face and a moustache, 

GHSLFWHG� EHKLQG� WKH� GDQFLQJ� PDQ¶V� VKRXOGHU�� 8QIRUWXQDWHO\�� WKLV� PDQ� FDQQRW� EH�

identified either. Only one figure can be identified with certainty ² the man who is 

WDONLQJ�WR�WKH�ZRPDQ�RQ�WKH�OHIW�RI�WKH�FRPSRVLWLRQ�QH[W�WR�WKH�VRFOH��7KLV�PDQ¶V�IDFH�

has a small and pointy chin, a large moustache, a straight nose and rather wide cheeks. 

These features, including the cheekbone form, are aspects that help to identify this man 

as Johann Wilhelm Baur (see comparison with his print FIG. 26). 

 

                                                      
705 Perhaps this portrait is, due to the gesture, facial expression, posture (looking over his shoulder) and 
his attention towards the viewer, a self-portrait. The identification of the man as a self-portrait may also 
be the reason why the woman in front of this man, sitting on the chair he is leaning on, though looking 
to another man, points with her right hand and fan to the signature of Janssens. A closer study of the 
face, however, also brings to mind the portrait of Gonzales Coques. Unfortunately, a solid identification 
cannot be offered with any certainty. 
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Johann Wilhelm Baur was a German painter of small-scaled compositions depicting 

complex scenes with a mythological or biblical storyline, landscapes with architectural 

and panRUDPLF�YLHZV��EDWWOH�VFHQHV�«�+H�SDLQWHG�ZDWHU�FRORXU�DQG�RLO�SDLQWLQJV�DQG�

also miniatures. He specialised in the depiction of a large number of little figures in 

small-scaled works of art. Baur was a popular artist, both during his lif etime and 

afterwards. From Strasbourg, Baur travelled to Stuttgart and Rome. In both places he 

met some important artists. In 1630, he arrived in Rome where he joined the 

Schildersbent, a group of mostly Southern-Netherlandish, Northern-Netherlandish and 

German painters who gathered during their stay in Rome. In 1631, Baur had gone to 

Naples, and eventuall y he stayed in Vienna, where he died in 1640.706 

 

In 1658, the Antwerp genre painter thus added a portrait of a German painter and 

engraver who had died 18 years previously into his painting. The portrait of the man 

can be identified as a depiction of Johann Wilhelm Baur by comparing it to a print after 

the self-portrait of Baur made in 1637 (FIG. 27). Johann Wilhelm Baur depicted himself 

in a laurel wrath, as a self-conscious artist, with an expensive lace collar, surrounded by 

symbols of his profession as a painter and engraver, and also of his status as a 

renaissance artist with knowledge of books and medicine. The portrait was painted in 

1637. At that time, Baur had settled in Vienna as an independent master painter after 

his journeys through Germany and Italy.707 

 

Adding self-portraits or portraits of colleagues or famil y members in such genre scenes 

was not unique in the seventeenth century. This was also done by painters such as 

Adriaen Brouwer, or in larger, monumental genre scenes by Simon de Vos and 

Theodoor Rombouts.708 $W� ILUVW� VLJKW�� -DQVVHQV¶� DFWLRQV�PD\� VHHP� UDWKHU� RGG� DV� QR�

direct connection between Janssens and Baur is known (Janssens was only 11 years old 

                                                      
706 -DFTXHV� 7KXLOOLHU�� µ-RKDQQ� :LOKHOP� %DXU�� SHLQWUH� GHV� PLFURFRVPRV¶� �SS�� ��-����� DQG� µ5pJLQH�
%RQQHIRLW��µ-RKDQQ�:LOKHOP�%DXU��OD�YLH�HW�O¶RHXYUH¶��SS����-33) in: Régine Bonnefoit et al., Johann 
Wilhelm Baur 1607-1642. Maniérisme et baroque en Europe, exh.cat. Strasbourg, Palais Rohan, galerie 
Robert Heitz, Strasbourg, 1998. 
707 Bonnefoit et al. 1998, cat. 58.  
708 Walter A. Liedtke, Flemish Paintings in the Metropolitan Museum of Art, vol. 1, New York, 1984, 
pp. 5-��� � +DQV�9OLHJKH�� µ7KHRGRRU� 5RPERXWV� HQ� ]LMQ� JH]LQ� JHSRUWUHWWHHUG� GRRU�9DQ�'LMFN¶�� Leids 
Kunsthistorisch  Jaarboek, 8 (1989), p. 149. 
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at the time RI�%DXU¶V�GHDWK���7KLV�SRUWUDLW��QHYHUWKHOHVV��LQGLFDWHV�WKDW�-DQVVHQV�NQHZ�

%DXU¶V�RHXYUH�YHU\�ZHOO��7KLV�LV�SRVVLEOH��DV�%DXU¶V�RHXYUH�ZDV�ZLGHO\�VSUHDG�DOO�RYHU�

Europe after his death by the engraver and editor, Melchior Küsel. Küsel published a 

compendLRQ� RI� HQJUDYLQJV� DIWHU� %DXU¶V� GHVLJQ�� HQWLWOHG� Joannis Guilielmi Baurn 

Iconographia Complectens, as a model book or source of inspiration for other artists.709 

%DXU¶V� RHXYUH�ZDV�� ZLWKRXW� GRXEW�� DOVR� VSUHDG� LQ� WKH� VHYHQWHHQWK-century Southern 

Netherlands; in 1661, Cornelis de Bie praised Baur posthumously in his Gulden Cabinet 

der Edele Vry-SchilderConst.710 De Bie identified the artist as a water colour painter, 

who is known for his depictions of a large number of little figures.711 De Bie further 

argued that BaXU¶V�ZRUNV�ZHUH�H[WUHPHO\�SUDLVHG�DQG�ZHUH�FRQVLGHUHG�YHU\�SUHVWLJLRXV�

by princes and art lovers, including the Antwerp art collector and lover Antoon van 

Leyen (to whom De Bie had dedicated his book). Van Leyen would have owned two 

scenes of this painter. ,Q� WKH�DGGLWLRQDO�SRHP��%DXU¶V�GHSLFWLRQV�RI�EDWWOH�VFHQHV�DUH�

discussed.712 ,W�LV�WKXV�YHU\�OLNHO\�-DQVVHQV�NQHZ�WKLV�FROOHFWLRQ�RI�SULQWV�DIWHU�%DXU¶V�

GHVLJQ��0RUHRYHU��%DXU¶V�RHXYUH�KDG�PDQ\�VLPLODULWLHV�WR�WKH�JHQUH�RI�HOHJDQW�FRPSDQ\�

paintings in the Southern Netherlands. 

 

In the last decades of his lif e in Vienna, Baur mainly depicted, according to Joachim 

6DQGUDUW��YLOOD¶V�DQG�SDUNV�LQ�5RPH�DQG�LWV�VXUURXQGLQJV��+H�SDLQWHG�SDQRUDPLF�YLHZV�

DQG� IDQWDV\� SDODFHV�� 6RXWKHUQ� KDUERXUV�� DQG�5RPDQ� YLOOD¶V��+H� Dlso depicted many 

imaginary gardens in which he combined both existing and fantasy architecture. In his 

views of harbours, Baur was also influenced by the compositions of Viviano Codazzi, 

an artist who was extremely inspiring to Southern Netherlandish architecture painters 

                                                      
709 5pJLQH�%RQQHIRLW��µ)RUWXQH�FULWLTXH¶��LQ��%RQQHIRLW�HW�DO��������SS����-37.  
710 %DXU¶V�PLQLDWXUHV� ZHUH� ODXGHG� E\�PDQ\� DUW� WKHRULVWV�� 5pJLQH� %RQQHIRLW�� µ)RUWXQH� FULWLTXH¶�� LQ��
Bonnefoit et al. 1998, pp. 35-37. 
711 Cornelis de Bie, Het Gulden Cabinet vande edel vry Schilder-Const, Lier, 1661��S��������µKHW�JKHZRHO�
YDQ�FOH\Q�ILJXHUNHQV�VRR�YHUU¶�DOV�GH�RRJKHQ�FRQQHQ�GUDHJKHQ��HQ�VRR�FOH\Q�DOV�V\�FRQQHQ�VLHQ��HQ�LV�
met de pen qualij ck te beschrij ven/ en soos eer niet uyt te drucken als de eer van sijn werck wel 
YHUGLHQW�¶ 
712 'H�%LH�������S�������µ&DQ�%RXZHUV�FORHFN�3LQFHHO�VRR�HG¶OH�ZHUFNHQ�ERXZHQ��2S�HHQ�VRR�FOH\Q�
begrij p van weynich parckement,/ Waer op heel Leghers staen, die vechten, kerven, houwen;/ Iae schier 
ontelbaer zijn en woelen sonder endt;/ Soo moet de rasse Faem van Bouwer eeuwich roemen/ En blasen 
PHW�¶W�WURPSHW�WRW�HHQ�JKHGDFKWHQLV���'DW�MHGHU�%RXZHU�PRHW�GHQ�RYHUYOLHJKHU�QRHPHQ���'DHU�QLHPDQGW�
schier soo-E\�LQ�&RQVW�JKHFRPHQ�LV�¶ 
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from the second half of the seventeenth century as well.713 One of the most well-known 

H[DPSOHV�RI�%DXU¶V�GHSLFWLRQV�RI�5RPDQ�YLOOD¶V� LV�KLV�Garden of the Villa Borghese 

made for Marcantonio Borghese in 1636 (FIG. 28).714  

This taste for depicting the elite in an arcadian Italianate setting was also a central 

element in the genre of Southern-Netherlandish elegant company paintings. In the first 

half of the seventeenth century, Sebastiaan Vrancx, Frans Francken the younger and 

others collaborated or were inspired by the architectural Italianate designs of Hans 

Vredeman de Vries.715 Hiëronymus Janssens, in this tradition, also frequently depicted 

elegant men and women in an Italianate fantastical setting. Sometimes he collaborated 

with architecture painters who specialised in Italianate (fantasy) architecture, such as 

Wilhelm Schubert van Ehrenberg, Jacob Ferdinand Saeys, and Antoon Gheringh (cf. 

chapter 2).716 Moreover, not only the architectural constructions, but also the views on 

landscapes in the EDFN� RI� -DQVVHQV¶� WHUUDFH� VFHQHV� VKRZ� PRXQWDLQV� DQG� 6RXWKHUQ�

vegetation ± mostly, these landscapes are not depictions of Southern Netherlandish 

ODQGVFDSHV��EXW�UHIHU�WR�6RXWKHUQ�(XURSHDQ�QDWXUH��$�YHU\�FOHDU�H[DPSOH�LV�-DQVVHQV¶�

Elegant Company dancing on a terrace (c. 1665-1670, private collection, SLIDE 75) 

which may have been made in collaboration with an architecture painter. The 

architecture on the left is fantastical, though the central view is a depiction of the Villa 

Aldobrandino in Frascati, with its cascade.717 This reference to an existing building, and 

                                                      
713 9LYLDQR�&RGD]]L� VSHFLDOLVHG� LQ� DUFKLWHFWXUDO� µFDSULFHV¶�� DQG�ZRUNHG� LQ�5RPH� DQG Naples in the 
seventeenth century. He combined elements from actual buildings with fantasy aspects, and painted 
WKHP� µDFFRUGLQJ� WR� WKH� ODZV� RI� SHUVSHFWLYH¶��'DYLG�0DUVKDOO�� µ$�9LHZ� RI� 3RJJLRUHDOH� E\�9LYLDQR�
&RGD]]L� DQG�'RPHQLFR�&DUJLXOR¶��Journal of the Society of Architectural Historians, vol. 45, nr. 1 
(March 1986), p. 32. Jacob Ferdinand Saeys and Wilhelm Schubert van Ehrenberg are said to have been 
LQVSLUHG�E\�&RGD]]L¶V�ZRUN��Lawrence Steigrad Fine Arts, Portraits and other recent acquisitions, New 
York, 2007, cat. 8.; https://rkd.nl/explore/artists/25721 RKD (accessed 16 May 2015); 
https://rkd.nl/explore/artists/69240 (accessed 16 May 2015). 
714 5pJLQH�%RQQHIRLW��µ-RKDQQ�:LOKHOP�%DXU��OD�YLH�HW�O¶RHXYUH¶�LQ��%RQQHIRLW�HW�DO��������%RQQHIRLW�HW�
al. 1998, cat. 34. 
715 Vlieghe 1998, p. 151; Heiner Borggrefe, Thomas Fusenig and Barbara Uppenkamp (eds.), Tussen 
stadspaleizen en luchtkastelen. Hans Vredeman de Vries en de Renaissance, exh.cat., Antwerp, 
Koninklij k Museum voor Schone Kunsten/ Lemgo, Weserrenaissance-Museum Schloss Brake, 
Ghent/Amsterdam, 2002. 
716 Vlieghe 1998, pp. 200-201. 
717 According to the SUHVHQW�RZQHU¶V�JUHDW�JUDQGIDWKHU¶V�QRWHV��WKH�FDVFDGH�UHIHUV��LQGHHG��WR�WKH�RQH�DW�
Vill a Aldobrandino (Frascati) (e-mail correspondence and information provided by the present owner 
during my visit). The identification of the building is clear when comparing with images of the vill a 
and its cascade (FIG. 52). See also: 7UDF\�/��(KUOLFK��µ�³«'DOO¶�$JULFROWXUD�YHQQH�OD�1RELOWj«´�The 
5XUDO�/DQGVFDSH�RI�WKH�9LOOD�0RQGUDJRQH�QHDU�)UDVFDWL¶��LQ��0LUND�%HQHã�DQG�'LDQQH�+DUULV��HGV����
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in general, the Italianate architecture that was depicted in these genre paintings, indicate 

that Janssens not only depicted idealised leisured lives, gestures, dances, games, and 

dresses, but also WKH�FRXQWULHV�WKH�HOLWH�ZRXOG�WUDYHO�WR�GXULQJ�WKHLU�µJUDQG�WRXU¶�WR�OHDUQ�

about the art of civili ty, such as Italy and France.718   

 

Johann Wilhelm Baur was interested in the depiction of fashion, as can not only be 

deduced from the fashionable dresses worn by the elegant figures in front of their 

beautiful Italianate palaces he painted (see below), but also because of his series of 15 

prints, in which people from different nations are represented with their national 

dressing style and the typical cultural characteristic of each nation. Baur, for example, 

depicts the French as they are fighting or organising horse games, the English with their 

theatre performances, the Italians with their vivid discussions and theatrical gestures, 

etc.719 Francois Langlois copiHG�DIWHU�%DXU¶V�GHVLJQ�DQG�GHSLFWHG�WKH�)UHQFK�JHQWOHPHQ�

while making a révérence, taking off their hats with wide gestures (cf. chapter 4). This 

refers to how in that time, the French were known for their polite etiquette, and their 

manners.720 This interest in fashion and elegance was also adopted by Janssens (cf. 

chapters 4, 5). 

 

 

 

 

 

 

                                                      
Villas and Gardens in Early Modern Italy and France, Cambridge, 2001, p. 134. In 1907 it is suggested 
that this painting by Janssens contained portraits of the French court: P.A-3��� µ7ULEXQH�GHV�$UWV�8Q�
WDEOHDX�j�LGHQWLILHU¶��Les Arts (September 1907).  However, no portraits were added on this painting, as 
RQO\�µJHQUH¶�ILJXUHV�DUH�GHSLFWHG� 
718 Regarding these activities of the grand tour: Gerrit Verhoeven, Anders reizen? Evoluties in 
vroegmoderne reiservaringen van Hollandse en Brabantse elites (1600-1750), Hilversum, 2009, p. 23, 
p. 38. 
719 Bonnefoit et al. 1998, cat. 49 
720 Bonnefoit et al. 1998, cat. 59. 
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4.  Hiëronymus Janssens and his Use of French Prints 

 

The genre of elegant company paintings, has been influenced strongly by French prints 

and visual sources.721 Scholars have often mentioned the important role of Abraham 

%RVVH¶V�SULQWV�LQ�WKH�RHXYUH�RI�+LsURQ\PXV�-DQVVHQV�722  

Though Hiëronymus Janssens and the other (both Northern and Southern 

Netherlandish) seventeenth-century painters of elegant or merry company paintings, 

were the predecessors in the evolution of the genre of the rococo, French eighteenth-

FHQWXU\�µIrWH�JDODQWHV¶�723 in the seventeenth century these were the painters that actively 

used French compositions and visual conventions themselves as they had a large 

                                                      
721 /HJUDQG�������:DOWHU�/LHGWNH��µ7RZDUGV�D�+LVWRU\�RI�'XWFK�*HQUH�3DLQWLQJ�,,��7KH�6RXWK�+ROODQG�
7UDGLWLRQ¶�� LQ��5RODQG�(��)OHLVFKHU�DQG�6XVDQ�6FRWW�0XQVKRZHU��The Age of Rembrandt. Studies in 
Seventeenth-Century Dutch Painting, Papers in Art History from The Pennsylvania State University, 
vol. III , Dexter, Michigan, 1988, pp. 102-103��*RRGPDQ¶V�UHVHDUFK�KDV�LQGLFDWHG�WKH�LPSRUWDQW�UROH�RI�
)UHQFK�SULQWV��LQFOXGLQJ�$EUDKDP�%RVVH¶V��LQ�5XEHQV¶�FUHDWLRQ�RI�WKH�Garden of Love compositions: 
Elise Goodman, 5XEHQV�7KH�*DUGHQ�RI�/RYH�DV� µ&RQYHUVDWLH�j� OD�PRGH¶, Amsterdam/Philadelphia, 
������(OLVH�*RRGPDQ��µ5XEHQV¶V�&RQYHUVDWLH�j�OD�0RGH��*DUGHQ�RI�/HLVXUH��)DVKLRQ��DQG�*DOODQWU\¶��
The Art Bulletin, 62, 2 (June 1982), passim. Cordula Van Wyhe also notes the wave of French culture 
WKDW�VSUHDG�DW�WKH�%UXVVHOV�FRXUW�LQ�WKH�����V��&RUGXOD�YDQ�:\KH��µ%HWZHHQ�&KDVWLW\�DQG�3DVVLRQ��7KH�
Impact of French Exiles on the Cult of Courtly Love at the Brussels &RXUW�LQ�WKH�����V¶��LQ��-RKDQQ�
Anselm Steiger et.al. (eds.), Passion, Affekt und Leidenschaft in der frühen Neuzeit, Wolfenbütteler 
Arbeiten zur Barockforschung, 43, Wiesbaden, 2005, pp. 951-980. Many thanks to Prof. Dr. Johan 
Verberckmoes for referring to this article. On the influence of French culture in Southern-Netherlandish 
VRFLHW\��PRVWO\�YLVLEOH�LQ�GUHVV���VHH��3HWHU�&��6XWWRQ��µ7KH�6SDQLVK�1HWKHUODQGV�LQ�WKH�$JH�RI�5XEHQV¶��
in: Sutton 1993, pp. 126-127, and, in general, the references in my chapter 5 (fashion).  
722 Legrand 1963, pp. 87-88, p. 94 ; Jacques Foucart in: Jean-Pierre De Bruyn, Philippe Durey, Jacques 
Foucart, et al., Le siècle de Ruben dans les collections publicques françaises, exh.cat., Paris, Grand 
Palais, Paris, 1977, p. 100; Goodman 1982, p. 251; Goodman 1992, p. 18.  
723 $�VDPSOH�RI� OLWHUDWXUH�RQ� WKLV�PDWWHU��8O\VVH�0RXVVDOL�� µ/HV� VRXUFHV� IODPDQGHV�GH�$��:DWWHDX¶��
%HOJLVFK�7LMGVFKULIW�YRRU�RXGKHLGNXQGH�HQ�NXQVWJHVFKLHGHQLV��5HYXH�EHOJH�G¶DUFKpRORJLH�HW�G¶KLVWRLUH�

GH� O¶DUW, XXIV, 1-2 (1955), pp.77-79; Mary Tavener Holmes, Nicolas Lancret. Dance before a 
Fountain, Los Angeles, 2006, pp. 13-����)�-�%��:DWVRQ�� µ1HZ�/LJKW�RQ�:DWWHDX¶V� µ/HV�3ODLVLUV� GX�
%DO¶¶��The Burl ington Magazine, 95, 604 (July 1953), p. 241; Banks 1975, pp. 211-212, passim; Legrand 
������S������*XLOODXPH�*ORULHX[��µ:DWWHDX�HW�OH�1RUG¶��LQ��(LGHOEHUJ��$QGHUPDQ�DQG�*ORULHX[�������S��
����SDVVLP�IRU�D�JHQHUDO�GLVFXVVLRQ�RI�:DWWHDX¶V�GHSHQGHQFH�RQ�WKH�VHYHQWHHQWK-century examples from 
the Northern and Southern Netherlands); Mary Vidal, :DWWHDX¶V� 3DLQWHG� &RQYHUVDWLRQV�� $UW��
Literature, and Talk in Seventeenth- and Eighteenth-Century France, New Haven/ London,  1992, pp. 
65-72. Vidal has shown that Watteau followed the tradition of Northern and Southern Netherlandish 
painters, such as Dirck Hals and Hiëornymus Janssens, and argues that this Northern genre had already 
spread earlier in France through the prints of Abraham Bosse and his colleagues. From this point of 
view the French imagery appears to have been dependent upon Southern Netherlandish examples.  
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number of French fashion engravings and plates at their disposal.724 This is, as I 

demonstrate here, certainly the case for Hiëronymus Janssens. 

 

4.1. Abraham Bosse  

 

Abraham Bosse was a French etcher, engraver, painter, draughtsman, architect and 

writer. Bosse is mostly known for his treatises, his engravings, and his role in the 

foundation of the Academy in Paris, where he was to become a teacher in the art of 

perspective.725  

Bosse engraved all kinds of prints, including portraits, and genre scenes. He is known 

for his pictures of everyday lif e, in which unidentified figures of the high society of 

Paris play a major part. In such prints, the attention was placed on the gestures and 

postures of the body, rather than facial features (cf. similar to genre painters). Bosse 

also produced fashion engravings, depicting men and women in the latest fashion styles 

± he also referred to the seventeenth-century restricting edicts that were published.726 

%RVVH¶V�ZRUN�KDG�D�UHVSHFWHG�LQWHUQDWLRQDO�UHSXWDWLRQ�DPRQJVW�KLJh society,727 and his 

genre scenes often functioned as immediate sources of inspiration for painters.728 

 

                                                      
724 Goodman 1992. $ERXW�1RUWKHUQ�DQG�6RXWKHUQ�1HWKHUODQGLVK�SDLQWHUV�XVLQJ�%RVVH¶V�JHQUH�SULQWV�DV�
sources of inspiration: José Lothe, /¶2HXYUH�JUDYp�G¶$EUDKDP�%RVVH�JUDYHXU�SDULVLHQ�GX�;9,,H�VLqFOH��
Catalogue general avec les reproductions de 451 estampes, Paris, 2008, p. 94. 
725 Marianne Le Blanc, '¶$FLGH�HW�'¶(QFUH�$EUDKDP�%RVVH������"-1676) et son siècle en perspectives, 
Paris, 2004, p. 20, p. 34.; W.R. Juymboll, V. Denis a.o., Winkler Prins van de Kunst. Encyclopedie van 
de architectuur/ beeldende kunst/ kunstnijverheid, part 1, Amsterdam/ Brussels, 1958, p. 324; Maxime 
3UpDXG�� µ/HV�DUWV�GH� O¶HVWDPSH�HQ�)UDQFH�DX�;9,,H�VLqFOH ��SDQRUDPD�GXU� WUHQWH�DQV�GH�UHFKHUFKHV¶��
Perspective (On-Line), 3 (2009), put online on 8 June 2013 [accessed 12 August 2014], URL : 
http://perspective.revues.org/1308; DOI : 10.400/perspective.1308. For more information about his 
WUHDWLVH� RQ� HWFKLQJ� DQG� HQJUDYLQJ�� VHH�� &DUO� *ROGVWHLQ�� µ3ULQWPDNLQJ� DQG� 7KHRU\¶�� Zeitschrift für 
Kunstgeschichte, 3 (2008), pp. 373-388. 
726 Maxime Préaud, Sophie Join-/DPEHUW�DQG�9pURQLTXH�0H\HU��µ$EUDKDP�%RVVH�HW�OD�VFqQH�GH�JHQUH¶��
in: Sophie Join-Lambert and Maxime Préaud (eds.), Abraham Bosse, savant graveur Tours (vers 1604-
1676, Paris), exh.cat., Paris, Bibliothèque Nationale de France/ Tours, Musée des Beaux-Arts, 
Paris/Tours, 2004, pp. 29-31; Lothe 2008, pp. 2-3, p. 94, p. 96 (also about the influence of the fashion 
edict of 1633); &DUO�*ROGVWHLQ��µ7ZR�'UDZLQJV�E\�$EUDKDP�%RVVH¶��Master Drawings, 10, 1 (Spring 
�������S������&DUO�*ROGVWHLQ��µ3RSXODU�6FLHQFH�LQ�HDUO\�PRGHUQ�)UDQFH��$EUDKDP�%RVVH¶V�6LJKW¶��Word 
& Image: A Journal of Verbal/ Visual Enquiry, 23, 2 (2007), passim.  
727 Goodman 1992, p. 18. 
728 Préaud, Join-Lambert and Meyer, in: Join-Lambert and Préaud 2004, p. 29. 
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0DQ\�VFKRODUV�KDYH�UHPDUNHG�WKDW�-DQVVHQV¶�PDQ\�UHSUHVHQWDWLRQV�RI�WKH�DPRURXV�JDPH�

of hot cockles,729 ZHUH�LQVSLUHG�E\�$EUDKDP�%RVVH¶V�SULQWHG�GHSLFWLRQ�RI�WKH�WKHPH�730 

Unfortunately, a specific print illustrating this theme has not been found so far.  

1HYHUWKHOHVV�� DQRWKHU� LPPHGLDWH� FRQQHFWLRQ� EHWZHHQ� -DQVVHQV¶� RHXYUH� DQG� %RVVH¶V�

prints can be verified: their depictions of visits to the nursery.731  

 

Hiëronymus Janssens and copiers and/or assistants painted many variants of the same 

(popular) composition of An elegant company celebrating the birth of a child (c. 1660, 

Epiarte, private collection, SLIDE 52).732 In these paintings, Janssens showed the visit 

of female famil y members and friends of the mother who has given birth to her new-

born child.733 In contrast to some Northern Netherlandish scenes of such visits to the 

nursery (FIGS. 53-54), Janssens did not add the new father receiving his guests (SLIDE 

52). In general, nine days after the birth of a child, the new mother and child received 

visitors, but in depictions of such visits, the husband/ father of the newborn child is also 

present.734 Janssens, however, places the men at the side of the painting, behind a screen, 

                                                      
729 For more information on the game of hot cockles, see: Eddy de Jongh, Tot lering en vermaak. 
Betekenissen van Hollandse genrevoorstelli ngen uit de zeventiende eeuw, exh.cat., Amsterdam, 
Rij ksmuseum, Amsterdam, 1976, p. 159; Eidelberg, Anderman and Glorieux 2004, p. 258; Hannelore 
0DJQXV��µ7KH�VHYHQWHHQWK-century young gentry at hot cockles: Investigating a Southern Netherlandish 
novelty as a prelude to the rococo fêtes galantes¶��Dutch Crossing (2015), in press. 
730 Legrand 1963, pp. 87-88; Goodman 1992, p. 18, p. 90; Les loisirs et les jeux, exh.cat., Brussels, 
Koninklij ke Musea voor Schone Kunsten van België, 1961, p. 22; Goodman 1982, p. 251, passim.  
731 Legrand 1963, S������%RWK�/HJUDQG�DQG�*RRGPDQ�DOVR�QRWHG�WKDW�-DQVVHQV�XVHG�%RVVH¶V�H[DPSOH�IRU�
his depictions of visits to the nursery (FIG. 53): Goodman 1982, p. 251; Legrand 1963, p. 94. 
9DQGHQEURHFN�DOVR�QRWHG�WKH�LPSRUWDQFH�RI�WKH�SULQW�RI�$EUDKDP�%RVVH�LQ�-DQVVHQV¶�GHSLFWLRQV�RI�WKH�
VFHQH��3DXO�9DQGHQEURHFN�� µ'H�³6DOHWWH´� RI� SURQNNDPHU� LQ� KHW� ��GH-eeuwse Brabantse burgerhuis. 
Famili e- en groepsportretten als iconografische bron, omstreeks 1640-����¶�� Monumenten & 
Landschappen, nr. 6 (1990), p. 54-55. 
732 Other versions of this painting also exist, though mostly of lesser quality, so I have not adopted them 
here. See for an example: Welu 1983. 
733 On the visual tradition of this topic, see: Nadia Windmolders��³«ZDQW�WRW�GH�.UDDP�KRRUW�]R�YHHO´�
Een iconografische studie van het kraamgebeuren in de 16de- en 17de-eeuwse schilderkunst van de 
beide Nederlanden, XQSXEOLVKHG�PDVWHU¶V�WKHVLV��/HXYHQ��������According to Windmolders depictions 
of the delivery room are rather rare in genre painting. She does not describe the many variants by and 
after Janssens, and only addresses Hendrick Heerschop and Matthijs Naiveu as examples of profane 
depictions of the delivery room: Windmolders 1999, pp. 53-55. See also Join-Lambert and Préaud 2004, 
p. 124. 
734 Jasper Hill egers, catalogue note on the painting by Matthijs Naiveu (c. 1700, Leiden, Museum De 
Lakenhal) in: Anna Tummers (ed.), De gouden eeuw viert feest, exh.cat., Haarlem, Frans Hals Museum, 
Rotterdam, 201��� S�� ����� %LDQFD� GX�0RUWLHU�� µ&RVWXPHV� LQ� *DEULHO� 0HWVX¶V� 3DLQWLQJV��0RGH� DQG�
Manners in the Mid-6HYHQWHHQWK�&HQWXU\¶��LQ��$GULDHQ�(��:DLERHU��Gabriel Metsu, exh.cat., Dublin, 
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µVS\LQJ¶�RQ�WKH�DOO-female scene in the centre of the painting (apart from the children).735 

This relatively marginal role of men in the painting is not unusual within the visual 

tradition of the subject. Other paintings of the nursery or delivery room indicate that 

men were not often present in this context.736  

-DQVVHQV¶�RIWHQ�UHSHDWHG�FRPSRVLWLRQ�EHDUV�FORVH�UHVHPEODQFH�WR�WKH�FRPSRVLWLRQ�LQ�D�

print invented by Abraham Bosse thirty years previously: The visit to the nursery (1633, 

FIG. 29).737 The new mother sits in her bed placed on the right of the interior, 

surrounded by her female visitors, whereas two little children play on the ground. 

Traditionally, in early modern times, giving birth was an all-female activit y. The women 

who were present during labour to stand by the new mother, also remained near her 

after birth. They took care of the mother and made sure she did not sleep too much, or 

JRW� GHSUHVVHG�� 7KH\� GLG� VR� E\� HQJDJLQJ� LQ� ZRPDQ¶V� WDON�� RU, gossip. Within the 

boundaries of their all-female circle, women gossiped and freely talked about topics 

such as sexuality and childbearing. Though no man is added behind a screen as in 

-DQVVHQV¶�SDLQWLQJ��%RVVH�GRHV�UHIHU�WR�WKH�QHZ�IDWKHU��ZKR�LV�DGGHG�as a spy on the 

IHPDOH�FRQYHUVDWLRQ��,Q�%RVVH¶V�HWFKLQJ��UHPDUNDEO\��QR�EDE\�LV�VKRZQ�738   

 

                                                      
National Gallery of Ireland/ Amsterdam, Rij ksmuseum/ Washington, National Gallery of Art, Dublin, 
2010, p. 137. 
735 In seventeenth-century doll houses information about the delivery room or nursery can be found ± 
in the doll house of Petronella Dunois, the proud father is added and he looks at the event from the 
background. In general child birth was an exclusive female terrain (which is an explanation for the 
infrequent depiction of the topic in painting): Windmolders 1999, pp. 57-58. 
736 7KH�IDWKHU¶V�UROH�ZDV�OLPLWHG�WR�WKH�DQQRXQFHPHQW�RI�WKH�ELUWK�RI�KLV�FKLOG�WR�WKH�FRPPXQLW\�DQG�KH�
RIWHQ�RUJDQLVHG�D�PHDO�LQ�KRQRXU�RI�WKH�QHZ�ERUQ�FKLOG��,Q�0DWWKLMV�1DLYHX¶V�GHSLFWLRQ�RI�WKH�VFHQH�
from 1675 (New York, Metropolitan Museum of Art) the father is depicted in the back of the scene 
ZKLOH� HQMR\LQJ� WKLV� EDQTXHW�� ,Q� 0DWWKLMV� 1DLYHX¶V� RWKHU� GHSiction of the scene (Leiden Stedelij k 
Museum De lakenhal, FIG. 54) the father is present and has a kandeelglas in his hand (this was part of 
the tradition). If  men are present in the scenes, it is in the margins of the painting. For this information 
and more, see Windmolders 1999, p. 76, pp. 80-81; Hill egers in: Tummers 2011, p. 124; Du Mortier 
in: Waiboer 2010, p. 137. 
737 Legrand noted the connection of this print with the scene by a follower of Janssens that I have not 
adopted in this thesis, see: Legrand 1963, p. 94; Goodman 1992, p. 18, p. 90; Goodman 1982, p. 251 
738 Carl Goldstein, Print Culture in Early Modern France. Abraham Bosse and the Purposes of Print, 
Cambridge, 2012, pp. 61-62. In the seventeenth century it was considered typical (and by some to be 
rejected) that women, the assistants, midwives and visitors stayed together and chatted. The women, 
helpers and midwives stood by the new mother until  six weeks after birth, when she went to the church 
for the first time: Windmolders 1999, p. 63. For a discussion of child-bearing (also an all -female 
FRQWH[W��LQ�SULQWV��LQFOXGLQJ�RQH�E\�%RVVH���VHH��3LHUUH�%HUWUDQG��µ*UDYHU�OD�QDLVVDQFH�DX�;9,,H�VLqFOH¶��
Ethnologie française (La ri tualization du quotidien), XXVI, 2 (1996), pp. 329-339.  
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Janssens definitely knew this print, but he changed important aspects; he added a baby 

DQG�D�µEDNHUPDW¶�DV�LQ�WKH�'XWFK�WUDGLWLRQ�739 but kept the all-female visitor group, and 

WKH�PDOH�ILJXUH�VS\LQJ��,Q�-DQVVHQV¶SDLQWLQJ�WZR�PHQ�DUH�ORRNLQJ�IURP�EHKLQG�D�VFUHHQ�

towards the women and children. Bosse gave his women voice through subscriptions 

on the print; the new mother is complaining about labour pains. The demoiselles of the 

company add this is nothing compared to her nine months of joy, and the bourgeois 

ODGLHV�EODPH�WKH�KXVEDQG�IRU�WKH�ZRPDQ¶V�PDUW\UGRP��ODERXU���+RZHYHU��WKH�PDOH�VS\�

RQ�WKH�SULQW�DGGV�WR�WKLV�WKDW�LW�LV�RIWHQ�QRW�WKH�KXVEDQG¶V�GRLQJ��EXW�WKH�ZRPDQ¶V lover 

who is to be blamed.740 2I� FRXUVH�� LQ� -DQVVHQV¶SDLQWLQJ� WKHVH� VXEVFULSWLRQV� DUH� QRW�

added. Nonetheless, the subject of female elegant conversation,741 courting, sexualit y, 

and a comical reference to all this (thanks to the spying men) would not be too far-

IHWFKHG��DQG�ZRXOG�ILW�ZLWKLQ�-DQVVHQV¶�RHXYUH��DV�KH�RIWHQ�SDLG�DWWHQWLRQ�WR�DPRURXV�

subjects and made some comical scenes (his depiction of seven women fighting for a 

PDQ¶V�WURXVHUV�DV�D�FRPLFDO�VFHQH��FI��LQIUD��� 

  

Whereas Janssens in his An elegant company celebrating the birth of a child (SLIDE 

52) actively used, changed and altered the design by Bosse to create his own painting, 

LQ� KLV� HDUOLHU� ZRUNV� -DQVVHQV� SURYHG� KLPVHOI� WR� EH� PRUH� GHSHQGHQW� XSRQ� %RVVH¶V�

FUHDWLRQ�� ,Q� IDFW��%RVVH¶V�GHVLJQ�RI�The Ball (FIG. 30) laid the foundations of many 

dancing scenes by Southern Netherlandish genre painters, such as Frans Francken the 

Younger, and also inspired Janssens (cf. chapter 4).  

Bosse was far from the only French engraver whose prints were available in the Low 

Countries and used by many other artists. 742 The works by Sebastiaan Le Clerc and 

                                                      
739 James A. Welu, 7KH�&ROOHFWRU¶V�&DELQHW��)OHPLVFK�3DLQWLQJV�IURP�1HZ�(QJODQG�3ULYDWH�&ROOHFWLRQV, 
exh.cat., Worcester, Worcester Art Museum, 1983, p. 74 (for a discussion of the conventional elements 
in such scenes, see Windmolders 1999). 
740 Goldstein 2012, pp. 61-63. Goldstein discusses the sources for such comical ideas on child-bearing 
and sexuality in-depth. 
741 (OLVH�*RRGPDQ�FRQVLGHUHG�%RVVH¶V�HWFKLQJ�DV�D�UHIOHFWLRQ�RI�D�UXelle, or of female salon culture: 
Goodman article; Goldstein. 
742 3DXO�+X\V�-DQVVHQ��µ*HQUH�3DLQWLQJV�E\�/DXUHQFH�1HWHU�RI�(OEODJ¶��The Hoogsteder Mercury, 13/14 
(1992), pp. 39-����3KLOLSSH�/H�/H\]RXU��µ*UDYXUH�HW�3HLQWXUH��À propos de quelques tableaux peints 
G¶ DSUqV�OHV�HVWDPSHV�GH�%RVVH¶��LQ��-RLQ-Lambert and Préaud 2004, p. 299. Le Leyzour clearly shows 
WKH�PDQ\�H[DPSOHV�RI�WKH�UHFHSWLRQ�RI�%RVVH¶V�SULQWV�DQG�HQJUDYLQJV�LQ�SDLQW��Different ways in which 
his prints were used and adopted in other works of art can be detected. Le Leyzour li sted a few painters 
ZKR�XVHG�%RVVH¶V�GHVLJQV�LQ�WKHVH�GLIIHUHQW�ZD\V��DQG�KH�PHQWLRQHG��DPRQJVW�RWKHUV��'LUFN�YDQ�'HOHQ�
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Jean Lepautre, for example, were also frequently exported to Germany and the Low 

Countries.743 Consequently, 

-DQVVHQV¶�FRQQHFWLRQ�ZLWK�)UDQFH� LV�QRW�RQO\�HYLGHQW� LQ� WKH relationship between his 

work and  

WKH�GHVLJQV�RI�$EUDKDP�%RVVH¶V�SULQWV��7KH�IROORZLQJ�H[DPSOHV�EHORZ��-HDQ�/HSDXWUH�

and Balthasar Moncornet) indicate that the French visual imagery in prints played an 

LPSRUWDQW�UROH�LQ�-DQVVHQV¶�RHXYUH� 

However, we also have to keep in mind that the Southern and Northern Netherlands 

were not simply the mere receivers of French visual culture. Northern and Southern 

Netherlandish prints themselves were also imported to Paris,744 and also used by 

                                                      
DQG� /DXUHQFH� 1HWHU�� 7KH� LQVSLUDWLRQ� 1HWHU� JRW� IURP� %RVVH¶V� SULQWV�� ZDV� DOVR� GLVFXVVHG� E\� +X\V��
Laurence Neter was a genre painter of high li fe companies. He was born in Elblag near Gdansk, was 
taught by a Flemish master and had spent some time in the Low Countries. Neter was influenced both 
by the Northern and the Southern Netherlands. His works are often confused with those by Van der 
lamen. Neter seems to have been in contact with the prints of the French engraver Abraham Bosse as 
well: Le Leyzour in: Join-Lambert and Préaud 2004, pp. 298- 299, and a discussion passim; Huys 
Janssen 1992, pp. 33-43. 
743 MaxiPH�3UpDXG�� µ/HV�DUWV�GH� O¶HVWDPSH�HQ�)UDQFH�DX�;9,,H�VLqFOH : panorama dur trente ans de 
UHFKHUFKHV¶��Perspective (On-Line), 3 (2009), put online on 8 June 2013, accessed 12 August 2014, 
URL: http://perspective.revues.org/1308; DOI : 10.400/perspective.1308. Another example of an artist 
ZKRVH�ZRUN�ZDV�LQVSLUHG�E\�%RVVH¶V�H[DPSOH��LV�WKH�$XVWULDQ�SDLQWHU�6WHSKDQ�.HVVOHU�,������-1700). 
%R*HQD� 6WHLQERUQ�� µ.HVVOHU�� 6WHSKDQ�� ,¶�� 2[IRUG� $UW� 2QOLQH��
http://www.oxfordonline.com:80/subscriber/article/grove/art/T046344 7KLV� SDLQWHU� XVHG� %RVVH¶V�
design in, for example, his series of the prodigal son. It has to be remarked that although this painter 
XVHG�%RVVH¶V�PRWLIV��KH�DOVR�XSGDWHG��FKDQJHG�DQG�DOWHUHG�WKH�FRPSRVLWLRQ��,Q�The Prodigal son at the 
prostitutes (c. 1660, Le Puy, Musée Crozatier), due to the changes and additions (many figures, the 
wealth of the interior), the four figures Kessler borrowed from Bosse can hardly be noticed. The figures 
are also dressed according to the latest fashion styles, and so their costumes differ from those depicted 
LQ�%RVVH¶V�RULJLQDO�SULQWV��Le Leyzour 2004, p. 307. This is very comparabOH�WR�-DQVVHQV¶�XVH�RI�WKH�
prodigal son-VHULHV�E\��IRU�H[DPSOH��&RUQHOLV�GH�:DHO��RU�KLV�XVH�RI�%RVVH¶V�SULQWV��-DQVVHQV�DOZD\V�
made sure the dresses of the figures were updated, and tended to blend the adopted motifs within a new 
composition or scene (cf. chapter 5). 
744 Le Blanc 2006, p. 20, p. 27, p.34.; Juymboll, Denis a.o. 1958, p. 324. Préaud 2009, accessed 12 
August 2014. 
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Abraham Bosse as sources of inspiration.745 The Southern Netherlands and France were 

enaged in a close interchange of compositions and general visual language.746  

 

4.2. %DOWKDVDU�0RQFRUQHW�DQG�-DQVVHQV¶�GHSLFWLRQ�RI�VHYHQ�ZRPHQ�

ILJKWLQJ�IRU�D�PDQ¶V�WURXVHUV 

 

Rather early in his career, Hiëronymus Janssens painted a subject he would never (as 

far as is known)747 repeat again: 6HYHQ�ZRPHQ�ILJKWLQJ�IRU�D�PDQ¶V�EUHHFKHV (c. 1650, 

                                                      
745 :DOWHU�/LHGWNH��µ7RZDUGV�D�+LVWRU\�RI�'XWFK�*HQUH�3DLQWLQJ�,,��7KH�6RXWK�+ROODQG�7UDGLWLRQ¶��LQ��
Roland E. Fleischer and Susan Scott Munshower, The Age of Rembrandt. Studies in Seventeenth-
Century Dutch Painting, Papers in Art History from The Pennsylvania State University, vol. III , Dexter, 
Michigan, 1988, pp. 102-103. %RVVH¶V�SULQW�Sight (part of the series of the Five Senses, c. 1636/1637), 
is considered an example of this interaction, as Bosse added a man with a telescope and probably got 
to know this motif through the engraving by Cornelis van Kittensteyn after Dirck Hals featuring this 
same characteristic. The other prints Sense and Touch are also considered to have been constructed after 
9DQ�.LWWHQVWH\Q¶V�SULQW�DIWHU�+DOV¶�GHVLJQ��Lothe 2008, p. 113; Le Blanc 2004, p. 73. This indicates the 
influence of Northern traditions. According to Le Blanc Bosse was also inspired by his Dutch colleages 
in the depcitions of the Ages of Men: p. 73. His works display many similarities with the works of 
Northern Netherlandish artists, and Abraham Bosse is said to have made a trip to the Northern 
Netherlands as well: Préaud, Join-Lambert and Meyer in : Join-Lambert and Préaud 2004, pp. 28-29; 
Le Blanc 2006, p. 67. Juymboll, Denis, a.o. 1958, p. 324. Preaud, Join-Lambert, and Meyer 2004, p. 
31. Bosse was inspired by Mattheus II  Merian, Crispijn II  de Passe, Daniel Rabel a.o. Préaud, Join-
Lambert and Meyer 2004, p. 32; Lothe 2008, p. 94; Le Blanc 2006, p.74 (influenced but adapts them). 
Bosse was able to view the works of art of Northern painters through the spread of prints after their 
genre paintings: Préaud, Join-Lambert, Meyer 2004, p. 28. 
746 Southern Netherlandish engravings were also popular in Paris. In Paris in the late 1620s and in the 
1630s, there was a large  production of French or Flemish-French prints depicting high society. Many 
engravers and publishers were interested in prints with fashionable subjects (Jaspar Isaac, Jacques van 
Merle, Pierre Firens, Melchior Tavernier  and Balthasar Moncornet). Southern Netherlandish artists, 
such as Peter Paul Rubens in 1622, visited the French capital, and from 1626 onwards a distinct Flemish 
µFRORQ\¶�KDG�VHWWOHG�LQ�3DULV��D�&RQIUDWHUQLW\�RI�WKH�)OHPLVK�1DWLRQ��André Blum, Abraham Bosse et la 
société Française au dix-septième siècle, Paris, 1924, pp. 77-79; Goodman 1992, p. 16 -18. It is very 
li kely that Bosse had been in touch with this Netherlandish community that had settled in Paris from 
the end of the sixteenth century onwards. It is often stated that the Southern Netherlandish and Northern 
Netherlandish seventeenth-century paintings have been a source of inspiration for the engravers who 
adopted the scenes and their subjects and copied them Préaud, Join-Lambert and Meyer in: Join-
Lambert and Préaud 2004, pp. 28-29, p. 31; Le Blanc 2004, p. 67. Juymboll, Denis, a.o. 1958, p. 324.  
747 Sigred Metken noted the existence of a painting of lesser quality by Janssens (private collection): 
Sigrid Metken, Der Kampf um die Hose: Geschlechterstreit und die Macht im Haus. Die Geschichte 
eines Symbols, Frankfurt, 1996, p. 109. I have not found the auction catalogue she refers to (9-6-1949). 
In the photographic collection at the RKD  Netherlands Institute for Art History (referring to auction 
&KULVWLH¶V�/RQGRQ���-XO\�������QU������DQ�LPDJH�ZLWK�D�YHU\�VLPLODU�FRPSRVLWLRQ�WR�-DQVVHQV¶�SDLQWLQJ��
though of lesser quality, is preserved. In this catalogue, the image LV�HQWLWOHG�µ7KH�-HDORXV�:LIH¶��E\�
Janssens (lot nr. 29). In this dissertation, I have not attributed this painting to Janssens, as it is probably 
made by a follower. 
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Ghent, Museum voor Schone Kunsten, SLIDE 11).748 Six of the fighting women are 

holding a pair of breeches and the seventh, dressed in a yellow gown, is storming 

towards the other women while holding a burning stick, probably found in the (though 

not lit) fireplace on the right side of the scene. Next to the fighting women, another 

woman is depicted smiling and holding her hands folded together. She looks at the 

smiling man, sitting on the right front of the scene, who can be identif ied as a soldier. 

He wears a light brown, short buff coat. The sleeves are decorated with applied metal 

braid, indicating this is a high-ranking officer.749 His pink sash suggests that he could 

have held a position in the Spanish army.750 The adoption of high ranking officers in 

genre paintings is not unique, and had become a genre in itself in the Northern 

1HWKHUODQGV�� -DQVVHQV¶� PDVWHU� &KULVWRIIHO� Jacobsz Van der Lamen, also frequently 

added such soldiers in his paintings (cf. supra and chapter 5). Janssens also adopted 

such figures, though mostly stressed their mili tary function in his early paintings from 

                                                      
748 In a museum catalogue of the Museum of Fine Art in Ghent from 1870, the indistinct signature in 
the lower right corner of the canvas is mentioned for the first time: A. P. Sunaert, Catalogue descriptive 
GX�PXVpH�GH�OD�YLOOH�GH�JDQG�SUpFpGp�G¶XQH�QRWLFH�KLVWRULTXH, Ghent, 1870, pp. 78-79. (Dutch:) A.P. 
Sunaert, Beschrijvende Kataloog van het Museum der stad Gent, voorafgegaan door eene 
geschiedkundige notitie, Ghent, 1871, pp. 83-84. See also: Museum van Schoone Kunsten catalogus 
Oude Meesters Schilderstukken, teekeningen, plaatsneden, mus.cat., Ghent Museum of Fine Arts, 1938, 
p. 80; J. De Smet, B. Fornari, R. Monteyne et al., Catalogus schilderkunst Deel I 14de-18de eeuw, 
mus.cat., Ghent Museum of Fine Arts, 2007, p. 113. Unfortunately, as there are many other details, it 
can no longer be seen with the naked eye. In the course of history, a few areas on the painting have been 
repainted, but it is unknown which ones. This information derives from two technical notes gathered by 
the museum, the first on 23 December 1982 and the second one on 21 November 1988. In the Ghent 
painting the man sits at the table, wears boots with rather wide legs, a fashion dating from the 1640s 
onwards: L. van Beurden, Tien eeuwen kostuumgeschiedenis, 2nd edition, Amsterdam, 2004, p. 93; De 
0RGH�LQ�5XEHQV¶�WLMG��exh. cat. Antwerp/Deurne, Provinciaal Museum het Sterckshof, 1977, p. 49. This 
IDVKLRQ�DOVR�IHDWXUHV�LQ�-DQVVHQV¶RWKHU�SDLQWLQJV�IURP�WKDW�SHULRG��The battle for the trousers can be 
dated c. 1650.The pair of trousers held by the women appears to be a fashionable style as well; the 
trousers are not closed at the knee (thus, open-ended), and the trouser-legs are trimmed with ribbons. 
Such open-ended breeches had become fashionable in the 1650s and were mostly worn by the milit ary. 
They had become part of general fashion in the middle of the century and they varied in length; the 
GHSLFWLRQ�RI�EUHHFKHV�ZRUQ�MXVW�EHORZ�WKH�NQHH��DV�ZDV�VKRZQ�LQ�-DQVVHQV¶��RWKHU�HDUOLHU�ZRUNV��ZDV�D�
stylish dressing manner that had spread into the Netherlands. After 1645 the legs of the breeches grew 
wider and wider, and would eventually evolve into fashionable petticoat breeches: R.I. Davies, 0HQ¶V�
��WK�	���WK�&HQWXU\�&RVWXPH��&XW�	�)DVKLRQ��SDWWHUQV�IRU�PHQ¶V�FRVWXmes, Willi am-Alan Landes and 
Players Press, 2000,  p. 33, p. 38, p. 39. For more information on the origins of petticoat breeches, see 
chapter 5. By comparison with other paintings by Janssens, and the use of the costume history, I propose 
the date of c. 1650 for this painting. 
749 On buff coats and their sleeves, see : Anna Reynolds, In fine Style. The Art of Tudor and Stuart 
Fashion, London, 2013, pp. 238-241. 
750 On the pink sash, see: Katlij ne Van der Stighelen, Hoofd en Bijzaak. Portretkunst in Vlaanderen van 
1420 tot nu, Leuven, 2008, p. 165. 
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the 1650s. Later in his career he does not add the military outfit, apart from sashes and 

swords, which may have simply functioned as status symbols to identify the figures as 

nobility (cf. chapter 5). 751 

7KH�WKHPH�RI�µWKH�ILJKW�IRU�D�SDLU�RI�WURXVHUV¶�ZDV�ZHOO-known in medieval and early 

modern WeVWHUQ�FXOWXUH��DQG�LW�LQFOXGHG�WZR�µFDWHJRULHV¶�RI�ILJKWV�752 Several studies 

have been devoted to the first category ± namely the fight between a husband and his 

wife signalling the struggle for marital power.753 The second very common754 category 

is the battle EHWZHHQ�VHYHUDO�ZRPHQ�RYHU�D�PDQ¶V�WURXVHUV�± a topic that many scholars 

                                                      
751 On the sword as a sign of nobilit y, see Van der Stighelen 2008. 
752 See for example: Laure Beaumont-Maill et, La guerre des sexes XVe-XIXe siècles, Paris, 1984, p. 14; 
E. De Jongh and G. Luijten, eds., Spiegel van alledag. Nederlandse genreprenten 1550-1700, exh.cat., 
Amsterdam Rij ksprentenkabinet, Ghent, 1997, p. 138; Korine Hazelzet, Verkeerde Werelden. Exempla 
contraria in de Nederlandse beeldende kunst, Leiden, 2007, p. 165; Christiane Klapisch-Zuber�� µ/D�
lutte pour la culotte, un topos iconographique des rapport conjugaux (XVe-;,;H� VLqFOHV�¶��CLIO. 
Histoire, femmes et sociétés, 34 (2011), p. 207. 
753 Lène Dresen-&RHQGHUV�� µ'H� VWULMG� RP�GH� EURHN��De verhouding man/vrouw in het begin van de 
moderne tijd (1540-������¶�De Revisor IV, 6 (1977), pp. 29-42; Metken 1996; Lène Dresen-Coenders, 
µ+XLV�HQ�+DDUG�¶�LQ�3HWUD van Boheemen et al. (eds.), Kent, en versint Eer datje mint. Vri jen en trouwen 
1500-1800, exh.cat. Apeldoorn, Historisch Museum Marialust/ The Hague, Haags Historisch Museum/ 
Roermond, Gemeentemuseum/  Middelburg, Zeeuws Museum/ Bergen op Zoom, Gemeentemuseum 
Het Markiezenhof/ Groningen, Niemeyer Tabaksmuseum/ Amersfoort, Museum Flehite, Zwolle, 1989, 
pp. 13-17; Lène Dresen-Coenders, Helse en hemelse vrouwenmacht omstreeks 1500, Nijmegen, 1998, 
pp. 39-����0��0RIILW�3HDFRFN��µ3URYHUELDO�5HIUDPLQJ��5HEXNLQJ�DQG�5HYHULQJ�:RPHQ�LQ�7URXVHUV�¶�
The Journal of the Walters Art Gallery 57, Place and Culture in Northern Art (1999), pp. 13-14; 
Klapisch-Zuber 2011, pp. 203-218; P. Bange et al., Tussen heks en heilige. Het vrouwbeeld op de 
drempel van de moderne tijd, 15de/16de eeuw, exh.cat. Sint-Niklaas, Municipal Museum/ Hasselt, 
Cultural Centre, Nijmegen, 1985, pp. 180-181. Hazelzet 2007, p. 170. This is only a small part of the 
much larger existing bibliography on the matter. 
754 Walter S. Gibson, Figures of speech: Picturing proverbs in renaissance Netherlands, Berkeley, CA, 
2010, p. 120; Willi am A. Coupe, The German Illustrated Broadsheet in the Seventeenth Century. 
Historical and Iconographical Studies, Bibliotheca Bibliographica Aureliana, 17, Baden-Baden, 1966, 
vol. 1: Text, p. 196. Marc van Vaeck, Adriaen van de Vennes Tafereel van de Belachhende Werelt (Den 
Haag, 1635), 3 vols., Ghent, 1994, vol. 3, p. 739. Here, the topic is discussed in literature. However, 
according to Peacock, it was more represented in the visual arts: Martha Lynne Moff it Peacock, Harpies 
and Henpecked Husbands: images of the powerful housewife in Netherlandish Art 1550-1700 
http://etd.ohiolink.edu/view.cgi?acc_num=osu1240229599, PhD dissertation, Ohio State University, 
1989, p. 98. 
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have also included in their research,755 in which the trousers again symbolise the man.756 

Some researchers assign the same meaning to both categories, whereas others view the 

themes as completely different.757 The latter category has a strongly developed visual 

                                                      
755 $� IHZ� RI� WKH�PRVW� HODERUDWH� SXEOLFDWLRQV� RQ� WKLV� WRSLF� DUH�� $E\�:DUEXUJ�� µ$UWLVWLc Exchanges 
EHWZHHQ�1RUWK�DQG�6RXWK�LQ�WKH�)LIWHHQWK�&HQWXU\��������¶�LQ��$E\�:DUEXUJ��LQWURGXFHG�E\�:��)RUVWHUV��
translated by David Britt, The Renewal of Pagan Antiquity, Los Angeles, 1999, pp. 275-277, pp. 468-
469. Unlike Lippmann who had already studied two engravings depicting this imagery in 1886 
�)ULHGULFK�/LSSPDQQ��µ(LQ�,WDOLHQLVFKHU�XQG�HLQ�'HXWVFKHU�.XSIHUVWLFK�GHV�;9�-DKUKXQGHUWV�¶�Jahrbuch 
der Königlich Preussischen Kunstsammlungen 7 (1886), pp. 73-81), Warburg suggested the topic had 
Northern origins: Warburg 1999, pp. 275-276. Metken also devoted a fundamental chapter to this 
second category, Metken 1996, esp. p.[7] in which she also refers to the two categories of fights. The 
same is true for Peacock 1989, pp. 98-115, and Korine Hazelzet who studied both types of fighting in 
her iconographical book on motifs of an upside down world: Hazelzet 2007, pp. 165-170. The print and 
the literal connection between both types of fighting for the hose (see further) in Adriaan Van de 
9HQQH¶V�Tafereel van de Belacchende Werelt (1635), provoked Marc Van Vaeck to study this subject 
in literature and art: Van Vaeck 1994, vol. 3, pp. 738-743. Walter S. Gibson dedicates a chapter in his 
book, Figures of speech�� WR� WKLV�EDWWOH� �µ&KDSWHU� ILYH�7KH�%DWWOH� IRU� WKH�EUHHches. A Proverb in the 
0DNLQJ¶���SS�����-205). This is, as he recalls in this book (Figures of speech, p. 201, note 1), a more 
HODERUDWH�YHUVLRQ�RI�KLV�DUWLFOH�µ$�6DFUHG�7H[W�3URIDQHG��6HYHQ�:RPHQ�)LJKW�IRU�WKH�%UHHFKHV¶��LQ��
Eliane C. Block and Malcolm Jones (eds.), Profane Imagery in Marginal Arts of the Middle Ages, 
Profane Arts of the Middle Ages, 1, Turnhout, 2009, pp. 221-237. Malcolm Jones discusses English 
prints depicting the fight: The Print in Early Modern England. An historical oversight, New Haven/ 
London, 2010, pp. 332-336. These publications provide an overview of the evolution of the theme and 
li st the most common meanings that were associated to the subject in art. 
756 Laurens J. Bol, Adriaan Pietersz. Van de Venne. Painter and Draughtsman, Doornspij k, 1989, p. 
133; Beaumont-Maill et 1984, p. 14; Van Vaeck 1994, vol. 3, p. 740.  
757 Peacock 1989, pp. 98±100, pp. 108-109. Peacock shows, departing from a proverb woodcut that 
combines proverbs on both categories of fight, that these proverbs would have had the same original 
aim: to moralise against domineering viragoes: Peacock 1999, p. 13. Earlier, she concluded that the 
PDOH� ILJXUH� LQ� WKHVH�VFHQHV� LV�HYHQ�PRUH�ZHDN�DQG�FRZDUGO\� LQ�FRPSDULVRQ� WR�KLV� UROH� LQ� WKH�µILUVW�
FDWHJRU\¶�RI�WKH�ILJKW�RYHU�the trousers: Peacock 1989, pp. 102-103. The two types of fights were distinct 
in the sixteenth century, but they merged in the seventeenth century. They can be seen as both 
ill ustrations of immodest women who use their power, both towards men and towards other women 
rivals: Peacock 1989, pp. 113-114. In her work, Zirka Zaremba Filipczak discusses a painting by 
Adriaan Van de Venne on the same subject. She li sts two possible interpretations for this theme: on the 
one hand, she considers the theme as representing women who want to possess a man. On the other 
hand, she connects the theme of the seven women fighting to the theme of the fight for marital power. 
She is more convinced of this second interpretation: Z. Zaremba Filipczak, Hot Dry Men Cold Wet 
Women: The Theory of Humors in Western European Art 1575-1700, New York, 1997, pp. 136-137. 
Grössinger discusses both types of fights as referring to the same theme, namely the marital fight: C. 
Grössinger, Humour and Folly in secular and profane prints of Northern Europe, 1430-1540, Studies 
in Medieval and Early Renaissance Art History, London, 2002, pp. 117-118. Bleyerveld, mentions the 
different categories, but also believes the fighting of multiple women symbolises the problems of the 
balance of power between the sexes; Y. Bleyerveld, Hoe bedriechlij ck dat die vrouwen zijn. 
Vrouwenlisten in de beeldende kunst in de Nederlanden circa 1350 ± 1650, Leiden, 2000, p. 159. Bange 
et al. have shown in this second fight it is not about marital power, but about the favor of the man: 
Bange 1985, p. 181. Without denying the references that the common or comparable background of the 
two categories show, there may have been a combined interpretation: Coupe 1966, p. 52, p. 196. Gibson 
stresses there is still  a clear difference between the two types of fights. Gibson 2010, pp. 119-120. 
Metken discusses how a woman should first be attached to a man (the second fight), before the fight for 
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and textual tradition, and consequently many different interpretations, often referring to 

marriage and courting, have been proposed.758 Though the origins of the type of seven 

women fighting is not entirely clear, at a certain point in time the idea of displaying 

VHYHQ�ZRPHQ� ILJKWLQJ� IRU� D�PDQ¶V� WURXVHUV�ZDV� FRQQHFWHG�ZLWK� WKH�ELEOLFDO�SDVVDJH�

�,VDLDK�������µ,Q�WKDW�GD\�VHYHQ�ZRPHQ�ZLOO�WDNH�KROG�RI�RQH�PDQ�DQG�VD\��µ:H�ZLOO�HDW�

our own food and provide our own clothes; only let us be called by your name. Take 

DZD\�RXU�GLVJUDFH�¶´759 In sixteenth-century depictions of the theme, the owner of the 

trousers (the man) is generally not present. The addition of the desired man appears in 

the seventeenth century, as for example in works by and after Adriaen van de Venne. 

$IWHU�WKH�����V�LW�LV�PRVWO\�9DQ�GH�9HQQH¶V�FRPSRVLWLRQ�WKDW�LV�UHXVHG�LQ�SULQW��+HUH��

the man pathetically holds his hands in the air. In the seventeenth century the man who 

is being fought over without his trousers becomes a standard element and replaces the 

jester, the commentator of such ridiculous events. The man often shows his dismay.760 

2I�JUHDW�LPSRUWDQFH�KHUH�LV�WKH�µVXGGHQ¶�DSSHDUDQFH761 of the subject in paintings762 in 

the first half of the seventeenth century.763  

                                                      
marital power is possible (the first fight): Metken 1996, p. 96. Hazelzet considered both traditions as 
different: Hazelzet 2007, p. 165. 
758 Van Vaeck 1994, vol. 3, p. 742. For a general discussion of the origin of the theme of seven women 
ILJKWLQJ� IRU� D� PDQ¶V� WURXVHUV�� VHH� /�� /HEHHU�� µ'H� %ODXZH� +X\FN�¶� Gentsche bijdragen tot de 
kunstgeschiedenis VI (1939-1940), pp. 212-214; Peacock 1989, pp. 98-120; Peacock 1999, p. 13; 
Metken 1996, p. 96-137; Lippmann 1886, pp. 73-81; A. M. Hind, Early Italian Engraving. A cri tical 
catalogue with complete reproduction of all  the prints described, Part 1 Florentine engravings and 
anonymous prints of other schools, Eastford CT, 2006, pp. 63-64; Warburg 1999, pp. 275-276; Gibson 
2010, pp. 118-141.  Most of the publications cited in previous footnotes when discussing the status 
quaestionis of current research on this subject, and contains references to the typological and 
iconographical evolutions of the theme in art. Most notably for their more profound and sound 
overviews of the theme in art are of course the publications by Jones 2010, pp. 332-336; Hazelzet 2007, 
pp. 165-170. 
759 Hazelzet 2007, pp. 166-167: She discusses how the story of seven fighting women in a medieval 
comedy and the biblical verses were connected from the sixteenth century onwards; Gibson 2010, pp. 
124-125 (Gibson suggests a theme originating from popular medieval decorative arts). 
760 Peacock 1989, 109, p. 111; Gibson 2010, p. 137. Metken 1996, p. 109, pp. 112-115. 
761 Metken 1996, pp. 108-109, discussed it in that manner, even though she did not add the painted 
proverbs and the painting by Brueghel and Jan Miense Molenaer, as mentioned in Peacock 1989, pp. 
107-113 or Peacock 1999, pp. 13-14, p. 20. 
762 M. van Vaeck, Tafereel van de Belachhende Werelt (Den Haag, 1635), 3 vols., Ghent 1994 (facs. 
edition, 239), vol. 2, p. 555; Filipczak 1997, p. 136; Gibson 2010, p. 137. 
763 Metken 1996, pp. 108-109. There are only a few paintings to be traced (only) showing the battle of 
sevHQ�ZRPHQ�RYHU�D�PDQ¶V�WURXVHUV�DV�WKHLU�PDLQ�WRSLF��WKH�DQRQ\PRXV�SDLQWLQJ�LQ�WKH�0XVHXP�RI�)LQH�
Arts in Valenciennes, the painting by Adriaen Van de Venne in Pommersfelden, the auctioned paintings 
by Christoffel Jacobsz Van der Lamen and Hiëronymus Janssens, the Ghent painting (SLIDE 11), the 
untraceable painting by Leendert Cornelisz. van Beyeren (Metken 1996, pp. 108-109; Pigler 1974, p. 
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,W�LV�FOHDU�WKDW�-DQVVHQV¶�SDLQWLQJ�RIWHQ�GLIIHUV�IURP�WKH�RWKHU�SDLQWHG�UHSUHVHQWDWLRQV��

The preceding and contemporary paintings on the topic do not seem to have influenced 

-DQVVHQV¶� FRPSRVLWLRQ�� DQG�� FRQVHTXHQWO\�� LW� LV� QRW� FOHDU� ZKHUH� VRPH� RI� -DQVVHQV¶�

iconographic choices which do not match the conventional iconography of the theme, 

might derive from: namely, the eighth woman, the man who is filling his pipe at a finely-

set table not panicking at all but smili ng broadly, and clearly enjoying himself, a four-

poster bed and an interior setting.  

-DQVVHQV¶FKRLFH�WR�XVH�DQ�LQWHULRU�VFHQH�KDV�PDGH�KLP�± on a typological level ± part of 

one of the two branches of the seventeenth-century printing tradition depicting this 

theme. He clearly distinguishes his scene from both the popular paintings and prints 

produced by and after Adriaen van de Venne or Jan Miense Molenaer, but also the 

majority of sixteenth- and seventeenth-century prints.764 In the seventeenth-century 

printing tradition there was a distinction between an urban representation and a more 

rural treatment of the theme. In the first group, a rather urban setting is shown (a 

prosperous interior, with well-to-GR�ILJXUHV�ILJKWLQJ�RYHU�D�PDQ¶V�trousers, with the man 

usually present).765 Janssens seems to have been inspired by these urban prints, and, 

most importantly, by the anonymous print Women fighting for a pair of trousers (c. 

1635, FIG. 31) edited by Balthasar Moncornet. Comparison between both the painting 

and the print reveal many similarities. On the copper engraving, in the background a 

four-SRVWHU�EHG�LV�DJDLQ�GHSLFWHG�DQG�WKURXJK�DQ�RSHQ�GRRU�DQRWKHU�PDOH�µYLFWLP¶�LV�

chased by a group of women.766 Even though some details were not adopted by 

Janssens, this print is the only image which shows many similarities to 

-DQVVHQV¶SDLQWLQJ��WKH�SUHVHQFH�RI�D�VLWWLQJ�PDQ�QHDU�D�FKLPQH\��WKH�SLSHV��WKH�PDQ¶V�

posture and smiling face, but also, and most remarkably, the posture of the women. 

Af ter mirroring the women and their weaponry and gestures, the similarities between 

                                                      
584) the paintings by Jan Miense Molenaer (Peacock 1989, pp. 112-113) and the many variations made 
by Van de Venne: SeH� IRU� H[DPSOH� SDLQWLQJV� E\�9DQ� GH�9HQQH�PHQWLRQHG� LQ�� /�� -��%RO�� µ$GULDHQ�
3LHWHUV]��YDQ�GH�9HQQH��VFKLOGHU�HQ�WH\FNHQDHU�¶�Tableau 6, 5 (1984), pp. 72-73; Bol 1989, pp. 133-134. 
764 Metken 1996, p. 110, passim (most of the prints after 1650 have the same design, comparable to Van 
GH�9HQQH¶V�EDVLF�FRPSRVLWLRQ��S��������2Q�-DQ�0LHQVH�0ROHQDHU¶V�FRPLFDO�ORYH�EDWWOHV�VHH��3HDFRFN�
1989, pp. 112-113; Peacock 1999, p. 20. 
765 Metken 1996, pp. 109-110. The urban-like treatment of the topic by Janssens can also be seen in the 
painting hanging above the fireplace, showing ships at sea before a clear cityscape. 
766 Metken 1996, pp. 109-110. 



194 
 

the painting and the print become clear (FIG. 32). It is noteworthy to realise the 

similarities between the two images are only apparent after mirroring the scene, which 

raises the question of whether Janssens knew of the original drawing of the engraving. 

7KLV�FRPSDULVRQ�EHWZHHQ�-DQVVHQV¶�SDLQWLQJ�DQG�WKH�SULQW��ZKLFK�LV�WZHQW\-years or so 

older, illustrates how as a genre painter active in the middle of the seventeenth century 

in Antwerp, Janssens relied heavil y on this French print from the 1630s. Moncornet did 

have clear connections with the Southern Low Countries: he was the son of a Flemish 

LPPLJUDQW�LQ�3DULV�ZKR�ZRUNHG�DW�WKH�µ0DQXIDFWXUH�GHV�*REHOLQV¶��D�PHPEHU�RI�WKH�

Fraternity of the Flemish Nation there, and was linked through marriage to Jacques van 

Merle, a Franco-Flemish publisher.767  

The theme was sometimes considered a religious allegory, a reference to the prophesy 

of Isaiah, in which the fight is a punishment, a result of the haughtiness and pride of the 

women of Zion,768 and a reflection on their downfall.769 In the biblical passage of Isaiah 

all women from Jerusalem want to catch the surviving man as there are no men left due 

to war ± to remain unmarried would bring shame.770 The fight can thus be considered 

µDV� D� VDWLUH� RQ� WKH� XQIRUWXQDWH� VRFLDO� SRVLWLRQ� DQG� WKZDUWHG� VH[XDO� GHVLUHV� RI� WKH�

XQPDUULHG�ZRPDQ¶�771 7KH�UHOLJLRXV�PHDQLQJ�RI�WKH�KDXJKW\�ZRPHQ¶V�SXQLVKPHQW�ZDV�

sometimes depicted in their fashionable and lavish dresses.772 ,Q�-DQVVHQV¶�SDLQWLQJ��WKH�

women (apart from the woman on the right who differs from the seven who are fighting) 

all appear to be dressed in the same stylish way ± perhaps their pride is also stressed by 

their dress. It was not only the biblical prophesy which ensured artists and the audience 

were famili ar with the topic; the subject had become a well-known element in all kinds 

of cultural expressions.773  

                                                      
767 Goodman 1992, p. 53. 
768 Coupe 1966, p. 196. 
769 Peacock 1989, pp. 99-102. 
770 van Vaeck 1994, vol. 3, p. 739.  
771 Coupe 1966, p. 196. An example, see: D. Francken, Adriaen van de Venne, Amsterdam, 1878, pp. 
87-88.  
772 Metken 1996, pp. 105-106; Gibson 2010, p. 130; Peacock 1989, pp. 100-102. 
773 Metken 1996, p. 107. It became a folk motif: Gibson 2010, p. 141. 
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Joan Ysermans wrote the first secular songbook produced in the Southern Low 

Countries in the seventeenth century, entitled Triumphus Cupidinis (Antwerp, 1628).774 

One song in this book also adopted the theme of the seven fighting women, and connects 

it with marriage.775 The text urges women not to wait too long to get married, to enjoy 

the courting while it lasWV��DQG�WR�UHVSRQG�WR�WKH�FRXUWLHU¶V�SUD\HUV�LQVWHDG�RI�UHMHFWLQJ�

them. Moreover, if  they do not, they risk not being able to find any man due to war ± 

with few men returning from battle, women had to fight for a husband. 

The theme was also present in proverbs or expressions,776 as can be deduced from the 

IRXUWK�SULQW�RI�WKH�VHULHV�µEODXZH�KX\FN¶�HQJUDYHG�E\�-RDQQHV�YDQ�'RHWHFXP���������

µ+LHU�YHFKWHQ�6HXHQ�ZLMX���RP���Q�PDQV�EURXFN¶777 or the addition of the theme in a 

seventeenth-century Dutch series of proverbs.778 The use of the topic as a proverb 

suggests the popularity and the familiarity of the seventeenth-century audience with the 

theme. The verb must have been popular as it was also adopted by the Antwerp author 

Wil lem Ogier in his comical theatre play Hooveerdigheyt �µ7KH�VLQ�RI�3ULGH¶��ZULWWHQ�

by the Antwerp author Willem Ogier and performed at the Antwerp chamber of 

UKHWRULFV�µGH�9LROLHUHQ¶�LQ������779 One scene shows a conversation between the boss 

of the nightmen and his helper, Balten, who had recently become a widower. The boss 

suggests that he marry his sister-in-law. Balten replies he is already engaged ±and twice, 

at that! In this scene, he talks comically about how attracted women generally are to 

him. This scene reflects how the topic was not only very comical (it is part of a farce), 

                                                      
774 P. Moelans, Handgeschreven liederen. Wereldlij ke liedcultuur in liedhandschriften (Zuidelij ke 
Nederlanden, ca. 1600- ca. 1800) uit de Gentse universiteitsbibliotheek, unpublished Ph.D. thesis, KU 
Leuven, 2009, p. 271. 
775 van Vaeck 1994, vol. 3, p. 741. )RU�WKH�FRPSOHWH�VRQJ��VHH�WKH�µ/LHGHUHQEDQN¶�7KH�'XWFK�VRQJEDVH�
website: http://www.liederenbank.nl/text.php?recordid=20568&lan=nl 
776 See for example, Gibson 2010, pp. 133-134. Peacock 1999, p. 13, p. 20; Peacock 1989, pp. 109-110. 
777 See image H. Nails, The van Doetecum family part III , ed. by Ger Luijten and Christiaan Schuckman, 
The new Hollstein Dutch & Flemish etchings, engravings and woodcuts 1450-1700, Rotterdam, 1998, 
p. 224, p. 228. 2Q� WKLV� VHULHV� VHH� DOVR�� 5�� :LOK�� %UHGQLFK�� µ'LH� +ROOlQGLVFK-Flämischen 
6SULFKZRUWELOGHUERJHQ�YRP�W\SRV��'H�EODXZH�+X\FNµ�¶�LQ��:��YDQ�1HVSHQ��HG����Miscellanea, prof. em. 
dr. .�&��3HHWHUV��'RRU�9ULHQGHQ�HQ�&ROOHJD¶V�KHP�DDQJHERGHQ� WHU�JHOHJHQKHLG�YDQ�]LMQ emeritaat, 
Antwerp, 1975, pp. 120-131. Gibson 2010, p. 133; Lebeer 1939-1940, p. 162, p. 186, pp. 200-201, pp. 
212-216. 
778 Gibson 2010, pp. 134-135. 
779 $��.HHUVPDHNHUV��µ'H�MRQJH�ORVERO�*XLOOLDP�2JLHU�EUHQJW�QLHXZ�OHYHQ�RS�KHW�$QWZHUSVH�WRQHHO��
Komedie en rederij kers in zeventiende-HHXZV�$QWZHUSHQ¶� LQ��5�/��(UHQVWHLQ��'��&RLJQHDX��5�� YDQ�
Gaal,. et al. (eds.), Een theatergeschiedenis der Nederlanden. Tien eeuwen drama en theater in 
Nederland en Vlaanderen, Amsterdam, 1996, pp. 212-213, p. 217. 
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RU�D�PDQ¶V�SULGH�RU�VRXUFH�RI�KDSSLQHVV��EXW�ZDV�DOVR�D�NQRZQ�SURYHUE�LQ�$QWZHUS�LQ�

WKH�PLGGOH�RI�WKH�VHYHQWHHQWK�FHQWXU\��µ1X�LVW�ZDHUDFKWLJK�GDW�KHW�VSUHHFN-woort seght 

'DWPHQ�ZHO�GDSSHU�RP�GH�%URHFNHQ�YHFKW¶��780 We may assume Janssens also knew 

these kinds of proverbs and humorous approach to the subject, since in 1647, he became 

a so-FDOOHG�µORYHU¶�RI�WKH�&KDPEHU�RI�5KHWRULFV�µ'H�9LROLHUHQ¶�LQ�$QWZHUS�781 

The above-mentioned farce is not the only text in which the subject is mainly presented 

as comical. Even though many different nuances can be given, it is clear a comical spirit 

is often present.782 Whereas in the sixteenth century, the imagery of the fighting women 

is said to have been an outlet for male fear towards woPHQ¶V�SRZHU�DQG�G\QDPLVP��LQ�

the seventeenth century it became an increasingly comical topic,783 blended with a rising 

sense of voyeurism together with a decline of the interpretation of the theme as an image 

RI�WKH�ZRUOG�µXSVLGH�GRZQ¶��FRQVHTXHQWO\��D�WULYLalisation of the theme).784 However, 

the comical aspect was based on the idea of an upside down world,785 in which the 

normal courting habits between sexes had changed.786  

7KH�FRPLFDO�DSSURDFK�LV�DOVR�FOHDU�LQ�-DQVVHQV¶�SDLQWLQJ�787 Smili ng faces were often 

one of the signals to show the comical content of a painting. The smil ing person was 

                                                      
780 W. Ogier, De toneelwerken, Will em van Eeghem and A. A. Keersmaeckers eds, 3 vols., 
Antwerp/Amsterdam 1921-1955, pp. 66-67 
 http://www.dbnl.org/tekst/ogie002toon01_01/ogie002toon01_01_0018.php?q=.  
Van Eeghem and Keersmaekers already noticed how this battle for the trousers was not the traditional 
marital fight, but a reference to Isaiah 4:1. They also refer to a quatrain by Vondel on the dignity of the 
trousers: p. 86.  
http://www.dbnl.org/tekst/ogie002toon01_01/ogie002toon01_01_0021.php?q= (access 25 April  2015) 
781 J. Denucé, Na Peter Pauwel Rubens. Documenten uit den kunsthandel te Antwerpen in de XVIIe 
eeuw van Matthijs Musson, Antwerp, 1949, pp. 60-61. See also for example: Legrand 1963, p. 95; R.H. 
Wilenski, Flemish Painters (1430-1830), vol. 1, London, 1960, p. 582. 
782 9DQ� 9DHFN¶V� UHVHDUFK� VKRZHG� WKH� WKHPH� RI� WKH� VHYHQ� ILJKWLQJ� ZRPHQ� ZDV� UDWKHU� FRPPRQ� LQ�
sixteenth- and seventeenth- century literature, and mostly in comical contexts; farces, plays, songs, 
performances about Shrove Tuesday, etc. van Vaeck 1994, vol. 3, p. 739-740. Hazelzet 2007, pp. 166-
167 (also in the Middle Ages); Coupe 1966, pp. 196-197; Peacock 1989, p. 115. Bleyerveld has argued 
that the print by Adriaen Van de Venne is an amusing image, but also carries an educational message 
of how not to behave: Bleyerveld 2000, p. 250.  
783 For example: Peacock 1989, p. 113, p. 115; Metken 1996, p. 109, p. 113, pp. 115-117; Gibson 2010, 
p. 41. 
784 Metken 1996, pp. 115-116. In sixteenth- and seventeenth-century literature, this subject is mostly 
present in farcical subjects such as theatre, songs etc.: van Vaeck 1994, vol. 3, pp. 739-740; Peacock 
1999, pp. 13-34. 
785 Hazelzet 2007, p. 169. 
786 Coupe 1966, p. 197.  
787 7KLV� FRQWUDGLFWV� .ROILQ¶V� DVVXPSWLRQ� WKDW� WKHUH� ZDV� QR� FRPLF� WUDGLWLRQ� LQ� VHYHQWHHQWK-century 
Southern Netherlandish genre paintings: Kolfin 2005. 
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mostly commonly directed at the viewer and would point to the comical scene.788 

-DQVVHQV¶�PDQ�VHHPV�KDSS\�EHFDXVH�WKH�ZRPHQ�ZDQW�KLP�VR�GHVSHUDWHO\��-DQVVHQV�KDV�

a few colleagues who also add a happy man.789 In these cases, the biblical passage seems 

to be transformed into a male erotic fantasy.790   

,W� LV� WKHUHIRUH� QR� FRLQFLGHQFH� LQ� -DQVVHQV¶SDLQWLQJ� WKDW� VH[XDO� LQWHUFRXUVH� LV� DOVR�

suggested. The happy man is filling up his pipe. The finger in the pipe used to be a 

widely understood euphemism for the vagina.791 By adding this reference to the act of 

love making, next to a theme that inherently referred to eroticism, his painting contains 

clear sexual references. References to sexuality have already been part of the 

iconographic tradition of the theme,792 as the addition of Priapus and sexuality in the 

verses of the sixteenth-FHQWXU\�SULQW�E\�0DDUWHQ�GH�9RV¶�GHVLJQ�LOOXVWUDWHV�793  

-DQVVHQV¶�VHYHQ�ZRPHQ�GR�QRW�VPLOH�- they are the foolish ones,794 mocked by the man, 

who is happy to provide them with his sexual potency. His smile is repeated in the face 

of the mysterious woman standing near the bed. Her hands seem to be praying towards 

the women (to stop?),795 but she is facing the man smil ing because of the pleasure these 

                                                      
788 See for example: M. Westermann, The Amusements of Jan Steen. Comic Painting in the Seventeenth 
Century, Zwolle, 1997, pp. 112-114. 
789 For example, Jan Miense Molenaer, see Peacock 1989, pp. 112-113; or John Smith c. 1690s(?): Jones 
2010, p. 334. 
790 Gibson 2010, p. 119, p. 141. On the rising presence of humour in the seventeenth century: Metken 
1996, p. 115. However, a happy man was already present, as for example in a fifteenth-century Carnival 
play as well:  Gibson 2010, p. 119, p. 141. It was considered comical: Peacock 1989, p. 115. Coupe 
1966, p. 52. 
791 S. Schama, transl. by E. Dabekaussen, B. da Lange and T. Maters, Overvloed en onbehagen. De 
Nederlandse cultuur in de Gouden Eeuw, Amsterdam, 1988, p. 216. 
792 In the fifteenth-century print by the Master of the Banderolles a jester is added. Metken describes 
the object he is holding as a bone: Metken 1996, p. 100. According to Gibson on the other hand (and I 
agree), this is a clear representation of a phalli c symbol (Gibson 2010, p. 121), which evidently changes 
the scene into an erotically charged image. Grössinger also identifies the object as a phalli c symbol: 
Grössinger 2002, p. 118. The print by the Monogrammist SB made in Paris c. 1580 showing twelve 
women fighting for a sausage, is also a clear sexual reference: Metken 1996, pp. 100-102. For other 
examples see, among others, Hazelzet 2007, p. 168, and Jones 2010, pp. 333-335 showing explicit 
English erotic prints and images connected to the topic. 
793 Hazelzet 2007, p. 168; Lebeer discusses this image as an anonymous one, but his description and 
image matches the print after Maarten de Vos (Lebeer 1939-1940, pp. 214-216). See also Gibson 2010, 
pp. 129-133 who offers more information about the presence of Priapus and his popularity in the 
Antwerp cityscape in pre-modern times. 
794 The battle is said to mock the overbearing women: Peacock 1989, p. 98, p. 114. 
795 ,W�LV�QRW�FOHDU�ZKHWKHU�WKH�SUHFXUVRU�RI�UDLVLQJ�RQH¶V�PLGGOH�ILQJHU��QDPHO\�WKH�VKRZLQJ�RI�WKH�WKXPE�
between the index finger and the middle finger symbolizing copulation (Benjamin Roberts, Sex and 
Drugs before 5RFN¶Q¶5ROO��<RXWK�&XOWXUH�DQG�0DVFXOLQLW\�GXULQJ�+ROODQG¶V�*ROGHQ�$JH, Amsterdam, 
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women afford him. I suggest that both smiling figures show two comical aspects of the 

WKHPH� LQGHSHQGHQWO\�� WKH� VPLOLQJ�PDQ�HQFRXUDJHV� WKH�YLHZHU� WR�PRFN� WKH�ZRPHQ¶V�

behaviour; the smili ng eighth woman encourages the viewer to mock the lascivious 

man, foolishly happy with the attention.796  

Janssens sometimes adds other older women to his paintings, but they appear to be 

mostly  procuresses in brothels or prodigal son scenes, who try to seduce a man while 

he is being robbed (cf. infra).797 In this Ghent painting, however, it is not clear whether 

she is committing a crime, or she is a procuress. However, I believe, because of the 

comical aspects, the inherent sexual meaning of the theme and the sexual gesture of the 

man, a reference to a brothel would be no surprise.  

Metken has already noticed the theme was mostly used by painters who specialised in 

company-scenes.798 The topic is moreover, as Van Vaeck has argued, not that different 

from other types of seventeenth-century amusements of the rich gentry and their 

DPRURXV�FRQYHUVDWLRQ��7KH�WKHPH�RI�WKH�VHYHQ�ZRPHQ�ILJKWLQJ�RYHU�D�PDQ¶V�WURXVHUV�

was connected to ideas on courtship and marriage in the seventeenth century.799  

 

4.3. Jean Lepautre 

 

Hieronymus Janssens definitely knew and probably owned a large number of prints. On 

WKH�OLVW�RI�-DQVVHQV¶�LPPHGLDWH�VRXUFHV�RI�LQVSLUDWLRQ�\HW�DQRWKHU�)UHQFK�HQJUDYHU�DQG�

designer is to be added, namely Jean Lepautre (1618-1682), whose prints were sold 

throughout the Low Countries (cf. supra).  

                                                      
2012), p. 142) is shown here. Even though I am not convinced this is depicted, it would certainly add 
to the sexual meaning Janssens has put in the painting.   
796 This meaning can be linked to the traditional representations of fools in such scenes; Coupe discusses 
a print in which the fool not only stresses foolish female behaviour, but also states the women have to 
EH�FRQWHQW�ZLWK�D�IRRO��+H�DUJXHV�LQ�WKDW�FDVH��µ2QO\�D�IRRO�ZRXOG�FRQVLGHU�KDYLQJ�DQ\WKLQJ�WR�GR�ZLWK�
VXFK� D� FROOHFWLRQ� RI�ZRPHQ¶��&RXSH� ������ S�� �����(YHQ� WKRXJK� LQ� WKLV� FDVH� QR� IRRO� LV� VKRZQ�� WKH�
presence of a smili ng eighth woman, might suggest her mocking his happiness with the situation, as in 
the example mentioned by Coupe. 
797 2Q�SURFXUHVVHV��VHH�/�&��YDQ�GH�3RO��µ7KH�:KRUH��WKH�%DZG��DQG�WKH�$UWLVW��7KH�5HDOLW\�DQG�,PDJHU\�
of Seventeenth-&HQWXU\�'XWFK�3URVWLWXWLRQ�¶�Journal of Historians of Netherlandish Art 2, 1-2 (2010) 
http://www.jhna.org/index.php/past-issues/volume-2-issue-1-2/116-the-whore-the-bawd-and-the-artist 
798 Metken 1996, p. 108. 
799 Van Vaeck 1994, vol. 3, p. 742. 



199 
 

During his lif etime, Jean Lepautre was extremely well-known (he was highly respected 

by Bernini), and produced an enormous amount of prints depicting all kinds of subjects: 

interior decoration, chimney-pieces, ceilings, wallpapers, furniture, garden ornaments, 

grottoes, vases, etc. He also designed some portraits and scenes with historical and 

religious subjects. A well-known series by his hand consists of five engravings Les 

Divertissements de Versailles 1674 (Paris 1676). He was frequently copied in his own 

time, and afterwards, during the eighteenth and nineteenth centuries.800  

-HDQ�/HSDXWUH¶V�LQWHULRU�VFHQHV�ZHUH�YHU\�VLPLODU�WR�$EUDKDP�%RVVH¶V�H[DPSOHV��WKRXJK�

also differed in a few ways.801 ,Q�%RVVH¶V�GHVLJQV��WKH�YLHZHU�LV�D�µVSHFWDWHXU�GH�SODLQ-

SLHG¶��,Q�FRQWUDVW��-HDQ�/HSDXWUH¶V�YLHZ�SRLQW�LV�KLJKHU�WKDQ�WKH�DFWXDO�VFHQH��DQG�VKRZV�

less intimate spaces. Moreover, he makes the scene much more complex due to the 

addition of pillars, arcades and perspectives.802  

Jean /HSDXWUH¶V� SULQWV� ZHUH� DYDLODEOH� WR� 6RXWKHUQ� 1HWKHUODQGLVK� DUWLVWV�� 'XYHUJHU¶V�

edited inventories indicate that in the last decade of the seventeenth century, in 

FROOHFWLRQV� RI� SULQW� FROOHFWRUV�� /HSDXWUH¶V� SULQWV� FRXOG� WR� EH� IRXQG�803 In addition, 

/HSDXWUH¶V designs were also used in seventeenth-century Antwerp church 

decoration.804 -HDQ�/HSDXWUH¶V�IDPH�LQ�WKH�6RXWKHUQ�1HWKHUODQGV�FDQ�DOVR�EH�LOOXVWUDWHG�

                                                      
800 E. Bénézit, Dictionnaire critique et documentaire des peintres, sculpteurs, dessinateurs et graveurs, 
vol. 8, Paris, 1999, p. 534 ��(ODLQH�(YDQV�'HH��µ-HDQ�/HSDXWUH¶��Grove Art Online, Oxford Art online 
2007-2014 (access 21 August 2014); Préaud 1999, p. 10. For biographical information, see, pp. 9-25 
801 In fact, these differences are similar to the differences between the oeuvre of Van der Lamen and 
Janssens. 
802 Préaud, Join-Lambert and Meyer 2004, p. 35. 
803 ,Q�WKH�LQYHQWRU\�RI�WKH�OHIW�JRRGV�RI�SULHVW�)UDQFLVFXV�YDQ�6WHUEHHFN�IURP�������µ7ZHH�SULQWERHFNHQ�
YDQ�/HSDXWUH¶�DUe li sted: Duverger 2002, p. 160, p. 162. ,Q�WKDW�VDPH�\HDU��DQRWKHU�SULHVW¶V�LQYHQWRU\�
ZDV�SUHSDUHG��&DUROXV�6QLMHUV���,Q�WKLV�FOHUJ\PDQ¶V�OLEUDU\��PDQ\�SULQWV�ZHUH�NHSW��LQFOXGLQJ�D�µ2YLGLXV�
YDQ�/HSDXWUH�HQGH�QRFK�GULM�DQGHUH�ERHF[NHQV¶�DQG�µ$FKW�ERHF[NHQV�YDQ�/HSDXWUH¶��:H�FDQ�EH�VXUH�
that this time, it is Jean Lepautre that is referred to, as his etchings for the Ovid series are still  well -
NQRZQ�WR�WKLV�GD\��7KLV�SULHVW¶V�SULQW�FROOHFWLRQ�FRQWDLQHG�SULQWV�GHVLJQHG�E\�IDPRXV�HQJUDYHUV��VXFK�
as Willem Baur, Albert Dürer, Hollar, Israël, Callot, Wiericx, etc.: Duverger 2002, p. 224, p. 228, p. 
231. As is evidenced by the inventory of 1695, Bartholomeus Kersavons and his wife owned a large 
DPRXQW�RI�SULQWV�DQG�ERRNV�ILOOHG�ZLWK�SULQWV��µ3ULQWERHFNHQ�HQ�SULQWHn op de Caemer boven de groote 
&DHPHU¶�� LQFOXGLQJ� µ1HJKHQHQWZLQWLJK� JURRWH� SULQWHQ� YDQ� /H� 3RWUH¶�� µ$FKWHQGHUWLJK� ����� PLQGHUH�
SULQWHQ� YDQ� GHQVHOYHQ¶�� µ7ZHHHQWDFKWHQWLJK� DQGHUH� GRRU� /H� 3RWUH¶�� µ(HQHQWZLQWLJK� JURRWH� GRRU�
GHQVHOYHQ¶��µ9LMIIHQGHUWLJK�GLWWR�GRRU�GHQVHOYHQ¶��µ'ULM�KHHOH�JURRWH�SULQWHQ�YDQ�/H�3RWUH¶���Duverger 
2002, pp. 356-358. For more information on Franciscus van Sterbeeck, see: Van der Stighelen 2012. 
804 Theuerkauff argued that it should be questioned what role French graphic design, including the 
decorations by Jean Lepautre, played in church decoration. He added an example of an Antwerp design 
of a sculpted angel throne for which design an image of Jean Lepautre was used: Chr. Theuerkauff, 
µ$QPHUNXQJHQ�]XP�:HUN�GHV�$QWZHUSHQHU�%LOGKDXHUV�0DWWhieu van Beveren (um 1630-�����¶��Oud 
Holland Quarterly for Dutch Art History, 89, 1 (1975), p. 60. 
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E\�KLV�DGRSWLRQ�LQ�&RUQHOLV�GH�%LH¶V�het Gulden Cabinet van de edely vry schilder const 

(1661, Lier). De Bie FODULILHV� KRZ� /HSDXWUH¶V� SULQWV� ZHUH� XVHG� E\� VLOYHU� VPLWKV��

sculptors, and engravers.805 As I show here, painters such as Janssens also used 

/HSDXWH¶V�LQYHQWLRQV� 

 

Lepautre designed a series of six plates depicting chimney decorations in an interior. 

The sixth of these plates, now preserved in the print collection of the Amsterdam 

Rijksmuseum (Rijksprentenkabinet), shows an interior  with an elegant, aristocratic 

FRPSDQ\��IRXU�FRXSOHV��JDWKHUHG�DURXQG�D�WDEOH��HQMR\LQJ�GULQN��IRRG�DQG�HDFK�RWKHU¶V�

company: Interior (FIG. 33).806 In front of the viewer, a man is depicted with his back 

to the viewer. He offers the woman next to him a drink. Behind the chair of this lady, a 

young servant is added. This group of figures is reused, though mirrored, by Janssens 

in his Elegant men leaving a palace (1663, present whereabouts unknown, SLIDE 61). 

On the right of the composition the man with his back to the viewer, his left hand 

holding his hat supported on his left hip, and with his right hand reaching out to the 

woman next to him (though he is not offering her a drink) reappears. Janssens stayed 

UDWKHU�IDLWKIXO�WR�/HSDXWUH¶V�GHVLJQ�LQ�WKH�GHSLFWLRQ�RI�WKH�ILJXUHV��7KH�OLWWOH�VHUYDQW�RQ�

WKH� OHIW� RI� -DQVVHQV¶� FRPSRVLWLRQ� UHIHUV� WR� ± although not mirrored (!) ± the young 

                                                      
805 De Bie 1661, p. 495 ��µ,HDQ�OH�3RWUH��Constich Plaedt-VQLMGHU�YDQ�3DULMV��'¶$UFKLWHFWXU¶�HQ�0HWVHOU\��
En can ons in geen Konst-schildry/ Soo worden uyt den gheest ontdeckt/ Als Jan Le Potres yser treckt./ 
Daer niet alleen den Bouwer can/ Door worden een ervaren Man,/ Om jet te maken wonder fraey/ Dat 
OHHUW�K\�X\W�/H�3RWUHV�VFKDH\���'LH�K\�PHW�LQFN�LQ�&RQVW�EHWKRRQW��'DHU�QLHW�DOV�W¶OHYHQ�LQ�HQ�ZRRQW���
Soo net gheetst en wel ghedaen/ Dat niemant oyt voor hem sach staen/ Soo danich vremde teeckeningh/ 
Als hy tot een verwonderingh,/ Ons daeghelij ckx brenght voor den dach/ Daer Vranckerijck op roemen 
mach./ Waer uyt van Drij vers in het gout/ Van Snijders in wit steen en hout/ Van silver-smeden, en 
QRFK� PHHU�� *+HOHHUW� ZRUW� VXOFNHQ� QLHXZH� OHHU�� 'DW� ZLH� KHW� VLHW� YHUVODJKHQ� LV�� 'RRU� G¶DHUGLJKH�
JKHVWHOWHQLV�¶ 
806 The image I use in this dissertation is a plate from the second edition, edited by Pierre Mariette (nr. 
9323, 152 x 211 mm, RP-P-1934-521, I.F.F. 12, 1475 II /III) , and which can be dated c. 1658-1670. The 
ILUVW�HGLWLRQ�ZDV�HGLWHG�E\�-HDQ�,�/HEORQG��ZKRVH�QDPH�LV�FKDQJHG�WR�0DULHWWH¶V�LQ�WKH�VHFRQG�HGLWLRQ��
The first edition can be dated c. 1650-1664: Peter Fuhring, Ornament prints in the Rijksmuseum II The 
Seventeenth Century, part 2, translated from the Dutch by Jennifer Kili an and Katy Kist, Rotterdam, 
2004, pp. 560-561. In his study on the prints by Jean Lepautre in the Bibliothèque National de France, 
Préaud also discusses this series. He noted that the sixth plate discussed here was not always part of the 
series of five other plates (the sixth is not numbered), and added that the plate was also sometimes 
isolated from the other five. The series, after being edited by Jean I Leblond and Pierre Mariette, would 
be reedited in 1751 by Jombert as well: Maxime Préaud, Graveurs du XVIIe siècle. Jean Lepautre, part 
2, Inventaire du fonds français, vol. 12, Paris, 1999, p. 10-11, p. 134, p. 136 (description of the scene). 
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serYDQW�VWDQGLQJ�EHKLQG�WKH�ZRPDQ¶V�FKDLU�LQ�/HSDXWUH¶V�HWFKLQJ��7KH�FRPSRVLWLRQ�RI�

WKH�PDQ�FDQ�DOVR�EH�VHHQ�LQ�-DQVVHQV¶�GDQFLQJ�VFHQHV�F��������6/,'(6���-48). 

Though it is very unlikely, it is not entirely unthinkable that Lepautre was inspired by 

-DQVVHQV¶ FRPSRVLWLRQ��PRUHRYHU��-DQVVHQV¶�SDLQWLQJV�KDG�VSUHDG�DOO�RYHU�(XURSH��DQG�

Lepautre had been inspired before by a Northern painter, as he engraved a print after a 

painting of Andries Both, depicting the Painter in his studio in 1634, while adding, 

specifiFDOO\��µ$�%RWK�SLQ[´�807 Nevertheless, as Janssens so frequently used prints (cf. 

infra), it is most likely that Janssens was the receiver of the composition. 

It is unknown what edition of this print (the one edited by Jean Leblond or the one edited 

by Mariette) was used by Janssens, but it is clear that he knew this printed series 

extremely well, as he used the composition of figures in 1663 and again in 1677 in The 

Concert �0XVpH�0DJQLQ��'LMRQ��6/,'(�������-HDQ�/HSDXWUH¶V�PDOH�ILJXUH�ZLWK�KLV�EDFN�

towards the viewer appears again, though in an adapted form and with new, much more 

fashionable dress (cf. chapter 5). On the left of the painting this man is added. This time 

KH�GRHV�QRW�RIIHU�D�GULQN�RU�WDNHV�RXW�KLV�KDQG��EXW�FDUHIXOO\�FDUHVVHV�WKH�ZRPDQ¶V�UHG�

dress next to him. In this painting the man does not hold onto his hat and Janssens has 

adapted the example to his own design. However, c. 1680, Janssens is more dependent 

RQ�/HSDXWUH¶V�SULQW��DV�KH�DJDLQ�GHSLFWV�D�PDQ�ZLWK�KLV�EDFN�WR�WKH�YLHZHU��VLWWLQJ�Rn a 

chair (though in a new up-to-date dress), with his hand in his side and a hat in his other 

hand, while gesturing to the woman next to him in The intimate concert (c. 1680, present 

whereabouts unknown, SLIDE 105). In this painting another couple on the left of the 

composition is added; the man and woman sit quite close to each other, as if  in an 

HPEUDFH��7KLV�SRVWXUH�RI�ILJXUHV�PXVW�DOVR�KDYH�EHHQ�SDUW�RI�-DQVVHQV¶�ODUJHU�RHXYUH�RI�

sketches of useful compositions as this couple reappears in Palace interior with merry 

company (c. 1670-1675, present whereabouts unknown, SLIDE 97).  

 

 

                                                      
807-DQ�0X\OOH��µ*HQUH-,FRQRJUDILH�HQ�*HQUHVFKLOGHUV�LQ�:RRUG�HQ�%HHOG¶��LQ��-DQ�9DQ�GHU�6WRFN��Stad 
in Vlaanderen. Cultuur en maatschappij 1477-1787, exh.cat., Brussels, Galerij  van het 
Gemeentekrediet, Brussels, 1991, p. 274 
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5.  Hiëronymus Janssens and the Elegant Company Paintings and Painted 

Art G alleries by Frans Francken the Younger and Cornelis de Baeillieur  

 

Over the course of the seventeenth century, the genre of painted art galleries and its 

content shifted. Whereas in the first half of the seventeenth century the art galleries on 

GLVSOD\�ZHUH�HQF\FORSHGLF�FROOHFWLRQV��ILOOHG�ZLWK�ERWK�DUWZRUNV�DQG�RWKHU�µQDWXUDOLD¶�

DQG�µDUWLILFDOLD¶��ZKLFK�KDG�RQFH�EHHQ�SDUW�RI� WKH�µLGHDO�FROOHFWLRQ¶��� IURP�WKH�����V�

onwards, the encyclopedic character of the represented collections had ceased. 808 By 

depicting encyclopedic collections (which included, but did not exclusively consist of 

paintings), the painted art gallery from the first half of the seventeenth century 

represented the world of science and art. However, times had changed, and instead of 

the scientific approach,809 the activities of the (fictitious) people in the rooms also 

differed. In the middle of the seventeenth century, the figures embodied ideal 

connoisseurs, only interested in judging or discussing works of art and not the additional 

naturalia. There was less interest in adding encyclopedic or scientific objects in the 

rooms of art. By adding encyclopedic objects in his painted art galleries Janssens clearly 

held onto a visual language that was, indeed, old-fashioned.810  In Open Gallery Visited 

by Art Lovers (SLIDE 82), Closed Gallery visited by Art Lovers (SLIDE 81), A Picture 

Gallery with Fashionable Visitors (SLIDE 83) and The Lover of Paintings (SLIDE 85) 

Janssens indeed added tables filled with globes, beautiful shells, drawings, and a 

statue.811 However, JanVVHQV�GLG�QRW�DOZD\V�KDQJ�RQWR�WKLV�µROG-IDVKLRQHG¶�DVSHFW��+H�

left out these objects in his The Interior of a Gallery of Paintings (Madrid private 

                                                      
808 )LOLSF]DN� ������ $OH[DQGHU�0DUU�� µ7KH� )OHPLVK� µ3LFWXUHV� RI� &ROOHFWLRQV¶� *HQUH�� DQ� 2YHUYLHZ¶, 
Intellectual History Review, 20, 1 (2010), p. 7; Magnus 2012. For a general introduction to painted art 
galleries, cf. introduction and chapter 2. 
Alexander Marr, µ7KH�)OHPLVK� µ3LFWXUHV� RI�&ROOHFWLRQV¶�*HQUH��$Q�2YHUYLHZ¶�� Intellectual History 
Review, 20, 1 (2010), p. 7. 
809 8UVXOD� +lUWLQJ�� µ�'RFWULQD� HW� SLHWDV!� XEHU� IU�KH� *DOHULHELOGHU¶�� Jaarboek van het Koninklij k 
Museum voor Schone Kunsten Antwerpen (1993), pp. 95-133; Van Suchtelen in: Van Suchtelen and 
Van Beneden 2009 [a], p. 27; Marr 2010, p. 7 
810 )LOLS]FDN�������S�������6DDYHGUD�GRHV�QRW�PHQWLRQ�WKHVH�HQF\FORSHGLF�DGGLWLRQV�LQ�-DQVVHQV¶�RHXYUH��
DV� KHUH� -DQVVHQV¶�The Interior of a Gallery of Paintings (c. 1665-1670, Madrid, private collection, 
SLIDE 63) is discussed:  Santiago Saavedra (ed.), Jan Brueghel y los gabinetes de pinturas, exh.cat., 
Madrid, Museo del Prado, Madrid, 1992, p. 26. 
811 On statues in painted art galleries, see Katrien Van der ScKXHUHQ��µ'H�.XQVWNDPHUV�YDQ�)UDQV�,,�
)UDQFNHQ�� HHQ� NULWLVFKH� DQDO\VH� YDQ� GH� DOGDDU� DDQZH]LJH� VFXOSWXXU¶�� Jaarboek van het Koninklij k 
Museum voor Schone Kunsten Antwerpen (1996), pp. 59-89. 
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collection, SLIDE 63), The Interior of a Picture Gallery with a Painter and Gentlefolk 

(SLIDE 84), and The Art Cabinet (SLIDE 96) where no reference to an encyclopedic 

collection is made. In this latter painting the attention has not shifted from the depiction 

of an encyclopedic collector to that of an art connoisseur, but to leisurely activities that 

have nothing to do with the art collection in the painting. Such a disinterest of the figures 

in painted art galleries for the artworks themselves can be seen in depictions of the 

VHQVHV�DV�LQ�LQ�-DFRE�GH�)RUPHQWURX¶V�Interior of an art gallery (FIG. 12). A well-known 

example in which the fashionable dressed persons in the room depict the five senses is 

the Large Salon in the House of Nicolas Rockox (c. 1635, München Alte Pinakothek) 

by Frans Francken the Younger.812 In The Art Cabinet, Janssens only focused on sight 

(inherently present in painted art galleries) and hearing (music). 

 

Janssens put the art of beholding as the main topic of his A Picture Gallery with 

Fashionable Visitors (SLIDE 83).813 This painting is the evidence that Janssens closely 

knew the design of Gallery of a collector (c. 1635, Sammlung Schönborn-Buchheim, 

now on loan to the Liechtenstein Museum, FIG. 34) which can be attributed to Frans II 

Francken, Cornelis de Baillieur and Hans II I Jordaens.814 Indeed, we can discern a 

comparable composition: on the left, the room is lit by large windows. Underneath the 

windows, a large table is set. On this table in the 1635 painting, even more attention is 

SDLG� WR� UDUH� REMHFWV� VXFK� DV� VKHOOV�� ,Q� WKH� PLGGOH� RI� WKH� FRPSRVLWLRQ� LQ� -DQVVHQV¶�

painting, a doorway is represented, emphasising the view into another room in the 

background. 30 years later, Janssens completely took over this doorway and 

composition in his own painted art gallery.815 In addition, the 1635-painting (FIG. 34) 

                                                      
812 /LVD�5RVHQWKDO�� µ0DVFXOLQH�9LUWXH� LQ� WKH�.XQVWNDPHU��3LFWXUD��/XFUH��DQG�/X[XU\¶�� LQ��0DUD�5��
Wade (ed.), Gender Matters. Discourses of Violence in Early Modern Literature and the Arts, 
Amsterdam/ New York, 2014, pp. 3336-338. For more on senses in painted art galleries, see also: C.M. 
3HWHUVRQ��µ7KH�)LYH�6HQVHV�LQ�:LOOHP�,,�YDQ�+DHFKW¶V�&DELQHW�RI�&RUQHOLV�YDQ�'HU�*HHVW¶��Intellectual 
History Review 20, 1 (2010), p. 103±�����6��DQG�/��'LWWULFK��µ$IIHQ��3DSDJHLHQ�XQG�+XQGH�LQ�JHPDOWHQ�
Kunskammers-InterieurV¶��Niederdeutsche Beiträge zur Kunstgeschichte, 43/44 (2004/2005), pp. 148±
149; Magnus 2012. 
813 Heinrich Silvester Johannes Becker, Studien zur ikonografie des kunstbetrachters im 17., 18. Und 
19. Jahrhundert, unpublished doctoral thesis, Rheinisch-Westfälischen Technischen Hochschule 
Aachen, 2005, p. 83. 
814 Becker 2005, p. 83, p. 67. 
815 Becker 2005, p. 67 
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shows people in the backroom enjoying themselves by making music.816 ,Q�-DQVVHQV¶�A 

Picture Gallery with Fashionable Visitors (SLIDE 83) he does not add such  

DPXVHPHQWV� LQ� WKH� EDFNURRP�� EXW� KH� QHYHUWKHOHVV� XVHV� WKLV� µOHLVXUH� PRWLI¶� LQ� WKH�

background of his other painted art galleries (FIGS. 81, 82, 84), and even as the main 

motif  in The Art Cabinet (c. 1670, present whereabouts unknown, SLIDE 96). 

Francken, De Baillieur and Jordaens have combined intellectual conversation with 

social interaction in the painted art gallery.817 It is clear that Janssens was inspired by 

this combination.  

 

In the centre of A Picture Gallery with Fashionable Visitors (SLIDE 83) a man is 

kneeling, intending to look closely at the painted canvas on the easel before him. 

However, he turns away and looks at the public, as if he wants to involve the viewer in 

his act of beholding. In one of the first paintings that represents connoisseurship as such, 

:LOOHP�YDQ�+DHFKW¶V�Art cabinet of Cornelis Van der Geest, displays the kneeling man 

�������5XEHQV�+RXVH��$QWZHUS���7KH�PDQ¶V�NQHHOLQJ�SRVWXUH�� LQ�ERWK�9DQ�+DHFKW¶V�

DQG�-DQVVHQV¶�SDLQWLQJ��LGHQWLILHV�KLP�DV�D�µFRQQRLVVHXU¶��DQG�WKURXJK�KLV�RXWZDUG�JD]H�

this man encourages the viewer of the painted art gallery to do the same. 818  

7KLV�NQHHOLQJ�FRQQRLVVHXU�LQ�-DQVVHQV¶�SDLQWLQJ��DFFompanied by another kneeling man 

and a couple behind him, is studying a large scene depicting the Last Judgment. This 

choice of subject is not surprising. Af ter all, judgment scenes, such as the judgment of 

Salomon, were very often added into a painted art gallery, to stress the activities of the 

                                                      
816 Perhaps we can identify the elegant way with which the man is touching the standing woman as an 
invitation to dance. However, this is only a hypothesis and not depicted as such. See for a comparable 
idea also Becker 2005, p. 72. 
817 Esther Meier in: Roswitha Juffinger et al., Erzbischof Guidobald Graf von Thun 1654-1668: ein 
Bauherr für die Zukunft, exh.cat., Salzburg, Residenzgalerie, 2008, p. 319; Markus Kersting (red.), 
Barocke Sammellust, die Sammlung Schönborn-Buchheim, Wolfratshausen, 2003, p. 108. 
818 FRU� IXUWKHU� GLVFXVVLRQ� RQ� WKH� EHKROGLQJ�� NQHHOLQJ� µFRQQRLVVHXU¶�� DQG� RQ� VHYHQWHHQWK-century 
FRQQRLVVHXUVKLS��VHH�(OL]DEHWK�+RQLJ��µ7KH�EHKROGHU�DV�D�ZRUN�RI�DUW��$�VWXG\�LQ�WKH�ORFDWLRQ�RI�YDOXH�
in seventeenth-FHQWXU\�)OHPLVK�SDLQWLQJ¶��Nederlands Kunsthistorisch Jaarboek, 46, 1 (1995), pp. 253-
����� 0DUU� ������ )LOLSF]DN� ������ )UDQFHV� *DJH�� µµ6RPH� 6WLUULQJ� RU� &KDQJLQJ� RI� 3ODFH¶� 9LVLRQ��
-XGJHPHQW�DQG�0RELOLW\�LQ�3LFWXUHV�RI�*DOOHULHV¶�� Intellectual History Review, 20, 1 (2010)  also on 
connoisseurship, passim; Magnus 2012, p. 61 (see my references in this article as well); Anna Tummers, 
µ7KH�3DLQWHU�YHUVXV�WKH�&RQQRLVVHXU"�7KH�%HVW�-XGJH�RI�3LFWXUHV�LQ�6HYHQWHHQWK-Century Theory and 
3UDFWLFH¶�� LQ��$QQD�7XPPHUV� DQG�.RHQUDDG� -RQFNKHHUH� �HGV����$UW�0DUNHW� DQG�&RQQoisseurship. A 
Closer Look at Paintings by Rembrandt, Rubens and their Contemporaries, Amsterdam, 2008, pp. 127-
147; Anna Tummers, The Eye of the Connoisseur: Authenticating Paintings by Rembrandt and His 
Contemporaries, Los Angeles/ Amsterdam, 2011. 
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figures on display; they are connoisseurs of art, discussing and judging the paintings 

before them.819 

 

:H�FRPH�DFURVV�WKH�PRWLI�RI�WKH�NQHHOLQJ�PDQ�LQ�-DQVVHQV¶�RWKHU�SDLQWHG�DUW�JDOOHULHV�

(SLIDES 81, 82, 84) as well.820 Again, the viewer of the painted art gallery is invited to 

act as the figures do on the canvas.821 In both paintings Hiëronymus Janssens has added 

for the first time a dancing scene in the background of his art galleries. Previously, we 

had seen elegant companies making music or greeting (FIG. 34; Cornelis de Baellieur, 

Interior of a Gallery with Paintings and Art Objects, 1637, Paris, Louvre, FIG. 35), but 

not a dancing scene as such.822  

In the background of Closed Gallery visited by Art Lovers (SLIDE 81), underneath the 

UHSUHVHQWDWLRQ�RI�$QWKRQ\�YDQ�'\FN¶V�The Virgin as Intercessor,823 the painter depicted 

a dancing couple on the left, people warming themselves in front of a fire, a woman 

playing a keyboard instrument and men and women elegantly conversing. The 

                                                      
819 Magnus 2012; Van Suchtelen in: Van Suchtelen and Van Beneden 2009 [a], p. 22.  
820 Zeder 1993; Becker 2005, p. 22. 
821 The woman in Closed Gallery visited by Art Lovers (SLIDE 81) behind the kneeling men holds a 
painting that she herself cannot see. To be able to look at is, the viewer himself has to come closer to 
investigate what is represented. Becker assumes that the woman, due to her open mouth, wants to 
discuss the work of art with the viewer (outward gaze): Becker 2005, p. 56. For a similar view, see also 
Honig 1995. However, in my opinion, this figure, pointing at a painting with birds with an open mouth, 
seems to suggest a reference to hearing, song or music. This would not be unusual at all , since other 
senses are also represented on this painting. Becker discussed the presence of birds (in reality or on 
miniature paintings) in the painted art galleries of Cornelis de Baeilli eur as a reference to (amorous) 
converVDWLRQ��%HFNHU�������,�DJUHH�D�FRPSDUDEOH�UHIHUHQFH�WR�FRQYHUVDWLRQ�FDQ�EH�VHHQ�LQ�-DQVVHQV¶�
painting as well .  
822 )RU�IXUWKHU�LQIRUPDWLRQ�RQ�GDQFH�LQ�-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV�VHH��=HGHU�������SS�����-261; 
Becker 2005.  
823 For the identifications of the paintings in the painted art galleries in Montargis, see: Zeder 1993, pp. 
253-261. For the identifications of the paintings in the painted art gallery in the Spanish private 
collection (SLIDE 63) see: Saavedra 1992, pp. 234-�����-DQVVHQV¶�Closed Gallery visited by Art Lovers 
(SLIDE 81) is mostly known as it is often mentioned for its depiction of The Virgin as Intercessor  by 
Anthony Van Dyck. $UWKXU�.��:KHHORFN�-U��GHVFULEHV�KRZ�9DQ�'\FN¶V�SDLQWLQJ��WKRXJK�ZLWK�D�VOLJKWO\�
adapted format, is represented LQ�-DQVVHQV¶�SDLQWHG�DUW�JDOOHU\��+H�FRQFOXGHV�WKDW�WKLV�LQGLFDWHV�WKDW�9DQ�
'\FN¶V�SDLQWLQJ�PXVW�KDYH�EHHQ�LQ�D�SULYDWH�FROOHFWLRQ�LQ�WKH�����V��$UWKXU�.��:KHHORFN�-U���Flemish 
Paintings of the Seventeenth Century. The Collections of the National Gallery of Art Systematic 
Catalogue, mus.cat., Washington, National Gallery of Art, New York/ Oxford, 2005, pp. 77-79. See 
also: Susan J. Barnes, Nora De Poorter, Oliver Mill ar, Horst Vey, Van Dyck. A Complete Catalogue of 
the Paintings, New York/ London, 2004, p. 275. Goedde is more interested in the two seascapes in the 
manner of Jan Peeters that Janssens has painted in his Closed Gallery visited by Art Lovers (1681): 
Lawrence Otto Goedde, Tempest and Shipwreck in Dutch and Flemish Art. Convention, Rhetoric, and 
Interpretation, University Park Pennsylvania/ London, 1989, p. 156. 
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composition and activities of the scene in the backroom brings to mind the many other 

compositions by Janssens, such as Elegant company dancing on a terrace (c. 1665-

1670, private collection, SLIDE 75).  

In the second Montargis painting, Open Gallery visited by Art Lovers (SLIDE 82), 

dance is depicted in the back of the scene. Here, we can immediately see yet another 

H[DPSOH�RI�D�SDLQWLQJ�ZLWK�YLVXDO�VLPLODULWLHV�WR�-DQVVHQV¶�RHXYUH��WKH�FRPSRVLWLRQ�RI�

the architecture (which may have been painted by Willem van Ehrenberg) is a clear 

UHIOHFWLRQ�RI�WKH�DUFKLWHFWXUH�DQG�FRPSRVLWLRQ�WKDW�FDQ�EH�IRXQG�LQ�-DQ�YDQ�.HVVHO¶V�An 

allegory of Africa (FIG. 7).824 At first sight, one may consider that once again, Janssens 

had re-used an existing composition by a fellow painter. The architecture opens up to a 

terrace with a statue of Saint Michael in the back.825 +RZHYHU��-DQVVHQV¶�SDLQWLQJ�PD\�

have been produced first (c. 1665-1670).826 Van Kessel, consequently, must have 

NQRZQ� -DQVVHQV¶� SDLQWLQJ� DV� KH� XVHG� WKH� EDFNJURXQG� Ior a depiction of an entirely 

different subject (cf. chapter 2). 

 

By painting dancing scenes in the background of his painted art galleries Janssens may 

have referred to his own oeuvre (specialising in such dancing company scenes). Though 

he mostly ± with the exception of the image in the Closed Gallery visited by art lovers 

on the top right of the central wall ± does not include his own genre of elegant company 

scenes in the painted art galleries,827  the addition of those scenes in the background 

must have UHPLQGHG�WKH�YLHZHU�RI�-DQVVHQV¶�RWKHU�ZRUNV�RI�DUW��H�J��HOHJDQW�FRPSDQLHV�

in general). Janssens has been, as far as I am aware, the first to add a dancing scene into 

a painted art gallery. This combination of motifs relating to dancing scenes and to 

judging and discussing paintings, may have evoked different associations in the minds 

of the seventeenth-century viewer and of Janssens himself. I will therefore discuss this 

aspect in-depth in chapter 4. 

                                                      
824 Zeder 1993, p. 258. 
825 2Q�WKH�SUHVHQFH�RI�WKH�6DLQW�0LFKDHO�VWDWXH��VHH�FKDSWHU�RQ�-DQVVHQV¶�VRFLDO�QHWZRUN��$SDUW�IURP�D�
UHIHUHQFH�WR�-DQVVHQV¶�PHPEHUVKLS�RI�WKH�VZRUGVPHQ¶V�JXLOG��WKH�VWatue may (as Janssens and many of 
his Southern Netherlandish fellow painters used to do, see Kolfin 2005) be a moralising element in the 
general topic (the dangers of dance, and the evil  that has to be overcome). 
826 -DQVVHQV¶�VW\OLVWLF�GHSLFWLRQ�RI�ILJXUHV�and his representation of dress indicate that this painting has 
to be dated between 1665 and 1670 (cf. chapter 5). 
827 Zeder 1993, p. 255. 
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To the left of Open Gallery Visited by Art Lovers (SLIDE 82), a couple have just entered 

WKH� URRP� WKURXJK� D� SRUWLFR�ZLWK�PDUEOH� FROXPQV�� 7KLV� µHQWUDQFH� LFRQRJUDSK\¶� LV� D�

UHFXUULQJ� WKHPH� LQ�PDQ\� RI� -DQVVHQV¶� JHQUH� SDLQWLQJV� �6/,'(6� ���� ���� ����� ,W�ZDV�

already part of the visual tradition in genre painting before Janssens (see Louis de 

Caullery (FIG. 21), Frans Francken the Younger, Abel Grimmer, etc.).828 In the painted 

art gallery Janssens had added portraits of connoisseurs. Unfortunately, they cannot be 

identified with any certainty. 

 

Another example of JanssenV¶� GHSHQGHQFH� RQ� WKH� GHVLJQV� RI� KLV� SUHGHFHVVRUV� DQG�

colleagues can be seen in his The Interior of a Picture Gallery with a Painter and 

Gentlefolk (SLIDE 84).829 In this painting, we see the same features recurring: on the 

left Janssens depicted large windows enlightening the room; underneath these windows, 

a young couple intimately admire a small painting or perhaps some silverware. In front 

of the viewer, a very large painting on an easel captures the eye and on the right, a 

chimney piece decorates the wall of the room. A large portico leads our gaze to the back 

of the gallery into another room filled with paintings and a beautiful religious chimney 

piece. In this room, people are not dancing, but courting, bowing and talking to each 

other in an elegant fashion. Janssens depicts two young boys handing over flowers 

(perhaps a reference to the sense of smell) and two men discussing the painting on the 

easel. The man in black is holding a pallet and a brush as he points to the painting on 

the easel. He is apparently discussing this work of art with the other man, whose back 

is turned to the viewer. The painting on the easel itself has a subject that is rarely 

depicted in the collections on display in painted art galleries, namely an architecture 

                                                      
828 Speth-Holterhoff 1957; (cf. Supra, Louis de Caullery) Legrand 1963, p. 93; Van Haute 2006; Richard 
Hamann-Maclean, Werke alter Meister: aus Privatbesitz, exh.cat., Mainz, Kunstgeschichtli chen Institut 
der Johannes Gutenberg-Universität Mainz, 1968, cat. 49 
829 According to the auction catalogue of TEFAF The European Fine Art Fair 2003 (p. 45), the painting 
is the result of a collaboration with Gaspar de Witte (as his signature is visible on two of the miniature 
paintings) and Willem Schubert van Ehrenberg. Moreover, it is suggested that Jan van Kessel also 
signed one painting, and that the whole painting may have been the result of a collaboration with many 
other Antwerp painters. However, to discuss this properly, the painting has to be studied more closely 
± as its present whereabouts are unknown, this has been impossible to do. Nevertheless, the figures can 
definitely be attributed to Hiëronymus Janssens. 
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painting, comparable to those painted by Willem Schubert van Ehrenbergh and Anthoon 

Ghering (painters Janssens used to collaborate with, cf. chapter 2).830  

In The Interior of a Picture Gallery with a Painter and Gentlefolk �6/,'(������IRU�WKH�

ILUVW�DQG�RQO\�WLPH��-DQVVHQV�DGGHG�D�SDLQWHU�LQ�FRQYHUVDWLRQ�ZLWK�WKH�HOHJDQW�ILJXUH�QH[W�

WR�KLP��7KH�SDLQWHU�LQ�TXHVWLRQ�LV�RQO\�LGHQWLILDEOH�EHFDXVH�KH�KROGV�KLV�EUXVKHV�DQG�

SDLQWLQJ�SDOOHW�LQ�KLV�OHIW�KDQG�DQG�SRLQWV�WRZDUGV�WKH�SDLQWLQJ�DW�WKH�HDVHO�LQ�IURQW�RI�

KLP�ZLWK�D�SDLQWHU¶V�VWDII��%\�GRLQJ�VR��-DQVVHQV�SRVLWLRQV�KLPVHOI�LQ�DQ�ROG�WUDGLWLRQ��

DV� DGGLQJ�D�SDLQWHU� LQWR� D�SDLQWHG�JDOOHU\�RI� DUW�ZDV�QRW�XQLTXH�ZLWKLQ� WKH� JHQUH�RI�

SDLQWHG�DUW�JDOOHULHV�831�7KH�PRVW�IDPRXV�SDLQWHU�RI�SDLQWHG�DUW�JDOOHULHV��:LOOHP�YDQ�

+DHFKW��KDG�DOUHDG\�GHSLFWHG�5XEHQV�DQG�9DQ�DV�UHVSHFWDEOH�YLVLWRUV�RI�&RUQHOLV�YDQ�

GHU�*HHVW¶V�FROOHFWLRQ��EXW�'DYLG�7HQLHUV�WKH�<RXQJHU�DQG�RWKHUV�DOVR�DGGHG�D�SDLQWHU�DW�

ZRUN�LQ�SDLQWHG�DUW�JDOOHULHV�832� 

$Q� SDLQWLQJ�� ZKLFK� PXVW� KDYH� EHHQ� -DQVVHQV¶� LPPHGLDWH� H[DPSOH�� LV�*DOOHU\� RI� D�

FROOHFWRU��),*������833�'H�%DLOOLHXU¶V�SDLQWLQJ�LV�YHU\�VLPLODU�WR�-DQVVHQV¶�ZRUNV��,Q�WKLV�

SDLQWLQJ�DWWULEXWHG�WR�&RUQHOLV�GH�%DLOOHXU��D�SDLQWHU�LV�DOVR�SUHVHQW��+H�LV�H[SODLQLQJ�D�

SDLQWLQJ� WR� D� VHDWHG� JHQWOHPDQ� EHIRUH� D� ODUJH� ZRUN� RI� DUW� RQ� DQ� HDVHO�� 7KXV�� 'H�

%DHLOOLHXU¶V�LGHD�RI�DGGLQJ�D�SDLQWHU�ZKR�LV�H[SODLQLQJ�RU�GLVFXVVLQJ�ZRUNV�RI�DUW�ZDV�

DOVR�XVHG�E\�-DQVVHQV�LQ�The Interior of a Picture Gallery with a Painter and Gentlefolk 

�6/,'(������7KLV�LV�WKH�RQO\�SDLQWHG�DUW�JDOOHU\�LQ�ZKLFK�-DQVVHQV�VHHPV�WR�VWUHVV�WKH�

SUHVHQFH�RI�D�SDLQWHU��6LQFH�WKHUH�LV�DEVROXWHO\�QR�RWKHU�UHIHUHQFH�WR�WKLV�EHLQJ�D�ZRUNLQJ�

VWXGLR�RI�DQ�DUWLVW��,�VXJJHVW�WKDW�WKH�EUXVKHV�DQG�SDLQW�DUH�RQO\�DGGHG�WR�LGHQWLI\�WKH�

PDQ�DV�µWKH�SDLQWHU¶�WDONLQJ�WR�D�µQRQ�DUWLVW¶� 

%\�DGGLQJ�D�SDLQWHU�GLVFXVVLQJ�DUW�ZLWK� OD\PHQ��-DQVVHQV�DQG�'H�%DLOOHXU�ZHUH�DOVR�

UHIHUHQFLQJ��FRQWHPSRUDU\�WKHRUHWLFDO�GHEDWH��WKHUH�ZDV�D�GLVFXVVLRQ�DERXW�ZKR�FRXOG�

RIIHU� WKH�PRVW�YDOXDEOH� MXGJPHQW�RQ�SDLQWLQJ�� WKH�FRQQRLVVHXU�ZKR�LV�D�SDLQWHU��RU�D�

                                                      
830 1RW�PDQ\�SDLQWHG�DUW�JDOOHULHV�GHSLFW�µDUFKLWHFWXUH�SDLQWLQJV¶��$QRWKHU�H[DPSOH�LV��*RQ]DOHV�&RTXHV��
Willem Schubert van Ehrenberg, Jacob Jordaens and others, $UW�*DOOHU\�ZLWK�µ&DQGDXOHV�DQG�*\JHV, 
1666, Bayerische Staatsgemäldesammlungen, Staatsgalerie Neuburg and der Donau. Van Suchtelen in: 
Van Suchtelen and Van Beneden 2009 [b], p. 107.   
831 See for example: Becker 2005, pp. 39, 71, 85 (see also passim for his discussion). 
832 %HQ�9DQ�%HQHGHQ��µ:LOOHP�YDQ�+DHFKW��(HQ�HYHQ�JHOHHUGH�DOV�WDOHQWYROOH�NRSLLVW¶��LQ��9DQ�6XFKWHOHQ�
and Van Beneden 2009, p. 71. For painters being depicted when painting in painted art galleries, see: 
Filipczak 1978, pp. 152-158; Becker 2005.  
833 Becker 2005, p. 71; Filipczak 1987, p. 71. 
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FRQQRLVVHXU�RXWVLGH�RI�WKLV�SURIHVVLRQ�834�7XPPHU�HODERUDWHV�RQ�WKLV�GHEDWH��,Q�SUHYLRXV�

UHVHDUFK�� WKH� SUHYDLOLQJ� QRWLRQ� ZDV� WKDW� LQ� WKH� VHYHQWHHQWK� FHQWXU\�� SHRSOH� RQO\�

DWWULEXWHG�WKHVH�MXGJPHQW�VNLOOV�WR�DUWLVWV�DQG�SDLQWHUV��7XPPHUV�KDV�VKRZQ��KRZHYHU��

WKDW�WKLV�YLHZ�QHHGV�WR�EH�GLIIHUHQWLDWHG��0RVW�ZULWHUV�RQ�DUW�WKHRU\�DVVXPHG�WKDW�ERWK�

SDLQWHUV�DQG�FRQQRLVVHXUV�FRXOG�EH�FDSDEOH�RI�MXGJLQJ�SDLQWLQJV�FRUUHFWO\�835�2I�FRXUVH��

YLHZV� GLG� FKDQJH�� PRVWO\� ZULWHUV� WKDW� ZHUH� SDLQWHUV� WKHPVHOYHV� ZRXOG� VWUHVV� WKH�

LPSRUWDQFH�RI�DUWLVWLF�VNLOOV�LQ�RUGHU�WR�MXGJH�ZHOO��ZKHUHDV�RWKHUV�ZHUH�SHUVXDGHG�WKDW�

QRQ�SDLQWHUV�ZHUH�DOVR�JRRG�MXGJHV�836�It is very tempting to try to look for reasons as 

to why Janssens added a painter in one of his painted art galleries and then omits this 

figure in all the other art gallery works.  

-DQVVHQV�KLPVHOI�ZDV�DOVR�D�µOLHIKHEEHU¶�RU�D�UHJLVWHUHG�DUW�ORYHU�LQ�WKH�JXLOG�RI�6DLQW�

Luke himself (cf. chapter 1). As a painter and lover of art, he certainly must have 

considered being a painter, or at least having painterly or drawing skills, as important 

in order to understand and discuss paintings correctly. This principle is obvious in his 

The Interior of a Picture Gallery with a Painter and Gentlefolk (SLIDE 84), but does 

not explain the absence of such ILJXUH� LQ�KLV�RWKHU�SDLQWLQJV��*LYHQ� -DQVVHQV¶� RWKHU�

works of art and his dependence on the visual tradition, we can assume that he merely 

sought to reflect the painted art galleries of his predecessors.837  

 

The younger Art Cabinet (SLIDE 96) is yet another example of the group of large 

painted art galleries. As usual, Janssens added a view into a garden and another 

architectural construction. However, the composition differs from the other large 

paintings and forms a bridge with the compositions of the smaller-scaled art galleries, 

VLQFH�-DQVVHQV�GRHV�QRW�XVH�WKH�µFXEH�VFHQRJUDSKLTXH¶��VHH�EHIRUH��DQ\PRUH��DQG�OHDYHV�

out the views of the side walls and the roof. The Art Cabinet focusses on other aspects 

beyond connoisseurship; the figures in the painting do not interact with the images on 

                                                      
834 Lay-men discussing art, see also Becker 2005, pp. 22-23. 
835 Tummers 2011, p. 167, passim. 
836 Tummers 2011, p. 178. 
837 )LOLSF]DN�FRQVLGHUHG�7HQLHUV¶�self-portrait as a painter in a painted art gallery as a reflection that 
7HQLHUV�ZDV�QRW�RQO\�D�SDLQWHU��EXW�DOVR�D�FROOHFWHXU�DQG�µOLHIKHEEHU¶�KLPVHOI��6KH�DUJXHV��KRZHYHU��WKDW�
in most painted art galleries with such painters, the figures had to represent the rising connoisseurship, 
and had to question the authorship of the littl e paintings on display (by showing a painter): Filipczak 
1978, pp. 152-158. See also Becker 2005. 
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display: no kneeling men to view the works of art, no discussions in front of a work of 

art, and no physical handling of little jewellery, shells, or paintings. In this painting, 

Janssens added figures that have nothing to do with the art collection itself. Janssens 

thus reduces the importance of the art collection to a mere status symbol. The figures 

occupy themselves with activities Janssens frequently added in his elegant company 

paintings; elegantly bowing and entering a room, conversing and playing the guitar. In 

this painting Janssens seems to have transferred activities he used in the back views of 

the painted art galleries (dancing, courting, making music) to the front of the scene. The 

figures in this painted art gallery are motifs Janssens assembled from other 

compositions. The posture of the man central in the painting is a repetition from the 

man in Open Gallery visited by Art Lovers �6/,'(������7KH�PDQ¶V�IDFLDO�IHDWXUHV�DQG�

hairstyles have changed, but the entire composition is clearly the same. It is argued that 

in The Art Cabinet, due to the individualised features of the man, a famil y is 

portrayed.838 Though this cannot be said with any certainty, a portrait is definitely not 

ruled out (as in the other large painted art galleries). Next, the addition of an elegant 

couple entering the room and being greeted by another man, is a feature that frequently 

RFFXUV�LQ�-DQVVHQV¶�SDLQWHG�DUW�JDOOHULHV��DQG�SDLQWLQJV�LQ�JHQHUDO��7R�WKH�OHIW�RI�WKH�DUW�

gallery a woman is playing the guitar. She is joined by a man, kneeling next to her. His 

posture, though slightly different, brings to mind the composition in The Game of hot 

cockles on a terrace of a palace (1671, present whereabouts unknown, SLIDE 91).  

 

Janssens also painted art galleries of smaller dimensions. Two out of these three 

paintings are very similar. The signed The Lover of Paintings (SLIDE 85) was sold in 

1965 as a pendant scene of a musical company.839 However, this painting is also very 

comparable to another painted art gallery, namely Visiting the Art Lover (SLIDE 87). 

In both of these small-scales painted art galleries similar features are present: a limited 

number of figures in a small interior. The paintings are more intimate representations 

of the judging or beholding of art. At the far left, in both scenes, as in Open Gallery 

                                                      
838 London, Witt Library, photodocumentation, Chaucer Fine Arts, 1988, catalogue 9. 
839 Paris, Drouot 6 December (or 12 June) 1965, lot 110 (signed) pendant is lot 109 (information 
$QWZHUS��5XEHQLDQXP��9�����µ-DQVVHQV��-HURRP¶�� 



211 
 

visited by Art Lovers (SLIDE 82), two pillars emphasise the portico. In both The Lover 

of Paintings (SLIDE 85) and Visiting the Art Lover SLIDE 87), a table is added. In The 

Lover of Paintings (SLIDE 85) a globe is again shown. In addition, Janssens has also 

added a couple discussing a small work of art or jewellery.  

A slightly larger painting is The Interior of a Gallery of Paintings from a private 

collection in Madrid (SLIDE 63). In this painting, again, the typical couple to the left 

of the painting elegantly enter the room.840 The dog on the right is a figure that Janssens 

often re-uses in his oeuvre. In this last painting, the collector is showing his visitors a 

painting in the style of Anthony van Dyck.841  

 

6.  Hiëronymus Janssens and  the Depiction of the Prodigal Son 

 

-DQVVHQV¶�SRVLWLRQ�DV�D�ZDUGHQ�RI� WKH�+RO\�6DFUDPHQW�&KDSHO� LQ� WKH�FKXUFK�RI�6DLQW�

George in Antwerp from the 1670s onwards, has illustrated his many connections with 

other parishioners, including artists. One of his fellow wardens was the engraver 

Melchior Hamers (cf. chapter 1). Hamers frequently engraved after the designs of the 

painter and printer Cornelis de Wael. In addition, he was also a print publisher. Hamers, 

for example, issued the Four Seasons and Five Senses, two series made after Cornelis 

de :DHO¶V�GHVLJQ�LQ�WKH�����V��&RUQHOLV�GH�:DHO�KLPVHOI�DOVR�RZQHG�FRSSHU�SODWHV�E\�

Melchior Hamers.842 Hiëronymus Janssens closely knew Hamers, and must have been 

IDPLOLDU�ZLWK�WKH�ODWWHU¶V�SULQWV�HQJUDYHG�DIWHU�&RUQHOLV�GH�:DHO¶V�GHVLJQ� 

 

                                                      
840 7KH�JHVWXUH�RI�WKH�ZRPDQ¶V�KDQGV�DQG�IHHW�DUH�FKDUDFWHULVWLF�RI�-DQVVHQV¶�LFRQRJUDSK\��6DDYHGUD�
1992, p. 234. 
841 Saavedra 1992. 
842 ,Q�������WKH�LQYHQWRU\�RI�0HOFKLRU�+DPHUV¶�ZLIH��,VDEHOOH�-RKDQQD�YDQ�GH�3HUUH��VKRZV�KH�RZQHG�F��
150 drawings, most of which were drawn by Cornelis de Wael. Duverger 2001, pp. 146-147; Alison 
Stoesser, Lucas and Cornelis de Wael: Flemish artists in Antwerp, Genoa and Rome in the seventeenth 
century, vol. 1: Text,  unpublished dissertation [2008?], pp. 76-77. D. de Hoop Scheffer (ed.), 
+ROOVWHLQ¶V�'XWFK�	�)OHPLVK�(WFKLQJV��(QJUDYLQJV�DQG�:RRGFXWV�����-1700, XLIX, Rotterdam, 1998, 
p. 173; 0DULMNH�&��GH�.LQNHOGHU��µ)UDQFLVFXV�+DPHUV��GR]LMQVFKLOGHU�LQ�$QWZHUSHQ¶��Oud Holland, 118, 
¾ (2005), p. 210; Alison Stoesser-Johnston, Lucas and Cornelis de Wael: Flemish artists and dealers in 
Antwerp, Genoa and Rome in the seventeenth century, vol. 1 Text Catalogue of works by Lucas de 
Wael, unpublished doctoral thesis, 2008, p. 212 p. 264. 
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Cornelis de Wael was a draughtsman, painter, etcher and art dealer.843 In 1656, he had 

moved to Rome.844 +LV�QHSKHZ��-DQ�%DSWLVW�GH�:DHO��VRQ�RI�&RUQHOLV¶�EURWKHU�/XFDV�GH�

Wael) most probably stayed with his uncle in Rome. It is highly likely that Jan Baptist 

de Wael was already in Rome by 1658, though it is only documented that he stayed 

there from 1663 onwards. His stay in Rome in 1658 is nevertheless suggested since Jan 

Baptist engraved two scenes of the multi-scened prodigal son-VHULHV�DIWHU�KLV�XQFOH¶V�

GHVLJQ��µ7KH�SURGLJDO�VRQ�DV�VZLQHKHUG¶�DQG�µ5HWXUQ�RI�WKH�SURGLJDO�VRQ¶��ZKLFK�ZHUH�

published in 1658.845 The print series of the Prodigal son, as those of the Four Seasons 

and the Five Senses, was of a rather large format, and probably ment to be hung framed 

on a wall, and not made to be kept in an album.846 The history of Prodigal Son series is 

rather obscure and complex.847 The first three prints are made by an anonymous 

engraver c. 1640,848 and the last two scenes are made by Jan Baptist de Wael (published 

in 1658).849 The five printed scenes are: Prodigal son leaves the house of his father 

                                                      
843 De Hoop Scheffer 1998 for more information about this person. On the li fe, and the important social 
network of Lucas and Cornelis de Wael, see also most recently: $OLVRQ�6WRHVVHU��µ/XFDV�DQG�&RUQHOLV�
GH�:DHO��WKHLU�IDPLO\�QHWZRUN�LQ�$QWZHUS�DQG�EH\RQG¶��LQ��.RHQUDDG�%URVHQV��/HHQ�.HOFKWHUPDQV�DQG�
Katlij ne Van der Stighelen (eds.), Family Ties. Art Production and Kinship Patterns in the Early 
Modern Low Countries, Turnhout, 2012, pp. 225-239. 
844 Stoesser 2012, p. 225, p. 232. 
845 Stoesser [2008], vol. 1 text, p. 35, p. 40-41, p. 61. C. 1663 Jan Baptista de Wael made a series of 14 
genre scene etches, dedicated to Gaspar de Roomer. Stoesser 2012, p. 234-234 (on Jan Baptista de 
:DHO¶V�VWD\�LQ�5RPH�DQG�KLV�SUHSDUDWLRQ�RI�WZR�HWFKLQJ�HQJUDYLQJV�IRU�&RUQHOLV�GH�:DHO¶V�3URGLJDO�
Son-series). 
846 According to Stoesser, these series were made for the well-to-do with a good educaton: Stoesser-
Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael, p. 126. 
847 Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael, p. 273. The topic is 
IUHTXHQWO\�GHSLFWHG�LQ�'H�:DHO¶V�RHXYUH�VHH�6WRHVVHU-Johnston 2008, vol. 1 Text Catalogue of works 
by Lucas de Wael,  p. 262 etc. 
848 These prints are considered to have been made in the 1640s, and may well have been part of another 
series of eight scenes depicting the prodigal son after Cornelis de Wael. 
849 De Hoop Scheffer 1998, p. 173; Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas 
de Wael, p. 236, p. 273; Alison Stoesser-Johnston, Lucas and Cornelis de Wael. Flemish artists and 
dealers in Antwerp, Genoa and Rome in the seventeenth century, vol. II  Catalogue of the works by 
Cornelis de Wael, unpublished doctoral thesis 2008, pp. 181-184. Cornelis de Wael also painted a series 
of four paintings of the story of the prodigal son. Stoesser dates these oil  paintings to the 1640s. 
Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael p. 266. The paintings are part 
of a Genuese collection: Alison Stoesser-Johnston, Lucas and Cornelis de Wael. Flemish artists and 
dealers in Antwerp, Genoa and Rome in the seventeenth century, vol. II  Catalogue of the works by 
Cornelis de Wael, unpublished doctoral thesis 2008, 182 catalogus (see also drawings of this subject), 
p. 182, p. 183; Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael, p. 263; 
Stoesser, catalogues, nr. 52a-d: Alison Stoesser-Johnston, Lucas and Cornelis de Wael. Flemish artists 
and dealers in Antwerp, Genoa and Rome in the seventeenth century, vol. II  Catalogue of the works by 
Cornelis de Wael, unpublished doctoral thesis 2008, p. 28: the departure, the prodigal son among the 
prostitutes, the eviction from the inn, the prodigal son as swineherd (Genoa private collection). A print 
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(FIG. 36); Prodigal son spends his money in a brothel (FIG. 37) Prodigal son chased 

away by the harlots (FIG. 38) Prodigal son as a swineherd (engraved by Jan Baptist de 

Wael, FIG. 39) and Return of the prodigal son (engraved by Jan Baptist de Wael, FIG. 

40).850  

-DQVVHQV¶�DFTXDLQWDQFH�ZLWK�'H�:DHO¶V�ZRUNV�RI�DUW��EHFRPHV�FOHDU�LQ�KLV�RZQ�SDLQWHG�

series of the prodigal son, finished in 1661, only three years after the Italianate printed 

version: The Prodigal Son Leaving Home (SLIDE 53); The Prodigal Son dissipating 

his Patrimony (SLIDE 54); The Prodigal Son Chased away by Harlots (SLIDE 55); 

The Swine Yard, present whereabouts unknown, SLIDE 56); The Prodigal Son 

Returning Home (SLIDE 57).851 7KH�VLPLODULWLHV�EHWZHHQ�-DQVVHQV¶�SDLQWLQJV�DQG�WKH�

SULQWV��LQGLFDWLQJ�WKDW�-DQVVHQV�KDG�µH[WUDFWHG¶�WKH�FRPSRVLWLRQ�IURP�'H�:DHO¶V�SULQWV��

is already noted by Stoesser in her discussion of the reception of the prodigal son series 

by De Wael. She mentionHG�WKH�GHFRUDWLYH�FKDUDFWHU�RI�-DQVVHQV¶�SDQWLQJV��WKH�HOHJDQW�

                                                      
series with the same first three prints are published by Martinus van den Enden in the 1640s (B16.1-
B16.3). The first three painted scenes are very similar to the printed versions, and the paintings may 
also be part of a series of 8 scenes. Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de 
Wael, pp. 263 - 273. According to Stoesser, Cornelis de Wael put the figures of his paintings (and 
consequently of his prints as well) in a Genovan setting, as can be deduced from the architecture in the 
departure scene, revealing similarities with the buildings on the Strada Nuova. Moreover, the costumes 
can be identified as Italian, reflecting the rich social status of the figures in the scene: Stoesser-Johnston 
2008, vol. 1 Text Catalogue of works by Lucas de Wael, pp. 265-266, p. 292, p. 297. Stoesser, p. 319, 
312. 
850 Amsterdam, Rij ksprentenkabinet (De Hoop Scheffer 1998).  
851 They belonged to the collection of High Leigh Hall . In 1935, these five paintings were sold at 
6RWKHE\¶V�/RQGRQ�LQ�WKH�$ELQJGRQ�6DOH��&RUQZDOO-Legh Coll.). In the Witt Library, these five paintings 
are ill ustrated and the signatures on the paintings are transcribed: The Home Parting��VLJQHG�µK��-DQVVHQV 
IHF�¶�QU�������The Debauch, VLJQHG�µ-DQVVHQV¶�������The Tavern Riot��VLJQHG�µ-DQVVHQV¶�������The Swine 
Yard��VLJQHG�µ%"�-DQVVHQV¶��QU�������The Return of The Prodigal Son��VLJQHG�µ-DQVVHQV�IHFLW¶����������
0D\�������6RWKHE\¶V�/RQGRQ��$ELQJGRQ�6DOH��/HJUDQG ������S������ �0RVW� UHFHQW�VDOH�RI�&KULVWLH¶V�
London, 9 December 1994. Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael, 
p. 272. Thanks to the addition of the Witt Library in their photographic collection, the buyers of the 
paintings were mentioned. Except for the scene The Swine Yard, the four other paintings of the series 
ZHUH�ERXJKW�E\�µ6WRFNV¶��The Swine Yard ZDV�µSDVVHG¶�DW�WKH�VDOH��7KLV�H[SODLQV�ZK\�LQ�ODWHU�VDOHV��WKH�
series only consisted of four paintings. It is unclear what KDSSHQHG� ZLWK� WKH� µ6ZLQH� <DUG¶-scene. 
,QIRUPDWLRQ�DERXW�WKH�FUHDWLRQ�GDWH�RI�WKH�VHULHV�RQO\�DSSHDUHG�LQ�������2Q����1RYHPEHU�6RWKHE\¶V�
London auctioned the series of four paintings. According to the additional auction catalogue, one of the 
paintings was GDWHG� µ����¶�� 6RWKHE\¶V� /RQGRQ�� ���1RYHPEHU� ������ ORW� ���� �IRXU� SDLQWLQJV��� µ7KH�
parable of the prodigal son: The departure; Dissipating his Patrimony; Chased away by the Harlots; The 
5HWXUQ��$�VHW�RI�IRXU��VLJQHG��RQH�GDWHG������>«@���FP��E\���FP�����¶��7he same information was 
added when the four paintings were part of the Richard Green collection in London as it appeared in 
Apollo��0D\�������,Q�������RQ�WKH�VDOH�RI����'HFHPEHU�RI�&KULVWLH¶V�/RQGRQ��WKH�IRXU�SDLQWLQJV�ZHUH�
again sold together. In the additional auction catalogue, more information about the signatures is added. 
7KH\�UHIHU�WR�5LFKDUG�*UHHQ¶V�DWWULEXWLRQ�RI�RQH�SDLQWLQJ�GDWHG�������&KULVWLH¶V�/RQGRQ����'HFHPEHU�
1994, lot 25.  
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µOX[XULRXV�JDUE¶�RI�WKH�ILJXUHV�ZLWK�WKHLU�µH[WUDYDQW�JHVWXUHV¶�DJDLQVW�D�EDFNJURXQG�RI�

YLOODV�GHFRUDWHG�µZLWK�D�SURIXVLRQ�RI�IROLDJH¶�852  

 

By depicting many paintings with the topic of the prodigal son, Janssens inscribed 

himself in a very popular tradition. Already in the sixteenth century, many merry 

company paintings adopted the content of the parable in their genre scenes. In the 

seventeenth century, these merry company painters also adopted other biblical subjects 

in their genre scenes, such as Dives and Lazarus or the Wise and Foolish Virgins. 

Janssens, however, only depicted the prodigal son in his genre scenes. The genre scenes 

with the prodigal son belonged to the moralist or religious section of genre painting; 

other traditions are the comical and idealising genre scenes. The adoption of the biblical 

parable was an excuse for the depiction of luxurious banquets and merry companies. 

Whereas in the Northern Netherlands the popularity of prodigal son in merry company 

scenes diminished after the first half  of the seventeenth century, the tradition was held 

onto more strongly in the seventeenth century Southern Netherlands. Frans Francken 

the Younger, Gaspar van den Hoecke, Jan Brueghel, Simon de Vos, Christoffel Van der 

Lamen kept on displaying the biblical parables in their genre scenes. Very often, a 

reference to the parable is added in the background. Very often, the moralising content 

LV�YLVLEOH�LQ�WKH�SDLQWHUV¶�DGGLWLRQ�RI�VPDOO�V\PEROLF�statues or paintings. To make sure 

the content of the painting was clear (the parable) the painters used such conventional 

motifs.853  

 

7KH� ILUVW� VFHQH� RI� 'H�:DHO¶V� GHVLJQV�� The Departure of the Prodigal Son reveals 

conventional elements from the old visual tradition in the depiction of the prodigal son 

                                                      
852 Alison Stoesser-Johnston, Lucas and Cornelis de Wael: Flemish artists and dealers in Antwerp, 
Genoa and Rome in the seventeenth century, volume 1 Text Catalogue of works by Lucas de Wael, 
unpublished dissertation, 2008, pp. 271-272. Despite this short reference to the 1661 paintings by 
Janssens, Stoesser does not add an in-depth comparison, as I will  do here (for a discussion of the 
IDVKLRQDEOH�GUHVV�LQ�-DQVVHQV¶�SDLQWLQJV��VHH�FKDSWHU���� 
853 $QLWD� %R\G�0RUULV�� µ3LFWXUHV� RI� 'HEDXFKHU\�� 3URIDQH� ,PDJHV� RI� WKH� 3URGLJDO� 6RQ¶V� 5HYHOV� LQ�
Seventeenth-&HQWXU\�'XWFK�3DLQWLQJV¶��Dutch Crossing, 35, 3 (November 2011), p. 213; Kolfin 2005, 
pp. 22-24, pp. 37-41, pp. 57-59; Jacques Foucart et al., Tableaux flamands et hollandais: Collections 
du Musée des Beaux-Arts de Troyes, mus.cat., Troyes, Musée des Beaux-Arts, Troyes, 1990, pp. 86-
88; Legrand 1963, p. 10. 
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leaving: the classical architectural setting, the crying women, the older man (the father), 

the stable boy holding the horse, etc.854 Though in a medieval-like manner of 

composition,855 Frans Francken II also added this scene (on top) with similar 

stereotypical elements in his The Prodigal Son (c. 1600-1620, Amsterdam, 

Rijksmuseum, FIG. 41). Both Sebastiaan Vrancx and Maarten de Vos used these 

building stones in The Departure of the Prodigal Son (Sebastiaan Vrancx, 1632, present 

whereabouts unknown, FIG. 42), and 7KH�3URGLJDO�6RQ�/HDYLQJ�+LV�)DWKHU¶V�+RXVH 

(Crispijn de Passe after Maarten de Vos, c. 1600, British Museum, FIG. 43).856 These 

traditional elements were also frequently adopted by Hiëronymus Janssens (SLIDE 

42;857 The Prodigal Son leaving his father, c. 1660, present whereabouts unknown, 

SLIDE 58). In 1661, Janssens, however, also adds a new element: the prodigal son 

kissing a young woman goodbye. The crying woman ± normall y addressed as the 

SURGLJDO�VRQ¶V�PRWher 858± is, in this painting, rather young. On the left of the painting 

a man on horseback is shown, ready to leave with the prodigal son. The horses on the 

left are very poorly (and wrongly) executed. Compositionally, the painting by Janssens 

differs from 'H�:DHO¶V� GHVLJQ�� WKRXJK� D� VHFRQG� ORRN� VKRZV� WKDW� GHVSLWH� WKH�PDQ\�

differences, Janssens actively used 'H�:DHO¶V�GHVLJQ�LQ�WKH�SRVWXUH�RI�WKH�PDQ�RQ�WKH�

                                                      
854 Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael, p. 266: These elements 
DUH�DOO�SUHVHQW�LQ�)UDQV�)UDQFNHQ�WKH�<RXQJHU¶V�3URGLJDO�6RQ��������3DULV��/RXYUH���%DUEDUD�+DHJHU��
µ7KH�3URGLJDO�6RQ�LQ�6L[WHHQWK�DQG�6HYHQWHHQWK-Century Netherlandish Art: Depictions of the Parable 
and the Evolution of a Catholic IPDJH¶��Simiolus, 16, 2/3 (1986), p. 131. 
855 Korine Hazelzet, Verkeerde Werelden. Exempla contraria in de Nederlandse beeldende kunst, 
Leiden, 2007, p. 184. 
856 Haeger 1986, p. 131. 
857 According to the RKD website database this painting is attributed to Janssens. Given the many 
stylistic similarities with other paintings by Janssens made c. 1660, I agree this is a painting by Janssens. 
In this painting Janssens clearly focuses on the loss and the distress of the women at the palace of the 
father. In the background, according to the tradition, Janssens adds the result of the parable: the young 
man, robbed, is depicted among the swines. This is a technique frequently used in the sixteenth century 
and seventeenth century. Mostly, however, this scene is added to depictions of the prodigal son in a 
brothel. David Teniers the Younger painted next to the general topic of the painting, the prodigal son 
dissipating his money, a littl e scene (barely noticeable) in the background depicting the young man in 
poverty and repentant among the swines: The Banquet of the Prodigal Son (1644, Paris, Louvre): 
Margret Klinge, David Teniers de Jonge. Schilderijen ± Tekeningen, exh.cat., Antwerp, Koninklij k 
Museum voor Schone Kunsten, Ghent, 1991, pp. 124-125.  
858 On the crying woman in prodigal son scenes, see: Haeger 1986, p. 131.  
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right. Janssens used the example of De Wael, though he adapted the garments (cf. 

chapter 5).859  

In JanssHQV¶�VHFRQG�VFHQH��The prodigal son dissipating his money in a brothel (SLIDE 

54), men and women in expensive and highly decorated garments (see the decorated 

bodice of the woman leaning backwards) are dancing and enjoying a lavish banquet.860  

-DQVVHQV¶� painting shows the same stereotypical elements that were part of the 

iconography of the prodigal son squandering his money (and his virtue) in the 

whorehouse: the figures behave in a very impertinent manner, as, for example, the 

prodigal son holds a prostitute on his knee, people are pouring out wine, musicians are 

playing music (instruments with erotic symbolism), the man wears a feathered hat, the 

wine cooler, oysters (aphrodisiac), dancing, cards are scattered on the floor which is a 

reference to gambling, etc. Such elements were often added to sixteenth- and 

seventeenth-FHQWXU\�GHSLFWLRQV�RI�WKH�SURGLJDO�VRQ�DQG�KLV�VLQV��µJXOD¶��OHFKHU\��HWF����

The woman in simple dress who is looking from behind the column is carrying a pie. 

Often, such women are procuUHVVHV��ZULWLQJ� GRZQ� DQG� IDOVLI\LQJ� WKH� SURGLJDO� VRQ¶V�

debts. However, in this scene she is not writing down debts. Janssens does not add other 

typical elements this time, such as the lute, or the prodigal son being robbed by the 

procuress.861  

                                                      
859 (ULF� -DQ�6OXLMWHU�KDV� SRLQWHG� RXW� WKDW� DOO� SDLQWHUV�ZHUH� QRW� VLPSO\� µLQIOXHQFHG�E\¶�� DV� LI� SDVVLYH�
receptors of earlier examples, but have to be seen as active users of the examples of their colleagues: 
Eric -DQ�6OXLMWHU��µ2YHU�µUDSHQ¶�HQ�ZHGLMYHU�LQ�GH�1HGHUODQGVH�VFKLOGHUNXQVW�YDQ�GH�]HYHQWLHQGH�HHXZ¶��
De zeventiende eeuw, 21 (2005), p. 268. 
860 This subject of the parable of the prodigal son (next to the scene of the return of the prodigal son) 
was very popular: Foucart et al. 1990, p. 88; Hazelzet 2007, p. 185 (pp. 183-197 for her discussion of 
the prodigal son theme); Kolfin 2005 (the relationship between the scenes of the prodigal son, the 
courtly garden of love, and genre painting). 
861 'LVFXVVLRQ�E\�XVLQJ�6WRHVVHU¶V�GLVFXVVLRQ�RI�'H�:DHO¶V�GHVLJQ�VHH��6WRHVVHU-Johnston 2008, vol. 1 
Text Catalogue of works by Lucas de Wael, p. 268��$QLWD� %R\G�0RUULV�� µ3LFWXUHV� RI�'HEDXFKHU\��
3URIDQH�,PDJHV�RI�WKH�3URGLJDO�6RQ¶V�5HYHOV�LQ�6HYHQWHHQWK-CentXU\�'XWFK�3DLQWLQJV¶��Dutch Crossing, 
35, 3 (November 2011), pp. 214-216; Kolfin 2005, p. 22; Gerard Finckh and Nicole Hartje-Grave, 
Freiheit macht pracht. Niederländische Kunst im 17. Jahrhundert, exh.cat., Wuppertal, Von der Heydt-
Museum, Bönen, 2009, p. 364. Though fashionable, a feathered hat depicted by Janssens (and part of 
the visual tradition: Morris 2011, p. 215) refers to the fickleness of the young man, and perhaps even to 
lechery. This may explain why the dancing woman also wears feathers, an element Janssens mostly 
H[FOXGHG�IURP�KLV�µHOHJDQW�DQG�UHILQHG¶�JHQUH�SDQWLQJV��For a negative interpretation of feathers, see: 
Jan Baptist Bedaux, Peter Hecht, Eddy de Jongh et al., Tot lering en vermaak: betekenissen van 
Hollandse genrevoorstellingen uit de zeventiende eeuw, exh.cat., Amsterdam, Rij ksmuseum, 
Amsterdam, 1976, pp. 59-60.  
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In 1648, Janssens had also painted the scene of the prodigal son enjoying a banquet in 

a brothel. The man (a soldier, cf. chapter 5) holds a glass of wine, and has a prostitute 

sitting on his lap. The wealthy dish, drink and love are placed centrally within the 

painting. Moreover, to the right of the scene the man explicitl y pulls one of the 

prositutes to share the bed in the room with him. On the left of the scene, through the 

window of the interior, the prodigal son is shown being chased away by the prostitutes 

after he has dissipated all his money.862 This scene was also frequently used in the 

background of a painting in order to stress the subject (the story of the prodigal son). 

-DQVVHQV¶�PDVWHU�9DQ�GHU�/DPHQ��RU�KLV�SUHGHFHVVRUV�VXFK�DV�6HEDVWLDDQ�9UDQF[��DOVR�

frequently depicted brothel scenes with a reference to the prodigal son in the 

EDFNJURXQG��VHH�IRU�H[DPSOH�9DQ�GHU�/DPHQ¶V�The Prodigal Son, c. 1640, The Hague, 

Hoogsteder & Hoogsteder, FIG. 44;863 Sebastiaan Vrancx, Elegant festivities in a 

garden (The prodigal son), drawing, Braunschweig, Herzog Anton Ulrich-Museum, 

Kupferstichkabinett, Z 325).864 

,Q�9DQ�GHU�/DPHQ¶V�GHVLJQ��DV�XVXDO��WKH�HOHPHQW�RI�WKH�SURGLJDO�VRQ�EHLQJ�UREEHG�LV�

added. Similar to Abraham Bosse, Van der Lamen added an additional figure, as a 

young boy (a servant) is robbing the prodigal son while an old woman (the procuress) 

smilingly keeps an eye on the prodigal son who is distracted by one of her prostitutes. 

She holds up her finger, as if  to urge the boy to be careful and silent during his theft. In 

$EUDKDP�%RVVH¶V�SULQWHG�VHULHV�RI�WKH�SURGLJDO�VRQ��KH�DOVR�GHYRWHG�RQH�SULQW�WR�WKH�

                                                      
862 Identification also in photo collection Rubenianum. Adding this storyline in the back of the painting 
made sure the consequence of the sinful behaviour of the prodigal son was clear. It is an old tradition 
to add this, going back to Lucas van Leyden, and was strongly held onto in the seventeenth century. 
Moreover, sometimes, another consequence was shown in the back of the scene, namely the result: the 
prodigal son among the swines: Hazelzet 2008, p. 185.  In The Prodigal Son leaves his family, in the 
background the Prodigal Son tends the pigs (c. 1660, present whereabouts unknown, SLIDE 42), 
Janssens not only shows the prodigal son leaving his father, but also adds on the far right the 
FRQVHTXHQFH�RI�KLV�OHDYLQJ�KLV�IDWKHU¶V�KRXVH��VXUURXQGHG�E\�WKH�VZLQHV���DQG�HYHQWXDOO\�LQ�WKH�IDU�OHIW�
(through the arcades), the prodigal son returning home. In this painting, not one reference is made to 
the lascivious lifestyle of the prodigal son. 
863 $ERXW� WKLV� SDLQWLQJ�� VHH�� 0�� 6SOLHWKRII� DQG� :�-�� +RRJVWHGHU�� µ'ULQNHERHUHQ�� GUXQNHQ� KHUHQ��
'ULQNHQGH�JH]HOVFKDSSHQ�LQ�GH�VFKLOGHUNXQVW¶��The Hoogsteder Journal, 9 (April  2002), p. 13. Even 
though the painting is signed, I remain doubtful about the attribution. The signature does not look li ke 
seventeenth-century handwriting to me. 
864 Here, the prodigal son is added when chased away by the prostitutes in the back of the scene: Thomas 
Fusenig, catalogue note in: Ursula Härting (ed.), Gärten und Höfe der Rubenszeit im Spiege; der 
Malerfamili e Brueghel und der Künstler um Peter Paul Rubens, exh.cat., Hamm, Gustav-Lübcke-
Museum/ Mainz, Landesmuseum, Munich, 2000, p. 268. 
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debauchery at the brothel. He also added a child (a girl) to steal the money from the 

distracted prodigal son to give it to the procuress (FIG. 45).865 The iconography was 

thus widely spread.866  

Janssens did not add these elements to his 1661-painting, but as he frequently depicted 

such prodigal son scenes at the beginning and at the end of his career, other examples 

in which he did add such characteristics can be found: in his signed Prodigal Son in a 

Brothel (c. 1650, present whereabouts unknown, SLIDE 23) Janssens has closely 

VWXGLHG�KLV�PDVWHU¶V�GHVLJQ��DW�WKH�WDEOH�D�\RXQJ�ODG\�KROGV�D�SLHFH�RI�SDSHU��SUREDEO\�

a sheet with song music) while looking at the prodigal son being distracted by one of 

KHU� FROOHDJXHV�� %HKLQG� KHU�� D� IOXWH� SOD\HU� LV� DGGHG�� VLPLODU� WR� 9DQ� GHU� /DPHQ¶V�

composition. Obviously, this flute player referred to the sin of lechery on display.867 In 

the background the prodigal son is chased away by the prostitutes, as was also added 

by Van der Lamen. Janssens did also add the procuress with her finger in front of her 

mouth, urging the viewer (and thus involve the audience in her crime, in her 

amusement)868 to be quiet during her crime. However, this time a child is not used for 

the theft, but it is the prostitute herself who hands over the money purse of the prodigal 

son in secret to the procuress. In and around 1652, Janssens painted a series of very 

similar brothel scenes displaying these typical characteristics (SLIDES 26-30).  

In 1652, Janssens signed and dated his Elegant company in an interior feasting and 

playing music (1652, private collection, SLIDE 26).869 The same composition, though 

with some slight differences, is used in Elegant company feasting, making music and 

dancing in the loggia of a palace (private collection, SLIDE 27) and also in Elegant 

company at a table (brothel scene) (c. 1652, present whereabouts unknown, SLIDE 29). 

As this composition seems to have been extremely popular, many other examples of the 

                                                      
865José Lothe, /¶RHXYUH�JUDYH�G¶$EUDKDP�%RVVH�JUDYHXU�SDULVLHQ�GX�;9,,H�VLqFOH, Paris, 2008, p. 157, 
p. 66. According to Lothe, Bosse may have used Southern Netherlandish prints as the examples for his 
depictions of parables, including the prodigal son: pp. 64-65. 
866 Morris 2011, p. 215-216. 
867 Karel Moens, Muziek & Grafiek. Burgermoraal en muziek in de 16de- en 17de-eeuwse Nederlanden, 
exh.cat., Antwerp, Hessenhuis, Antwerp, 1994, p. 24. 
868 In this painting, the procuress is a commenting figure, acting li ke a jester, and pointing to the 
foolishness of the prodigal son. On the commenting figure in genre painting, see: Hazelzet 2007. 
869 A jester enters the room, again, indicating the foolishness of the scene. This is rather exceptional in 
the seventeenth century, as normally a jester is left out (in the Northern Netherlands). It appears that 
Janssens still  followed an old tradition: Boyd Morris 2011, p. 216. 
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same quality, and probably by the same hand can be found. Af ter all, this composition 

shows up again in The prodigal son with the prostitutes (c. 1652, Troyes, Musée des 

Beaux-Arts, Troyes, SLIDE 28).870 The composition was also the foundation of 

Company of men and women (c. 1655, Munich, Bayerische Staatsgemäldesammlungen, 

Schleissheim Gallerie, SLIDE 30),871 though the space and colour schemes are arranged 

GLIIHUHQWO\��2Q�WKH�WDERXUHW�WKH�SDLQWLQJ�LV�VLJQHG�µ&K¶�DQG�RQ�WKH�WDEOH�FORWK�µ+,¶�872 

DespiWH�WKHVH�PRQRJUDPV��WKH�FRPSRVLWLRQ�LV�YHU\�VLPLODU�WR�WKH�SDLQWLQJV�E\�-DQVVHQV¶�

hand above, and an attribution to Janssens seems very arguable. In most of these 

paintings, a young boy (often encouraged by the procuress) steals money from the 

prodigal son.  In other paintings by Janssens, the theft is not exactly performed, but the 

composition used, and the activities on display seem to suggest that the scene is a 

brothel painting as well: Company drinking at a banquet (c. 1655, private collection, 

SLIDE 31); Company at a festivity in open air, c. 1655-1660, present whereabouts 

unknown, SLIDE 39);873 SLIDE 70; SLIDES 114-115, SLIDES 117-118). Around 

1680-1685, Hiëronymus Janssens painted his Elegant Company playing at hot cockles 

                                                      
870 In this painting the fool is replaced by a stallholder, with whom the prodigal son had gambled away 
his money. The statues represent Apollo and Venus and Cupid. The typical elements that show this is 
the prodigal son reappear: the man drinks wine, has a woman on his lap, musicians play (guitar and 
flute) and sing, and the servant brings a stuffed peacock (although this may be a pie topping, cf. infra), 
symbol of pride, and in this situation very likely a symbol of lust and arrogance: Foucart et al. 1990, p. 
88. Foucart suggested that the scene in itself does not have an edifying story, and will  be perceived as 
a mere depiction of frivolous entertainments. The woman is considered as a procuress pointing at the 
table-companions of the prodigal son. However, the littl e figure (the thief) in this painting, has not been 
remarked upon by the author. 
871 This painting attributed to Hendrik Carree, is re-DWWULEXWHG�E\�µ9G:¶�WR�+LsURQ\PXV�-DQVVHQV�LQ�WKH�
Photodocumentation RKD. 
872 Katalog der Gemälde-Galerie im K. Schlosse zu Schleissheim, Munich 1905, p. 229. In this catalogue 
the painting was originally ascribed to Monogrammist C.H. or H.C. (as being made in the second half 
of the seventeenth century). Later on, it was crossed over and Carrée is written next to the catalogue 
note. I am very grateful to Dr Mirjam Neumeister, curator of Flemish Baroque Painitng, in the 
Bayerisches Staatsgemäldesammlungen of the Alte Pinakothek München for sending me the 
information (email correspondence, March 2014).   
873 The lute, the drink, the touching and the pie indicate the scene is far from a depiction of high society 
reILQHPHQW�DQG�HOHJDQFH��7KH�DGRSWLRQ�RI�WKLV�SLH�WRSSLQJ�LQ�WKH�IRUP�RI�D�SHDFRFN��µVXSHUELD¶��LV�DJDLQ�
a reference to the sin fo the prodigal son, or in extension, the foolish visitors of brothels. For this 
interpretation of the pie topping, see: Anne-MariH�/RJDQ��µ7KH�SURGLJDO�VRQ�VHULHV�± by Rubens or Van 
7KXOGHQ"¶��LQ��Rubens and his World, Antwerp, 1985, p. 209; Morris 2011, p. 214. Foucart et al. do not 
consider the peacock on the painting in Troyes (SLIDE 28) as a pie topping, but as a stuffed peacock 
(Foucart et al. 1990, p. 88)± I think this interpretation is incorrect. They address, nevertheless, a similar 
meaning to it: a reference to pride, lust and arrogance: Foucart et al. 1990, p. 88.  
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(c. 1680, Braunschweig, Herzog Anton Ulrich Museum, SLIDE 114).874 In this 

painting, the combination of the risqué game of hot cockles (cf. supra), with a woman 

VLWWLQJ� LPSUXGHQWO\� RQ� D�PDQ¶V� ODS�ZKLOH� KDYLQJ� D� GULQN�� LQGLFDWHV� ± apart from the 

elegant body movements and fashionable dress (cf. chapter 4 and 5) ± that this was not 

a decent company.  

 

Janssens painted less prodigal son scenes or brothel paintings at the height of his career 

(in the 1660s and 1670s) and, nevertheless, returned to the genre at the end of his lif e.875 

In these scenes of immoral behaviour D�ZRPDQ�RIWHQ�VLWV�RQ�D�PDQ¶V�ODS��7KLV�µVOXQJ-

OHJ�SRVH¶�ZDV�D�V\PERO�RI�VH[XDO�XQLRQ��DJJUHVVLRQ�RU�FRPSOLDQFH��,I�RQH�ORYHU�KROGV�

his leg over the legs of his lover, a bridge between two tights is made, indicating sexual 

action. In the seventeenth century this motif referred to sexual foreplay,876 a meaning 

that definitely fits within the depictions of brothel scenes.  

 

0RVW�UHPDUNDEOH�LQ�-DQVVHQV¶�The Prodigal Son Dissipating his Patrimony (SLIDE 54) 

is the excessive way of dancing that is performed by the man on the far left of the 

composition. In particular the ungraceful bending of the knee is not the way elegant, 

sophisticated dancers were usually depicted by Janssens (cf. chapter 4). In Cornelis de 

:DHO¶V�SULQW�RI� WKH�Vame scene (FIG. 37) the man dances in a similar manner while 

playing the castanets. Stoesser argues that they are dancing the tarantella (folk dance in 

1DSOHV���RU�&LDFFRQD��D�ORFDO�*HQXHVH�GDQFH���7KLV�ODWWHU�GDQFH�µZDV�IURZQHG�XSRQ�E\�

WKH�QRELOLW\¶��DQG�LQ�WKLV�FDVH��WKH�GDQFH�FRQWULEXWHG�WR�WKH�GHSLFWLRQ�RI�WKH�µGHJUDGDWLRQ¶�

of the nobleman.877 If  this interpretation is true, Janssens must have known the meaning 

of this dance, as he took over the dancing figure by De Wael. 

 

                                                      
874 This painting is said to be the pendant of Ball  (SLIDE 113): Rüdiger Klessmann, Die flämischen 
Gemälde des 17. und 18. Jahrhunderts, mus. cat., Braunschweig, Herzog Anton-Ulrich museum, 
Braunschweig, 2003, pp. 62-63. 
875 As the depiction of the prodigal son nor brothel scenes are the main topic in this dissertation (focusing 
RQ�µHOHJDQW�FRPSDQ\�SDLQWLQJV¶�ZLWKRXW�D�PRUDOLVLQJ�RU�UHOLJLRXV�FRQQRWDWLRQ���,�KDYH�QRW�VWXGLHG�WKH�
paintings in depth. A lot of research still  needs to be done. 
876 Morris 2011, p. 220. 
877 Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael, p. 268. 
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Around the same period (c. 1660), Janssens painted yet another scene with a comparable 

dancing man, liberal gestures, banquet and music: Merry company in an interior (c. 

1660-1665, Schwerin, Staatliches Museum Schwerin, SLIDE 60). In this painting, the 

curtain on the left reminds the viewer of the theatre, whereas the dancing man 

functioned as a repouissorfigure.878 Though the narrative of a prodigal son story line 

remains absent in Merry Company in an Interior  ± and thus the interpretation of the 

scene as a reference to the prodigal son is questioned,-879 the scattered playing cards on 

the ground, the pipes on the floor, the opened oysters (aphrodisiac/symbol of Voluptas) 

the gestures and postures of the women in the scene and the dancing style imply the 

scene is surely a brothel scene.880 An example of a painting with a very similar interior, 

though with no brothel scene, is Dancing Scene (c. 1665-1670, private collection, 

SLIDE 71).881 

 

7KH�VFHQH�WKDW�KDV�PRVW�VLPLODULWLHV�ZLWK�'H�:DHO¶V�GHVLJQV�LV�-DQVVHQV¶�The Prodigal 

Son Chased Away by the Harlots (SLIDE 55).882 Again, Janssens has changed a few 

                                                      
878 Gerhard Finck and Nicole Hartje-Grave (eds.), Freiheit macht Pracht: niederländische Kunst im 17. 
Jahrhunderts, exht.cat. Wuppertal, Von der Heydt-Museum, 2009, p. 364. 
879 Gero Seelig, Kosmos der Niederländer Die Sammlung Christop Müller, Bestandskatalog Staatli ches 
Museum Schwerin, Petersberg, 2013, p. 146. I am very grateful to Dr. Gero Seelig (Staatli ches Museum 
Schwerin), and to my friend Drs. Juliane Rückert (Freie Universität Berlin) for pointing out the 
existence of this catalogue note to me. 
880 For an interpretation of the scene as a painting depicting the parable, including the elements that 
show this is a brothel scene: Achim Riether, Die Sichtbare Welt. Niederländische Bilder des 16. und 
17. Jahrhunderts: Sammlung Christoph Müller Tübingen, exh.cat., Ulm, Ulmer Museum, Berlin, 1996,  
p. 164. However, because oft he absence of the storyline of the parable, this is a brothel scene. For an 
LQWHUSUHWDWLRQ�RI�WKH�VFHQH�DV�D�µPHUU\�FRPSDQ\¶�WKRXJK�ZLWK�UHIHUHQFHV�WR�WUDQVFLHQFH��HWF��EXW�DOVR�
with a merely entertaining function, see Finck and Hartje-Grave 2009, p. 364.  In this painting, the 
FDELQHW�FORVHW�LQ�WKH�EDFNJURXQG�LV�DOVR�D�IUHTXHQWO\�UHRFFXUULQJ� WKHPH�LQ�-DQVVHQV¶� LQWHULRU�VFHQHV��
often hung with gold leather: Seelig 2013, p. 146. 
881 Lisken-3UXVV�GLVFXVVHV�-DQVVHQV¶�Merry Company in an Interior (SLIDE 60) as the ultimate opposite 
RI�-DQVVHQV¶�Portrait of a family (SLIDE 90). Indeed, in the first painting the lascivious behaviour of 
the figures is shown in their dancing, and other time consuming entertainments. In contrast, the portrait 
shows the honourable virtuous li fe of bourgeois (or noble?) li festyle in a luxurious interior: Marion 
Lisken-3UXVV�� µ%�UJHUKlXVHU� XQG� 6WDGWSDOlVWH¶�� LQ�� *HUKDUG� )LQFN� DQG� 1LFROH� +DUWMH-Grave (eds.), 
Freiheit macht Pracht. Niederländische Kunst im 17. Jahrhundert, exh.cat., Wuppertal, von der Heydt-
museum, 2009, pp. 214-215. However, the Portrait of a family also shows the knowledge of bodily 
comportment and elegance that was taught in dancing lessons (cf. chapter 4). Without doubt, these 
portrayed family members knew how to dance ± their dancing manner and surroundings was obviously 
different from the brothel scene. 
882 Janssens has added this scene as the main topic of one of his paintings (SLIDE 59). This 
monogrammed painting has many similarities with Janssens 1661 scene, though no visual reference to 
'H�:DHO¶V�LQYHQWLRQ�LV�PDGH��WKH�PDQ�ZKR�KHOSV�WKH�SURGLJDO�VRQ��IRU�H[DPSOH��LV�OHIW�RXW�RI�WKH�VFHQH��
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WKLQJV��,Q�'H�:DHO¶V�GHVLJQ��),*������WKH�PDLQ�SURVWLWXWH�LV�DQ�ROG�ZRPDQ��-DQVVHQV�

replaced her with a beautifully dressed young woman who is ready to hit the prodigal 

son with an iron stick. The other man next to the prodigal son, who is trying to defend 

him, is also designed by De Wael but put into different dress by Janssens. In both 

-DQVVHQV¶�DQG�'H�:DHO¶V�VFHQH��D�PXVLFLDQ�LV�OHDYLQJ��,W�VKRZV�KH�LV�DEDQGRQHG�DIWHU�

the party is over as well.883 

 

In JDQVVHQV¶�GHSLFWLRQ�RI�WKH�The swine yard (SLIDE 56) the posture of the prodigal son 

DQG�D�IHZ�DQLPDOV�EULQJ�WR�PLQG�'H�:DHO¶V�GHVLJQ�884 though mirrored (FIG. 39). This 

suggests Janssens perhaps knew the original drawing by De Wael of this scene, and 

worked from that one, instead of using the prints.885 

 

7KH� ODVW� VFHQH�RI� -DQVVHQV¶������ VHULHV�� GHSLFWLQJ�The prodigal son returning home 

(SLIDE 57), is yet another example of how Janssens actively re-used the designs by 

Cornelis de Wael886 and put it into his own style of depicting elegant figures on palatial 

WHUUDFHV��-DQVVHQV¶�DGRSWLRQ�RI�WKH�GHVLJQV�IRU�WKH�ILJXUHV�RI�WKH�IDWKHU�DQG�WKH�VRQ�LQ�

WKH� PLGGOH� RI� WKH� VFHQH�� DQG� WKH� \RXQJ� PDQ� ZUDSSLQJ� D� PDQWOH� DURXQG� WKH� VRQ¶V�

shoulders, is clear. As in previous examples of the series, we can find Janssens has 

upgraded the dresses (cf. chapter 5). Around 1650, Hiëronymus Janssens painted  The 

Prodigal Son leaves his father (1650-1655, present whereabouts unknown, SLIDE 22). 

Centrally within the scene, the prodigal son sits on his horse, while greeting his father 

                                                      
The Prodigal Son leaving his father (SLIDE 58) and the Prodigal Son chased away by the harlots 
(SLIDE 55) may have belonged to the same series, as they are made in a similar style, are the same size 
and made of the same material (cf. rubenianum photo collection). Both these scenes also display many 
VLPLODULWLHV�ZLWK�-DQVVHQV¶�ODWHU�����-series. 
883 Stoesser only discXVVHV�'H�:DHO¶V�SULQW��6WRHVVHU-Johnston 2008, vol. 1 Text Catalogue of works by 
Lucas de Wael ,p. 269, 
884 This print is dated 1658 and made by Jan Baptist de Wael: Alison Stoesser-Johnston, Lucas and 
Cornelis de Wael. Flemish artists and dealers in Antwerp, Genoa and Rome in the seventeenth century, 
vol. II  Catalogue of the works by Cornelis de Wael, unpublished doctoral thesis 2008, catalogus p. 184. 
885 Alison Stoesser-Johnston, Lucas and Cornelis de Wael. Flemish artists and dealers in Antwerp, 
Genoa and Rome in the seventeenth century, vol. II  Catalogue of the works by Cornelis de Wael, 
unpublished doctoral thesis 2008, p. 184. Such a drawing exists for the following scene of the Return 
of the prodigal son. 
886 Engraved by Jan Baptist de Wael: Alison Stoesser-Johnston, Lucas and Cornelis de Wael. Flemish 
artists and dealers in Antwerp, Genoa and Rome in the seventeenth century, vol. II  Catalogue of the 
works by Cornelis de Wael, unpublished doctoral thesis 2008, p. 184. 
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by taking off his hat. In the background two of his companions are already leaving. The 

composition of the prodigal son on his horse may be inspired by De :DHO¶V�GHSLFWLRQ�

of the same scene (the figure who already sits on the horse and has taken off his hat, 

FIG. 46). 

 

:HQ]HO�+ROODU�PDGH�D�SULQW�DIWHU� WKH�GUDZLQJ�RI�D�FHUWDLQ�+��-DQVVHQV��µ+��,DQVVHQV�

GHOLQ¶� DQG� µ:�� +ROODU� %RKHP�� )HFLW¶��� Battle of Gravelines (SLIDE 38). In 1658, 

Gravelines was taken from the Spaniards by the French and the English.887 Hiëronymus 

Janssens is currently attributed as the designer of the print. This would be very unique 

ZLWKLQ� -DQVVHQV¶� RHXYUH�� DV� KH� QHYHUV� GLVSOD\V� EDWWOH� VFHQHV� However, visual 

similarities indicate Janssens may have indeed had a hand in the invention of this print. 

At the bottom of the scene, a large group of people is represented. On the lower left, 

three horseriders are depicted. The men display the three viewpoints of a horseman: 

front, side, and back. The designs of these figures are the same as the figures Janssens 

used later on in his other genre paintings. 

In 1663, Janssens painted a very similar horseman leaving the court (1663, present 

whereabouts unknown, SLIDE 61). The old man saying his goodbyes to the younger 

men is still a motif that originated in the prodigal son imagery, though no further 

references to this storyline is made. The man on horseback and the horse itself placed 

centrally within the painting (the man greeting his father) are very similar to the 

FRPSRVLWLRQ�QRW�RQO\�RI�'H�:DHO�DQG�-DQVVHQV¶�HDUOLHU�ZRUNV��EXW�DOVR�DQG�HYHQ�PRUH�

so (see the GLUHFWLRQ�RI�WKH�KRUVH¶V�KHDG��WR�WKH�SULQW�Battle of the Gravelines (SLIDE 

�����0RUHRYHU��-DQVVHQV¶�RWKHU�WZR�KRUVHPHQ�LQ�WKH�SDLQWLQJ�VHHP�WR�EH�YHU\�VLPLODU�WR�

those in the print as well.  

Janssens clearly owned the designs of these horseman figures, as he reused them 

elsewhere, such as in The Forecourt to a Palace with Numerous Figures (c. 1666, 

present whereabouts unknown, SLIDE 68; FIG. 47).888 In this painting, the storyline of 

                                                      
887 Richard Pennington, A descriptive catalogue of the etched works of Wenceslaus Hollar 1607-1677, 
Cambridge 1982, pp. 90-����$FFRUGLQJ�WR�3DYHO�+UQþL�LN��WKH�EDWWOH�VFHQH�SDLQWHU�3HHWHU�6QD\HUV�XVHG�
WKLV�SULQW�DV�DQ�H[DPSOH�IRU�WKUHH�RI�KLV�EDWWOH�VFHQHV��+H�LGHQWLILHV�µ+��,DQVVHQV¶�DV�D�PLOitary engineer 
who made the map Hollar would have used as an example.  
888 $FFRUGLQJ�WR�WKH�DXFWLRQ�FDWDORJXH�/RQGRQ��6RWKHE\¶V����'HFHPEHU�������ORW�����WKH�EDFNJURXQG�
can be attributed to Will em Schubert van Ehrenberg.  
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the prodigal son is left out: the painting displays an Italianate architectural setting, and 

a view to a garden with classical statues. A clear reference to the parable is lacking (no 

older man saying his goodbyes), and no further elements normally present are added 

(no crying women, for example). Nevertheless, Janssens or the architecture painter (the 

painting may be the result of collaboration) added the statue of Fortuna on the top of 

the tower. Adding this personification was an often-used element in genre painting, 

referring to the vicissitudes of fortune,889 thus commenting on the depicted scene. In 

addition, two classical figures decorate the entrance of the building on the right, namely 

the virtues Justitia890 and Fortitudo.891 In between these two virtues ± obviously the 

counterparts of the changeable Fortuna on top892 ± the inscrLSWLRQ�µ,Q�PHGLR�FRQVLVWLW�

YLUWXV¶�ZDV�DGGHG��7KLV�ZHOO-known phrase was a reference to another virtue, the virtue 

of moderacy. The idea goes back to Aristotle, who urged men in order to function well, 

one always had to chose the middle path in actions and emotions. Moderacy was to be 

preferred at all time.893 The addition of these statues and the inscription indicates that 

the painting had a moralising/educational meaning, built upon the association with the 

storyline of the prodigal son (although not explicitl y expressed anymore).894 

The same horseman greeting the father is put central in the scene Elegant men leaving 

a palace (1663, SLIDE 61). An almost complete repetition of the 1663 composition 

was also used in Elegant company on a courtyard (1668, present whereabouts unknown, 

SLIDE 72, FIG. 48).895 In the last painting, the statue with the Archangel Michael 

                                                      
889 This was an element already frequently added to scenes with the prodigal son in the sixteenth century 
by Hans Bol. Apart from referring to the inconsistency of fortune: Kolfin 2005, pp. 22-24.  
890 The female statue on the left wears a blindfold, holds a scDOH�DQG�D�VZRUG��WKXV�UHSUHVHQWLQJ�µ-XVWLWLD¶��
(PDQXHO�:LQWHUQLW[��µ5HPEUDQGW¶V�µ&KULVW�3UHVHQWHG�WR�WKH�3HRSOH¶- 1655. A meditation on Justic and 
&ROOHFWLYH�*XLOW¶��Oud Holland, 84, 2/3 (1969), p. 181. 
891 -XVWLWLD¶V�DWWULEXWH�LV�WKH�VFDOH��DQG�µ)RUWLWXGR¶�is depicted with a column: J. De Landtsheer, D. Sacré 
and C. Coppens (eds.), Justus Lipsius (1547-1606) een geleerde en zijn Europese netwerk, exh.cat., 
Leuven, Centrale Bibliotheek, Leuven, 2006, p.  241. 
892 The contrast between virtues and Fortuna: Inemie Gerards-1HOLVVHQ��µ2WWR�YDQ�9HHQ¶V�(PEOHPDWD�
+RUDWLDQD¶��Simiolus: Netherlands Quarterly for the History of Art, 5, 1/2 (1971). 
893 Gerards Nelissen 1971, p. 42. 
894 The virtues and inscription would warn the viewer to stay strong and chose the right path of 
PRGHUDWLRQ��LQ�FRQWUDVW�WR�WKH�SURGLJDO�VRQ¶V�MRXUQH\�� 
895 7KLV������SDLQWLQJ� LV�RIWHQ�GHVFULEHG�DV� µ.LQJ�&KDUOHV� OHDYHV�KLV� VLVWHU�0DU\�6WXDUW¶� WKRXJK�QR�
concrete reason for this identification is given nor can be found. For this identification of the painting, 
see: Das Niederländische Kabinettbild des 17. Jahrhunderts. Flämische und holländische Meister aus 
Privatbesitz, exh.cat., Kunstvereins Grevenvroich e. V. Haus Hartmann am Alten Schloss, 1993, p. 44; 
De Maere en Wabbes 1994 (images); Beatrice Lai et al. (eds.), The Golden Age of Flemish Painting, 
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conquering the devil may also be a reference to the dangers of the prodigious lif e that 

awaited the leaving son. Eventually, the scene of the horsemen leaving the court has 

entirely shif ted into a secular scene without any reference to the biblical parable. Again, 

the same composition for the horseman was used, see An elegant party departing from 

a country mansion (c. 1675-1680, present whereabouts unknown, SLIDE 109). Janssens 

held onto this design as he added the figures in a collaborative painting of the View on 

the Castle of Schoten (c. 1675-1680, Schoten, Gemeentehuis, SLIDE 110).896 The 

painting, and its composition, had its roots in the prodigal son imagery, though was 

changed and adapted into a reference to aristocratic leisurely activity: hunting.897  

 

Cornelis de Wael himself also designed and painted elegant company paintings. Some 

of his paintings cannot only be linked to Janssens, but also have visual similarities with 

WKH�RHXYUH�RI�-DQVVHQV¶�PDVWHU��&KULVWRIIHO�-DFREV]�9DQ�GHU�/DPHQ��:LWKLQ�WKH�RHXYUH�

                                                      
exh.cat., Taichung Taiwan Museum of Art, 1988, pp. 125-126; La Realité magnifiée Peinture flamande 
1550-1700��H[K�FDW���0HW]��0XVpH�/D�&RXU�G¶2U��0HW]��������S������� 
896 Until  recently, this painting has been attributed by Bob Chabot to Gonzales Coques and Gaspar de 
:LWWH��,Q�P\�YLHZ��WKH�ILJXUHV�DUH�SDLQWHG�LQ�-DQVVHQV¶�VW\OH��DQG�WKH�VLPLODULWLHV�ZLWK�WKH�PRWLI�RI�WKH�
KRUVHPDQ� LQ� -DQVVHQV¶� RWKHU� SDLQWLQJV�� FRQILUP� WKLV� attribution of the figures to Janssens. For my 
attribution, see: Hannelore Magnus, Aristocratisch bezit en vermaak in beeld - Het recent gerestaureerde 
'Zicht op het kasteel van Schoten' (c. 1675-1680, Schoten, Arsenaal) van twee Antwerpse schilders 
Hiëronymus Janssens (1624-1693) en Gaspar de Witte (1624-1681). SCOT: Tijdschrift van de 
Vereniging voor Heemkunde Schoten (2015), pp. 44-59. Many thanks to Bob Chabot and David Lainé 
for their help and suggestions. 
897 For more information about hunting as an aristocratic form of leisure, and a status symbol, see among 
others: Herman Roodenburg, , The Eloquence of the Body. Perspectives on gesture in the Dutch 
Republic, Zwolle, 2004; Bert Timmermans, Patronen van patronage in het zeventiende-eeuwse 
Antwerpen. Een elite als actor in een kunstwereld, Amsterdam, 2008; Lucy Worsley, Ursula Härting 
DQG�0DULND�.HEOXVHN��µ'H�KRJHVFKRRO�YDQ�GH�SDDUGULMNXQVW¶��LQ��%HQ�9DQ�%HQHGHQ�DQG�1RUD�'H�3RRUWHU�
(eds.), Vorstelijke Vluchtelingen Willi am en Margaret Cavendish in het Rubenshuis 1648-1660, exh. 
Cat., Antwerp, Rubenshuis, Schoten, 2006, pp. 37-����-�$��+HQGULN[��µ-DFKW�DOV�YHUPDDN�YRRU�GH�HOLWH¶�
(pp. 137-�����DQG��0DUMD�6WRPSp��µ+HW�KRJHVFKRROULMGHQ�LQ�GH�]HVWLHQGH�HQ�]HYHQWLHQGH�HHXZ¶��SS��
122-136) in: Jan De Jongste, Juliette Roding en Boukje Thijs (eds.), Vermaak van de elite in de 
vroegmoderne tijd, Hilversum, 1999; Kate van Orden, Music, Discipline and arms in early modern 
France, Chicago, 2005, p. 39-41 etc; Depicting the horsemen in three figures, seen from three angles, 
is a technique used by other painters as well. A example is the influential and widely known The Riding 
School (Studio of Peter Paul Rubens, c. 1612, canvas, 125 x 194 cm. Formerly Berlin, Kaiser-Friedrich 
Museum, destroyed in World War II)  which was a model used to paint equestrian portraits. For this and 
more information, see: Walter A. Liedtke, The Royal Horse and Rider: Painting, Sculpture, and 
Horsemanship 1500-1800, New York, 1989, p. 232 (passim); Ursula Härting in Lucy Worsley, Ursula 
+lUWLQJ�DQG�0DULND�.HEOXVHN��µ'H�KRJHVFKRRO�YDQ�GH�SDDUGULMNXQVW¶��LQ��%HQ�9DQ�%HQHGHQ�DQG�1RUD�
De Poorter (eds.), Vorstelij ke Vluchtelingen Willi am en Margaret Cavendish in het Rubenshuis 1648-
1660, exh.cat., Antwerp, Rubenshuis, Schoten, 2006, p. 44. Hiëronymus Janssens appears to have used 
a similar composition method in his depiction of the three horsemen in his paintings 



226 
 

of Van der Lamen, many compositions often reoccur, including, for example, his 

interior scenes with a soldier standing with his back to the chimney and his hands on 

his back (cf. supra). Another particular element that also connects these two artists, is 

the composition of a sitting man with his hand on his side, his knees slightly separated, 

OHDQLQJ�WRZDUGV�WKH�ZRPDQ�QH[W�WR�KLP��,Q�'H�:DHO¶V�An elegant company before a 

villa (Dresden, Gemäldegalerie, FIG. 49)898 and the drawing of the same scene An 

elegant company before a villa (Royal Collection, FIG. 50), a couple sitting on chairs ± 

next to the couple who are central within the painting ± is added. The man holds his 

right hand on his side, and looks at the woman next to him. This motif , in both works 

of art, has many similarities with a comparable figure in the only known print after Van 

GHU�/DPHQ¶V�GHVLJQ�E\�6FKHOWH�j�%ROVZHUW��Two young men with their ladies in a room 

(FIG. 51).  

By adopting the parable of the prodigal son, Janssens used conventional elements in 

order to make sure his paintings were bought and appreciated by the audience. Some 

scholars consequently consider Janssens old-fashioned as he still painted the theme of 

the prodigal son in 1661.899  

                                                      
898 According to Stoesser the present whereabouts are unknown, and the painting used to be in the 
museum of Dresden: Stoesser vol. Tekst, p. 29.  However, the painting is still  in this collection. 
$FFRUGLQJ� WR� WKH������PXVHXP�FDWDORJXH�� WKH�SDLQWLQJ� IURP�F�� ����� �FDOOHG� µ7DQ]� LP� IUHLHQ¶��ZDV�
formerly attributed to Gilli s van Tilborgh, but is now enlisted as a painting by Hiëronymus Janssens. 
This attribution dates back from 1896, by Karl Woermann. The painting was said to be stylistically 
FRPSDUDEOH� WR�-DQVVHQV¶�SDLQWLQJV� LQ�%UDXQVFKZHLJ�DQG� WKH�/RXYUH� �WKRXJh this is wrong), and the 
signature of GT was considered to be false. This idea was accepted by Hofstede de Groot as well. 
Currently, it is stated that the painting is not by Gilli s van Tilborgh. In 2004, the museum, in 
collaboration with the RKD, considered the painting to be attributed to Janssens: µ$OOHV�LQ�EHVFKRXZLQJ�
genomen passen de gezichten en de proporties van de figuren [in het oeuvre van Janssens], net als het 
feit dat het werk zeer kleurrij k is. Toch hebben de schilderijen van Janssens vaak een lossere 
penseelvoering. In de RKD-beelddocumentatie zij n voorbeelden terug te vinden van rondere gezichten, 
of werken van slechtere kwaliteit waardoor het hier samengebrachtte oeuvre van Janssens zeer divers 
YRRUNRPW�DWHOLHU�OHHUOLQJHQ����¶�� Information from email correspondance 20 December 2011 Margit 
Didelez, Intern at the Gemäldegalerie Alte Meister Dresden. This stylistic attribution in my view is 
incorrect; the style of the paintings do not conform to the typical figures of Janssens in the 1650s. 
Stoesser attributes the painting rightfully to Cornelis de Wael. Stoesser-Johnston 2008, volume I Text 
Catalogue of the works by Lucas de Wael, p. 291; Stoesser-Johnston 2008, volume II  Catalogue of 
works by Cornelis de Wael, p. 11.  
899 3HWHU�6XWWRQ��µ,QWURGXFWLRQ��3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��3HWHU�&��6XWWRQ��The Age of Rubens, 
exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Art, Ghent, 1993, p. 60; 1DWDOLD�%DELQD�µ$�
QHZO\� DWWULEXWHG� SDLQWLQJ� E\� +LsURQ\PXV� -DQVVHQV� DW� WKH� 6WDWH� +HUPLWDJH¶�� Soobshchenija 
Gosudarstvennogo Ermitazha, LXVIII  (2010), p. 83 (many thanks to Bert Watteeuw for bringing this 
article to my attention). Jennifer Scott noted that Janssens also used an old-fashioned technique by 
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7. +LsURQ\PXV�-DQVVHQV¶�&RPSRVLWLRQV�LQ�)RFXV 

 

The painters of the genre produced works of art with often repeated compositional 

elements and conventions (serial production). Janssens often reused his own (popular) 

compositions as well (cf. chapter 3).900 I will only discuss a few examples in-depth, but 

many other examples than those discussed in this part can be found.  

The oldest dancing scenes (c. 1645-1650) that can be attributed to Janssens (or his 

studio) are all constructed in a very similar manner (SLIDES 1, 6-10, 16-19); the 

composition is divided into two groups on the left and on the right. Central to the 

composition, in between the groups, a couple is dancing. At the back (on the right) a 

group of musicians is providing the dancing company with music. The dancing figures 

are also often repeated and depicted in a very similar manner (often the woman is 

depicted in side-view while the man stands with his hands and arms wide open ± 

possibly a referHQFH�WR�$EUDKDP�%RVVH¶V�SULQW��FI��FKDSWHU���� 

Moreover, entire compositions with only slight changes were sometimes completely 

repeated, such as Ball at Court (c. 1650, Schloss Oranienbaum, Kulturstiftung Dessau 

Worlitz, SLIDE 16)901 and Ball in a Castle (studio of Janssens, c. 1655-1660, Brussels, 

                                                      
adding two scenes in one painting in Charles II  dancing at a ball  at court (c. 1660, Royal Collection, 
SLIDE 45): Jennifer Scott, The Royal Portrait Image and Impact, London, 2010, p. 95.  
900 Legrand 1963, pp. 15-16, 228. 
901 According to Eymert--DQ�*RRVVHQV��WKH�SDLQWLQJ�KDV�WR�EH�LGHQWLILHG�DV�WKH�µ0arriage party in 1638 
of Johan Wolfert van Brederode and Louise Christine van Solms, a younger sister of Amalia van 
6ROPV¶�� +H� GDWHG� WKH� SDLQWLQJ� F�� ����� �RLO� RQ� FDQYDV��� (\PHUW-Jan Goossens, Paleis Noordeinde: 
YLHUKRQGHUW�MDDU�µKRII�YDQ�2UDLJQHQ¶, Zwolle, 2008, p. 36. In 2003, the painting is still  considered to 
be a depiction of a ball  at the court of Orange (perhaps in The Hague). In addition, it is also added that 
-DQVVHQV¶�ZHOO-known Charles II  Dancing at a ball  at court (SLIDE 45) is also a depiction of a ball at 
the court of Orange: Thomas Weiss (ed.), Oranienbaum Huis van Oranje: Wiedererweckung eines 
anhaltischen Fürstenschlosses Oranische Bildnisse aus fünf Jahrhunderten, exh.cat., Schloss 
Oranienbaum, Munich/Berlin, 2003, pp. 355-356. However, the style of dress already indicates that a 
�����GDWH�LV�IDU�IURP�UHDOLVWLF��$OWKRXJK�WKH�SDLQWLQJ�GRHV�KDYH�VRPH�VLPLODULWLHV�ZLWK�-DQVVHQV¶�Charles 
II  dancing at a ball at court (SLIDE 45) (Weiss 2003, p. 335), the figures are not idividualised in such 
a manner that we have to regard this painting as a courtly portrait. The identification of the figures as 
members of the court of Orange was also contradicted, correctly, by K. Zoege v. Manteuffel and von 
Schneider in 1932 (information sent to me by the museum). The painting is in bad condition and needs 
to be restored (many parts overpainted) before a reliable attribution can be made; however, so far, it 
VHHPV�WR�EH�D�SDLQWLQJ��E\�-DQVVHQV¶�KDQG� 
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Castle La Hulpe SLIDE 17).902  Earlier, the composition of The Garden party (SLIDE 

4) is also repeated relatively often (SLIDES 3, 5). 

 

Another early example is the painting The Game of Hot Cockles (1655, present 

whereabouts unknown, SLIDE 32). The whole composition, with some differences (the 

background trees, the skirt of the woman on the far left, the absence of the putti on the 

pillars, the facial features of the man on the far left, etc.) is taken over in his Elegant 

gathering within the ground of a country villa  (c. 1655, present whereabouts unknown, 

SLIDE 33). Not only is the entire composition repeated, but Janssens also retains the 

invention of specific figures, as he reused the posture of the woman sitting with her 

back to the viewer on a much smaller scale in  Elegant figures dancing on a Terrace of 

a Country Villa (1656(?), present whereabouts unknown, SLIDE 36). In 1658, Janssens 

painted on the far right of the composition in The Ball (SLIDE 43) a woman in blue 

holding up a piece of her overskirt while looking at the man behind her. This figure is 

SDUW�RI�-DQVVHQV¶�FODVVLFDO�UHSHUWRU\��DV�LQ�Company at a festivitiy in open air (SLIDE 

39) where a woman with a similar posture dressed in yellow reappears. The dancing 

scenes in courtly interiors Janssens painted c. 1660 have many elements that are often 

reused, including the general composition and the dancing figures (FIGS. 46-48, FIG. 

55). 

                                                      
902 7KH�SDLQWLQJ�LV�DWWULEXWHG�WR�WKH�µ6FKRRO�RI�-DQVVHQV¶��H-mail correspondence Isabelle Peeters, Castle 
La Hulpe in Brussels, 19 October 2011). The attribution is rather diff icult, and does not appear to be by 
-DQVVHQV¶�KDQG��7KH�ILJXUHV�DUH�TXLWH�ODUJH��EXW�RI�SRRU�TXDOLW\��7KRXJK�WKH�FRPSRVLWLRQ�LQ�LWVHOI�LV�YHU\�
siPLODU�WR�-DQVVHQV¶�SDLQWLQJ��DQG�WKH�H[HFXWLYH�TXDOLW\�RI�VRPH�ILJXUHV��EXW�FHUWDLQO\�QRW�DOO��GLIIHUV��
the attribution to Janssens remains uncertain. I suggest considering the painting as made by the studio 
of Janssens. Another variant of the painting by a lesser hand is now preserved in Hermitage in Saint 
3HWHUVEXUJ��6/,'(�����7KRXJK�WKLV�SDLQWLQJ�LV�FRQVLGHUHG�WR�EH�E\�-DQVVHQV¶�KDQG��,�GR�QRW�DJUHH�ZLWK�
this attribution: Natalya Gritsay and Natalya Babina, State Hermitage Museum Catalogue: seventeenth- 
and eighteenth-century Flemish painting, mus.cat., Saint Petersburg, Hermitage, Saint Petersburg, 
2008, p. 143. The authors mention the similarities with Charles II  dancing at a ball at court (SLIDE 
45) and with Minuet (c. 1660-1665, Pushkin Museum of Fine Arts, inv. 414). This last painting is not 
adopted in this dissertation as a painting by Janssens, as the style is too divergent to attribute the painting 
to Janssens. Another variant shows the same or a very similar composition upon which names of the 
different members of the English court are added. Unfortunately, apart from the image now preserved 
in the documentation of the Royal Collection in London, no further reference to this painting can be 
found. 
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Janssens also enlarged or minimised entire compositions. The composition in his large 

Elegant company dancing on a terrace (SLIDE 75)903 is also the basis of the 

composition in the much smaller A company on the terrace of a palace (1665-1670, 

instead of 1660 as suggested by the museum catalogue Pushkin Museum, SLIDE 76). 

The differences in size have consequences on a stylistical level; in the large painting the 

figures are painted in great detail, as the dresses are highly ornamented with embroidery, 

WKH�ZRPHQ¶V�MHZHOOHU\�LV�HODERUDWHGO\�ZRUNHG�XS��DQG�IDEULFV¶�WH[WXUHV�DUH�UHFRgnisable. 

7KH�ILJXUHV�DUH�SDLQWHG�LQ�D�PDQQHU�W\SLFDO�RI�-DQVVHQV¶�VW\OH�F������-1670; the thick 

layers of paint are painted with small brushstrokes, making sure the figures and dresses 

are correctly moulded. This manner of painting, including the white faces of the woman, 

the delineated figures and bright colours, can also be found in many other, larger 

SDLQWLQJV�E\� -DQVVHQV�SDLQWHG�DW� WKDW� WLPH�� ,Q� -DQVVHQV¶� VPDOOHU�SDLQWLQJV�� VXFK�DV�A 

company on the terrace of a palace (SLIDE 76), Janssens also paid attention to details, 

but this was, due to obvious size differences, not possible to such a degree. Around the 

same time, Janssens produced another painting with the same subject (elegant gathering 

of young men and women, sometimes joined with children and dogs, enjoying 

themselves with music, dance, and banquets, on a terrace): Elegant company with music 

                                                      
903 The painting is mentioned only once in an article, published in Les Arts in September 1907. In this 
short note, the painting is attributed to Hiëronymus Janssens and Bartholomeus van Bassen. The author 
of the article, has been able to track down the history of this work of art, which dates back to the 
eighteenth century (cf. chapter 2). In an old littl e catalogue of the paintings in this private collection 
preserved by the owner, a small description with many additional notes in different handwritings over 
the years can be found. Originally, the painting was entitled A Fête at Marly, though Marly is eventually 
crossed over (correctly). As usual, there was a time Janssens was confused with Victor Honoré Janssens, 
DV�DW�D�SRLQW�LQ�WLPH�VRPHERG\�KDG�ZULWWHQ�D�µY¶�EHIRUH�µ+��-DQVVHQV¶��SULQWHG���(YHQWXDOO\��Xnderneath 
WKH�SULQWHG�WLWOH�µE\�+LHURQ\PXV�-DQVVHQV��µ����>VLF@-����¶�ZDV�DGGHG��6RPHERG\�DOVR�ZURWH�LW�ZDV�
ERXJKW�E\�µ7�6�-�¶��7KH�SDLQWLQJ�ZDV�FOHDQHG�LQ�������0RUH�UHFHQWO\��'DYLG�0RRUH�*Z\Q�RI�6RWKHE\¶V�
catalogued the painting as a work by Janssens and Van Ehrenberg (E-mail correspondance with owner, 
12 December 2011) which is, given the close connections with this architectural painter and the large 
amount of architecture in the painting, highly likely. In 1907, the scene is described as a depiction of a 
courtly event, suggesting that the dancing man is Louis XIV and his dancing partner Marie Mancini, 
niece of Cardinal Mazarin. $FFRUGLQJ�WR�WKH�SUHVHQW�RZQHU¶V�JUHDW�JUDQGIDWKHU��WKH�ILJXUHV�DUH�3KLOLSSH�
GXF�G¶2UOpDQV�DQG�KLV�ZLIH�+HQULHWWD� �Email correspondance 12 december 2011). However, there is 
absolutely no reason to think the figures in the paintings can be identified as such. The figures are not 
portraits, but the architectural background (or a part of it) refers to an existing building: the vill a 
$OGREUDQGLQR� �FI�� VXSUD��� 7KH� LGHQWLILFDWLRQ� ZDV� PDGH� FRUUHFWO\� E\� WKH� SUHVHQW� RZQHU¶V� JUHDW�
grandfather. According to the author of the aricle in 1907, a sketch of the details of the architecture and 
five or six figures of the painting were kept in the collection of Godfrey Baring. This may be the sketch 
WKDW�WKH�SUHVHQW�RZQHU¶V�JUHDW�JUDQGIDWKHU�GHVFULEHG�LQ�KLV�QRWHV�- he mentioned a sketch of the painting 
ZDV�VROG�DW�&KULVWLH¶V�LQ�$SULO�������8QIRUWXQDWHO\��WKLV�VNHWFK�FDQQRW�EH�IRXQG��7KLV�VNHWFK�PD\�Kave 
been the aid Janssens used as he repainted the entire composition. 
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and dance on a terrace (c. 1665-1670, present whereabouts unknown, SLIDE 77).904 In 

this painting the same features appear as in the two previously discussed paintings: an 

architectural building with a staircase, a woman playing music on a spinet, and a 

dancing couple. The dancing man has the same posture as the men in the paintings 

mentioned previously.  

Janssens also reused his own older compositions in later works ± he always made sure 

WKDW�WKH�GUHVVHV�RI�WKH�ILJXUHV�ZHUH�XSGDWHG�µj�OD�PRGH¶��EXW�WKH�HQWLUH�FRPSRVLWLRQ�DQG�

postures of the figures largely remained the same. Exemplary of this is A feast in an 

interior (c. 1665, present whereabouts unknown, SLIDE 66). This composition 

reappears in a painting by Janssens a few years later in: Elegant company on a terrace 

(c. 1665-������9DUHVH��6DQWD�0DULD�GHO�0RQWH��0XVHR�%DURIILR�'DOO¶$JOLR��LQY�QU������

SLIDE 80).905   

 

Another example is the composition of The Game of Hot Cockles (1674, London, 

Museum of London, SLIDE 98),906 which appears to have been rather popular, as 

Janssens made a very similar painting, with only slight differences: The Game of hot 

cockles in an interior (c. 1675, present whereabouts unknown, SLIDE 99). The man in 

                                                      
904 $FFRUGLQJ�WR�DQ�HDUOLHU�DXFWLRQ�FDWDORJXH��$PVWHUGDP��6RWKHE\¶V�0DN�YDQ�:DD\�����$SULO��������
nr. 120, the painting was signed and dated 1679. The date cannot be verified anymore but in my view, 
WKLV�ZRXOG�EH�UDWKHU�XQXVXDO��DV�WKH�ILJXUHV¶�GUHVVLQJ�VW\OH�LV�FRPSOHWHO\�VLPLODU�WR�Elegant company 
dancing on a terrace (SLIDE 75)-  the painting can thus be dated c. 1665-1670 as well. 
905 Guido Jansen, Bert W. Meijer, Paola Squellati Brizio, Repertory of Dutch and Flemish Paintings in 
Italian Public Collections, vol. 2: Lombardy 1 (A-L), Florence, 2001-2002, p. 242. At the museum, the 
SDLQWLQJ� LV�H[KLELWHG�DV�µ*HQRYDQ�VFKRRO¶�WKRXJK�WKH�SDLQWLQJ�ZDV�DWWULEXWHG� WR�-DQVVHQV�E\�-DQVHQ��
Meijer and Brizio. The painting was restored in 2000 by Ilaria Gavina, who discovered the signature 
µPLHULV¶� RQ� WKH� ULJKW� ORZHU� SDUW�� 6KH� KDV� QRW� FOHDQHG� WKLV� SDUW� WRR� PXFK� EHFDXVH� LW� PD\� EH� D�
UHFRQVWUXFWLRQ��2Q�WKH�EDFN�RI�WKH�SDLQWLQJ�WKH�µPLHULV¶�VLJQDWXUH�FDQ�Dlso be found (many thanks to 
Laura Marazzi, museum conservator, email correspondence, January 2012). The painting is without 
doubt painted by Janssens, and the signature must be a falsification. 
906 This painting hangs in the Museum of London, but was, until  now, not catalogued as being a painting 
E\�-DQVVHQV��EXW�DV�µ'RPHVWLF�,QWHULRU¶��'XWFK�6FKRRO���th Century. The provenance of the painting is 
XQNQRZQ�� LQ������LW�ZDV�GHVFULEHG�DV�D�µORQJ� WHUP�ORDQ¶��'HVSLWH� WKH� ODFN�RI�NQRZOHGJH�DERXW� WKLV�
painting, in the Country Life edition 15 June 1995, the former director of the Museum of London, 
Mi reille Galinou had sent a request to her colleagues to find more information about this specific 
painting that she described as the Game of Hot Cockles by Hiëronymus Janssens. The absence of any 
provenance is also mentioned: Country Life, 15 June 1995. This littl e article is cut out and preserved in 
the Le Séjournet documentation at the Rubenianum in Antwerp (accessed 26 July 2012). Many thanks 
to Pat Hardy (Museum of London) for kindly sending me this information after a long search in the 
PXVHXP¶V� FROOHFWLRQ�� DQG� IRU� JLYLQJ� PH� WKH� RSSRUWXQLW\� WR� VWXG\� WKH� ZRUN� PRUH� FORVHO\�� �(-mail 
correspondence about the provenance 13 August 2012). 
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black, standing next to the players of this amorous love game (cf. introduction), is also 

RIWHQ�SUHVHQW�LQ�-DQVVHQV¶�RWKHU�SDLQWLQJV�VXFK�DV�Elegant figures making music on a 

terrace (1672, SLIDE 93) mirrored on the right of the composition.907  

 

In his better-known painting of the flirtatious love game, Hot cockles (c. 1670, Brussels, 

Koninklijke Musea voor Schone Kunsten van België, SLIDE 89),908 Janssens again uses 

the same man standing with his hands on his hips, wearing a black costume. Moreover, 

in this painting, the composition of the man bending over to be hit, and leaning on a 

ZRPDQ¶V� ODS�ZKR�KROGV� XS� KHU� ULJKW� KDQG�� DSSHDUV� WR� EH� D�PRWLI� WKDW� FDQ� EH� HDVLO\�

identified in other works of art by Janssens, as in the The Game of Hot cockles (1665-

1670, Paris, Louvre, SLIDE 73), Game of Hot cockles (c. 1665-1670, SLIDE 88) and 

The Game of hot cockles (1671, private collection, SLIDE 91).  

Hiëronymus Janssens must have owned many other prints, drawings, and sketches, as 

for example, the figures he has added in The Concert (1677, Musée Magnin, Dijon, 

SLIDE 103). Three years later the same figures in comparable postures are again added, 

in his An Elegant Company at Music before a Banquet (1680, whereabouts unknown, 

SLIDE 108).  

 

This overview shows how Janssens and his followers, copiers and assistants, used the 

same motifs, compositions and details. Therefore, we can assume that in his studio, a 

large number of prints, paintings, and sketches were preserved. 

The painters, and in particular Hiëronymus Janssens, do not seem to have been occupied 

with product innovation and differentiation in order to develop a recognisable variant 

in their own style.909  7KH�DFW�RI�LPLWDWLQJ�RQH¶V�RZQ�DQG�VRPHRQH�HOVH¶V�GHVLgn seems 

to indicate that next to landscapes or religious scenes, such elegant company paintings 

were considered ideal themes to also be produced serially± all these subjects have 

                                                      
907 The guitar playing woman is probably the example for the woman in Elegant company in an interior 
(1677, present whereabouts unknown, SLIDE 103).  
908 For a discussion of this painting see : Jan Van der Stock, Stad in Vlaanderen. Cultuur en 
maatschappij 1477-1787, exh.cat., Brussels, Galerij  van het Gemeentekrediet, Brussels, 1991, pp. 462-
463 (catalogue note by Will y Laureyssen). 
909 2Q�SURGXFW�LQQRYDWLRQ�DQG�GLIIHUHQWDWLRQ��VHH��-RKQ�0LFKDHO�0RQWLDV��µ7KH�,QIOXHQFH�RI�(FRQRPLF�
Factors on 6W\OH¶��De Zeventiende Eeuw, 6, 1 (1990), pp. 50-84. 
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conventional elements that can be added to the surface easily and rapidly (mass 

production). Lesser talented painters would work for the open art market, with their 

cheap production dictated by the demands of the commissioners (art-dealers), or the 

anonymous buyers, in order to make a stable income (economic necessity). They were 

dependent of the taste of the anonymous market. These painters often used other 

SDLQWHU¶V�FRPSRVLWLRQV��LQ�WKLV�FDVH��LPLWDWLRQ�ZDV�D�IRUP�RI�HFRQRPLF�VWUDWHJ\��9OLHJKH�

discussed how in the middle of the seventeenth century many painters made copies of 

history paintings by Rubens etc. in small formats by using model books and prints.910 

The painters who worked like this ± Van der Stighelen called them third-rank painters 

± produced easy reproducible, cheap, small-scaled paintings, which were spread 

throughout the Southern Netherlands and abroad.911 Consequently, popular themes 

would be repeated time and time again.912 Many of these painters also worked together 

in order to work faster and meet the demand.913 

Elegant company paintings had become a product for the opeQ�DUW�PDUNHW�DQG�-DQVVHQV¶�

paintings belonged (though he sometimes added larger paintings) to the genre of 

paintings that were painted in series, with the same compositions, figures, accessories, 

HWF�� -DQVVHQV�XVHG� WKH� µSRSXODU¶� H[DPSOHV�RI�KLV�SUHGHFHVVRUs, and actively reunited 

motifs and elements. Originality was of no importance in this genre, and, since the 

paintings had a merely decorative function, there was no real need for innovation if  a 

formula was successful.914  

Moreover, art collectors also bought copies and imitations. Artists would work with 

their assistants in their studio to meet the demand, and other, third rank painters then 

worked after important painters. There was a rather positive attitude towards copying 

and imitations.915 Moreover, the genre of elegant company  scenes was appealing all 

                                                      
910 0RQWLDV�������S������.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ'H��DWHOLHU�EHGULMYLJKHLG�YDQ�$QGULHV�6QHOOLQFN�
(1587-������HQ�&R¶��Jaarboek van het Koninklij k Museum voor Schone Kunsten Antwerpen (1989), 
passim; Vlieghe 1991, p. 365. These paintings decorated the houses of the regular Antwerp inhabitant 
DQG�ZHUH�DOVR�H[SRUWHG�WR�WKH�$PHULFD¶V�DQG�6SDLQ��,GHP��9OLHJKH�������S�����WKLV�HYROXWLRQ�FDQ�DOVR�
be seen in the Northern Netherlands. 
911 Van der Stighelen 1989, p. 306, p. 319. 
912 Legrand noticed this was also important for elegant genre painting as well:  Legrand 1963. 
913 Vlieghe 1998, p. 7-8; Vlieghe 1991, pp. 264-265 
914 Legrand 1963, p. 10, 15-21, p. 227-228. 
915 Van Haute 1999, p. 17-18.  
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over Europe, as is evidenced not only by their export (see chapter 2) but also by the 

similarities with French prints (used by Janssens).  

 

In the seventeenth century, artists had many techniques to transfer motifs and reuse 

designs from one artwork to the other (including enlarging and minimising the 

compositions, or figures). For such techniques, artists used the many prints and 

drawings at their disposal.916 Hiëronymus Janssens, as I have shown, must have owned 

an enormous amount of these prints, drawings and sketches of figures and compositions.  

For reproductions on the same scale, artists could use the spolvero-technique, which is 

a rather easy way to transfer a drawing from paper to canvas. Another technique that 

was well-known in the Southern Neterlands was the simple tracing of the drawing onto 

the canvas or panel.917 In order to understand the technique that was used, paintings 

KDYH�WR�EH�VWXGLHG�FORVHO\��8QIRUWXQDWHO\��-DQVVHQV¶�SDLQWLQJV�KDYH�VR�Iar never been 

studied from a technical point of view, and consequently no infrared reflectograms or 

any other information can be given about his techniques. Nevertheless, a few of his 

paintings may reveal some information about his production process.  

In his two large painted art galleries (c. 1665-1670, Musée Girodet at Montargis, 

SLIDES 81-82), some information about the production process can be gained by 

closely looking at the paintings with the naked eye. In these two paintings, the paint has 

become so transparent that the underpainting/drawing becomes visible. With a rather 

thick line of dark paint, Janssens had first painted the contours of his figures. 

Af terwards, he shaded those parts that had to be painted darker. The figures in the 

paintings (and mostly in all of his works) are delineated with a firm, black line (FIGS. 

56-57).The underpainting of the geometrical construction and perspective views on the 

tiles on the floor, were added to the painting before the figures were painted, as the lines 

are visible through the figures. In the final stages of the painting, Janssens sometimes 

changed the original composition from the drawing, as can be clear from some details. 

                                                      
916 Wallert and Tauber 2004, pp. 317-318, they also note that the reuse of motifs had merely an economic 
reason.  
917 Wallert and Tauber 2004, pp. 317-318. 
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As Hiëronymus Janssens often reused his compositions in larger or smaller paintings, 

he must have had a technique for enlarging and minimising the designs. Many different 

techniques could be used to do so, such as the square grid (though this technique is 

mostly used to enlarge scenes instead of minimise them, and only to transfer the general 

FRPSRVLWLRQ��� WKH� FDUSHQWHUV¶V� KRRN� �D� YHU\� WLPHFRQVXPLQJ� WHFKQLTXH� WKDW� FDQ� RQO\�

enlarge the composition with a factor of 0.865, and was mostly used in architectural 

drawings), or the proportional passer (again, this technique is rather diff icult if  many 

details have to be transferred). Another method was a machine developed by the 

clergyman and Jesuit Jean Francois Niceron in 1638. But this instrument remains rather 

diff icult and far from the every day world of Dutch and Flemish painters. A better-

known instrument to enlarge and minimise compositions, was the panthograph. This 

mechanism was very easy, well known and widely available in the seventeenth century. 

7KH�LQVWUXPHQW�ZDV�RI�WKH�JUHDWHVW�LPSRUWDQFH�LQ�DQ�DUWLVW¶V�VWXGLR��:DOOHUW�DQG�7DXEHU�

considered it very likely this was the instrument Gerard ter Borch would have used.918 

It may have also been a technique used by Janssens.  

 

As I have discussed above, Janssens not only reused his own motifs, figures and 

compositions but heavil y relied on examples of his predecessors, contemporary and 

ROGHU�SULQWV�HWF��5HXVLQJ�VRPHRQH�HOVH¶V�GHVLJQV�DQG�FRPSRVLWLRQV�ZDV�D�IUHTXHQW�DQG�

popular method of many painters, though there were different judgements over this 

practice in art theory. In the middle of the seYHQWHHQWK�FHQWXU\��WKH�µH[FHVVLYH�XVH¶�RI�

engravings and entire compositions was sometimes considered unseemly. However, in 

the eighteenth century, art theorists such as Jacob Campo Weyermann, Gerard de 

Lairesse and Roger de Piles did not mind the idea of painters working after the design 

of engravings.919 

Mostly, it was considered very normal for a young painter working in the studio of his 

PDVWHU��WR�OHDUQ�KRZ�WR�FRS\�DIWHU�KLV�PDVWHU¶V�H[DPSOH��7KLV�ZDV�SDUW�RI�WKH�OHDUQLQJ�

process of a young painter, and the activity was thus accepted in that manner.920 In 1642, 

                                                      
918 Wallert and Tauber 2004, pp. 321-325. 
919 Martin 1906, pp. 153-154. 
920 9DQ� +DXWH� ������ S�� ���� &DHFLOLH� :HLVVHUW�� µ7KH� &RS\LQJ� RI� 0RWLIV� DQG� 6W\OLVWLF� ,PLWDWLRQ� LQ�
1HWKHUODQGLVK�$UW�DQG�LQ�$UW�7KHRUHWLFDO�7UHDWLVHV�RI�DURXQG�����µ��Viator, 36 (2005), p. 583; Eric Jan 
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Angel suggested that a painter should never borrow motifs or figures from another 

painter and pretend they are his own invention. Moreover, the borrowed parts should be 

XVHG�LQ�RUGHU�WR�LPSURYH�RQH¶V own imperfections, and, consequently, bring honour to 

the painter who was copied. As such, the borrowing was used not as a mere pointless 

addition which would only dishonour the copier. However, a paradoxical idea was also 

added: though you cannot pretend the motif is yours, and you have to give honour to 

the original painter, as a painter you have to make sure the borrowed motifs do not stand 

out, but beautifully blend into the rest of the painting. How one should make sure the 

copied painter is honoured is not entirely clear.921 Sluijter argued that in the case of 

painters such a Rubens and Rembrandt the borrowing is mostly prompted by feelings 

of competition and emulation. It is highly likely that it was considered very interesting 

by art lovers to see recognisable visual material from one painter turn up in another 

SDLQWHU¶V�FRPSRVLWLRQ�922 

Van Haute argued that we cannot be sure that a Southern Netherlandish painter knew 

all about these Northern Netherlandish art theoretical views. According to her, only two 

sources may give some insight into the reception of copies and reused motifs in the 

seventeenth-FHQWXU\� 6RXWHUQ� 1HWKHUODQGV�� &RUQHOLV� GH� %LH� ������� DQG� 5XEHQV¶�

theoretical notebook and letters.923 Van Haute stressed that De Bie knew about the 

practice of copying but did not judge them, and added that De Bie argued young pupils 

should learn how to copy after old masters. Moreover, Van Haute stressed that a master 

painter still had to practice in the selective imitation of artists in order to perfect his 

works.924 Rubens argued that artists should make use of old masters in a judicious and 

discrete manner. The goal is to achieve perfection, or idealised imitation of nature. He 

considered it the task of a painter to make a progressive synthesis of the works of other 

                                                      
6OXLMWHU�� µ2YHU� µUDSHQ¶� HQ�ZHGLMYHU� LQ� GH�1HGHUODQGVH� VFKLOGHUNXQVW� YDQ� GH� ]HYHQWLHQGH� HHXZ¶��De 
zeventiende eeuw�������������S�������S�������-XQNR�$RQR��µ5HSURGXFLQJ�WKH�*ROGHQ�$JH��&RSLHV�DIWHU�
Seventeenth-&HQWXU\�'XWFK�3DLQWLQJ�LQ�WKH�)LUVW�+DOI�RI�WKH�(LJKWHHQWK�&HQWXU\¶��Oud Holland, 121, 1 
(2008), p. 1.   
921 Weissert 2005, p. 583; Sluijter 2005, p. 270, 273. The concept of making the borrowed aspects 
LQYLVEOH�DQG�EOHQGHG�LQ�RQH¶V�RZQ�QHZ�FRPSRVLWLRQ��ZDV�DOVR�SXW�IRUZDUG�E\�9DQ�+RRJVWUDWHQ� Sluijter 
2005, p. 271; Van Haute 1999, p. 16. See these publications for an in-depth discussion of the topic in 
art theoretical treatises. 
922 Sluijter 2005, pp. 283-284. 
923 Van Haute 1999, pp. 15-16. 
924 Van Haute 1999, p. 16. 
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painters by studying nature; the models borrowed from other painters should be 

transformed and improved upon by studying nature: the examples had to be used and 

DGDSWHG��DQG�WXUQHG�LQWR�WKH�FUHDWLRQ�RI�RQH¶V�RZQ�SHUVRQDO�VW\OH��$FFRUGLQJ�WR�9DQ�

Haute, Ryckaert reused the examples of Brouwers and Teniers in a comparable 

manner.925 ,Q�D�VLPLODU�PDQQHU��-DQVVHQV�DGRSWHG�HOHPHQWV�IURP�RWKHU�SDLQWHUV¶�ZRUNV�

of art, and put them into new use, and, literally, dressed them up as something new.  

 

8. Conclusion 

 

This RYHUYLHZ�LQGLFDWHV�WKH�LPSRUWDQFH�RI�SULQWV�DQG�PRVWO\�IRUHLJQ�SULQWV�RQ�-DQVVHQV¶�

oeuvre. As Martin argued in 1906, the use of engravings (and also paintings) by artists 

ZDV�QRW�QHZ�LQ�WKLV�SHULRG��DQG�µZDV�PXFK�JUHDWHU�WKDQ�RQH�LV�DSW�WR�EHOLHYH¶��0DQ\�

artists owned engravings they actively used in their own compositions. Martin does, 

however, add that it is merely mediocre painters (of all genres) without a sense of 

invention who use the engravings. The importance of the designs by Abraham Bosse 

for genre painters was also noted by him and other scholars.926 Even though it was often 

suggested that Hiëronymus Janssens was also one of these genre painters who used the 

prints of the French engraver Abraham Bosse, no in-depth research towards the 

HQJUDYHG�DQG�SDLQWHG�VRXUFHV�IRU�-DQVVHQV¶�SDLQWLQJV�KDV�EHHQ�SHUIRrmed.  

My research has shown that Janssens actively used the prints by Bosse, and by other 

French engravers and editors as well. The importance of (French) visual imagery as 

immediate sources of inspiration both in the first half and in the second half  of the 

VHYHQWHHQWK� FHQWXU\� FDQQRW� EH� GHQLHG�� -DQVVHQV¶� RHXYUH� LOOXVWUDWHV� WKH� FRQWLQXRXV�

interchange of visual sources between France and the Southern Netherlands, and the 

consequent tight bonds between both regions in the seventeenth century.927  

                                                      
925 Van Haute 1999, p. 17. 
926 Martin 1906, p. 153. 
927 Legrand also noted that Janssens who was the predecessor of the rococo eighteenth-century fête 
galante, was himself inspired by French prints: Legrand 1963, p. 88. Legrand argues that Janssens was 
the one who had started looking at French prints, though this is not right (cf. chapter 4 on the influence 
of Bosse on Francken the Younger). 
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Janssens not only knew French prints, he also actively used the examples of other artists, 

VXFK� DV� WKH� SULQWHG� GHVLJQV� E\� &RUQHOLV� GH�:DHO�� ,Q� WKH� FRPSDULVRQV� RI� -DQVVHQV¶�

paintings with both the prints by the French artists and the prints after De Wael, and 

with the pDLQWLQJV�E\�-DQVVHQV¶�SUHGHFHVVRUV�VSHFLDOLVLQJ�LQ�WKH�VDPH�WKHPHV��SURGLJDO�

son storylines, painted art galleries, dancing scenes, interior paintings, elegant 

companies on terraces, etc.), Janssens barely changed the general composition or 

meaning of the paintings (as he reused very similar motifs). Therefore, scholars have 

ULJKWO\� HQWLWOHG� KLP� µROG-IDVKLRQHG¶�� 2Q� WKH� RWKHU� KDQG�� WKLV� DOVR� LQGLFDWHV� WKDW� WKH�

compositions and paintings were still sold and popular (which was, after all, the main 

reason for an artist to paint compositions in a specific manner). 0RUHRYHU��-DQVVHQV¶�

RHXYUH�LV�QRW�HQWLUHO\�ZLWKRXW�µSURGXFW�LQQRYDWLRQ¶�928  

 

Janssens changed and adapted compositions, took out elements found in prints and other 

painters and recomposed the entire painting (a new invention). The general information 

in this chapter indicates Janssens was no instigator of new typological traditions or 

motifs.  

 

However, there are exceptions were remarked, particularly the case study of the 

depiction of seven women fightinJ�IRU�D�PDQ¶V�WURXVHUV��7KLV�FDVH-study has shown how 

Janssens did not follow the pictorial and typological mainstream tradition when 

GHSLFWLQJ� KLV� VHYHQ� ZRPHQ� ILJKWLQJ� RYHU� D� PDQ¶V� WURXVHUV�� 0DQ\� LFRQRJUDSKLFDO�

particularities show Janssens not only knew the iconographic tradition of the topic both 

in painting and in print, but was able to play with it and turn his painting into an 

iconographic melting pot. Janssens has utterly stressed the comical content of the 

painting, which is typical for paintings treating the topic in the seventeenth century. 

7KLV� FDVH� VWXG\� WKXV� FRQWUDGLFWV� .ROILQ¶V� UHPDUN� DERXW� WKH� DEVHQFH� RI� DQ\� FRPLFDO�

tradition in seventeenth-century Southern Netherlandish merry company paintings.929 

                                                      
928 For more information about changing and adapting elements in order to produce new and successful 
SURGXFWV��SURGXFW�LQQRYDWLRQ���VHH��$UQRXW�%DOLV��µ'H�QLHXZH�JHQUHV�HQ�KHW�EXUJHUOLMN�PHFHQDDW¶��LQ��
Jan Van der Stock, Stad in Vlaanderen. Cultuur en maatschappij  1477-1787, exh.cat., Brussels, Galerij  
van het Gemeentekrediet, Brussels, 1991, p. 240. 
929 Kolfin 2005. 
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At first sight the choice of subject is differeQW�IURP�-DQVVHQV¶RWKHU�SDLQWLQJV��DOWKRXJK�

on further examination it is not the case. The use of topics that not only referred to 

courting, sexuality or love, but were also broadly known through plays, proverbs, etc., 

ZDV�QRW�XQLTXH�LQ�-DQVVHQV¶ZRUN��DV�LV shown in his many representations of the game 

of hot cockles.930 This case-study also illustrates that genre paintings have to be 

regarded as paintings depicting subjects not deriving from one (moralising) text or as 

an immediate reflection of daily lif e, but as a representation of a broader cultural-

historical phenomenon, with its many different associations and typological sources.  

 

7KH�WRSLF�RI�WKH�VHYHQ�ZRPHQ�ILJKWLQJ�IRU�D�PDQ¶V�WURXVHUV�ZDV��QHYHUWKHOHVV��UDWKHU�

new in the Southern Netherlands, as it was rarely adopted in paintings from this area. It 

may have been his master Christoffel Jacobsz Van der Lamen who inspired Janssens 

into adopting the subject, as Metken suggested the existence of such a scene by Van der 

Lamen, though this cannot be confirmed. Van der Lamen and Janssens did nevertheless 

adopt another new topic in seventeenth-century genre painting in the Southern 

Netherlands with certainty: the depiction of the game of hot cockles. Depicting the game 

being played by high society as a love game is innovative, as in the Northern 

Netherlands the topic was mostly addressed in peasant scenes. Both Van der Lamen and 

Janssens have been the first to address the topic in an elite, amorous context. In this 

choice of subject, Janssens and his master werH�LQQRYDWLYH��-DQVVHQV¶�DGRSWLRQ�RI�WKH�

subject must have been very popular (a successful formula), as he repeated the element 

frequently.931  

7KH�PRVW�YLVLEOH�µQRYHOW\¶�LV�WKDW�-DQVVHQV�always DGGHG�WKH�DGDSWLRQ�RI�WKH�ILJXUHV¶�

clothing styles. As I shall eODERUDWH� RQ� LQ� FKDSWHU� ��� -DQVVHQV� DOZD\V� µXSGDWHG¶� WKH�

ILJXUHV¶�GUHVVHV��PDNLQJ�VXUH�WKH\�ZHUH�µj�OD�PRGH¶�DW�WKH�WLPH�RI�WKH�FUHDWLQJ�RI�WKH�

new painting. This may indicate that this was exactly what was expected of the genre; 

QR�µQHZ¶�LQQRYDWLRQV��EXW�PHUHO\�DQ�µXSGDWH¶�RI�ROGHU�FRPSRVLWLRQV��DQG�VWHUHRW\SLFDO�

                                                      
930 Magnus 2015. 
931 I have not addressed the typological tradition of the game of hot cockles in depth in this dissertation. 
)RU�WKLV�,�UHIHU�WR�P\�PDVWHU¶V�WKHVLV��.8�/HXYHQ��������DQG�+DQQHORUH�0DJQXV�� µ7KH�VHYHQWHHQWK-
century young gentry at hot cockles: Investigating a Southern Netherlandish novelty as a prelude to the 
URFRFR�
IrWHV�JDODQWHV
¶��Dutch Crossing, (2015), in press. 
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elements. Janssens actively used the prints and emulated them into his own genre of 

depicting figures à la mode.   

 

The Northern Netherlandish genre paintings from the second half of the seventeenth 

century mostly evolved into profane, civilized depictions of high society or bourgeois 

leisure and entertainment. In the Southern Netherlands ± ,� WDNH� -DQVVHQV¶� RHXYUH� DV�

exemplary as no other painter of the same qualit y painted this many genre scenes in the 

second half of the seventeenth century ± the tradition of the prodigal son and moralising 

elements continued for much longer. At the end of his career Janssens did not refer to 

the biblical parable anymore, but nevertheless still adopted moralising elements that 

LGHQWLILHG� KLV� VFHQHV� DV� SRVVLEOH� EURWKHO� VFHQHV�� +RZHYHU�� -DQVVHQV¶� GHSLFWLRQV� RI�

leisure not always displayed conventional motifs referring to sin or negative perceptions 

of entertainment. At the height of his popularity in the 1660s and the 1670s, he mainly 

focused on depicting elegant high society at leisure without many references to indecent 

behaviour. ,Q�KLV�HOHJDQW�FRPSDQ\�SDLQWLQJV��RU�µFRQYHUVDWLH¶�SDLQWLQJV��-DQVVHQV�DOVR�

displayed his knowledge of civilité, high society etiquette, and elite dance (cf. chapter 

4). His paintings very frequently display references to elite leisure, and youth culture, 

of amorous entertainments, without negative interpretation.  

 

Hiëronymus Janssens did not only use elements from prints, but also greatly adopted 

elements and compositions invented by his colleagues and predecessors. Janssens relied 

heavily on the compositional conventions of his predecessors, but also stylistically 

followed the examples of painters such as Louis de Caullery, Sebastiaan Vrancx and 

Frans Francken the Younger. His style had much more in common with these early 

seventeenth-century painters than with his master Christoffel Jacobsz Van der Lamen. 

9LVXDO� HYLGHQFH� DQG� DUFKLYDO� GRFXPHQWV� UHYHDO� -DQVVHQV¶� NQRZOHGJH� DQG� FORVH�

connection to the works by De Caullery and Francken the Younger. Consequently, by 

adding a portrait of Johann Wilhelm Baur, it has become clear that Janssens pointed to 

his admiration of an already deceased painter.  

He knew the paintings by Louis de Caullery (and in particular his dancing scenes in 

Italianate backgrounds), he toyed with the compositions by Frans Francken the Younger 
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(as in the painted art galleries but also in his dancing scenes and the tradition see chapter 

4) and he exchanged compositions with his colleagues (Jan van Kessel). For his 

dependence on his predecessors in the depiction of painted art galleries, Janssens does 

not seem to have been the most inspring artist within the genre. Nevertheless, he did 

add new elements, such as the depiction of a high society ball in the background of the 

painting. By doing so, Janssens not only referred to his own oeuvre (elegant dancing 

scenes) in the painted art gallery, but also compared and combined the art of 

connoisseurship and the art of elite dance (cf. chapter 4).  

 

Despite his few novelties, Janssens mostly belonged to the group of painters who 

worked for the open art market, and to which copying was part of everyday art practice 

(cf. supra). Pictorial tradition and the demands of the market also played a part in 

-DQVVHQV¶�SURGXFWLRQ��7KH�XVH�RI�ROGHU�SLFWRULDO�WUDGLWLRQV�WKDW�ZHUH�SRSXODU��PDGH�VXUH�

that the new paintings were considered attractive. Painters, after all, did adjust their 

paintings to the taste and expectations of the commissioners or the anonymous buyers 

of the market.932 -DQVVHQV¶�RHXYUH�WKXV�FOHDUO\�FRQILUPV�WKH�LGHD�WKDW�µLFRQRJUDSKLFDOO\�

)OHPLVK�DUW�UHPDLQHG�WUDGLWLRQDO¶�933 

 

 

 

 

 

 

 

 

 

 

                                                      
932 Montias 1990. If a formula was succesful, it did not have to change: Legrand 1963, p. 228. 
933 .RQUDG�5HQJHU��µ)OHPLVK�*HQUH�3DLQWLQJ��/RZ-Lif e-High-Lif e-'DLO\�/LIH¶��LQ��6XWWRQ�������S. 173. 
Vlieghe had also noted this traditional character of the genre scenes in comparison to their Northern 
FRXQWHUSDUWV��+H�DGGUHVVHV�WKDW�WKH�6RXWKHUQ�SDLQWLQJV�VWLOO�KDG�PDQ\�ILJXUHV��µFURZGHG�FKDUDFWHU¶��LQ�
contrast to the Dutch intimate scenes: Vlieghe 1998, p. 154. 0RVW�RI�-DQVVHQV¶�VFHQHV�FRQILUP�WKLV�YLHZ� 



241 
 

Chapter IV . Getting Off on the Right Foot ± Hiëronymus Janssens and 

Aristocratic  Dance in Early  Modern Antwerp 

 

1. Introduct ion 

 

 µ/HV�+ROODQGRLV� O¶DSSHOOHQW�-DQVVHQV�GH�'DQVHU��RX�OH�'DQVHXU��j�FDXVH�GH�OD�

gaieté de ses sujets. ,OV�HVWLPHQW�EHDXFRXS�VHV�RXYUDJHV¶�� 

 

7KLV�GHVFULSWLRQ��IURP������ZDV�DGGHG�LQ�D�GLVFXVVLRQ�RI�WZR�SDLQWLQJV�E\�D�FHUWDLQ�µ+��

JansseQV¶�LQ�WZR�6ZHGLVK�FROOHFWLRQV�934 The described themes of these two (currently 

unknown) paintings clearly indicate that the painter in question was Hiëronymus 

Janssens (cf. chapter 1). Later on, this eighteenth-FHQWXU\�QLFNQDPH�µ7KH�GDQFHU¶�RU�µ/H�

GDQVHXU¶� LV� DGRSWHG� LQ� PRVW� VFKRODUO\� GLVcussions on Janssens, though without 

mentioning this specific eighteenth-century source.935  

                                                      
934 /¶HVSULW� GHV� -RXUQDX[� )UDQoRLV� HW� pWUDQJHUV�� 3DU� XQH� VRFLpWp� GH� *HQV-de-Lettres, 22, vol. 11 
(February 1793), p. 250. 
935 As far as I know, no trace of the use of this nickname in the seventeenth century can be found. The 
nickname is added in most scholarly discussions of the painter, see for example: Ad[olphe] Siret in: 
Biographie Nationale (SXEOLp�SDU�O¶$FDGpPLH�5R\DOH�GHV Sciences, des Lettres et des Beaux-Arts de 
Belgique), vol. 10 (I-K), Brussels, 1888-1889, p.134; F.-C. Legrand, Les peintres flamands de genre au 
xviie siècle, Brussels, 1963, p. 87. Here, it is suggested that the nickname not only derives from 
-DQVVHQV¶�fondness to depict dancing scenes, but also from his joyful character, always wanting to dance 
�µVRQ� FDUDFWqUH� GH� MR\HX[� GULOOH� WRXMRXUV� SUrW� j� OD� IDUDQGROH¶��� +RZHYHU�� WKHUH� LV� QR� ZD\� PRUH�
information about his character can be found. Legrand was probably inspired by Van den Branden, who 
LQWHUSUHWHG� -DQVVHQV¶� FKDUDFWHU� UDWKHU� IUHHO\�� µ,Q� GH� ZDQGHOLQJ� QRHPGH� PHQ� RQ]HQ� VFKLOGHUV� ³GHQ�
'DQVHU´��RPGDW�KLM�JDDUQH�IOLNNHUGH��HQ�DDQYLQJ�PHW�GDQVSDUWLMWMHV�XLW�GH�JURRWH�ZHUHOG�WH�VFKLOGHULMHQ¶�
>«@�µ-DQVVHQV�ZDV�HHQ ]RR�OHYHQVOXVWLJH�JDVW�DOV�]\QH�VFKLOGHU\HQ�KHW�GHGHQ�YHUPRHGHQ¶��)��-RV�9DQ�
den Branden, Geschiedenis der Antwerpsche Schilderschool, vol. III , Antwerp, 1883, p. 45. Mostly, the 
ODUJH� QXPEHU� RI� GDQFLQJ� VFHQHV� LQ� -DQVVHQV¶� °XYUH� LV� FRQVLGHUHG� DV� UHDVRQ� IRr this nickname: R. 
Oldenbourg, Die flämische Malerei des XVII . Jahrhunderts, Berlin/Leipzig, 1922, p. 144; Jacques 
Foucart, in: Le siècle de Rubens dans les collections publiques françaises, exh.cat., Grand Palais, Paris, 
1977, p. 100; Erik Larsen, Seventeenth Century Flemish Painting, Freren, 1985, p. 314; Peter C. Sutton, 
µ,QWURGXFWLRQ��3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��3HWHU�&��6XWWRQ��The Age of Rubens, exh.cat., Boston, 
Museum of Fine Arts/ Toledo, Toledo Museum of Art, Ghent, 1993, p. 60; Musique de la cour, exh.cat., 
Tours Museum of Fine Arts, 1986, p. 19; Alfred von Wurzbach, Niederländisches Künstler-Lexikon, 
vol. 1, A-.��$PVWHUGDP��������S�������.XUW�=RHJH�YRQ�0DQWHXIIHO��µ-DQVVHQV��+LsURQ\PXV��-HURRP�¶��
in:  Ulrich Thieme and Felix Becker (eds.), Allgemeines lexikon der bildenden Künstler von der Antike 
bis zur Gegenwart, edited by Hans Vollmer, 18, Leipzig, 1925, pp. 416-417; Christiaan Kramm, De 
levens en werken der Hollandsche en Vlaamsche kunstschilders, beeldhouwers, graveurs en 
bouwmeesters, van den vroegsten tot op onzen tijd, Amsterdam, 1857-1864, p. 89. 
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2EYLRXVO\��WKH�UHDVRQ�IRU�WKLV�QLFNQDPH�ZDV�-DQVVHQV¶�DSSDUHQW�IRQGQHVV�IRU�GHSLFWLQJ�

dancing scenes, as he specialized in depicting balls and dances both in interiors with 

chimneys and tiled floors or on luxurious palace terraces or portals with views over 

elaborately laid out gardens (cf. chapter 3).936 -DQVVHQV¶� PRVW� ZHOO-known dancing 

scenes are The Ball (1658, Lille, Musée des Beaux-Arts, SLIDE 43) and Charles II  

dancing at a ball at court (c. 1660, Royal Collection, SLIDE 45). In his entire oeuvre, 

from the outset ± such as his The Minuet (1647, present whereabouts unknown, SLIDE 

1) 937±, until the end of his career in the 1680s, Janssens still painted dancing scenes938 

(Ball, c. 1680, Braunschweig, Herzog Anton Ulrich Museum, SLIDE 113).939 His 

dancing scenes bring to mind the pictorial tradition of the Francken famil y,940 and are 

                                                      
http://www.dbnl.org/tekst/kram011leve01_01/kram011leve01_01_0040.php?q= (access 2 January 
2015)��&DWKHULQH�/RXERXWLQ¶V� FDWDORJXH�QRWH�DERXW�The Ball (SLIDE 43) in: Au temps de Watteau, 
Fragonard et Chardin. Les Pays-Bas et les peintres français du XVIII e siècle, exh.cat., Lil le, Musée 
des Beaux-Arts, 1985, p. 175. :LOHQVNL�VXJJHVWHG�WKDW�-DQVVHQV¶�Qicknames were already used in the 
seventeenth century, though he does not mention his source for this (he used Van den Branden and Von 
:XU]EDFK���µ&DOOHG�DW�WKH�WLPH�µ/H�'DQVHXU�HW�3HLQWUH�j�OD�PRGH´��5��+��:LOHQVNL��Flemish Painters. 
Historical Survey (1430-1830) Dictionary Bibliographies, vol.1, London, 1960, pp. 581-582; De Eeuw 
van Rubens, exh.cat., Brussels, Koninklij ke Musea voor Schone Kunsten van België, Brussels, 1965, 
p.107. 
936 Oliver T. Banks, Watteau and the North. Studies in the Dutch and Flemish Baroque Influence on 
French Rococo Painting, New York/ London, 1977, p. 210; Gero Seelig, Kosmos der Niederländer. 
Die Sammlung Christoph Müller, mus.cat., Schwerin, Staatli ches Museum Schwerin, Petersberg, 2013, 
p. 146; Anja Ebert catalogue note in : Gerard Finckh and Nicole Hartje-Grave (eds.), Freiheit macht 
Pracht: niederländische Kunst im 17. Jahrhundert, exh.cat., Wuppertal, Von der Heydt-Museum, 2009, 
p. 364; Achim Riether, Die sichtbare Welt: niederländische Bilder des 16. Und 17. Jahrhunderts : 
Sammlung Christoph Müller, exh.cat., Ulm, Ulmer Museum, Tübingen/ Berlin, 1996, p. 164; 
$QRQ\PRXV��µ'HX[�RHXYUHV�FDSLWDOHV�GH�+LsURQ\PXV�-DQVVHQV�/H�'DQVHXU�SHLQWUH�GH�OD�PRGH�HW�GH�
O¶pOpJDQFH�DX�;9,,H�VLqFOH¶��Les Beaux-Arts, (22 May 1959), p. 7 ; Annie Gilet et al., Musique de cour, 
exh.cat., Tours, Musée des Beaux-Arts, Tours, 1986, p. 19; Walter Bernt, Die Niederlandischer Maler 
des 17. Jahrhunderts, second volume, introduction by Hans Sauerman, second edition, Munich, 
1948/1960, nr. 423; Legrand 1963, pp. 87-88. Legrand adds that due to their postures, the men in 
-DQVVHQV¶�SDLQWLQJV�ORRN�OLNH�GDQFLQJ�PDVWHUV��µOH�PROOHW�URQG��OD�PDLQ�ILQH�HW�XQ�PDLQWLHQ�TXL�VHQW�VRQ�
PDvWUH�GH�EDOOHW¶��S�������Following Legrand, Schröder-Klaassen argues that Janssens was indeed called 
µ7KH� GDQFHU¶� VLQFH� KH� PDLQO\� VSHFLDOL]HG� LQ� GDQFLQJ� VFHQHV�� $OLFH� $QQD� 6FKU|GHU-Klaassen, 
Tanzdarstellungen in höfischen und bürgerl ichen Gesellschaftsszenen der flämischen und 
niederländischen Malerei und Graphik des 16. und 17. Jahrhunderts, Phd. Thesis, Christian-Albrechts-
Universität zu Kiel, 2007, p. 222.  
937 General description of the interior of this painting, see: Peter Thornton, Authentic Decor The 
Domestic Interior 1620-1920, London, reprint 1985, p. 39. 
938 Sutton in: Sutton 1993, p. 60. 
939 Klessmann considers this painting to have been a pendant painting of The Merry Company or Game 
of Hot Cockles �µVLJQHG�+��-DQVVHQV���«¶��F��������FDQYDV����[����FP���%UDXQVFKZHLJ��+HU]RJ-Anton-
Ulrich Museum, SLIDE 113): Rüdiger Klessmann, Die flämischen Gemälde des 17.und 18. 
Jahrhunderts, mus. cat., Braunschweig, Herzog Anton-Ulrich museum, Braunschweig 2003, p. 62. 
940 Jacques Foucart, in: Jacques Foucart et al., Le siècle de Rubens dans les collections publiques 
françaises, exh.cat., Paris, Grand Palais, Paris, 1977, p. 100. Janssens ± as I discuss in chapter 3 ± mostly 
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WKXV� �RQFH� DJDLQ�� UHSUHVHQWDWLYHV� RI� -DQVVHQV¶� GHSHQGHQFH� RQ� KLV� SUHGHFHVVRUV¶�

compositional schemes (cf. chapter 3).  

Apart from case-studies concerning the painted high society dancing scenes by the 

Francken famil y,941 Louis de Caullery,942 or Christoffel Jacobsz van der Lamen,943 and 

some general references in dictionaries, overviews or exhibition catalogues about 

-DQVVHQV¶� GDQFLQJ� VFHQHV�� 6FKU|GHU-Klaassen is the only one who has paid much 

DWWHQWLRQ� WR� -DQVVHQV¶� DQG� KLV� 6RXWKHUQ� 1HWKHUODQGLVK� SUHGHFHVVRUV¶� GHSLFWLRQV� RI�

society dances and balls of the high society.944 Lucienne Colliard and Chloé Dalesme 

in their turn have discussed the sixteenth-century French predecessors depicting high 

society and courtly dance.945 Due to the enormous range of painters Schröder-Klaassen 

                                                      
relied on a traditon from the Francken family: Sutton in: Sutton 1993, p. 60; Legrand 1963, p. 69, pp. 
88-93. 
941 The most important Southern-Netherlandish painters of courtly balls were the members of Francken-
family (and according to Legrand in particular Hiëronymus I Francken, and also Hiëronymus II  
Janssens and Frans Francken the Younger), Louis de Caullery, Christoffel Jacobsz Van der Lamen and 
Hiëronymus Janssens: Banks 1977, pp. 208²211; Legrand 1963, p. 69 (Van der Lamen and Janssens 
specialized in dance). For a short discussion of their paintings, see further in this chapter. 
942 For example ��0DUWLQ�(LGHOEHUJ��µ&DWDORJXH¶��LQ��3DWULFN�5DPDGH��0DUWLQ�(LGHOEHUJ�H�D���Watteau et 
la fête galante, exh.cat., Valenciennes, Musée des Beaux-Arts, Paris, 2004, pp. 174-177 (regarding 
Louis de Caullery¶V�Festivity in a Palace in Venice (c. 1600-1620, Quimper, Musée des Beaux-Arts)). 
See also Schröder-Klaassen 2007; Legrand 1963, pp. 76-84; Buijsen and Grijp 1994, pp. 162-165. 
943 Dancing was one of the entertainments De Bie described in his discussion of 9DQ�GHU�/DPHQ¶V�
oeuvre, see Cornelis de Bie, Het Gulden Cabinet vande Edel Vry Schilder Const Inhoudende den Lof 
vande vermarste Schilders, Architecte, Beldthowers, ende Plaetsnyders van dese eeuw, Lier, 1661, p. 
159. For a discussion of a dancing scene by Van der Lamen, see among others: Andrea Rousová and 
Helena Kazárová in: Andrea Rousová (ed.), Dances and Festivities of the 16th-18th Centuries, exh.cat., 
Prague, Národní galerie v. Praha, Prague, 2008, pp. 200-201; Legrand 1963, p. 69, p. 84. 
944 Schröder-Klaassen 2007. Härting and other authors (such as Elmer Kolfin, The young gentry at play. 
Northern Netherlandish scenes of merry companies 1610-1645��/HLGHQ��������(OPHU�.ROILQ��µµ%HWDDPW�
het de Christen de dans te aanschouwen? Dansende elite op Noordnederlandse schilderij en en prenten 
(circa 1600-�����¶��LQ��-DQ�GH�-RQJVWH��-XOLHWWH�5RGLQJ�DQG�%RXNMH�7KLMV��HGV����Vermaak van de elite in 
de vroegmoderne tijd, Hilversum, 1999, pp. 151-173) have discussed the different meanings (such as a 
moralising or allegorical meaning) of elegant company paintings (including the dancing scenes). 
+lUWLQJ�DUJXHG�WKDW�LQ�PDQ\�RI�)UDQV�)UDQFNHQ�WKH�<RXQJHU¶V�SDLQWLQJV�UHIHUHQFHV�WR�WKH�VLQ�RI�OX[XULD��
irreligion, dipsomania, and unchaste love can be found, as dance was considered heathen and provided 
an opportunity for erotic rapture. The depiction of masked men in the back of the scenes implies this: 
+lUWLQJ�������S������6XFK�PHQ�FDQ�DOVR�EH�VHHQ�LQ�-DQVVHQV¶�HDUO\�ZRUNV�RI�WKH�����V�DQG�����V��FI��
chapter 3). 
945 LucLHQQH�&ROOLDUG��µ7DEOHDX[�UHSUpVHQWDQW�GHV�EDOV�j�OD�FRXU�GHV�9DORLV¶��Gazette des Beaux-Arts 
(March 1963), pp. 147-156; Chloé Dalesme, Les Tableaux représentant des bals à la cour des Valois, 
XQSXEOLVKHG� PDVWHU¶V� WKHVLV�� &HQWUH� G¶(WXGHV� 6XSpULHXUHV� GH� OD� 5HQDLVVDQFH�� 8QLYHUVLWp� )UDQoRLV�
Rabelais, Tours, 2004-2005. I am very grateful to Chloé Dalesme for kindly sending me her thesis, and 
sharing her knowledge with me. She discusses the culture of dance at late sixteenth-century courts, the 
portrayals of figures in dancing scenes, and the sixteenth-century costumes on the paintings. Similar to 
-DQVVHQV¶�SDLQWLQJV��WKH�PDQ\�ODWH�VL[WHHQWK-century depictions of courtly dances (at the court of the 
Valois) have barely been studied, and not much information about the history of the paintings is known. 
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addresses in her thesis, the paintings themselves are discussed rather superficially.946 

Nevertheless, Schröder-.ODDVVHQ¶V�WKHVLV�LV�YHU\�LPSRUWDQW�DV�WKH�W\SRORJLFDO�WUDGLWLRQ�

RI�VSHFLILF�WKHPHV�DQG�FRPSRVLWLRQV�LQ�-DQVVHQV¶�GDQFLQJ�VFHQHV�DUH�GLVFXVVHG�� 

Southern-Netherlandish dancing scenes are much less known about than their Northern 

counterparts. The iconographical tradition of depicting dance, and music in general, in 

Northern Netherlandish paintings has received much more attention.947 The exhibition 

catalogue Dances and Festivities of the 16th-18th Centuries (Prague, 2008)948 brings 

together many different ideas and views on early modern dance from a cultural-

historical angle. Despite the addition of German, Northern Netherlandish and even 

Southern Netherlandish painters, the authors, ± strangely enough ± left out the Southern-

Netherlandish painter of dancing scenes par excellence, Hiëronymus Janssens, from 

WKHLU�FDWDORJXH��-DQVVHQV¶�PDVWHU��&KULVWRIIHO�-DFREV]�9DQ�GHU�/DPHQ�ZDV�QHYHUWKHOHVV�

discussed.949  

7R� XQGHUVWDQG� -DQVVHQV¶� SDLQWLQJV� FRUUHFWO\�� LW� KDV� WR� EH� WDNHQ� LQWR� DFFRXQW� WKDW�

-DQVVHQV¶�FKRLFH�RI�VXEMHFWV�DQG�PRWLIV��DFWLYH�FKRLFHV��PXVW�KDYH�HYRNHG�DVVRFLDWLRQV�

in both the minds of the seventeenth-century audience and in Janssens himself. To 

unravHO�WKH�PHWDSKRUV�DQG�FRQYHQWLRQDO�VWHUHRW\SHV��DQG�SHUKDSV�-DQVVHQV¶�GHULYDWLRQV�

                                                      
The paintings are often repeated with the same model in mind, or figures are reused in new compositions 
(see passim, p. 15).  This is very similar to JaQVVHQV¶�SDLQWLQJV�DQG�WKH�WUDGLWLRQ�RI�KLJK�JHQUH�GDQFLQJ�
scenes. Dalesme also stresses the important role of the Francken family (and mainly Hiëronymus I 
Francken and Frans Francken the Younger) in the evolution of ball  scenes: Dalesme 2004-2005, p. 43 
and following pages. 
946 I discuss paintings by Janssens that were also investigated by Schröder-Klaassen. However, in her 
dissertation, she uses many problematic attributions and datings, and she proposes different 
interpretations.  
947 For music iconographical research see: Edwin Buysen and Louis Peter Grijp, Music & Painting in 
the Golden Age, exh.cat., The Hague, Hoogsteder & Hoogsteder/ Antwerp, Hessenhuis Museum, 
Zwolle, 1994. Elmer Kolfin discusses the depiction of dance in Northern Netherlandish merry company 
scenes from the first half of the seventeenth century (though he shortly mentions Van der Lamen as 
ZHOO��� (OPHU� .ROILQ�� µµ� %HWDDPW� KHW� GH� &KULVWHQ� GH� GDQV� WH� DDQVFKRXZHQ"� Dansende elite op 
Noordnederlandse schilderijen en prenten (circa 1600-�����¶��Ln: Jan de Jongste, Juliette Roding and 
Boukje Thijs (eds.), Vermaak van de elite in de vroegmoderne tijd, Hilversum, 1999, pp. 151-173; Lynn 
Matluck Brooks discusses the Northern Netherlands and their attitudes towards dance, both at court, 
DQG�LQ�D�µGLVWDQW�SURYLQFH�RI�WKH�ODQG¶�WRJHWKHU�ZLWK�WKH�UHOLJLRXV�µDWWLWXGHV�RQ�ERWK�RI�WKHVH�VLWXDWLRQV¶��
/\QQ�0DWOXFN�%URRNV�� µ&RXUW��&KXUFK��DQG�3URYLQFH��'DQFLQJ� LQ� WKH�1HWKHUODQGV��6HYHQWHHQWK�DQG�
(LJKWHHQWK�&HQWXULHV¶��Dance Research Journal, 20, 1 (Summer 1988), pp. 19-27. 
948 Andrea Rousová (ed.), Dances and Festivities of the 16th-18th Centuries, exh.cat., Prague, Národní 
galerie v Praze, Prague, 2008. 
949 ,Q� WKH� FDWDORJXH� HQWU\� DERXW�9DQ� GHU� /DPHQ¶V� SDLQWLQJ�� -DQVVHQV� LV� RQO\� VKRUWO\�PHQWLRQHG� DV�
painting dancing VFHQHV� LQ� µD� YHU\� VLPLODU� VSLULW¶�� FDWDORJXH� QRWH� E\� $QGUHD� 5RXVRYi� DQG� +HOHQD�
Kazárová in: Rousová 2008, p. 201.  
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from it, and thus to learn what meaning or associations he wanted to stress, Sluijter 

describes two aspects that are to be taken into account: (1) the similarities and deviations 

from the pictorial tradition, (2) the cultural-historical associations that were attached to 

the topic (in this case seventeenth-century dance in Antwerp, and the Southern 

Netherlands).950  

6LPLODU�WR�P\�GLVFXVVLRQ�RQ�WKH�YLVXDO�WUDGLWLRQ�RI�-DQVVHQV¶�elegant company paintings 

LQ�JHQHUDO��FKDSWHU�����,�ZLOO�DOVR�DGGUHVV�-DQVVHQV¶�GDQFLQJ�VFHQHV�VSHFLILFDOO\�KHUH��,�

will discuss whether Janssens used the same motifs as those of his colleagues and 

predecessors, what adaptations and changes he added in comparison to the pictorial 

tradition, and consequently, what associations his paintings may have evoked in the 

minds of his audience. Another topic discussed in this chapter is the cultural-historical 

background of early modern dance in the Southern Netherlands (mostly Antwerp). In 

DGGLWLRQ�� -DQVVHQV¶� FRQQHFWLRQV�ZLWK� WKLV�PXVLFDO� DQG� GDQFLQJ�ZRUOG�� DQG� -DQVVHQV¶�

adoption of correct bodily posture and dancing positions for his figures stress his own 

affinity with dance, but primarly the high social status of WKH�ILJXUHV�KH�µSRUWUD\HG¶�LV�

put into focus. 

This chapter is divided in three main sections. In the first section, aristocratic dance, 

its position and its reception in the Southern Netherlands, and in particular in 

seventeenth-century Antwerp, is discussed. Without doubt, as this chapter shows, every 

seventeenth-FHQWXU\�YLHZHU�RI�-DQVVHQV¶�GDQFLQJ�VFHQHV�ZRXOG�KDYH�LGHQWLILHG��PRVW�

of) these paintings as depictions of aristocratic entertainment. The reception and 

appreciation of such scenes most probably GLIIHUHG��GHSHQGLQJ�RQ�WKH�YLHZHU¶V�SHUVRQDO�

view point.951 This view point might balance the more liberal idea of dance as part of 

legitimate aristocratic entertainment and a necessary physical exercise in order to mold 

                                                      
950 (ULF�-DQ�6OXLMWHU��³2YHU�ILMQVFKLOGHUV�HQ�µEHWHNHQLV¶��1DDU�DDQOHLGLQJ�YDQ�3HWHU�+HFKW��De Hollandse 
fijnschilders,¶�Oud Holland (1991), pp. 49-51. A comparable methodological approach has been offered 
by Hazelzet: iconographical research should combine the study of the visual culture (analysing the 
images and the texts), with the search for the contexts of the works of art and for the associations and 
connotations the works of art could have raised. By visual comparison, one can also discover changes 
in the meaning: Korine Hazelzet, Verkeerde Werelden. Exempla contraria in de Nederlandse beeldende 
kunst, Leiden, 2007, pp. 178-179. The context and cultural-historical background is thus of great 
iPSRUWDQFH�WR�XQGHUVWDQG�-DQVVHQV¶�SDLQWLQJV��)RU�D�VLPLODU�PHWKRG�LQ�KLV�GLVFXVVLRQ�RI�HOHJDQW�GDQFLQJ�
scenes in the Northern Netherlands (many similarities), see Kolfin 1999. 
951 Regarding a comparable view on the different opinions possible when seeing such scenes, see for 
example Kolfin 1999, p. 168. 
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the body in the right posture as a sign of aristocratic descent, or as a means to enhance 

RQH¶V� VRFLDO� VWDWXV� DQG� FDUHHU� SRVVLELOLWLHV�952 or the negative judgment over dance 

(inspired mostly by religious ± both protestant and catholic ± objections) condemning 

it alongside other forms of entertainment and fashion as sinful and vain.953 Many 

scholars from different countries, including the Southern Netherlands, have discussed 

WKHVH� HDUO\� PRGHUQ� PRUDOLVWLF� REMHFWLRQV�� ,Q� PDQ\� PRUDOLVWV¶� PLQGV�� GDQFH� ZDV�

connected with gluttony and lust.954 These different view-points are important in my 

DQDO\VLV�RI�-DQVVHQV¶�SDLQWLQJV�GHSLFWLQJ�GDQFH�� 

In the second section, I build on the research question that is touched upon by Eva 

Legêne: she notes a frequent reoccurring relationship between early modern painters 

and musicians.955 In the Southern Netherlands examples of connections between 

                                                      
952 Herman Roodenburg, The Eloquence of the Body: Perspectives on Gesture in the Dutch Republic, 
=ZROOH��������S�������SDVVLP��0LFNDsO�%RXIIDUG��µAristocratic Standing and the Five Positions of French 
1REOH�'DQFH�LQ�3RUWUDLWXUH¶��Artibus et Historiae. An art anthology, 65, 33 (2012), p. 189. 
953 These different viewpoints are discussed further below in this chapter. Debates about dance in, for 
example��0HGLHYDO�H[DPSOD��VHH��$OHVVDQGUR�$UFDQJHOL�� µ'DQFH�DQG�3XQLVKPHQW¶��Dance Research: 
The Journal of the Society for Dance Research, 10, 2 (1992), pp. 30-42. 
954 Kolfin 1999. At the end of the seventeenth century, the Dutch were engaged in a controversy about 
the presence of a dance faculty at the University of Franeker. The polemic and the different opinions 
that were published ill ustrate the different pro and contra arguments concerning seventeenth-century 
dance. For a more elaborate discussion of this controversy, see among others Lynn Matluck Brooks, 
µ'DQFLQJ�DW�D�'XWFK�8QLYHUVLW\��7KH�)UDQHNHU�'DQFLQJ�0DVWHU������-����¶��Dance Chronicle, 9, 3 
(1986), pp. 356-385; Schröder-Klaassen 2007, p. 78. The University of Groningen already had a dance 
faculty in 1668; Roodenburg 2004, pp. 87-88. In the late 1630s the University of Uppsala had hired a 
French teacher, a dancing master and a fencing master: Liisa Lagerstam, A Noble life: the cultural 
biography of Gabriel Kurck (1630-1712), Helsinki, 2007, p. 62. For the many moralising references 
that are made concerning music and dance in prints and other works of art (mostly sixteenth-century), 
see: Karel Moens and Iris Kockelbergh, Muziek & Grafiek. Burgermoraal en muziek in de 16de- en 
17de-eeuwse Nederlanden, exh.cat., Antwerp, Hessenhuis, Ghent, 1994. For the different view points, 
see also: $OHVVDQGUR�$UFDQJHOL��µ0RUDO�9LHZV�RQ�'DQFH¶��LQ��-HQQLIHU�1HYLOH��HG����Dance, Spectacle, 
and the Body Politi ck, 1250-1750, Bloomington, 2008, p. 285. 
955 She adds examples of painters whose connections with the musical world are known: Eva Legêne, 
µ$�µ)RROLVK�3DVVLRQ�IRU�6ZHHW�+DUPRQ\¶�7KH�0XVLFDO�,QVWUXPHQW�&ROOHFWLRQ¶��LQ��%X\VHQ�DQG�*ULMS�
1994, p. 81, p. 86, pp. 98-100. These connections are frequently present in portraits of musicians, such 
DV�$QWKRRQ�9DQ�'\FN¶V�SRUWUDLW�RI�PXVLFLDQ�+HQGULN�/LEHUWL��7KH�SDLQWLQJ�ZDV�UHFHQWO\�VROG�DW�/RQGRQ��
&KULVWLH¶V����'HFHPEHU�������ORW�����Portrait of Hendrick Liberti, oil  on canvas, 114,3 x 88,3 cm. An 
eighteenth-century example of a painter specialising in elegant company paintings with existing 
connections to the world of music is the French genre painter Antoine Watteau, ± ZKRVH�µIrWH�JDODQWHV¶�
DUH�SDUW�RI�WKH�VDPH�W\SRORJLFDO�WUDGLWLRQ�DV�-DQVVHQV¶�JHQUH�VFHQHV��-DQVVHQV�LV�RIWen said to have been 
influential to Antoine Watteau (cf. chapter 3); White 2007, p. 126, cf. previous chapters) ± who had 
personal ties with the Paris Opera, singers and musicians, and was himself fond of music and song 
(which he frequently depicted himselI���3LHUUH�5RVHQEHUJ��µ6RPH�0RGHVW�5HIOHFWLRQV�RQ�-HDQ-Antoine 
Watteau (1684-�����¶��LQ��.DWKDULQH�%DHWMHU��HG����Watteau, Music, and Theater, exh.cat., New York, 
7KH�0HWURSROLWDQ�0XVHXP�RI�$UW��1HZ�+DYHQ�DQG�/RQGRQ��������S�����*HRUJLD�-��&RZDUW��µ7KH�0XVical 
7KHDWHU�LQ�:DWWHDX¶V�3DULV¶��LQ��.DWKDULQH�%DHWMHU��HG����Watteau, Music, and Theater, exh.cat., New 
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painters and musicians can also be found. For example, still life painter Alexander 

Adriaenssen (1587-1661) was the son of the internationally renowned lute player and 

composer Emmanuel Adriaenssen.956  Hiëronymus Janssens himself had close 

connections with the seventeenth-century Antwerp and Brussels world of music and 

dance (cf. chapter 1). I will build on the information I have gathered in chapter 1 

FRQFHUQLQJ�-DQVVHQV¶�FORVH�FRQQHFtions with the world of music, fencing, theatre, opera 

and dancing masters. These close ties show that Janssens must have known the latest 

dancing styles that were popular amongst the Antwerp (and Brussels) seventeenth-

century elite. In addition, the importance of dance in the Chamber of Rhetoricians and 

WKH�2SHUD��DQG�KLV�PHPEHUVKLS�RI�WKH�VZRUGVPHQ¶V�JXLOG��DQG�WKXV�KLV�DELOLW\�WR�IHQFH��

indicate without doubt his knowledge of ideal posture, dance, and elegance.  

The third section conistst of two parts. FLUVW��DV�D�FRQVHTXHQFH�RI�-DQVVHQV¶�FRQQHFWLRQV�

ZLWK�WKH�PXVLFDO�ZRUOG��,�ZLOO�LOOXVWUDWH�WKDW�-DQVVHQV¶�SDLQWLQJV��ERWK�HOHJDQW�FRPSDQ\�

scenes and portraits) in fact reflect the ideal general characteristics of bodily 

comportment of seventeenth-century baroque dance. Second, after having established 

WKH�GLIIHUHQW�DVVRFLDWLRQV�WKDW�ZHUH�FRQQHFWHG�ZLWK�HOLWH�GDQFH�DQG�-DQVVHQV¶�NQRZOHGJH�

RI�WKLV�ZRUOG�RI�GDQFH�DQG�PXVLF��,�ZLOO�GLVFXVV�-DQVVHQV¶�SDLQWLQJV�RI�HOHJDQW�GDQFLQJ�

companies within their visual tradition. By doing so, I will address what meanings and 

associations Janssens stressed, and what elements he used or changed in comparison 

with his predecessors and colleagues.  

In this chapter, I will not identify the specific dancing steps of the figures in display, as 

the dancing steps are very often applicable to movements in different dancing styles. 

Moreover, scholarly research has already shown that such identifications are not always 

clear.957 In this dissertation, I have consequently mostly built upon the theories 

                                                      
York, The Metropolitan Museum of Art, New Haven and London, 2009,pp. 17-18. In the same 
catalogue, Katharine Baetjer does not mention (as many other scholars do, cf. chapter), Hiëronymus 
-DQVVHQV� DV� LQIOXHQWLDO� IRU�:DWWHDX¶V�The Pleasures of the Ball (Dulwich Picture Gallery, London), 
though she notes the Venetian Renaissance figures and mentions Rubens, Van Dyck and Teniers as 
Flemish sources (pp. 37-38). 
956 Godelieve Spiessens, Leven en werk van de Antwerpse schilder Alexander Adriaenssen (1587-1661), 
Brussels, 1990, pp. 13-14. 
957 Schröder-.ODDVVHQ¶V� GLVVHUWDWLRQ� PRVWO\� FRQVLVWV� RI� LGHQWLI\LQJ� ZKDW� GDQFHV� WKH� ILJXUHV� RQ� WKH�
canvases represent by looking DW� WKH� ILJXUHV¶� SRVWXUHV��PRYHPHQWV� RI� WKH� IHHW�� DQG� WKHLU� SRVLWLRQV��
Schröder-Klaassen 2007 (Dalesme also identifies the depicted dances in the sixteenth-century paintings 
FHQWUDO� LQ�KHU�PDVWHU¶V�WKHVLV��'DOHVPH�����-2005, pp. 58-61). Mostly, however, Schröder-Klaassen 
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VXUURXQGLQJ�µWKH�HORTXHQFH�RI�WKH�ERG\¶�958 instead of histories of dancing styles. I have 

also conducted archival research into dancing lessons and dancing masters in 

seventeenth-century Antwerp, in order to better contextualise the paintings. For my 

discussion on the characteristics of seventeenth-century baroque dance, I have mostly 

used the features referred to by Ravelhofer, Hazebroucq, Roodenburg and Bouffard-

Veilleux.959 A point of departure in the analysis of the dancing postures and elegant 

PRYHPHQWV�LQ�-DQVVHQV¶�GDQFLQJ�VFHQHV�DQG�SRUWUDLWV�LV�RIIHUHG�E\�0LFNDsO�%RXIIDUG-

9HLOOHX[�DQG�+HUPDQ�5RRGHQEXUJ��)ROORZLQJ�%DUEDUD�+DYHOKRIHU¶V�ILYH�FKDUDFWHULVWLFV�

RI�µQHZ�GDQFH¶�LQ�'H�/DX]H¶V�DQG�0RQWDJXW¶V�WUHDWLVHV�IURP�WKH�����V�960 Bouffard-

Veilleux and Roodenburg compare this information with depictions of dance by 

seventeenth-century genre painters.961  In this chapter, I wil l discuss how these 

characteristics of baroque elite dance (as they were also discussed by Hazebroucq) were 

adopted by Janssens as well.962 

                                                      
concludes that there are many different options, and a singular identification is more often than not, 
impossible. Schröder-Klaassen addresses the question whether or not realistic dances are depicted in 
the paintings. She does so by comparing the depictions with dance figures and dance descriptions. 
However, she does acknowledge this is diff icult, as the figures show a moment of complex movement. 
Moreover, she tries to see whether an artist could have known certain dances because of the popularity 
of dances geographically and chronologically. She wonders whether artists have used dancing figures 
or worked after real examples: Schröder-Klaassen 2007, p. 13, p. 62. This approach remains rather 
superficial, and not many conclusions can be made. Roodenburg and Bouffard have also mentioned that 
such identifications in paintings are mostly impossible, or at least very diff icult: Mickaël Bouffard-
9HLOOHX[� DQG� +HUPDQ� 5RRGHQEXUJ�� µ9RHWHQZHUN�� Hoe de zeventiende-eeuwse schilders hun 
feestvierders lieten GDQVHQ¶��LQ��$QQD�7XPPHUV��HG����De Gouden Eeuw viert feest, exh.cat., Haarlem, 
Frans Hals Museum, Rotterdam, 2011, p. 32. ,�DP�DOVR�YHU\�JUDWHIXO�WR�6LJULG�µW�+RRIW��PXVLFRORJLVW�
DQG�FODVVLFDO�GDQFHU��VSHFLDOLVLQJ�LQ�HDUO\�EDURTXH�GDQFH�µ&RUSR�%DURFFR¶��IRU�GLVFXVVLQJ�WKH�SDLQWLQJV�
with me shortly, and firmly expressing her rejection of possible identifications of specific types of 
GDQFHV�� +HU� GLVFXVVLRQV� IRU� WKH� VHPLQDU� LQ� WKH� VHULHV� µ3$/(7� Schilderkunst in interdisciplinair 
perspectief at .8�/HXYHQ¶�RQ����'HFHPEHU�������RUJDQLVHG�E\�3URI��9DQ�GHU�6WLJKHOHQ��KDV�EHHQ�YHU\�
inspiring and useful to me, and I have made use of her insights in this chapter as well. 
958 5RRGHQEXUJ�������*HRUJHV�9LJDUHOOR��µ7KH�8SZDUG�7UDLQLQJ�RI�WKH�%RG\�IURP�WKH�$JH�RI�&KLYDOU\�
WR�&RXUWO\�&LYLOLW\¶��LQ��0LFKHO�)HKHU��5DPRQD�1DGGDII�DQG�1DGLD�7D]L��HGV����Fragments for a History 
of the Human Body, vol. 2, New York, 1980, pp. 148-199. 
959 Barbara Ravelhofer and Mickäel Bouffard-Veilleux and Herman Roodenburg only randomly 
PHQWLRQHG�-DQVVHQV¶�SDLQWLQJV�LQ�WKHLU�GLVFXVVLRQV�RI�VHYHQWHHQWK-century dance and paintings. Barbara 
Ravelhofer (ed.), B. de Montagut Louange de la danse. In Praise of the Dance, Renaissance Texts from 
Manuscript, 3, Cambridge, 2000; Hubert Hazebroucq, La Technique de la Danse de Bal vers 1660 
Nouvelles Perspectives, MA Thesis, Université de Reims-Champagne-Ardennes, 2012-2013; Bouffard-
Veill eux and Herman Roodenburg 2011, pp. 28-39; Bouffard 2012. 
960 Ravelhofer 2000. 
961 Bouffard-Veilleux and Roodenburg 2011. 
962 Hubert Hazebroucq, La Technique de la Danse de Bal vers 1660 Nouvelles Perspectives, MA Thesis, 
Université de Reims-Champagne-Ardennes, 2012-2013; Bouffard 2012, pp. 167-202. 



249 
 

In this last section of the chapter, I will first discuss the general characteristics of bodily 

movement in Baroque dance, which was, in contrast to Renaissance dance, mostly 

influenced by French dancing styles.963 In seventeenth-century France, during the reign 

of the dance-ORYLQJ� NLQJ� /RXLV� ;,9�� WKH� µEHOOH� GDQVH¶� �JUDFH�� HDVH�� SUHFLVLRQ�� ZDV�

SHUIHFWHG��,W�ZDV�GHOLFDWH��DQG�RQH�QHHGHG�µD�JRRG�H\H��H[FHOOHQW�H[DPSOHV��DQG�JRRG�

WHDFKHUV¶�964 Though most dancing masters did not write down their dancing techniques 

and lessons, a few of them did, and these dance treatises are now the main source of our 

knowledge of early modern dance.965 Bouffard-Veilleux and Roodenburg used the 

characteristics of dance as described in two treatises written down in the 1620s by two 

(rivalling) dancing masters. De Lauze, dancing master of Georges Villiers (Marquess 

RI� %XFNLQJKDP�� ZURWH� D� WUHDWLVH� RQ� GDQFH� LQ� WKH� ODWWHU¶V� KRQRU�� 8QSXEOLVKHG�� WKH�

choreographer Bartelemy Montagut got hold on his manuscript, and edited the text in 

KLV�RZQ�QDPH��LQ�KRQRU�RI�9LOOLHUV��ZLWK�WKH�WLWOH��µ/RXDQJH�GH�OD�GDQVH¶��De Lauze later 

RQ�HGLWHG�D�QHZ�WUHDWLVH�µ$SRORJLH�GH�OD�GDQVH¶��������966 Both treatises provide us with 

information about elite dance from the beginning of the seventeenth century.967 Hubert 

Hazebroucq combined fragmentary information from other sources in order to sketch 

elite dancing styles in the 1650s and 1660s.968 He mainly used the German dance treatise 

written by Johannes Georg Pasch from 1659, who definitely knew French dancing 

manners at that time.969  

To sketch the main characteristics of baroque dance in the seventeenth century, I have 

used  the typical characteristics these scholars have distilled from the early modern 

treatises central to their discussion. By doing so, I will draw a picture of the movements 

and comportments that were understood by contemporary viewers as civilized, elegant, 

                                                      
963 See amongs others, Stafford 1996. 
964 Rousová 2008, p. 103. 
965 About such dance treatises, see for example: Nevile 2008; Roodenburg 2004; Bouffard 2012. 
966 Ravelhofer 2000, p. 1, p. 9 (on the piracy and the dancing masters, on the treatise and dancing styles, 
and the composition of the treatises, see her general introduction). About these two sources, see also: 
Bouffard-Veilleux and Roodenburg 2011, p. 34. 
967 Ravelhofer in Ravelhofer 2000, p. 30. 
968 Hubert Hazebroucq, La Technique de la Danse de Bal vers 1660 Nouvelles Perspectives, MA Thesis 
University of Reims-Champagne-Ardennes, 2012-2013. 
969 Hazebroucq 2012-2013, pp. 8-16. 
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DQG�HGXFDWHG��RU�WKH�RSSRVLWH��DQG�FRQQHFW�WKHP�ZLWK�WKH�ILJXUHV�LQ�-DQVVHQV¶�VFHQHV�970 

In my analysis I will also address in what way these theories would have inspired 

Janssens ± moreover, I will also discuss his use of the examples of his colleagues and 

predecessors. 

,Q�WKLV�GLVVHUWDWLRQ��,�ZLOO�XVH�WKH�ZRUG�µOHLVXUH¶�IUHTXHQWO\��'DQFLQJ�LV��LQ�IDFW��ZKDW�ZH�

now call a leisure or sporting activit y, although we have to keep in mind that in the early 

PRGHUQ�HOLWH�FRQWH[W��WKHVH�DFWLYLWLHV�µZHUH�QRW�UHJDUGHG�DW�WKH�WLPH�DV�SDUW�RI�D�ODUJHU�

FDWHJRU\�RU�SDFNDJH�FDOOHG�µOHLVXUH¶�¶�DQRWKHU�PHDQLQJ�KDV�WR�EH�JLYHQ�WR�WKH�WHUP��LW�LV�

an important actLYLW\��µD�VHULRXV�DUW�RU�VFLHQFH¶���WKDW�UHTXLUHG�PXFK�WUDLQLQJ��DQG�KHOG�

DQ� LPSRUWDQW�SRVLWLRQ� LQ�RQH¶V� HGXFDWLRQ�971  This becomes clear as I will stress the 

importance of dance in the education of the Antwerp commercial elite with aristocratic 

aspirations (the Moretus famil y) ± dance was a serious activity and an outward symbol 

RI�RQH¶V�JRRG�EUHHGLQJ�972 

 

2. Seventeenth-Century  Elite Dance in the Southern Netherlands 

 

In general, early modern dance has been the subject of many scholarly publications.973 

A study of the history of dance in the seventeenth-century Southern Netherlands is, 

                                                      
970 Ravelhofer, Bouffard and Roodenburg and Hazebroucq made use of Flemish (and sometimes 
-DQVVHQV¶��SDLQWLQJV�WR�LOOXVWUDWH�WKHLU�UHPDUNV��VHH�IXUWKHU�� 
971 3HWHU�%XUNH��µ9LHZSRLQW�7KH�,QYHQWLRQ�RI�/HLVXUH�LQ�(DUO\�0RGHUQ�(XURSH¶��Past and Present, 146 
(February 1995), pp. 137-138 (on fencing, but dancing has to be seen in the same light), p. 143.  
972 Roodenburg 2004. 
973 I hereby present a few examples (though far from exhaustive): a dance history with information 
about the dance practices of the aristocracy, peasants, students, torch dancers, dancing masters, about 
dancing dresses, dancing rooms, mentalities, habits, etc. constructed with information about early 
modern Germany, Eastern Europe, Boston and other American colonies: Walter Salmen, Tanz im 17. 
Und 18. Jahrhundert, Musikgeschichte in Bildern, IV: Musik der Neuzeit, Leipzig, 1988. A recent 
study of English dance in early modern times, see Emily Winerock, Reformation and Revelry. The 
practices and politi cs of dancing in early modern England, c. 1550-c. 1640, doctoral thesis, University 
of Toronto, 2012. Regarding an English seventeenth century dancing master, English balls, and dancing, 
VHH�H�J��-HQQLIHU�7KRUS��µ0U��,VDDF��'DQFLQJ-0DVWHU¶��Dance Research, 24, 2 (Winter 2006), pp. 117-
137. Alessandro Arcangeli  on his turn often discussed (mostly Italian) early modern dance history: 
$OHVVDQGUR� $UFDQJHOL�� µ'DQFH� XQGHU� 7ULDO : The Moral Debate 1200-����¶��Dance Research: The 
Journal of the Society for Dance Research, 12, 2 (Autumn, 1994), pp. 127-155; Alessandro Arcangeli, 
µ/¶HQFKDQWHPHQW�GX�FRUSV�GDQVDQW�j�OD�5HQDLVVDQFH¶��LQ��&ODXGH�)LQW]��HG����Les imaginaires du corps 
en mutation. Du corps enchanté au corps en chantier, Paris, 2008, pp. 107-117; Alessandro Arcangeli, 
µ0RUDO�9LHZV�RQ�'DQFH¶��LQ��-HQQLIHU�1HYLOe (ed.), Dance, Spectacle, and the Body Politick, 1250-1750, 
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however, still lacking.974 In particular the history of Antwerp seventeenth-century elite 

dance, dancing masters and balls has barely been studied, though the (archival) 

                                                      
Bloomington, 2008, pp. 282-����� $OHVVDQGUR� $UFDQJHOL�� µ7KHRUL]LQJ� 'HSLFWLRQV� DQG� 'HVFULSWLRQV��
,QWHUGLVFLSOLQDU\�$SSURDFKHV�WR�'DQFLQJ�LQ�/DWH�5HQDLVVDQFH�(XURSH��3DQHO�'LVFXVVLRQ�¶��LQ��Society 
of Dance History Scholars, Proceedings, Thiertieth Annual Conference Co-sponsored with CORD 
Centre national de la danse, Paris, 21-24 June 2007, pp. 306-307.  Historical dance treatises have been 
edited and commented upon (cf. for example Barbara Ravelhofer (ed.), B. de Montagut Louange de la 
danse. In Praise of the Dance, Renaissance Texts from Manuscript, 3, Cambridge, 2000; Lynn Matluck 
Brooks, The Art of Dancing in Seventeenth-Century Spain. Juan de Esquivel and His World. Including 
a Translation of the Discursos sobre el arte del danzado by Juan de Esquivel Navarro (Sevill e, 1642) 
and Commentary on the Text, London, 2003). An overview of dance treatises and other sources for the 
KLVWRU\�RI�GDQFH��VHH�-HQQLIHU�1HYLOH��µ'DQFH�LQ�(XURSH�����-����¶��LQ��-HQnifer Nevile (ed.), Dance, 
Spectacle, and the Body Politi ck, 1250-1750, Bloomington, 2008, pp. 8-10 (dance treatises, descriptions 
of dance by eye witnesses, treatises on danced spectacles, court records (dancing masters, payments, 
etc.), iconographic sources, legal documents, scores for the music, printed programs of ballets de cour). 
This volume about early modern dance edited by Jennifer Nevile in 2008 is also very informative for a 
general understanding of the different meanings and interpretations that were connected to dance, and 
is thus referred to for further reading. 
974 A few exceptions should be named. Mostly, scholars have been interested in the Southern 
Netherlandish history of dance on the seventeenth-century stage and opera and in social eighteenth-
century dance: ,QJHERUJ� GH� &RRPDQ� �µ'DQFHV� DQG� %DOOHW� LQ� 6HYHQWHHQWK-Century Theatre of the 
6RXWKHUQ� 1HWKHUODQGV¶�� LQ� Proceedings of Terpsichore 1450-1900 International Dance 
Conference,Ghent, 2000, pp. 115-130) and Timothy De Paepe (Timothy De Paepe, µµ'LW� OX\VWHUOLMN�
prael-EDO¶�'H�EDOFXOWXXU�LQ�KHW�$QWZHUSVH�7KHDWHU�YDQ�KHW�7DSLVVLHUVSDQG�LQ�GH�DFKWWLHQGH�HHXZ¶��Tijd-
Schrift, 1, 1 (2011), pp. 8-15,  
free access: http://issuu.com/heemkunde-vlaanderen/docs/tijdschrift1/13?e=0). 7LPRWK\� 'H� 3DHSH¶V�
GRFWRUDO�WKHVLV�FRQFHUQHG�WKH�$QWZHUS�RSHUD���7LPRWK\�'H�3DHSH��µ8QH�SODFH�SRXU�OHV�FRPHGLHV«��GH�
relatie tussen inrichting, repertoire en gebruik van de Antwerpse theatergebouwen tussen 1610 en 1762, 
doctoral thesis, University of Antwerp, 2011. In 2013, historians of the University of Antwerp have 
edited a volume on early modern music and urban history. Of interest in this dissertation are the 
contributions concerning the evolution of Antwerp opera (Timothy De Paepe) and the culture of music 
at early modern Antwerp funerals (Stefanie Beghein). In addition, church music and ministrel music 
are discussed by Eugeen Schreurs as well. (Stefanie Beghein, Bruno Blondé and Eugeen Schreurs (eds.), 
Music and the City. Musical Cultures and Urban Societies in the Southern Netherlands and Beyond, c. 
1650-1800��/HXYHQ���������7KH�VSHFLILF� FRQWULEXWLRQV�PHQWLRQHG��7LPRWK\�'H�3DHSH�� µ´/HV�RSHUDV�
HWDLHQW� HQ� YRJXH´�� 2SHUD� LQ� D� FLW\� LQ� FULVLV�� $QWZHUS EHWZHHQ� ����� DQG� ����¶�� 6WHIDQLH� %HJKHLQ��
µ0XVLFDO� DQG� IXQHUDO� SUDFWLFHV� LQ� $QWZHUS�� F�� ����-����¶�� (XJHHQ� 6FKUHXUV�� µ&KXUFK� PXVLF� DQG�
PLQLVWUHO�PXVLF� LQ� WKH�6RXWKHUQ�1HWKHUODQGV��ZLWK�D�VSHFLDO� IRFXV�RQ�$QWZHUS¶�� 6FKUHXUV¶� UHVHDUFK�
about early modern music in Antwerp in general has been very enlightening, though much more 
UHVHDUFK�VWLOO�QHHGV�WR�EH�FRQGXFWHG��(XJHHQ�6FKUHXUV��µ.ODQNHQ�LQ�GH�VWDG¶��LQ��-DQ�9DQ�GHU�6WRFN��HG����
Stad in Vlaanderen. Cultuur en maatschappij  1477-1787, exh.cat., Brussels, Gemeentekrediet, 
Brussels, 1991, pp. 157-170. The same is true for research to the iconography of early modern music in 
the Southern Netherlands as well. 6HH�IRU�H[DPSOH��:LOO\�'HKHQQLQ��µ%URQQHQ�YRRU�GH�*HVFKLHGHQLV�
YDQ� KHW� 0X]LHNOHYHQ� WH� $QWZHUSHQ¶�� Revue belge de Musicologie/ Belgisch tijdschrift voor 
Muziekwetenschap 8, 1 (1954), pp. 19-40; research by musicologist and art historian Godelieve 
6SLHVVHQV�� VHH� IRU� H[DPSOH� *RGHOLHYH� 6SLHVVHQV�� µ*HVFKLHGHQLV� YDQ� GH� JLOGH� YDQ� GH� $QWZHUSVH�
speelli eden bijgenaamd Sint-Job en Sint-Maria-Magdalena Deel II : 1600-�����¶� Revue belge de 
Musicologie/ Belgisch Tijdschrift voor Muziekwetenschap 28/30 (1974-1976), pp. 24-111; Karel 
0RHQV��µ'H�YURXZ�LQ�GH�KXLVPX]LHN��(HQ�LFRQRJUDILVFKH�VWXGLH�QDDU���GH- en 17de-eeuwse schilderijen 
HQ�SUHQWHQ�XLW�GH�1HGHUODQGHQ¶��Jaarboek van het Vlaams Centrum voor oude muziek, II  (1986), pp. 43-
63; Alfons K. Thijs, Van geuzenstad tot katholiek bolwerk. Maatschappelijke betekenis van de Kerk in 
contrareformatorisch Antwerpen, Turnhout, 1990, especially pp. 149-159. For research on genre 
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information gathered by musicologist and art historian Godelieve Spiessens about the 

Antwerp musicians guild and about many seventeenth-century Antwerp musicians has 

been a major help in order to sketch the musical context of Antwerp in the seventeenth 

century.975  

In order to contextualize the different associations Janssens may have evoked in the 

minds of the audience of his dancing companies, I will first give an overview of the 

different opinions and meanings that were attached to (elite) dance in the seventeenth-

century Southern Netherlands, and in particular Antwerp. I will  first address the 

µSRVLWLYH¶� UROH� RI� GDQFH� LQ� WKH� OLYHV� RI� WKH� ZHDOWK\� $QWZHUS� FRPPHUFLDO� HOLWH� ZLWK�

aristocratic aspirations (cf. infra), and, afterwards, I will address the negative, 

moralising reception of dance. Finally, I will also shortly address the important role of 

dance in the seventeenth-century courting activities of the young. 

 

2.1. Dance as an Aristocratic Form of Elite Entertainment, Social Status 

and Body Language 

 

In the early modern period, a shift can be discerned in the attitudes of the nobility. Until 

the mid-sixteenth century the aristocracy set themselves apart by their physical and 

                                                      
painting and the representation of music iconography in the Northern Netherlands, see for example Ian 
)��)LQOD\��µ0XVLFDO�LQVWUXPHQWV�LQ���WK-&HQWXU\�'XWFK�SDLQWLQJV¶��The Galpin Society Journal 6 (July 
1953), pp. 52-69; Buijsen and Grijp 1994; (GG\� GH� -RQJK�� µ0X]LHN� HQ� VFKLOGHUNXQVW¶�� LQ�� Een 
muziekgeschiedenis der Nederlanden, Louis Grijp et al. (eds.), Amsterdam, 2001, pp. 261-273. Peter 
Fischer, Music in Paintings of the Low Countries in the 16th and 17th centuries, Amsterdam, 1975; 
Richard Leppert, The theme of music in Flemish paintings of the seventeenth century, 2 vols., Munich, 
������$OEHUW�GH�0LULPRQGH��µ/HV�VXMHWV�GH�PXVLTXH�FKH]�OHV�&DUDYDJLVWHV�IODPDQGV�¶�Jaarboek van het 
Koninklij k Museum voor Schone Kunsten Antwerpen (1965), pp. 113-�����LGHP��µ/HV�VXMHWV�GH�PXVLTXH�
FKH]�*RQ]DOHV�&RTXHV�HW�VHV�pPXOHV¶��Bulletin Koninklij ke Musea voor Schone Kunsten van België, 16 
(1967), pp. 179-�����LGHP��µ/D�PXVLTXH�HW�OH�IDQWDVWLTXH�FKH]�'DYLG�5LMFNDHUW�,,,¶��Jaarboek van het 
Koninklij k Museum voor Schone Kunsten Antwerpen (1968), pp. 177-�����5LFKDUG�/HSSHUW�� µ'DYLG�
7HQLHUV� WKH�<RXQJHU� DQG� WKH� ,PDJH� RI�0XVLF¶�� Jaarboek van het Koninklij k Museum voor Schone 
Kunsten Antwerpen (1978), pp. 63-155. Karel Moens mostly discusses sixteenth-century prints, and 
studies the status of musicians and instruments, the social position of women in musical gatherings, and 
the moral ideas connected to music in this period: Karel Moens and Iris Kockelbergh, Muziek & Grafiek. 
Burgermoraal in de 16de- en 17de-eeuwse Nederlanden, exh.cat., Antwerp Hessenhuis, Antwerp, 1994. 
In this dissertation I have not discussed the identification of the musical instruments presented on the 
paintings in-depth ± this may certainly be yet another point of GHSDUWXUH�IRU�UHVHDUFK� LQWR�-DQVVHQV¶�
works of art. 
975 See in further references in this chapter and in chapter 1. 
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mil itary qualities. Eventually, the idea of chivalry declined. Dif ferentiation strategies 

changed: a graceful body, good taste in fashion, music, art, elegance, and a good 

HGXFDWLRQ�JDLQHG�PRUH�LPSRUWDQFH��QH[W�WR�WKH�µROG¶�VNLOOV�LQ�ZDUIDUH��,Q�WKH�VHYHQWHHQWK�

century, the ideal courtier had to be able to converse agreeably about cultural, artistic 

DQG� SROLWLFDO� VXEMHFWV�� $IWHU� DOO�� WKH� LGHDO� µKRQQrWH� KRPPH¶� ZDV� WR� JRYHUQ� VRFLHW\��

strengthened by his good education, in a virtuous manner.976 The nobilit y identified 

themselves by, for example, the deportment of the body, the display of FLYLOLW\��RQH¶V�

knowledge of etiquette. Learning how to dance and how to play music was not only an 

RXWZDUG�LPSURYHPHQW��LW�ZDV�DOVR�FRQVLGHUHG�D�ZD\�WR�PRXOG�D�\RXQJ�DULVWRFUDW¶V�LQQHU�

OLIH��DV�WKHVH�VNLOOV�HQDEOHG�KLP�WR�µSXUVXH�WKH�SDWK�RI�YLUWXH�DQG�DYoid the temptation 

RI�YLFH¶��D�YLHZ�WKDW�VKDUSO\�FRQWUDVWHG�ZLWK�WKH�LGHDV�RI�FRQFHUQHG�PRUDOLVW�ZULWHUV��FI��

infra). In the sixteenth century, Castiglione had already mentioned that a person needed 

to have a certain grace in order to be identified as aristocratic. In the second half of the 

seventeenth century this idea had developed further, and an aristocrat was to be called 

µDQ�KRQQrWH�KRPPH¶�± D�JUDFHIXO��FKDUPLQJ�PDQ�ZLWK�D�FHUWDLQ�µMH�QH�VDLV�TXRL¶�ZKLFK�

made him stand out.977 

                                                      
976 6LPRQ�*URHQYHOG��µ6WLMJHQGH�ODJHUH�DGHO��9DQ�'XYHQRLGH�QDDU�:DVVHQDHU������-�����¶��LQ��*XLGR�
Marnef and René Vermeir (eds.), Adel en macht. Politi ek, cultuur, economie, Maastricht, 2004, p. 58.  
977 Vigarello 1990, pp. 149-152; Roodenburg 2004, pp. 78-79, passim. Lagerstam 2007, p. 63. Gerrit 
Verhoeven, Anders reizen? Evoluties in vroegmoderne reiservaringen van Hollandse en Brabantse 
elites (1600-1750), Hilversum, 2009, p. 170; Sarah R. Cohen, Art, Dance, and the Body in French 
Culture of the Ancien Régime, Cambridge, 2000, p. 4, p. 14. Children had to learn the good manners in 
RUGHU�WR�EHFRPH�VXFK�DQ�µKRQQrWH�KRPPH¶��Les Heures du Jour. 'DQV�O¶LQWLPLWp�G¶XQH�IDPLOOH�GH�OD�
haute société, de Louis XIV à la République, exh.cat., Dijon, Musée National Magnin, Paris, 2009, p. 
50.  Evolution of nobilit y from medieval knights to honnête homme, see for example: Marc van Vaeck 
and Johan Verberckmoes, Trap op Trap af. Zeventiende-eeuwse presentaties van feest en vermaak in 
en rond het kasteel, exh.cat., Horst, kasteel van Horst, Leuven, 1998, p. 10; Both fencing but also 
knowledge of music was the ideal combination for a seventeenth-FHQWXU\�µJHQWLOKRPPH¶��'H�/DHW�������
p. 194 (example is discussed). Van Orden sees an evolution at the end of the seventeenth century, 
LOOXVWUDWHG� E\� WKH� FKDQJH� RI� µJHQV� G¶DUPHV¶� WR� µJHQWLOKRPPHV¶�� 1HYHUWKHOHVV�� LQ� HDUO\� VHYHQWHHQWK�
century, the aristocracy still  had to bH� PLOLWDU\� HGXFDWHG�� µ(YHQ� DV� SROLWHQHVV�� FLYLO� FRQYHUVDWLRQ��
erudition, and skill  in social dance began to be expected of nobles and instructions in arms taught some 
gentle lessons such as attention to detail and self-restraint, fencing, for example, retained its violence, 
QREOH�FDUHHUV�WKHLU�EORRGVKHG��DQG�FRXUDJH�LWV�YLUWXH¶��.DWH�YDQ�2UGHQ��Music, Discipline, and Arms in 
Early Modern France, Chicago/ London, 2005, p. 42); Crow argued that in the later seventeenth century 
D�VKLIW�DOVR�RFFXUUHG�LQ�WKH�PHDQLQJ�RI�WKH�µKRQQrWH�KRPPH¶��DV�LW�EHFDPH�µWR�GHVLJQDWH�WKLV�LGHDO�W\SH�
RI�VXSUHPHO\�GLVLQWHUHVWHG�DULVWRFUDW��7KRPDV�&URZ��µ&RGHV�RI�6LOHQFH��+LVWRULFDO�,QWHUSUHWDWLRQ�DQG�
tKH�$UW� RI�:DWWHDX¶��Representations, 12 (Autumn, 1985), p. 8. About Castiglione and dance, see: 
Roodenburg 2004; 9iFODY�%$åHN�DQG�5RVWLVODY�6PtãHN��µ'DQFH�LQ�WKH�(YHU\GD\�/LIH�RI�WKH�1RELOLW\�DW�
WKH�%HJLQQLQJ�RI�WKH�0RGHUQ�(UD¶��LQ��5RXVRYi�����, pp. 27-28��7KH�FRQFHSW�RI�WKH�µMH�QH�VDLV�TXRL¶��
WKLV� µIHDWXUH¶� WKDW�PDNHV� D�SHUVRQ�GLVSOD\�FLYLOLW\��ZDV� DOUHDG\�SUHVHQW� LQ� WKH�5HQDLVVDQFH��+HUPDQ�
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Learning how to dance properly was a basic element of the education of a young 

DULVWRFUDW�� ,W� ZDV� RQH� RI� WKH� µWKUHH� FKLHI� DUWV� RI� PHGLHYDO� FKLYDOU\�� ULGLQJ�

�KRUVHPDQVKLS��� IHQFLQJ� DQG� GDQFLQJ¶�� $OO� WKUHH� RI� WKHVH� DUWV� WUDLQHG� WKH� ERG\� LQ�

adopting a graceful, upright position and in attaining the correct bodily posture.978 The 

importance of ideal corporal control of movements and elegance was already present in 

aristocratic (or those who aspired to be) education. Elite dance was a way to learn how 

                                                      
5RRGHQEXUJ��µ'DQFLQJ�LQ�WKH�'XWFK�5HSXEOLF��WKH�XVHV�RI�ERGLO\�PHPRU\¶��LQ��+HUPDQ�5RRGHQEXUJ�
(ed.), Forging European Identities, 1400-1700, Cambridge, 2007/2013 (paperback edition), p. 329-330. 
%\�PDVWHULQJ�RQH¶V�ERG\��DV�RQH�KDG�WR�GXULQJ�HOLWH�GDQFH���LW�ZDV�EHOLHYHG�RQH�ZRXOG�JDLQ�UHVSHFW� 
Roodenburg 1993, 153 (conduct books); Rousová 2008, p. 102; Motley 1990, p. 57; The history of 
manners is the history of dance: Roodenburg 2004, p. 88; Ronald G. Asch, Nobiliti es in Transition 
1550-1700 Courtiers and Rebels in Bri tain and Europe, London, 2003, p. 84 and passim. Asch 
GHVFULEHG�FLYLOLW\��µWKH�DUW�RI�DSSHDULQJ�JUDFHIXO�DQG�HOHJDQW¶��S�������+H�DGGHG�µ7KH�WHUP�honnêteté 
denotes a behavior which is at once polite, civili zed and unpretentious. The honnête homme µLV�D�PDQ�
of a certain social rank and prestige, that is, normally a nobleman, but who combines this with a certain 
OHYHO�RI�HGXFDWLRQ¶��S������IXUWKHU�RQ�KH�HODERUDWHV�RQ�FRQGXFW�PDQXDOV��7KLV�µKRQQrWH�KRPPH¶�OLYHG�D�
OHLVXUHG�OLIH��RWLXP���DQG�E\�µFXOWLYDWLQJ�KLV�RZQ�SHUVRQDOLW\�LQ�SROLWH�FRQYHUVDWLRQ¶��KH�FRXOG�µGULYH�
away the boredom (ennui) which was the price he had to pay for the li fe of leisure which was the 
HVVHQWLDO�SUHFRQGLWLRQ�IRU�KLV�FXOWXUDO�DFKLHYHPHQWV¶��$VFK�������S������6HH�DOVR�9HUKRHYHQ�������S��
���� )LOPHU� GHVFULEHG� KRZ� µGDQFH� LQ� HDUO\�PRGHUQ� (XURSH¶�ZDV� µWKH� HPERGLPHQW� RI� FLYLOLW\¶�� 3DXO�
)LOPHU��µEmbodiment and Civilit y in Early Modernity: Aspects of Relations between Dance, the Body 
and socio-FXOWXUDO�&KDQJH¶, Body & Society (1999), p. 4. Regarding the connection between dance and 
civilit y see also: Bouffard 2012, p. 176. 
978 Jeroen Dekker, Leendert *URHQHQGLMN�DQG�-RKDQ�9HUEHUFNPRHV��µ7URWVH�RSYRHGHUV�YDQ�NZHWVEDUH�
NLQGHUHQ��'H�SHGDJRJLVFKH�UXLPWH�LQ�GH�1HGHUODQGHQ¶��LQ��-DQ�%DSWLVW�%HGDX[�DQG�5XGL�(NNDUW��HGV��� 
Kinderen op hun mooist. Het kinderportret in de Nederlanden 1500-1700, exh.cat., Haarlem, Frans Hals 
Museum/ Antwerp, Koninklij k Museum voor Schone Kunsten, Ghent/ Amsterdam, 2000, p. 53-54. 
Vigarello 1990; Roodenburg 1993 [a], p. 156; Lagerstam 2007, p. 86; Roodenburg 2004, p. 11, p. 94-
102 (passim). About such an education of Swedish young aristocrats see Lagerstam 2007, p. 61-62. 
/HDUQLQJ� WKHVH� WKUHH� DUWV�� LQFOXGLQJ� IRUHLJQ� ODQJXDJHV� µDQG� JHQHUDOO\� DOO� WKRVH� VNLOOV� ZKLFK� D� WUXH�
FRXUWLHU�QHHGHG¶�ZDV�DOVR�D�JRDO�RI� WKH�µJUDQG�WRXU¶�VHH��$VFK�������S������'DQFH�ZDV� WKH�SHDFHIXO�
counterpart of DQ�DULVWRFUDW¶V�PDLQ�RFFXSDWLRQ��ZDUIDUH��7KH�WKUHH�DUWV�RI�IHQFLQJ��GDQFLQJ��DQG�KRUVH�
ULGLQJ�µZHUH�HTXDO�LQ�VNLOO�DQG�VWUHQJWK��DQG�VHHPLQJO\�DFFRUGHG�HTXDO�VWDWXV¶��&KHU\O�/��6WDIIRUG��µ)URP�
the Italian Renaissance to the French Baroque: A Look at the Shift in Cultural Influence Through Court 
'DQFH¶��ICHPER SD (Spring 1996), p. 17. Dancing, horse riding, fencing and mathematics were crucial 
IRU�D�QREOHPDQ¶V�DULVWRFUDWLF�HGXFDWLRQ��DQG�PDGH�VXUH�JUDFH��DQG�HOHJDQFH�ZDV�WDXJKW��0RWOH\�������
p. 124, passim on aristocratic education and the need for civilit y, elegance etc. through these exercises; 
%RXIIDUG� ������ S�� ����� 6HH� DOVR�� -DFTXHV� 5HYHO�� µ'H� WRHSDVVLQJ� YDQ� GH� ZHOOHYHQGKHLG¶� LQ�� 5RJHU�
Chartier (ed.), Geschiedenis van het persoonlijk leven (postume edition of the book prepared and 
initiated by Philippe Ariès), translation, Amsterdam 1989, p. 167. Learning how to ride see: Revel 1989, 
p. 173 (it prepared the body for hunting, the arms, and going on walks, and started with learning how 
to gain a good posture). In the long eighteenth century in England, dance had become part of standard 
HGXFDWLRQ�RI�WKH�DULVWRFUDFU\�DQG�µWKH�JHQWU\¶��$QQH�%ORRPILHOG�DQG�5XWK�:DWWV��µ3HGDJRJXH�RI�WKH�
GDQFH��WKH�GDQFLQJ�PDVWHU�DV�HGXFDWRU�LQ�WKH�ORQJ�HLJKWHHQWK�FHQWXU\¶, History of Education, 37, 4 (July 
2008), p. 605. 
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WR� FRQWURO� WKH� ERG\�� DFKLHYH� D� µSK\VLTXH� VXSSOH� DQG� YLJRURXV� DQG� >«@�PRYHPHQWV�

VRSKLVWLFDWHG�DQG�FRQWUROOHG¶�979  

Countering the moralising/ judgemental comments on dance, apologies were written, 

stressing the aesthetic and moral value of (elite) dance, as was done by Marnix de Sint 

Aldegonde (1577) and other Renaissance writers such as Balthasar Castiglione.980 Many 

different positive features of dance were stressed: it was good physical exercise, a fun 

activity, it cured melancholy, and it taught bodily constraint and moderation as well as 

the adRSWLRQ� RI� DQ� HOHJDQW� SRVWXUH�� 7KLV� ODWWHU� IHDWXUH� ZDV� LQGLVSHQVDEOH�� DV� RQH¶V�

dancing skills, and in extensio�� RQH¶V�HOHJDQFH��XSULJKWQHVV�� DQG�JUDFH�GLVSOD\HG� WKH�

ILJXUH¶V�FLYLOLW\�DQG�KLJK�VRFLDO�VWDWXV��µ1R�RQH�DVSLULQJ�WR� MRLQ�WKH�XSSHU�UHDFKHV�RI�

sociHW\�FRXOG�QHJOHFW�WKH�JUDFHIXOQHVV�RI�SHUVRQDO�FDUULDJH¶�981  

                                                      
979 Lagerstam 2007, p. 63; Roodenburg 2004; Bouffard 2012, p. 177; Les Heures du Jour 2009, p. 91 
(at a reception dance was the moment par excellence WR�GLVSOD\�RQH¶V�ERG\�FRQWURO�DQG�NQRZOHGJH�RI�
the complex dancing steps of noble dance). 
980 Thij s 1990, p. 151; Arcangeli 1994, p. 133; Roodenburg 2004; +HUPDQ� 5RRGHQEXUJ�� µ2YHU�
scheefhalzen en zwellende heupen. Enige argumenten voor een historische antropologie van de 
zeventiende-HHXZVH�VFKLOGHUNXQVW¶��De Zeventiende Eeuw, 9 , 2 (1993), p. 156; Roodenburg 2007/2013. 
981 (Quote:) Roodenburg 2007/2013, p. 331; Roodenburg 2004; Arcangeli 1994, pp. 136-14. In the 
seventeenth century, melancholy was cured by staying in good company, or by pleasant pastimes such 
as reading agreeable books. People also believed that physical entertainments had a good influence on 
both the spirit and the body. Though one must realise that next to the healing qualities, one should 
always keep in mind the idea of moderation. Only in this situation, WKLV�W\SH�RI�µOHLVXUH¶�ZDV�DFFHSWDEOH��
R. Van Stipriaan, /HXJHQV� HQ� YHUPDDN� LQ� %RFFDFFLR¶V� QRYHOOHQ� LQ� GH� NOXFKWOLWHUDWXXU� YDQ� GH�
Nederlandse Renaissance, Amsterdam, 1996, pp. 24-29. The idea that music and dance eventually cured 
melancholy, was stressed in  R. Ve[rstegen], Scherp-sinnighe Characteren. Dit subtijl e beschrijvinghe 
van de proprieteyten oft eyghendommen van verscheyden persoonen. In desen tweeden druck veel 
vermeerdert, Antwerp, 1622, pp. 87-88: µ'H�&KDUDFWHU�9DQ�HHQHQ�0XVLWLHQ Het schijnt dat hy een seker 
spcie is/ van eenen magicien/ want hy can de herten van de menschen disponeren door hunne ooren/ tot 
ghe-heel verscheyden manieren van exercitien/ te we-ten in de kerck tot deuotie/ in de bataille tot vech-
ten/ ende op op bruyloften ende feesten tot dansen / ende daer heeft hy de cracht sonder te connen too-
ueren om wij se lieden te doen schijnen oft sy sot waeren/ maer altoos niet langher dan hyse can houwen 
GDQVHQ��>«@�(Q�K\�LV�RRFN�GHQ�PHGLFLMQ�ZDHUGRRU��0HODQFKRO\�ZRUGW�YDQ�KHW�KHUW�YHUVFKRRXHQ¶��,Q�
������PRUDOLVW�$GULDHQ�3RLUWHUV�ZURWH��µ6RR�VHJJK¶LFN�YDQ�JKHOLMFNHQ��9HOH�GDQVVHQ�HQGH�VSULQJKHQ��
ende doen alle snaren gaen, niet uyt lauter blij schap, diese niet en hebben: maer om hunne droefheydt, 
GLH�LQ¶W�KHUWH�LV��W¶RYHU-roepen: ende om hunne vroegende conscientie, die-se verveert maeckt, ghelij ck 
DOV�W¶RYHUVFKX\IIHOHQ�¶��3RLUWHUV�������S�������,Q�*XL��*LDFRPR�*DVWROGL¶V�Balletten met dry stemmen 
Door Gio. Giacomo Gastoldi Ghestelt op Italiaensche Rijmen: Nu tot vermaeck vande Neder-landtsche 
jeugdt, Met Neder-duytsche woorden verciert. Seer lieffelij ck, vermaeckelij ck, ende stichtelij ck om 
singen, Ende op alle soorten van Instrumenten te spelen. Noyt voor desen ghedruck. Cantusi (Antwerp, 
1641), the first sonnet explains how music was a remedy for melancholy and sadness. For more on 
PHODQFKRO\�DQG�PXVLF��VHH�DOVR��/\QQ�+XOVH�� µ&DYHQGLVK�HQ�GH�PX]LHN¶�� LQ��%HQ�9DQ�%HQHGHQ�DQG�
Nora de Poorter, Vorstelijke vluchtelingen. Willi am en Margaret Cavendish in het Rubenshuis 1648-
1660, exh.cat., Antwerp, Rubenshuis and Rubenianum, Schoten, 2006,  p. 89. 
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In the seventeenth century, social conduct and manners mostly originated in France (the 

French court), and spread all over Europe, where almost all aristocrats followed the 

French example of focusing on outer appearance and manners (cf. chapter 4 on the 

cultural reign of France and the importance of French fashion in the Southern 

Netherlands).982 French conduct manuals were spread in both the Northern and the 

Southern Netherlands, such as Antoine de &RXUWLQ¶V�Nouveau Traité de la Civilité qui 

se pratique en France, Et Ailleurs, parmy les Honne-stes Gens (edited in Brussels and 

in Amsterdam in 1671). In this conduct manual French civil ity and rules of etiquette are 

described for those who wished to know how to behave well at court.983 De Courtin 

stressed that a gentilhomme KDG�WR�OLYH�E\�UXOHV�RI�µSROLWHVVH¶��D�OLIHVW\OH��D�FRPELQDWLRQ�

RI�µKRQQrWHWp��DQG�PRGHVW\�L�H��OLYLQJ�DFFRUGLQJ�WR�RQH¶V�RZQ�VRFLDO�VWDWXV��984 French 

conduct manuals and etiquette were very authoritative. Children learned the French 

language and etiquette, and boys would eventually finalise their education with a grand 

tour to Italy and France which ensured they got in touch with the rules of civilité there 

as well.985 

Outward appearance through the posture of the body, the knowledge of decent behavior 

DQG�HOHJDQFH�ZHUH�FRQVLGHUHG�UHIOHFWLRQV�RI�RQH¶V�LQQHU�OLIH��DQG�IRUPHG�VWDWXV�V\PEROV��

as they proved good and decent education.986  By behaving and keeping the body in the 

                                                      
982 Asch 2003, p. 5, and this is a general knowledge, see also Roodenburg 2004; Timmermans 2008, p. 
�����2Q�ERG\�ODQJXDJH��µZHOOHYHQGKHLG¶�VHH�DOVR��5HYHO�������SS�����-181. 
983 Cohen 2000, p. 14; 5RRGHQEXUJ�������+HUPDQ�5RRGHQEXUJ��µ'H�µKDQG�YDQ�YULHQGVFKDS¶�2YHU�KHW�
KDQGHQ�VFKXGGHQ�HQ�DQGHUH�JHEDUHQ�LQ�GH�5HSXEOLHN�GHU�]HYHQ�9HUHQLJGH�3URYLQFLsQ¶�LQ��-DQ�%UHPPHU�
and Herman Roodenburg (eds.), Gebaren en li chaamshouding van de Oudheid tot heden, Nijmegen, 
1993, pp. 172-175; Les Heures du Jour. 'DQV�O¶LQWLPLWp�G¶XQH�IDPLOOH�GH�OD�KDXWH�VRFLpWp��GH�/RXLV�;,9�
à la République, exh.cat., Dijon, Musée National Magnin, Paris, 2009, pp. 92-93. The book was very 
popular and much translated, see Revel 1989, pp. 171-172. 
984 Antoine de Courtin, Nouveau Traité de la Civilit é qui se pratique en France, Et Aill eurs, parmy les 
Honne-stes Gens, Brussels, 1671.   
985 Many elite children went on a Grand Tour, often to Paris and France, where they would learn more 
about danFLQJ�� KRUVH� ULGLQJ�� FRQYHUVDWLRQ� VNLOOV��PDWKHPDWLFV�� H[HUFLVHV�� HWF�� LQ� RUGHU� WR� µHQWHU� WKH�
ZRUOG¶�ZLWK�NQRZOHGJH�RI�WKH�UXOHV�RI�FLYLOLW\��5RRGHQEXUJ�������SS�����-111; Motley 1990, p. 134; 
Groenveld 2004, p. 58. Gerrit Verhoeven, Anders reizen? Evoluties in vroegmoderne reiservaringen 
van Hollandse en Brabantse elites (1600-1750), Hilversum, 2009, p. 19-21, p. 38, p. 77, passim (this 
book also discusses conduct manuals and the art of riding, fencing, dancing as  a manner to learn how 
to behave gracefully etc.). On the influence of French etiquette on the Dutch: Roodenburg 1993, p. 154. 
In their Grand Tour, the aristocracy wanted to combine education with the exploration of Italian and 
Western European cities, European courts, passively or even actively partake in milit ary confli cts, or 
make sure they get offered a position in an army: Asch 2003, p. 57. 
986 Roodenburg 2004; Stafford 1996, p. 17; Motley 1990, p. 55-56. 
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correct position, a bond between people that looked alike was created (elitarian social 

association).987 0RUHRYHU�� DQG� LQ� DGGLWLRQ�� WKH� H[KLELWLRQ� RI� RQH¶V� HOHJDQW� GDQFLQJ�

TXDOLWLHV�� RU� DW� OHDVW� RQH¶V� HPERGLPHQW�RI� HOHJDQFH� DQG�JUDFH� �IRU� H[DPSOH� LQ�RQH¶V�

gracious manner of walking, greeting, upright position, and dancing), was an outward 

sign of social status or social differentiation, as was the buying of luxury estates, or the 

display of wealthy dresses and jewelry.988  

Despite the moralists condemning dance furiously, elite dance989 was a very popular 

form of entertainment in the early modern Southern Netherlands.990 In the eighteenth-

century, public balls were organized in Antwerp. In the seventeenth century, the 

Antwerp nobilit y enjoyed their own private balls.991 The tradition of organising dancing 

DFWLYLWLHV� LQ� RQH¶V� RZQ� �H[FOXVLYH�� VRFLDO� JURXS�� DPRQJ� RQH¶V� RZQ� VRFLDO� SHHUV�

(aristocratic soirées and bourgeois gatherings) was already present in the seventeenth 

century, as people wanted to distance themselves from the lower classes of society.992 

                                                      
987 Muchembled 1991, p. 217-220.  
988 Roodenburg 2004; Rousová 2008, p. 102; Muchembled 1991, p. 220-221; Carolien De Staelen, 
Levenswijze en consumptiepatroon van een Antwerpse weduwe: het huishoudjournaal van Elisabeth 
Moretus, unpublished dissertation, UGent, 2002; Bernd Roeck, Civic culture and everyday life in early 
modern Germany, Leiden/ Boston, 2006, pp. 108-111 (about German civic elites); on the ideal and 
importance of an upright position (no deformity or lack of proper deportment), see: Georges Vigarello, 
µ7KH�8SZDUG�7UDLQLQJ�RI�WKH�%RG\�IURP�WKH�$JH�RI�&KLYDOU\�WR�&RXUWO\�&LYLOLW\¶��LQ��0LFKHO�)HKHU��
Ramona Naddaff  and Nadia Tazi (eds.), Fragments for a History of the Human Body Part Two, New 
York, 1990, p. 149; Joseph A. Amato, On foot. A History of Walking, New York/ London, 2004, p. 72 
(social distinction in early modern times of the aristocracy and the aspiring upper middle class); 
Schröder-Klaassen 2007, pp. 11-12. 5HJDUGLQJ�WKH�µFLYLOL]LQJ�FKDUDFWHU�RI�GDQFH¶��VHH�DOVR�WKH�SRHP�LQ�
WKH�1RUWKHUQ�1HWKHUODQGLVK�µ*HPHQJHOGH�3DUQDV-loof: bestaande in verscheidene soort van gedichten: 
]R�HUQVWLJH�DOV�VSRWGLFKWHQ¶��$PVWHUGDP��������HQWLWOHG�µ2S�GH�GDQV�RHIIHQLQJ¶� µ+HW�GDQVVHQ�LV�HHQ�
zaak oude en jonge goed; Het geen men diend van jongs te leeren, Om wel by de menssen te verkeeren. 
Om wel te leeren gaan, en hoe men iemand groet, Naar wel-gevoeglyckheid, naar zeden en manieren; 
Die niets van deeze kunst verstaat, Gaat als een plompert langs de straat, En komt in een salet als een 
:HVWIDDOLQJ� ]ZLHUHQ¶�� )�*�� 1DHUHERXW�� µ6QRRGH� H[HUFLWLHQ�� +HW� ]HYHQWLHQGH-eeuwse Nederlandse 
SURWHVWDQWLVPH�HQ�GH�GDQV¶��Volkskundig Bulletin, 16, 2 (1990), p. 140, p. 154. 
989 In this dissertation I will  not address peasant dances, as this requires another approach, as is offered 
by Paul Vandenbroeck and his concept of negative self definition, see: Paul Vandenbroeck, Beeld van 
de ander, vertoog over het zelf: over wilden en narren, boeren en bedelaars, exh.cat., Antwerp, 
Koninklij k Museum voor Schone Kunsten van Antwerpen, Antwerp, 1987. 
990 Thijs 1990, p. 151.  
991 De Paepe (Dit luysterlij k prael-bal) 2011, p. 8. Spiessens also notes that the city of Antwerp in the 
eighteenth century organised opera, concerts and balls accessable only to invitees. In addition, the city 
GLG�QRW�OLNH�WKH�PDQ\�µGDQVPHUFNWHQ¶�DQG�EDOOV�ZLWK�PDVTXHV�HWF��WKDW�ZHUH�RUJDQL]HG�LQ�KRXVHV�LQ�WKH�
city, and regularly forbade these organisations. Eventually, public balls were RUJDQL]HG�E\�WKH�FLW\¶V�
almoners ± DV� PHQWLRQHG� E\� 'H� 3DHSH�� *RGHOLHYH� 6SLHVVHQV�� µ0X]LHNOHYHQ� HQ� PX]LNDQWHQ� WH�
Antwerpen 1700-����¶��Jaarboek van het Vlaams centrum voor oude muziek, 1 (1985), pp. 95-96. 
992 Thijs 1990, p. 155. 
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A few examples: in 1658, the English exiles Wil liam and Margaret Cavendish threw a 

ball in honour of Charles II  in their home in Antwerp. For two hours they danced 

µ)UHQFK�GDQFHV�«�WKHQ�IRON�GDQFHV¶�DQG�WKHQ�KDG�GLQQHU��$IWHU�WKH�EDQTXHW�WKe guests 

danced again for two hours until 12 in the evening.993 In 1682, the governor of Doornik 

had thrown a ball as well, and after dinner, the invitees had danced all night long until 

��D�P��$IWHUZDUGV��WKH\�ZHQW�VWUDLJKW�WR�PDVV�WRJHWKHU��µQRXV�DYRQV�GDQsé jusques à sis 

KHXUHV�GX�PDWLQ��HW�ORUV�QRXV�DYRQV�WRXV�HVWp�j�OD�PHVVH�HQVDPEOH¶��994  

 

Elite Dance in Seventeenth-Century  Antwerp: the (New) Aristocracy and 

WKH�µ+RPLQHV�1RYL¶�ZLWK�$ULVWRFUDWLF�$spir ations 

 
1H[W� WR� WKH�DULVWRFUDF\�� WKH�ZHDOWK\�µERXUJHRLV¶�HOLWH��VXFK�WKH�0RUHWXV�IDPLO\��DOVR�

adopted dance as an important activity, despite many moralists condemning the activity 

(cf. infra). In seventeenth-century Antwerp, the members of the urban elite can be 

roughly divided into two groups: the old patrician (aristocratic) establishment, and the 

QHZ� FRPPHUFLDO� HOLWH� �µKRPLQHV� QRYL¶� RU� µQRXYHDX[� ULFKHV¶��� ZKR� KDG� VRFLDO� DQG�

                                                      
993 8UVXOD�+lUWLQJ��µ$QWZHUSHQ�HQ�]LMQ�LQZRQHUV��µ'H�PHHVW�JHFLYLOLVHHUGH�HQ�IDWVRHQOLMNH�PHQVHQ�GLH�
LN�RRLW�RQWPRHWWH¶��LQ��%HQ�9DQ�%HQHGHQ�DQG�1RUD�GH�3RRUWHU��Vorstelijke vluchtelingen. Willi am en 
Margaret Cavendish in het Rubenshuis 1648-1660, exh.cat., Antwerp, Rubenshuis and Rubenianum, 
6FKRWHQ��������S������VHH�DOVR�8UVXOD�+lUWLQJ¶V�FDWDORJXH�QRWH�LQ��9DQ�%HQHGHQ�DQG�'H�3RRUWHU�������
p. 176. Another example is described by the Antwerp merchant Henri François Schilders (1638-1680), 
who stayed in Amsterdam in August 1663. The Schilders family were a merchant family with 
aristocratic aspirations and many connections in the elite world, comparable to the Moretus family (n.b. 
+HQUL�)UDQoRLV�6FKLOGHUV¶�GDXJKWHUV� UHFHLYHG�GDQFLQJ� OHVVRQV���The information about the Schilders 
IDPLO\��'RUULW�9DQ�&DPS�� µ2QEHNHQG�PDDNW� RQEHPLQG��+HW� DUFKLHI� YDQ� YHUZDQWHQ� YDQ� GH� IDPLOLH�
0RUHWXV��LQ�KHW�ELM]RQGHU�GH�IDPLOLH�6FKLOGHUV¶��De Gulden Passer, 87, 1 (2009), pp. 5-6, p. 8, p. 10, 
passim.   
http://www.museumplantinmoretus.be/docs/stad/bedrijven/cultuur_sport_recreatie/cs_musea/museum
%20plantin-moretus/artikel_dorrit_knip.pdf [access 13 January 2015]. In August 1663, Henri François 
Schilders wrote to his mother and stepfather (Jean Baptiste de Labistraete, see Van Camp 2009) in 
Antwerp about his journey from Cologne to Amsterdam. He recalled how his friends, his uncle Jacomo, 
his XQFOH� +HQ�GULN�� DQG� KLV� DXQW�� XQFOH� 1LFRODHV� µGHQ� &UXLMV� EURHGHU¶� ZLWK� KLV� IULHQG�� DQG� PLVWHU�
Bosschaert had stayed in Zone, a place only four miles away from Cologne. There, they were in a very 
JD\�PRRG��DV�WKH\�ZHUH�µOXVWLJK�YUROLMFN¶�DQG�JDYH�H[SUHVVLRn to their state of mind by dancing all night 
XQWLO�WZR�R¶FORFN��WKRXJK�WKH\�KDG�WR�JHW�XS�DW�IRXU�WR�SXUVXH�WKHLU�MRXUQH\��7KH�GDQFLQJ�SDUW\�ZDV�QRW�
condemned, nor rapported about with any shame; it was an addition in order to sketch the well -humored 
and merry character of the travelling group of people of the high social class of society: Antwerp, 
Archive Museum Plantin-Moretus (hereafter MPM), FA SCH/LAB/CORR/S-29, Letter from Henri 
François Schilders, Amsterdam, 2-21 August 1663, 9 pieces: 2nd of August 1663 in Amsterdam. 
994 Marc van Vaeck and Johan Verberckmoes, Trap op Trap af. Zeventiende-eeuwse presentaties van 
feest en vermaak in en rond het kasteel, Leuven 1998, pp. 29-30. 
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economical capital, gained more power, and also started to engage in politics. Over the 

course of the seventeenth-FHQWXU\�� WKLV� FRPPHUFLDO� HOLWH� ZDV� SDUW� RI� DQ� µHPHUJLQJ�

$QWZHUS� XUEDQ� QRELOLW\¶� DV� PDQ\� RI� WKHP� WULHG� WR� EHFRPH� DQG� VRPH� DFKLHYHG� LQ�

EHFRPLQJ��HQQREOHG��7KLV�ODWWHU�JURXS�HYHQWXDOO\�RXWQXPEHUHG�WKH�µROG¶�QRELOLW\��7KH�

boundaries between the different social groups of Antwerp high society were very 

SHUPHDEOH�� PHPEHUV� RI� WKH� ZHDOWK\� PHUFDQWLOH� FODVV� �µQRXYHDX[� ULFKHV¶�� ZLWK�

aristocratic aspirations mingled with the established Antwerp aristocracy. Both parties 

gained from such a union ± if  pauperized, the old nobility gained from marital 

connections with rich mercantile families. For the mercantile elite such an alliance 

provided them with the aspired social promotion as they had to be ennobled as soon as 

possible.  

In seventeenth-cenWXU\�$QWZHUS�� WKH�QRELOLW\� �PRVWO\� WKH� µQRXYHDX[� ULFKHV¶� and the 

PHUFDQWLOH�HOLWH��FRQVHTXHQWO\��VKDUHG�D�VLPLODU�FXOWXUH� �µFXOWXUDO�RVPRVLV¶�� Both the 

recently ennobled and the commercial elite with aristocratic aspirations formed the 

group of people that used outward symbols and social strategies in order to obtain high 

social prestige in society to eventually become ennobled. One of these strategies was 

WKH� SDWURQDJH� RI� DUW�� WKH� VWDUWLQJ� RI� DQ� DUW� FROOHFWLRQ�� DQG� WKH� GHSLFWLRQ� RI� RQH¶V�

µFRQQRLVVHXUVKLS¶�RI�DUW��&RQVHTXHQWO\��WKLV�ZDV�WKH�VRFLDO�JURXS�RI�SHRSOH�GHSLFWHG�LQ�

SDLQWHG�DUW�JDOOHULHV��DQG�DOVR�LQ�-DQVVHQV¶�SDLQWHG�DUW�FROOHFWLRQV��FI�� LQWURGXFWLRQ�RI�

WKLV� GLVVHUWDWLRQ��� $Q� µLQFUHDVHG� VHQVLWLYLW\� RI� WKH� HOLWH� WR� JHQHDORJ\�� OLIHVW\OH� DQG�

represeQWDWLRQ��VRFLDO�IURQW���FDXVHG�WKHP�>WKH�µKRPLQHV�QRYL¶@�WR�PDNH�VWDWXV�FODLPV��

by way of statements, behaviours and symbols and using their material or cultural 

FDSLWDO� RU� ERWK¶�� &RQVSLFXRXV� FRQVXPSWLRQ�� WKH� DGRSWLRQ� RI� SROLWLFDO� SRZHU�� WKH�

discussion of genealogy, the buying of a country estate, the collection of art, etc. were 

all outward signs or evidences of ± in the case of the commercial elite ± the aristocratic 

DVSLUDWLRQV��RU�RI�RQH¶V�QREOH�OLIH��6XFK�DQ�DGRSWLRQ�RI�D�QREOH�OLIHVW\OH�ZDV�SDUW�RI�WKis 

social strategy. Af ter all, this lif estyle and aristocratic appearance had become as 

important as the legal documents in being able to receive the noble title.995  

                                                      
995 %HUW�7LPPHUPDQV��µ7KH�6HYHQWHHQWK-Century Antwerp Elite and Status Honour. The Presentation 
RI�6HOI�DQG�WKH�0DQLSXODWLRQ�RI�6RFLDO�3HUFHSWLRQ¶��LQ��7RRQ�9DQ�+RXGW��-DQ�/��'H�-RQJ��=RUDQ�.ZDN��
Marij ke Spies and Marc Van Vaeck (eds.), On the Edge of Truth and Honesty. Principles of Strategies 
of Fraud and Deceit in the Early Modern Period, Intersections. Yearbook for Early Modern Studies, 2 
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Consequently, as elsewhere in early modern Europe, a growing group of Antwerp upper 

middle class citizens with aristocratic aspirations emulated aristocratic behavior. Their 

µDULVWRFUDWLF¶� DFWLYLWLHV� EHFDPH� VWDWXV� V\PEROV�� DQG� RQH� RI� WKHP� ZDV� GDQFH�996 The 

                                                      
(2002), p. 149, (quotation:) p. 150, p. 151, p. 157, passim; %HUW� 7LPPHUPDQV�� µ1HWZRUNHUV� DQG�
Mediators in the 17th-century Antwerp Art World: The Impact of Collectors-Connoisseurs on Artistic 
3URFHVVHV�RI�7UDQVPLVVLRQ�DQG�6HOHFWLRQ¶��LQ��5HQJHQLHU�&��5LWWHUVPD��Luxury in the Low Countries. 
Miscellaneous Reflections on Netherlandish Material Culture, 1500 to the Present, Brussels, 2010, p. 
112; Bert Timmermans, Patronen van patronage in het zeventiende-eeuwse Antwerpen. Een elite als 
actor binnen een kunstwereld, Amsterdam, 2008, pp. 47-49, pp. 55-56, p. 180, passim; Bert 
7LPPHUPDQV��µ7KH�(OLWH�DV�&ROOHFWRUV�DQG�0LGGOHPHQ�LQ the Antwerp Art World of the Seventeenth 
&HQWXU\¶��LQ��.DWOLMQH�9DQ�GHU�6WLJKHOHQ��HG����Munuscula Amicorum. Contributions on Rubens and his 
Colleagues in Honour of Hans Vlieghe, vol. 2, Pictura Nova X, Turnhout, pp. 343-345; Faith Paulette 
'UHKHU��µ7KH�$UWLVW�DV�6HLJQHXU��&KDWHDX[�DQG�7KHLU�3URSULHWRUV�LQ�WKH�:RUN�RI�'DYLHG�7HQLHUV�,,¶��The 
Art Bulletin, 60, 4 (1978), p. 685, p. 689; Van Vaeck and Verberckmoes 1998, p. 22; Herman 
9DQGRUPDHO��µ9DQ�ERXUJHRLV�WRW�WUqV�QREOH��'H�IDPLOLH�6FKRFNDHUW�GH�7LULPRQW, heren van Gaasbeek 
���GH�HHXZ�¶��LQ��-��9HUEHVVHOW��(��9DQ�(UPHQ��5��9DQ�8\WYHQ��HW�DO���De adel in het hertogdom Brabant, 
Brussels, 1985, p. 111, p. 113, p. 116 (Van Dormael nevertheless suggests that there were still  some 
tensions between the old and the new nobilit y, p. 121). Many famili es were ennobled in the second half 
RI�WKH�VHYHQWHHQWK�FHQWXU\�LQ�$QWZHUS��EXW�HYHQ�PRUH�VR�LQ�WKH�HLJKWHHQWK�FHQWXU\��.DUHO�'HJU\VH��µ'H�
$QWZHUSVH�DGHO�LQ�GH���GH�HHXZ¶��LQ����9HUEHVVHOW�9DQ�(UPHQ��9DQ�8\WYHQ��HW�DO���985, pp. 133-134, p. 
137, passim (li festyle nobilit y mostly in the eighteenth century). Blondé argues that the process of 
aristocratisation is a continuous presence in the history of Antwerp from 1585 onwards. He notes that 
the wealthy merchant famili es adopted noble liefestyles, indicating how the aristocratic aspirations 
LQIOXHQFHG�WKH�$QWZHUS�FXOWXUH�RI�WKH�XUEDQ�HOLWH��%UXQR�%ORQGp��µ%RWVHQGH�FRQVXPSWLHPRGHOOHQ"�De 
V\PEROLVFKH� EHWHNHQLV� YDQ� JRHGHUHQEH]LW� HQ� YHUEUXLN� ELM� GH�$QWZHUSVH� DGHO� �FD�� �����¶�� LQ: Guido 
Marnef and René Vermeir (eds.), Adel en macht. Politi ek, cultuur, economie, Maastricht, 2004, p. 123. 
Verberckmoes and Van Vaeck 1998, p. 10 (cultural osmosis between the nobilit y and the members of 
the non-aristocrats, such as merchants, enterpreneurs, public officals, etc.). They nevertheless suggest 
WKDW�LQ�JHQHUDO��WKH�QHZ�QRELOLW\�UHPDLQHG�VPDOOHU�LQ�QXPEHU�WKDQ�WKH�µROG�QRELOLW\¶��7KH\�VHH�WKDW�WKH�
cultural activities among the upper middle classes and the aristocracy were mingled, though they also 
suggested that the difference between the old aristocracy and the new elite was nevertheless clear (p. 
22). However, they discuss the general Southern Netherlandish nobilit y, as in this dissertation, I mainly 
focus on the situation in Antwerp, where an urban elite of mercantile origins had most prestige, and did 
in fact become the most important group of the Antwerp elite: Koen De Vlieger-De Wilde, Adellij ke 
levensstijl . Dienstpersoneel, consumptie en materiële leefwereld van Jan van Brouchoven en Livina de 
Beer, graaf en gravin van Bergeyck (ca. 1685-1740), Brussels, 2005, p. 99-101, p. 116. 
996 Filmer 1999, p. 6.; About the rising aristocratic aspirations of the Antwerp seventeenth-century 
bourgeoisie who wanted to obtain a noble li festyle, see: TimmerPDQV�������+DQV�9OLHJKH��µ7KHRGRRU�
5RPERXWV�HQ�]LMQ�JH]LQ�JHSRUWUHWWHHUG�GRRU�9DQ�'LMFN¶��Leids Kunsthistorisch Jaarboek, 8, 1989, p. 
145. For a comparable idea in general about the middle class following the aristocracy and using a 
dancing master, see Schröder-Klaassen 2007, p. 83. In France, for example, the nobilit y rose in 
numbers. The noblemen could not only set themselves apart as belonging to the aristocratic class by 
their descent only; people tried to express their wealth and their aristocratic background (or their aspired 
aristocratic status) by outward symbols, such as the buying of large estates, the wearing of fashionable 
and expensive dress, etc. One of the outward symbols was their comportment, civilit y, and elegance, 
which was displayed not only in elite dance, but also in manners of walking, standing, greeting, etc (see 
above): Cohen 2000, p. 4. Bouffard 2012, p. 177. Vandormael notes how in the Southern Netherlands 
and Spain, but also in France, the number of ennoblements rose: Vandormael 1985, p. 112. In general: 
Asch 2003, pp. 2-3, pp. 70-71, and following. Dance as a manner to display grace and polite honour 
both by men and women, see: Stafford 1996, p. 17. Veerle de Laet also notes that in seventeenth-century 
Antwerp, it was exactly this commercial elite and urban middle class (due to the absence of a court and 
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wealthy (high bourgeoisie) who aspired to a noble status, also tried to obtain a lifestyle 

fitting their (idealised) status.997 An important example in Antwerp is the Moretus 

famil y of printers. Many of its members tried (often in vain) to be ennobled, and it was 

not until 1692 that Balthasar III Moretus (1646-1696) succeeded.998 In this famil y with 

aristocratic aspirations, the children also had to learn how to dance by a dancing master 

(cf. further). The Antwerp elite mostly consisted of the new nobilit y with mercantile 

background, and the commercial elite with aristocratic aspirations. It is precisely their 

common shared culture of dance and fashion, and their aspired noble lif estyles, that 

were represented by Janssens.999 This group of commercial elite and the recently 

ennobled families would have paid a lot of importance to these outward symbols of a 

QREOH�OLIH��LQ�RUGHU�WR�UHFHLYH�RU�HVWDEOLVK�WKHLU�µQREOH¶�GHVFHQW��7KH�QHZ�QRELOLW\�ZDV�

thus much more prone to the display of such outward symbols than the old aristocracy 

(despite their mingling). However, De Vlieger-De Wilde added that the Antwerp 

nobility (conisisting of the new mercantile elite) remained rather economical in their 

expenses. They lived according to their status, but not exuberantly.1000  

As Janssens stressed these outward symbols clearly, his paintings (including the painted 

art galleries) display the ideal of the commercial elite with aristocratic aspirations; the 

new nobilit y in their art collections, while dancing and conversing elegantly in idealised 

                                                      
an aristocratic elite ± WKRXJK�DULVWRFUDWV�ZHUH�SUHVHQW��VHH�WKH�DULVWRFUDWLVDWLRQ�DERYH��ZKR�IRUPHG�µWKH�
FDWDO\VW�RI�WKH�LQWURGXFWLRQ�DQG�VSUHDG�RI�FLYLOL]HG�HWLTXHWWH¶��9HHUOH�'H�Laet, Brussel binnenskamers. 
Kunst- en luxebezit in het spanningsveld tussen hof en stad, 1600-1735, Amsterdam, 2011, p. 147, p. 
189. 
997 %HUW� 7LPPHUPDQV�� µ7KH� (OLWH� DV� &ROOHFWRUV� DQG�0LGGOHPHQ� LQ� WKH� $QWZHUS� $UW�:RUOG� RI� WKH�
6HYHQWHHQWK�&HQWXU\¶�� LQ��.DWOLMQH�9DQ�GHU�6WLJKHOHQ��HG����Munuscula Amicorum. Contributions on 
Rubens and his Colleagues in Honour of Hans Vlieghe, vol. 2, Turnhout, 2006, p. 347, passim; 
Timmermans 2008, p. 55, passim. 
998 In the seventeenth century many merchant famili es, masitrates, higher ambternaars or patriciers, 
wanted to ennbobled, and the Moretus family had the same ambition. In 1692 Balthasar III  Moretus 
finally fulfill ed the dream of the whole family and became ennobled by Karel II : Maurits Sabbe, Uit 
het Plantijnse huis. Verspreide opstellen, Antwerp, 1924, p. 117. 
999 ,�KHUHE\�SDUWO\�IROORZ�+DQV�9OLHJKH¶V�UHPDUN��µ7KHUH�LV�QR�GRXEW�WKDW�-DQVVHQV¶V�ZRUNV�ZHUH�Dlso 
LQWHQGHG�WR�UHIOHFW�WKH�LQFUHDVLQJO\�DULVWRFUDWLF�OLIHVW\OH�RI�WKH�ULFK�EXUJKHUV�ZKR�ERXJKW�WKHVH�SLFWXUHV¶��
Vlieghe 1998, p. 154. However, the ideals of the new, Antwerp nobilit y (which were the same) were 
also represented by Janssens (cf. furthers). This coincides with the remarks by Legrand and Goodman 
± L�H��WKDW�WKHVH�SDLQWLQJV�µDUH�QHYHU�GLUHFW�DQG�IDFWXDO�UHFRUGV�RI�XSSHU-bourgeoisie or urbane aristocracy 
EXW�DUH�LGHDOL]HG�DQG�GHFRUDWLYH�UHFUHWLRQV�RI�KRZ�WKH\�ZLVKHG�WR�VHH�WKHPVHOYHV¶��*RRGPDQ��992, p. 
13 (cf. chapter 2). Legrand also noted that, although she mostly added that the figures display bourgeois 
OLIH��-DQVVHQV�GHSLFWHG�PHPEHUV�RI�D�GLIIHUHQW�VRFLDO�JURXS�WKDQ�9DQ�GHU�/DPHQ�GLG��-DQVVHQV¶�SDLQWLQJV�
also depict princely scenes: Legrand 1963, p. 93. 
1000 De Vlieger-De Wilde 2005, p. 102, p. 116. 
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Italianate country palaces, wearing wealthy dresses (cf. chapter 5), and living a 

luxurious life.   

,Q� -DQVVHQV¶� GHSLFWLRQV�� WKH� ILJXUHV� HQMR\� WKHLU� DFWLYLWLHV� RQ� WKH� WHUUDFHV� RI� WKHLU�

(Italianate) country estates, wear swords (an aristocratic privilege), are accompanied by 

�UHDO��ILFWLWLRXV��FRDW�RI�DUPV�«�7KHVH�SDLQtings are consequently a compilation of the 

outward symbols of the aspired noble behaviour of the commercial elite, or, in fact, the 

behaviour of the recently ennobled merchants. This is clear in two paintings in which 

Janssens provided the figures. First, in 1681, Janssens painted the portraits and the 

additional genre-figures in Portrait of the Van Delft family (1682, present whereabouts 

unknown, SLIDE 111).1001 In this painting, an existing coat of arms is added on the left 

of the tomb, indicating that the couple central are portraits of the famil y Van Delft-

Kuerlinckx.1002 In this painting, the additional genre figures obviously represent figures 

of the same social status as the couple they surround. Their activities (playing games, 

dancing, making music, conversing elegantly) have an amorous meaning (see the 

LQVFULSWLRQ�µH[�DPRUH�PRUWXL¶�RQ� WKH� WRPE�RQ� WKH� OHIW���EXW�DOVR�GLVSOD\� WKH�PXVLFDO��

dancing and conversational skills of the high society figures. The genre-figures thus 

embody noble ideal behaviour. The VDPH�LV�WUXH�IRU�-DQVVHQV¶�ILJXUHV�RQ�View on the 

Castle of Schoten (c. 1675-1680, Schoten, Gemeentehuis, SLIDE 110). Here, the 

figures are fashionably dressed, display the correct physical comportment, and leave for 

the hunt (a noble activity par excellence). Moreover, in the back of the scene, the 

carriages indicate the wealth of the owners of the castle. Although the figures in the 

scene are not portraits of the owners of the castle of Schoten depicted by Gaspar de 

Witte in the landscape view, they nevertheless embody the social status of its 

inhabitants. The owners of the castle were the De Respaigne famil y (recently ennobled 

merchant famil y). Nicolaas II de Respaigne received the seigniory of Schoten (near 

                                                      
1001 µThis large painting was maybe order [sic] by the van Delft, an important family in Antwerp/ On 
the left side, in the loggia, we see a commemorative monument dedicated to Jan van Delft ( 1592 - 1662 
) with the text : Soli  Deo Gloria - '�2�0��([�$PRUH�0RUWXL¶�� 
http://users.skynet.be/fa292009/painting/janssens/jansse_1.htm (accessed 16 May 2015). 
1002 The coat of arms is the same as the coat of arms that can be found on the memorial to the family 
Kuerlinckx-Van Delft. The memorial is now on display in the Antwerp cathedral. It was made by the 
VFXOSWRU�3HHWHU�6FKHHPDHFNHUV�LQ������DQG�XVHG�WR�KDQJ�LQ�-DQVVHQV¶�SDULVK�FKXUFK��WKH church of Saint 
*HRUJH��$GROI�-DQVHQ��µ,QOHLGLQJ�WRW�GH�VWXGLH�YDQ�GH�]HYHQWLHQGH�HHXZVH�JUDIPRQXPHQWHQ¶��Bulletin 
van de Koninklij ke Musea voor Kunst en Geschiedenis, 40-42 (1986-1970), p. 231. 
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Antwerp) after the death of his mother. He had been ennobled in 1661. His successor 

was the nobleman Jan Frederick de Respaigne in 1678-1718, who owned the Schoten 

castle. The genre figures in this painting and their behaviour were thus the visualisations 

of the outward symbols of nobility of a recently ennobled merchant famil y, but no 

portraits. Owning a countryhouse, hunting, driving around in coaches, walking 

elegantly and with an upright posture, are activities that were connected with the 

DULVWRFUDF\��DQG�ZHUH�DGGHG�LQ�-DQVVHQV¶�SDLQWLQJ� 1003 JansseQV¶�ILJXUHV��KH�DGGHG�WKH�

figures on a painting by De Witte) were thus representatives of the social class of the 

new nobility and their ideal bodily comportment and lifestyle.  

As I shall show in this chapter by discussing the dancing lessons in the Moretus famil y, 

dance was an extremely important aspect for the commercial elite with aristocratic 

aspirations.  

 

The Inclusion of Dance in Elite Education in Seventeenth-Century  Antwerp  

 

In 1693, in an educational treatise that was edited in Paris but also sold in Brussels, Mr. 

Bordelon advises teachers to make sure the children keep their bodies in a decent 

position.1004 Children are advised only to enjoy recreational activities as much as is 

necessary to behave well and care for the mind and the body. One should never enjoy 

WKHVH�WKLQJV�IRU�WRR�ORQJ��µ1¶XVH]�GHV�UHFUHDWLRQV�TX¶DXWDQW�TXH�YRXV�HQ�DXUH]�EHVRLQ�

SRXU�YRXV�ELHQ�SRUWHU��VRLW�SRXU�OH�FRUSV��VRLW�SRXU�O¶HVSULW¶�1005 In the late seventeenth 

century, John locke added that children who learned how to dance not only shaped the 

                                                      
1003 Roland Baetens, Schoten: Geschiedenis van een tweeluik, Schoten, 1982; Roland Baetens, Hoven 
YDQ� SODLVDQWLH�� KHW� µVRHWH¶� EXLWHQOHYHQ� LQ� GH� SURYLQFLH� $QWZHUSHQ�� ��de-20ste eeuw, Antwerp, 2013; 
Joseph A. Amato, On Foot. A History of Walking, New York/ London, 2004; Bruno Blondé, 
µ,QGLFDWRUHQ�YDQ�OX[HYHUEUXLN"�Paardenbezit en conspicuous consumption te Antwerpen (zeventiende-
DFKWWLHQGH�HHXZ�¶��Bijdragen tot de Geschiedenis, 84, 4 (2001), pp. 497-512; Roodenburg 2004; J.A. 
+HQGULN[��µ-DFKW�DOV�YHUPDDN�YDQ�GH�HOLWH¶��LQ��-DQ�'H�-RQJVWH��-XOLHWWH�5RGLQJ�DQG�%RXNMH�7KLjs (eds.), 
Vermaak van de elite in de vroegmoderne tijd��+LOYHUVXP��������+DQQHORUH�0DJQXV��µ$ULVWRFUDWLVFK�
bezit en vermaak in beeld. Het recent gerestaureerde Zicht op het kasteel van Schoten (c. 1675-1680, 
Schoten, Arsenaal) van twee Antwerpse schilders Hiëronymus Janssens (1624-1693) en Gaspar de 
Witte (1624-�����¶��Scot. Tijdschrift van de vereniging voor heemkunde Schoten, 42, 150 (2015), pp. 
44-59. 
1004 µ4X¶LOV� PHWWHQW� WR�MRXUV� OHXU� FRUSV� GDQV� XQH� SRVWXUH� ELHQ-VHDQWH�� 	� TX¶LOV� QH� IDVVHQW� SRLQW� GH�
grimacHV¶ : Mr. Bordelon, La belle education, Paris, 1693 (sold in Brussels), p. 112. 
1005 Mr. Bordelon, La belle education, Paris, 1693 (sold in Brussels), p. 144. 
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body in the correct upright comportment and grace, but also improved their good 

behavior and self -confidence, and prepared them for conversations. Dance was thus a 

form of socialisation.1006 For seventeenth-century wealthy parents, who hoped for a 

good future/career for their offspring, dancing lessons, and the consequent attainment 

RI�SURSHU�SRVWXUH�DQG�ERGLO\�EHKDYLRU�DFFRUGLQJ�WR�RQH¶V�VRFLDO�VWDWXV� was vital. These 

dance lessons made sure the children would learn how to walk, bow correctly, be 

graceful, and have supple limbs and dance (with an air of effortlessness - what is called 

E\�&DVWLJOLRQH�µVSUH]]DWXUD¶��± they would learn the fine art of civility  and thus reflect 

their high social status.1007  

Teaching children how to dance in the early modern period in Antwerp was connected 

ZLWK�WHDFKLQJ�RQH¶V�FKLOGUHQ��)UHQFK��HWLTXHWWH��politesse and refinement.1008 Ilja van 

                                                      
1006 )LOPHU�������S�����0RWOH\�������S������S�� ��%$åHN�DQG�6PtãHN� LQ��5RXVRYi�������S������µ/RFNH�
aspired to create a civili sed society which included valuing dance for its cultural and health-JLYLQJ�UROH¶��
Bloomfield and Watts 2008, p. 606. 
1007 Rousová 2008, p. 102-103; Roodenburg 1993, passim; Roodenburg 2004, pp. 12-13, pp. 78-83, 
passim (in this book information about the ideal bodily elegance and posture through these exercises 
and information about the conduct manuals such as the one by Castiglione are discussed in depth); in 
general about aristocratic conduct, and behavior with a sense of ease, and in general a culture of 
aristocracy, see Asch 2003, p. 6, p. 61, p. 82 and following (information about the ideal courtier etc.), 
passim; Motley 1990, p. 19, p. 25, p. 37, pp. 57-58, passim. Benjamin Roberts and Leendert F. 
*URHQHQGLMN��µ0RUDO�3DQLF�DQG�+ROODQG¶V�/LEHUWLQH�<RXWK�RI�WKH�����V�DQG�����V¶��Journal of Family 
History, 30 (2005), p. 331; Les Heures du Jour��������S������'DQFH�DV�D�PHDQV�WR�VKRZ�RQH¶V�VRcial 
status: Schröder-Klaassen 2007, p. 12. The importance of an upright body and correct posture is 
beautifully ill ustrated by the case of the littl e Constantijn Huyghens. The young boy underwent 
dangerous surgery in order to heal his crooked neck. The fact that his parents were prepared to risk the 
\RXQJ�ER\¶V�OLIH�LQ�RUGHU�WR�JLYH�KLP�D�EHWWHU�DQG�PRUH�HOHJDQW�SRVWXUH��DIWHU�KDYLQJ�WULHG�RWKHU�RSWLRQV�
such as a stiff  collar, ribbons to the hat and steaming the neck), is telli ng about the importance of the 
ERG\�ODQJXDJH�LQ�WKH�VHYHQWHHQWK�FHQWXU\��ZKLFK�FRXOG�WKXV�PDNH�RU�EUHDN�RQH¶V�FDUHHU�DQG�VRFLDO�VWDWXV�
in society). Huyghens also wanted all his children to learn how to dance in order to adopt the ideal 
ERGLO\�SRVWXUH�DQG�HOHJDQFH��+HUPDQ�5RRGHQEXUJ�� µOver scheefhalzen en zwellende heupen. Enige 
argumenten voor een historische antropologie van de zeventiende-HHXZVH� VFKLOGHUNXQVW¶�� De 
Zeventiende Eeuw, 9 , 2 (1993), pp. 152-153, p. 156; Roodenburg 2004, p. 77-80, p. 86-88, dancing 
µFRQFRPLWDQW�WR�VRFLDO�VXFFHVV¶��VHH�S������SDVVLP��Bouffard 2012, p. 176; Kolfin 1999, p. 165; Roberts 
and Groenendij k 2005, p. 331 
1008 Regarding the French cultural influence in seventeenth-century and eighteenth-century Antwerp 
(see chapter 5) on fashion, but also in language, ERRNV��µ)UHQFK�VRLUpHV¶�RU�µFRQYHUVDWLRQV¶�� �)UHQFK�
LPPLJUDQWV�DV�FRQQRLVVHXUV�RI�)UHQFK�µVDYRLU-IDLUH¶��)UHQFK�SULYDWH�WXWRUV��)UHQFK�VHUYDQWV��DQG�)UHQFK�
dancing masters, see: Ilja Van Damme, Verleiden en verkopen. Antwerpse kleinhandelaars en hun 
klanten in tijden van crisis (ca. 1648-ca. 1748), Amsterdam, 2007, pp. 187-228, passim; France was 
also the cultural example in the seventeenth-century court city Brussels: De Laet 2011, p. 168-174. On 
the cultural exchange between France and England in the seventeenth-century, including dance and 
bodily comportment, see: Gesa Stedman, Cultural Exchange in Seventeenth-Century France and 
England, Franham/ Burlington, 2013, pp. 126-127, pp. 73-76 passim. Brooks also notes the important 
influence of French culture in the Northern Netherlands in dancing, and, in particular, at the court in 



265 
 

Damme and Bruno Blondé have rightfully argued that the French descent of such 

maitres de danse or à la mode masters was of great importance, as France was the 

cultural example par excellence for the Antwerp nouveaux riches and aristocracy (cf. 

chapter 5). Van Damme notes how in 1681 the first foreign dancing master who became 

burgher of Antwerp originated from Paris.1009 Indeed, on 31 January 1681, the Paris 

GDQFLQJ� PDVWHU� µ$QWKRQL� %HDXGRXHQ� GDQVPHHVWHU� JHERUHQ� YDQ� 3DULMV¶� EHFDPH� DQ�

Antwerp burgher.1010 +H�ZDV��KRZHYHU��QRW�WKH�ILUVW�µGDQFLQJ�PDVWHU¶�WR�LPPLJUDWH�WR�

$QWZHUS� DQG� WR� EHFRPH� D� µSRRUWHU¶�� DV� LQ� ������ )UDQFRLV� 4XLOOp�� D� GDQFLQJ�PDVWHU�

originating from Tienen though with a French sounding name, had applied for 

citizenship in Antwerp as well.1011 These are the registered new burghers of Antwerp, 

but earlier French dancing masters were already hired in the Southern Netherlands and 

in the Northern Netherlands as well (cf. infra).1012 This dancing master must therefore 

have been sure his profession would attract new customers after his arrival in Antwerp.  

In Antwerp, many members of the wealthy commercial elite paid attention to dance 

education, as is evidenced by the lists of expenses and payments to the dancing masters 

preserved in the archives.1013  

                                                      
The Hague where a French named dancing master was present. The seventeenth-century Dutch theatre, 
and dance, was also inspired by French style: Brooks 1988, p. 19, 22. 
1009 Van Damme 2007, p. 191; Harald Deceulaer, Pluriforme patronen en een verschill ende snit. 
Sociaal-economische, institutionele en culturele transformaties in de kledingsector in Antwerpen, 
Brussel en Gent, 1585-1800, Amsterdam, 2001, p. 176. In his discussion of the French cultural 
hegemony in the Southern Netherlands in the seventeenth century, the dancing master Anthonis 
Badouen from Paris in 1681 is mentioned as an example of the influence of Paris in Antwerp.  
1010 $QWZHUS��)HOL[$UFKLHI��µ9LHUVFKDDUERHNHQ�GHU�VWDG�$QWZHUSHQ�PHW�SRRUWHUVOLMVWHQ¶��9������;9,,�
1671-������PLFURILOP�������������-DQXDU\�������*RGHOLHYH�6SLHVVHQV��µ*HVFKLHGHQLV�YDQ�GH�JLOGH�YDQ�
de Antwerpse speelli eden, bijgenaamd Sint-Job en Sint-Maria-Magdalena, Deel III : 1650-����¶��Revue 
belge de Musicologie/ Belgisch Tijdschri ft voor Muziekwetenschap, 36/38 (1982-1984), p. 125. 
1011 $QWZHUS��)HOL[$UFKLHI��µ9LHUVFKDDUERHNHQ�GHU�VWDG�$QWZHUSHQ�PHW�SRRUWHUVOLMVWHQ¶��9������;9,,�
1671-1684) microfilm 0622434: 16 December 1677; Spiessens 1982-1984, p. 125. 
1012 Roodenburg 2004, p. 91. 
1013 In this chapter, I have made use of the archives or important commercial dynasties in seventeenth-
FHQWXU\�$QWZHUS��7KHLU�DUFKLYHV�DUH�JDWKHUHG�LQ�WKH�IXQG�µ,QVROYHQWH�%RHGHO¶��$QWZHUS��FLW\�DUFKLYH�
QRZ�FDOOHG�µ)HOL[DUFKLHI¶���0RVWO\��WKH�GRFXPHQWV�DUH�YDOuable for their contribution to economic and 
social history. The fund was sorted and organised by Jan Denucé, who described the history of the fund 
LQ��-DQ�'HQXFp��µ/HV�$UFKLYHV�SULYpHV�HW�O¶KLVWRLUH��Archives commerciales privées: le fonds des faillit es 
à $QYHUV¶��Annales d'histoire économique et sociale, 4, 16 (1932), pp. 372-377. Denucé also referred 
to the importance of the archive of the Plantin-Moretus museum, which should be combined with the 
information found in the fund in the Antwerp Felixarchief. For many references to dancing masters in 
the Plantin-Moretus archive, I am indebted to Tom de Roo (University of Antwerp) and Kristof 
Selleslach (MPM). 
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The most well-known Antwerp Baroque painter Peter Paul Rubens had also subjected 

his children to dancing lessons. Af ter the ennobled painter had died in 1640, a list of 

expenses was written (1645), which included fees to the dancing master for teaching his 

FKLOGUHQ�KRZ�WR�GDQFH��µ����Aen den dansmeester die de kinderen geleert heeft gl. 12-

��¶�1014 $W�WKH�WLPH�RI�5XEHQV¶�GHDWK�LQ�������KLV�FKLOGUHQ�ZHUH�VWLOO�YHU\�\RXQJ��&ODUD�

Johanna was eight years old (born in 1632); Frans was seven years old (born in 1633); 

Isabella Helena was five years old (born in 1635); Peter Paul was only three years old 

(born in 1637).1015 ,W� LV� SRVVLEOH� WKDW�5XEHQV¶� WKUHH� ROGHVW� FKLOGUHQ� �ERUQ� GXULQJ� KLV�

second marriage with Helena Fourment) were the ones who had been given these 

dancing lessons, as mostly children started dancing at the age of five.1016 

,Q� WKH� ELOOV� µYDQ�0DVVRHXU�$GULDHQVHQ¶� NHSW� LQ� DQ� XQLGHQWLILHG� µPHPRULHERHN¶� RI� D�

female member of the famil y Fourment (dated 1658-1670) part of the famil y archive of 

De Groot-Hendricx famil y (whose members specialised in the trade of textiles and 

Southern specialities), payments to dancing masters are listed: 4 guilders 16 to the 

)UHQFK� GDQFLQJ�PDVWHU� �µDDQ� GHQ� IUDQVHQ� GDQV�PHHVWHU¶�1017 and 7 guilders 4 to the 

GDQFLQJ�PDVWHU��µDHQ�GHQ�GDQV�PHHVWHU�J����¶���7KH�SD\PHQWV�FDQ�EH�GDWHG�F������-

166��� /DWHU� RQ�� WKH\� DJDLQ� OHIW� �� JXLOGHUV� ��� WR� WKH� GDQFLQJ�PDVWHU� �µDHQ� GHQ� GDQV�

PHHVWHU¶���8QIRUWXQDWHO\��QR�LQIRUPDWLRQ�DERXW�WKH�GDWH�FDQ�EH�IRXQG��SUREDEO\�F������-

1670).1018  

$�ZHDOWK\�PHUFKDQW¶V�IDPLO\�ZLWK�DULVWRFUDWLF�DVSLUDWLRQV�ZKR�DGRSWHG�GDQFLQJ�OHssons 

LV�WKH�IDPLO\�6FKLOGHUV��,Q�6HELOOD�%RVVFKDHUW¶V�KRXVHKROG�ERRN��VKH�ZDV�WKH�ZLIH�RI�

                                                      
1014 Erik Duverger, Antwerpe kunstinventarissen uit de zeventiende eeuw, vol. 5: 1642-1649, Brussels, 
199���S�������%HUW�:DWWHHXZ��µ2Q]LFKWEDDU�DDQZH]LJ��GLHQVWSHUVRQHHO�WHQ�KXL]H�YDQ�5XEHQV¶��LQ��%HQ�
van Beneden (ed.), Rubens privé. De meester portretteert zijn famili e, exh.cat., Antwerp, Rubenshuis, 
Brussels, 2015, p. 71. 
1015 Paul Oppenheimer, Rubens: A Portrait, New York, 1999, p. 322, p. 340; Van Beneden 2015, p. 
260. 
1016 About the age, see: Schröder-Klaassen 2007, p. 81-82: Constantijn Huyghens learned how to dance 
at the age of five, in order to receive sweet and elegant movements. At the age of seventeen years old, 
Huyghens started dancing again. This brings to mind the ages of the children of the Antwerp commercial 
elite who learned to dance (cf. infra). 
1017 The cultural rule of France is clear in this description of a dancing master as well . In the Northern 
Netherlands the dancing masters also had French origins or adopted a French name. Citizens most 
probably were also keen to learn the latest French dances: Naerebout 1990, p. 140. 
1018 $QWZHUS��)HOL[DUFKLHI��µ,QVROYHQWH�%RHGHO¶��,%������IRO�����Y��DQG�IRO����� r. 
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Henri Francois Schilders, cf. supra),1019 dancing lessons and a French dancing master 

IRU�WKH�WZR�\RXQJ�JLUOV�LQ�VFKRRO�DUH�PHQWLRQHG��LQ�������6HELOOD�ZURWH�GRZQ�µGHQ�6 

april hebben ons twee dochterkens begost te leeren dansen bij den fransen dansmeester 

in school en den 10 juli heb de meester betaelt voor 3 maenden iden een patacon ter 

PHDQW�GDPHQ�������>JXOGHQ@¶�1020  

Members of the different generations of the well-known and wealthy Moretus family 

paid a dancing master in Antwerp to teach their children how to dance.1021  The list of 

H[SHQVHV�RI�0DULD�GH�6ZHHUGW¶V��ZLGRZ�RI�-DQ�,,�0RUHWXV��KRXVHKROG�VWDUWHG�LQ�������

From 1634 onwards, her son Balthasar II Moretus wrote down the expenses of her 

household.1022 +HU� FKLOGUHQ� OHDUQHG� KRZ� WR� SOD\� WKH� µNODYHUVLQJKHO¶� RU� ZHUH� JLYHQ�

singing lessons1023 ± but on the first of March 1635, she also paid 6 guilders to master 

3KLOLSV��µGDQVPHHVWHU¶�1024 

During his stay in Paris (Grand Tour)1025 under WKH�VXSHUYLVLRQ�RI�µ0RQVLHXU�/H�*D\¶��

the young Balthasar III Moretus (1646-1696), son of Balthasar II moretus, was 

immersed in the capital city of high culture, fashion, and civilit y. Bills prove that 

                                                      
1019 'RUULW�9DQ�&DPS��µ2QEHNHQG�PDDNW�RQEHPLQG��+HW�DUFKLHI�YDQ�YHUZDQWHQ�YDQ�GH�IDPLOLH�0RUHWXV��
LQ�KHW�ELM]RQGHU�GH�IDPLOLH�6FKLOGHUV¶��De Gulden Passer, 87, 1 (2009), pp. 5-21 
http://www.museumplantinmoretus.be/docs/stad/bedrijven/cultuur_sport_recreatie/cs_musea/museum
%20plantin-moretus/artikel_dorrit_knip.pdf  
[accessed 28 November 2014] The family also wanted to obtain aristocratic status, and a noble li festyle 
was extremely important, see p. 6. 
1020 Antwerp, Archive Museum Plantin-Moretus, Arch. 1343/nr. 40 household book of Sebill a 
Bosschaerts (Schilders); Van Camp 2009, p. 13. Apart from the dancing lessons, the other activities 
DOVR� LQGLFDWH� WKHLU� QREOH� OLIHVW\OH�� DV� WKH\� KDYH� D� KRUVH�� DµVSHHOKRI¶� LQ� WKH� FRXQWU\VLGH�� DQG� RUGHU�
novelties in dress according to the latest fashion: Van Camp 2009, p. 13.  
1021 I am indebted to Kristof Stelleslach (Musueum Plantin Moretus) and drs Tom de Roo (University 
of Antwerp ± WKH�LQIRUPDWLRQ�KH�KDV�JLYHQ�PH�IURP�KLV�GDWDEDVH��,�KDYH�VLJQHG�ZLWK�µ7G5¶��IRU�KHOSLQJ�
me during my research at the archives MPM and for sharing their information about dancing masters 
with me 
1022 &DUROLHQ�'H�6WDHOHQ��µ5XEHQV¶V�µ6DPVRQ�DQG�'HOLODK¶�LQ�WKH�1DWLRQDO�*DOOHU\��QHZ�IDFWV�UHODWLQJ�WR�
LWV�SURYHQDQFH¶��The Burl ington Magazine, CXLVI (July 2004), pp. 467-468. 
1023 Antwerp, MPM, Arch. 195, for example fols. 6, 13. 
1024 Antwerp, MPM, Arch. 195, fol. 36 (this was written down by Balthasar II Moretus). 
1025 In August 1660 Balthasar II  Moretus travelled to Paris with his fourteen-year old son Balthasar III  
Moretus. The young boy was to stay in Paris for 2,5 year in the care of the nobleman Le Gay, Seigneur 
de Montfontaine. After his stay in Paris, Balthasar III  went on a grand tour to Italy and Germany: D. 
9DQ�GHU�&UX\VVH��µ%OLNNHQ�XLW�GH�ODJH�ODQGHQ�RS�KHW�3DULMV�YDQ�GH�HHUVWH�ERXUERQYRUVWHQ��3�&��+RRIW¶V�
³UHLV-KHXFKQLV¶��������HQ�%DOWKDVDU�,,�0RUHWXV¶�³,WLQHUDULXP�3DULVLHQQH´������¶��LQ��-��$QGULHVVHQ��$��
Keersmaeckers and P. Lenders, Cultuurgeschiedenis in de Nederlanden van de Renaissance naar de 
Romantiek: Liber Amicorum, Leuven, 1986, p. 328; Sabbe 1924, p. 121-�����0DXULWV� 6DEEH�� µ'H�
Moretussen op reis in 1668 door de Brabandsche Kempen, de Meierij  van 's-Hertogenbosch, Zeeland 
HQ�9ODDQGHUHQ¶�LQ��Uit het Plantijnsche huis, Antwerp, 1924, p. 136. 
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µPRQVLHXU�/H�*D\¶�RUJDQLVHG�GDQFLQJ�DQG�YLROLQ�OHVVRQV IRU�WKH�\RXQJ�ER\��µ$X�0DLVWUH�

GH�'DQVH�SRXU�LXVTXHV�DX�L�HU��GH�'HFHPEHU��������WW���V¶�1026  

0RVWO\�%DOWKDVDU�,,�0RUHWXV¶�FKLOGUHQ�ZHUH�EHWZHHQ����DQG����\HDUV�ROG�ZKHQ�WKH\�

learnt how to dance, as becomes clear from a bill f or dancing lessons in 1673-1674.1027  

7KH�LPSRUWDQFH�RI�GDQFLQJ�LQ�WKH�HGXFDWLRQ�LV�FOHDU�IURP�WKH�ELOO�µ5HFNHQLQJKH�YRRU�

-RQFNHU� %DOWKDVDU� 0RUHWXV¶� �%DOWKDVDU� ,,,� 0RUHWXV�� XQGDWHG�� QRW� RQO\� IRU� GDQFLQJ�

PDVWHU�µYRRU�GHQ�GDQV-PHHVWHU�YDQ�'RUHQ¶���-0), but also for a couple of dancing shoes 

�µYRRU�HHQ�SDHU�GDQVVFKRHQHQ��-�¶��1028 Balthasar III Moretus hired his own dancing 

master Van Doren again to teach his own children how to dance (among other dancing 

masters).1029 

                                                      
1026 Antwerp, MPM, Arch. 712, fol. 139, see also references to his dancing lessons on fols. 144, 148. 
Balthasar II Moretus had a strict educational scheme for his son: Sabbe 1924, p. 121.  
1027 Antwerp, MPM, Arch. 712, fol. 69: µ-XIIURX�0RUHWHV�KHHIW�EHJRVW�WH�OHHUHQ�GDQVHQ�GHQ���LXQL������
tot den 10 meert 1674 is 9 manden/ Juffrou Mariken heeft begost den 24 iuni tot den 10 Meert is 8 
manden en een alf/ Melsior Mortes heeft begost den 11 ottober tot den 10 meert is 5 manden is in als 22 
PDQGHQ�HQ�HHQ�DOI�WHJHQ���JXOGHQ�WHU�PDQGW�LV�VRPPH����JXOGHQV¶��Underneath the bill , the dancing 
master added with other inN��VDPH�KDQGZULWLQJ���µLFN�EHNHQQH�KLHU�YDQ�YROGDHQ�GHQ����LXQL�-RDQQHV�
EDWWLVWD�YDQ�'RRUHQ¶��,W�LV�QRW�FOHDU�ZKR�Ã-XIIURX¶�PRUHWXV�ZDV��Parents Balthasar II  Moretus (1615-
1674) and Anna Goos (1627-1691) had five daughters. In 1674, two had died already. Susanna Clara 
(1650-1706) was a nun in 1674 (from 1671 onwards), so she is not referred to either. The oldest 
remaining daughter is Maria Isabella (1655-1676), who died unmarried in 1676. In 1675, she was 19 
\HDUV�ROG��3HUKDSV�VKH�LV�µ-XIIURX¶�0RUHWXV��7KH�second daughter who was alive during the dancing 
lessons of 1674 was Anna Maria (1664-1742, who would eventually become a nun, though the date is 
XQNQRZQ���,Q�������VKH�ZDV����\HDUV�ROG��'XH�WR�KHU�\RXQJ�DJH��KHU�QLFNQDPH�PD\�EH�µ0DULNHQ¶�LQ�
comparison to the 19-\HDU�ROG�0DULD�,VDEHOOD��ZKR�FDQ�WKXV�EH�LGHQWLILHG�DV�µ-XIIURX¶�0RUHWXV��7KH�WZR�
JLUOV�KDG�WR�GDQFH�IRU���PRQWKV��7KHLU�EURWKHU�µ0HOVLRU¶�RU�0HOFKLRU�RQO\�IROORZHG�OHVVRQV�IRU���PRQWKV��
The young Melchior (1661-1693 who became a monk in 1684) was at that time thirteen years old. On 
10 September 1691, a bill  for Balthasar III  Moretus was li sted, which included an expense to the dancing 
master of 2 guilders 12: Antwerp, Archive MPM, Arch 712, fol. 95. For the biographical information, 
VHH�� µ$SSHQGL[� � *HQHDORJ\� RI� WKH�0DVWHUV� RI� WKH�*XOGHQ� 3DVVHU¶� IURP�/HRQ�9RHW¶V� 7KH�*ROGHQ�
Compass: http://www.dbnl.org/tekst/voet004gold01_01/voet004gold01_01_0019.php [access 14 
January 2015] This specific document was kindly shared to me by Kristof Selleslach. For the dancing 
lessons of the children of Elisabeth Moretus and Michiel Hugens, see: Carolien De Staelen, Levenswijze 
en consumptiepatroon van een Antwerpse weduwe. Het huishoudjournaal van Elisabeth Moretus 
(1664-1675)��XQSXEOLVKHG�PDVWHU¶V�WKHVLV��8*HQW��������SS�����-108. 
1028 Antwerp, MPM, Arch. 712, fol. 96. 
1029 µDHQ�GHQ�GDQVPHHVWHU�YDQ�%DOWKDVDU�WH�/LHU�PU�YDQ�'RUH�EHWDHOW���PDHQGHQ�KHP�WH�OHHUHQ�GDQVHQ�I�
��¶��GLG�9DQ�'RRUHQ�WUDvel to Lier?): May 1695 (Antwerp, MPM, Arch. 473, fol. 191 - TdR). Balthasar 
IV Moretus (1679-������ZDV����\HDUV�ROG��µDHQ�GHQ�GDQVPHHVWHU�PU�9DQ�'RUHQ�EHWDHOW�GULM�PDHQGHQ�
PLMQ�GRFKWHU�0&�WH�OHHUHQ�GDQVHQ�WH�8UVHOLQHQ�D��JOV�WHU�PDHQW�FRPW�I��¶��0D\������(Antwerp, MPM 
807, p. 4 -TdR). 0DULD�&DWKDULQD�ZDV����\HDUV�ROG�� µLWHP�EHWDHOW� DHQGH�GDQVPHHVWHU�YDQ�'RUH�GULM�
PDHQGHQ�OHHUHQV�LQ�ZLVVHOJHOGW�I��¶���-XO\�������$QWZHUS��030������S�����± TdR this is the cost for 
0DULD�&DWKDULQD�¶��0DULD�&DWKDULQD�WKXV�WRRN�the next year again a three months dancing course, at the 
age of 18 years old. This time, the lessons were more expensive (4 guilders a month). The same appears 
LQ�������µDHQGHQ�GDQVPHHVWHU�9DQ�'RUH�EHWDHOW�GULM�PDHQGHQ�OHHUHQV�LQ�ZLVVHOJHOGW�I��¶-DQXDUL��702 
(MPM 807, p. 26: costs of Maria Catharina (TdR)). Maria Catharina also followed dancing lessons in 
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The Moretus famil y must have been very happy with dancing master Jan Baptist Van 

Doren, as he often worked for them. In addition, Van Doren not only functioned as a 

dancing master for the children of the family, he was also hired to perform at famil y 

festivities. In 1673, Van Doren performed at the ball in honor of the wedding of 

Balthasar III Moretus:  

 

µDHQ�VU�-DQ�%DSWista van Doren Dansmeester 9 patacons voor het spelen met acht, 

ende 11 patacons voor het spelen ende singen met 10 personen op den eersten 

ende tweeden dagh van onse Bruijlof t feest ten huyse van mevrouw van Uffel 

gedaen op den 20. ende 21. junii 1673, maken te samen 20 patacons ende in 

gulden - ���JXOGHQ¶1030  

 

Balthasar III Moretus married Anna Maria de Neuf, daughter of Lord of Hooghelande, 

on 20 June 1673, and the union was heavily celebrated, as both the famil y of the bride 

and the groom organised festivities.1031 Before Balthasar III Moretus married, his wife-

to-be took dancing lessons from their dancing master, in preparation for their wedding 

day:1032 

                                                      
������µEHWDHOW�DHQGHQ�GDQVPHHVWHU�YDQ�GRUH�GULM�PDHQGHQ�OHHUHQ�GDQVHQ�NRPHQGH�HHQV�WHU�ZHHNH�WRW�
vier gls de maent gereekent 20 daghen hem betaelt in wisVHOJHOGW�JHHQH�PDHFKW�LQ�FRXUDQWJHOGHQ�I��¶��
Juli  1703 (MPM 807, p. 32-��FRVWV�RI�0DULD�&DWKDULQD��7G5��������DQG��µDHQ�GHQ�GDQVPHHVWHU�YDQ�GRUH�
betaelt een maent leeren dansen komende eens ter weeken tot f4: wisselgeldt gereeken 20 daghen de 
PDHQW� I����¶� costs of Maria Catharina (TdR) 3 November 1703 (MPM 807, p. 32-1). Anna Maria 
(1687-1724) also received dancing lessons at the age of 23 years old, a year before she married Philippus 
Ludovicus de Pret (1680-1755) on 30 September 1711. I have not added the further references in the 
eighteenth century, as these examples suff iciently indicate Van Doren worked for the Moretus family. 
3HUKDSV�µ0HHVWHU�-DQEDWLVW¶�VKRXOG�DOVR�EH�LGHQWLILHG�DV�-DQ�%DSWLVWD�9DQ�'RUHQ��WKH�PDVWHU�ZKR�OHDUQHG�
the young Joanna Catharina how to play music, and gave her dancing lessons from 1671 onwards until  
her marriage in 1674: De Staelen 2002, p. 107. )RU�WKH�DJHV�RI�WKH�FKLOGUHQ�,�KDYH�XVHG�µ$SSHQGL[���
*HQHDORJ\� RI� WKH� 0DVWHUV� RI� WKH� *XOGHQ� 3DVVHU¶� IURP� /HRQ� 9RHW¶V� The Golden Compass: 
http://www.dbnl.org/tekst/voet004gold01_01/voet004gold01_01_0019.php [access 14 January 2015] 
1030 Antwerp, MPM, Arch 472, fol. 1r, 26 July 1673. I am very grateful to Drs Tom de Roo and Kristof 
Selleslach for bringing this document to my attention.  
1031 Sabbe 1924, p. 130. 
1032 'DQFLQJ�ZDV�FRQQHFWHG�WR�ZHGGLQJV��FI��LQIUD�LQ�WKH�PRUDOLVWV¶�UHPDUNV���5RRGHQEXUJ�QRWHV�WKDW�LQ�
the Northern Netherlands dancing was always present at weddings to add lustre to the party: 
Roodenburg 2004, p. 91. See also: Roberts and Groenendij k 2005, pp. 331. For example, on the 
occasion of Susanna Huyghens wedding to Philips Doublet, people danced until  four in the morning: 
Roodenburg 2004, p. 92.  For the Southern Netherlands, the same is true ± as is evidenced by the 
archives of the guild of the Antwerp musicians who often performed not only at banquets but also at 
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µLWHP�EHWDHOW�DHQ�GHQ�VHOYHQ�YRRU�OHHUHQ�GDQVHQ�HHQ�PDHQW�YRRU�PLM�HQGH�PLMQH�

huijsvrouwe ten huijse van dito mevrouwe van Uffel a f 4 ieder maeckt - 8 

JXOGHQ¶�µLWHP�YRRU�HHQ�HQGH�HHQ�KDOI�PDHQW�OHUHQ�GDQVHQ�YDQ�PLMQH�KXLMVYURXZH�

te voren ons houwelijk  betaelt aende selven is geaccordeert - ��JXOGHQ¶�����-XO\�

1673).1033   

 

7KLV� UHIUHVKLQJ� RI� RQH¶V� GDQFLQJ� VNLOOV� LQGLFDWHV� WKH� LPSRUWDQFH� WKH� ULFK�ZLWK� QREOH�

DVSLUDWLRQV�JDYH�WR�µFRQQRLVVHXUVKLS¶�RI�GDQFH��7KH��H[WUD��GDQFLQJ�OHVVRQV�ULJKW�EHIRUH�

the wedding festivities have to be seen in the context of the ultimate fear of making a 

IRRO�RI�RQH¶V�VHOI�DQG�PDNLQJ�D�µIDX[�SDV¶�GXULQJ�D�GDQFH��2Q�VHYHQWHHQWK-century balls, 

people were encouraged only to dance in public when one was asked, and when one 

knew how to dance. There was nothing more embarrassing than dancing out of rhythm 

RU�PDNLQJ�D�µIDX[�SDV¶��D�PLVWDNH�WKDW�ZDV�ZLGHO\�ULGLFXOHG�DV�D�VLJQ�RI�DQ�LPSRVWHU��D�

person who in fact did not know the first thing about true civil ity and honnêteté.1034 

                                                      
weddings. In the 1636 publication Vermaen van de moeder des huys-ghesins Aen alle jonghe dochters/ 
ende nieuw-huyshoudende vrouwen/ in dit teghen-woordigh jaer ons Heeren 1636 (Ghent) it becomes 
clear that mostly the young dance at weddings ± the author argues that the dancing made sure the 
gathering had the character of a wedding, inVWHDG�RI�D�IXQHUDO��µ9DQ�6SHHO-lien neemt nu oock den last/ 
µW�GDQVHQ�GH�MRQJKH�OLHQ�EHVW�SDVW��µ7VSHO�YHUKHXJKW�VRR�ZHO�DOV�GHQ�ZLMQ��2IW�µWVRXZ�DQGHUV�HHQ�X\WYDHUW�
]LMQ¶��,Q�WKH�VHFRQG�SDUW�RI�WKH�SXEOLFDWLRQ��WKH�DXWKRU�DGGV��µ6RPWLMGWV�WH�GDQVHQ�DFFHSWeert/ Door dien 
aen jonc volck sulcx toucheert: In bruyloften men eet/ men drinckt/ Men singht/ men clinght/ men danst/ 
PHQ�VSULQJKW�¶�However, despite this acceptance of dance, the activity is further in the text condemned: 
µ'HQ�HHQHQ�GDQV��KHP-selven mat/ Den andren drinckt hem effen sat/ Den derden raespot veel te veel/ 
den vierden soeckt al-om crackeel Dus dierghelyck malligheyt/ Is al de vreught van ons jonckheyt/ 
:DHUWRH�V\�DOWLMGWV�VWDHQ�EHUH\W¶�>«@�1RFK�GDQVW��QRFK�VSULQJKW��QRFK�VFKRFW��QRFK�ULMGW� U selven voor 
PLVYDOOHQ� PLMGW�� :DQW� HHQ� FOH\Q� FRUWH� YUROLMFNKH\W�� 9ROJKW� GLFNPDHOV� JURRWH� VZDULJKH\W¶�� In the 
sixteenth century, Cardinal Cajetan had written in his Summula peccatorum that, despite the dangers of 
GDQFH��GDQFH�ZDV�DOORZHG�µLQ�ZHGGLQJV�DQG�SXEOLF�FHOHEUDWLRQV¶�D�PRUH�OLEHUDO�LGHD�DERXW�GDQFH�� LQ�
contrast to condemnations of dance): Arcangeli 1994, p. 130.  
1033 Antwerp, MPM, Arch 472, fol. 1ro. 
1034 7KLV�LV�HYLGHQFHG�E\�WKH�IROORZLQJ�VWRU\��µ,O�DGYLQW�j�%UX[HOOHV�DX�WHPSV�GH�O¶$UFKLGXF�/HRSROGH 
G¶DXWULFKH��TX¶RQ�GRQQD�OH�%DO�j�O¶RFFDVLRQ�GX�PDULDJH�G¶XQ�JUDQG�6HLJQHXU : un Off icier Espagnol y 
GDQVD�DYHF�XQH�'DPH�GH�OD�FRPSDQLH��	�FRPPH�VD�GDQVH�GXURLW�WURS�DX�VHQWLPHQW�G¶XQ�*HQWLO-homme 
Wallon ou Alleman, cetui-ci dit à son Camerade, cét Espagnol Q¶D�SDV�GH�JUDFH�j�GDQVHU��WRXWHIRLV�LO�\�
tarde bien long-WHPSV��/H�YDOHW�GH�O¶(VSDJQRO�HQWHQGLW�FH�SURSRV��	�QH�PDQTXD�SDV�GH�OH�UDSSRUWHU�j�
VRQ�0DvWUH�DX�UHWRXU�GH�VD�GDQVH��/¶HVSDJQRO�SULW�IHX�j�FH�UDSSRUW��	�LO�HQYR\D�DXVVLW{W�VRQ�YDOHW�GLUH�GH�
sa part au Gentil -KRPPH��TXH�V¶LO�Q¶DYRLW�SDV�GH�JUDFH�j�GDQVHU��TX¶LO�DYRLW�ERQQH�JUDFH�j�VH�EDWUH��9RLOD�
toute la disposition pour un duel : mais le Gentil -homme repartit adroitement, & sur le champ : va donc 
dire à ton Maître, que puis-TX¶LO�D�ERQQH�JUDFH�j�VH�EDWUH��TX¶LO�VH�EDWWH�\R�MRXUV��	�TX¶LO�QH�GDQVH�
MDPDLV��&H�UHSDUWL�IXW�UHFHX�DYHF�MR\H��	�RQ�WLUD�WRXW�FH�GpPHOp�HQ�ULVpH��PDLV�LO�Q¶HQ�DUULYH�SDV�WR�MRXUV�
VL�ELHQ¶ : R.P. Simon, mars, /¶(JOLVH�0LOLWDQWH�RX�OD�&LWH�GH�'LHX�HQ�WHUUH��EDWLH�SDU�OHV�YHUWXHs, police 
SDU�OHV�VDFUHPHQV��DWWDTXHH�SDU�OHV�SXLVVDQFHV�GH�O¶HQIHU�HW�VRXWHQXH�OHV�DUPHV�LQYLQFLEOHV�GH�-HVXV-
Christ, second edition, Doornik, 1686, p. 346. Regarding the importance of the reverence, see also: Ilja 
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Dance treatises also elaborately discuss how to behave according to the rules of the 

ball.1035 $QWRLQH�GH�&RXUWLQ�GHYRWHG�DQ�HQWLUH�FKDSWHU�µ&H�TXL�V¶REVHUYH�DX�EDO¶�RI�KLV�

Nouveau traité de la civilité (Brussels, 1671) to it. First, he stresses that if  one finds 

RQHVHOI�LQ�D�JDWKHULQJ�RU�D�EDOO��µDVVHPEOpH��RX�j�TXHOTXH�EDO¶���RQH�GRHV�QRW necessarily 

have to know the dance, but one  has to know the rules of how to behave at the dance 

DQG�RI�WKH�µFLYLOLWp¶�RI�WKDW�VSHFLILF�SODFH�1036 If  one knows how to dance well, one is 

obliged to participate when asked.1037 If , however, one only has a mediocre dance talent, 

one should never pretend to be very skilled, and never engage in dances that one knows 

only imperfectly or not at all.1038 De Courtin also addresses the importance of not 

making a fool of oneself during dance; if  one does not have a feeling for rhythm, one 

should never start to dance at all, even if  one knows the dancing steps. Af ter all, it is a 

ridiculous spectacle to see a man out of rhythm.1039 By practicing her dancing skills, 

                                                      
9DQ�'DPPH��µ(HQ�VWDG�LQ�WUDQVLWLH�$QWZHUSHQ�QD�����¶��LQ��%HQ�9DQ�%HQHGHQ�DQG�1RUD�'H�3RRUWHU��
Vorstelijke Vluchtelingen. Willi am en Margaret Cavendish in het Rubenshuis, exh.cat., Antwerp, 
Rubenshuis, Schoten, 2006, p. 56, and further in this chapter. 
1035 Stafford 1996, p. 17. 
1036 De Courtin 1671, p. 143. See also Naerebout 1990, p. 154, note 105. 
1037 'H�&RXUWLQ�������S�������µ4X�VL�O¶RQ�VoDLW�GDQFHU��RQ�OH�GRLW�IDLUH�VL�RQ�HVW�SULV��SRXU�QH�SDV�IDLUH�OH�
VLQJXOLHU¶� 
1038 'H�&RXUWLQ�������S�������µVL�O¶RQ�Q¶D�HQ�FrW�H[HUFLFH�TX¶XQ�WDOHQW mediocre, il ne faut pas presumer 
G¶HVWUH�IRUW�KDELOH��Q\�V¶HQJDJHU�j�GHV�GDQ-FHV�TXH�O¶RQ�QH�VoDLW�SRLQW�GX�WRXW��RX�TX¶LPSDUIDLWHPHQW¶� 
1039 'H�&RXUWLQ�������S�������µTXH�VL�RQ�Q¶D�SRLQW�G¶R-reilles, il  ne faut point du tout se commettre à 
dancer, quant mesme on sçauroit fort bien les pas ��&¶HVW�XQ�VSHFWDFOH�UL-dicule de voir un homme hors 
GH�FDGHQFH��	�O¶RQ�V¶HQ�SUHQG�j�OXU¶��Saint-Simon had written in his memoirs about his stay in Versaill es 
including a story about a courtier who was completely ridiculed during his dance performance during 
two balls in honor of the wedding of Duc de Chartres in 1692: µ,�FDQQRW�SDVV�RYHU�LQ�VLOHQFH�D�YHU\�
ULGLFXORXV�DGYHQWXUH�ZKLFK�RFFXUUHG�DW�ERWK�RI�WKHVH�EDOOV��>«@�+H�KDG�EHHQ�DVNHG�LI�KH�GDQFHG�ZHOO��
and he had replied with a confidence which made every one hope that the contrary was the case. Every 
one was satisfied. From the first bow he became confused, and he lost step at once. He tried to divert 
attention from his mistake by affected attitudes, and carrying his arms high: but this made him only 
PRUH�ULGLFXORXV��DQG�H[FLWHG�EXUVWV�RI�ODXJKWHU��ZKLFK�«�GHJHQHUDWHG�DW�OHQJWK�LQWR�KRRWLQJ��2Q�WKH�
morrow, instead of flying the court or holding his tongue, he excused himself by saying that the presence 
of the King had disconcerted him, and promised marvels for the ball  which was to follow. He was one 
RI�P\�IULHQGV��DQG�,�IHOW�IRU�KLP��«�$V�VRRQ�DV�KH�EHJDQ�WR�GDQFH�DW�WKH�VHFRQG�EDOO��WKRVH�ZKR�ZHUH�
near stood up, those who were far off  climbed wherever they could to get a sight; and the shouts of 
ODXJKWHU�ZHUH�PLQJOHG�ZLWK�FODSSLQJ�RI�KDQGV��(YHU\�RQH��HYHQ�WKH�.LQJ�KLPVHOI��ODXJKHG�KHDUWLO\«�
Montbron [the courtier in question] disappeared immediately afterwards, and did not show himself 
again for a long time. It was a pity he exposed himself to this defeat, for he was an honourable and 
EUDYH�PDQ¶��-HQQLIHU�1HYLOH��µ'DQFH�LQ�(XURSH�����-����¶��LQ��-HQQLIHU�1HYLOH��HG����Dance, Spectacle, 
and the Body Politi ck, 1250-1750, Bloomington, 2008, p. 35 (this scene clearly ill ustrates the 
importance of a decent education in dance).  
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%DOWKDVDU� ,,,�0RUHWXV¶� EULGH� WR� EH�ZDV� VXUH� VKH�ZRXOG� QRW� ORRN� IRROish at her own 

wedding dance.1040 

Not only the Moretus famil y used the services of dancing master and musican Jan 

Baptist Van Doren. In the personal documents of the family archive of De Brier-Van 

den Berghe-De Lannoy, the bill s of household and private affairs can be found. 

Merchant Jacques de Lannoy, born in Rijsel, was married to Cornelia de Bier in 1683. 

His commercial business focused on lace.1041 Both in 1668 and in 1684 the famil y hired 

the same Van Doren as their dancing master.1042  

 

Early  Modern Dance Lessons 

 
The early modern dancing lessons were mostly organised by dancing masters/ 

musicians. Apart from teaching dancing steps to their pupils, dancing masters were also 

masters of etiquette; they taught the elegant and graceful comportment of the body and 

the movements of the limbs (the ideal body posture), how to take off the hat elegantly, 

how to position the feet in dance and in general, or even how to hold a fan.1043 In 

                                                      
1040 7KLV�VFHQH�VKRZV�KRZ�µVRFLDO�DQG�FXOWXUDO�FRQGLWLRQV�GHWHUPLQHG�LQGLYLGXDO�FKRLFHV¶��$OHVVDQGUR�
$UFDQJHOL��µ7KHRUL]LQJ�'HSLFWLRQV�DQG�'HVFULSWLRQV: Interdisciplinary Approaches to Dancing in Late 
5HQDLVVDQFH� (XURSH� �3DQHO� 'LVFXVVLRQ�¶��Proceedings Thiertieth Annual Conference Co-sponsored 
with CORD Centre nationale de la danse Paris, France, 21-24 June 2007, Society of Dance History 
Scholars (2007), p. 306. Dancing lessons were part of the wedding preparations: F. Van der Jeught, 
µ´'H�VFKRROH�YDQ�GDQVHULH�HQGH�VSHHOHQ´��'DQVVFKROHQ�HQ��VWDGV�VSHHOOLHGHQ�LQ�0HFKHOHQ�RPVWUHHNV�
����¶��Handelingen van de Koninklijke Kring voor Oudheidkunde, Letteren en Kunst van Mechelen, 
114 (2010), p. 75. 
1041 Antwerp, Felixarchief, De insolvente boedelskamer, 15de eeuw ± ca. 1830. Inventaris, Antwerp, 
1999, inv. 447, pp. 128-129, p. 144. 
1042 $QWZHUS��)HOL[$UFKLHI��µ,QVROYHQWH�%RHGHO¶��,%�������µGDQVPHHVWHU�'RRUHQ��-DQ�%DSWLst van 1668-
1684 (2): µLFN�EHNHQQHQ�RQWIDQJKHQ�WH�KHEEH�GULM�PDQGHQ�OHHUHQ�GDQVHQ����VHSWHPEHU������-DQ%DWWLVWD�
YDQ�'RRUHQ¶��In this document it is not clear who Van Doren was paid by (at that time Cornelis de Brier 
was not yet married to De Lannoy). In thH�VDPH�ILOH�WKH�GRFXPHQW�GDWHG������PHQWLRQV��µLFN�RQGHU�
schreuen kenne voldaen te syn van mevrou Lannoij voor dat ick haer dochter hebbe leren dansen den 
HHUVWH�LXOLXV������-RDQQHV�EDWWLVWD�YDQ�GRRUHQ¶��As De Brier married De Lannoy in 1683, it cannot have 
EHHQ�WKHLU�FKLOG��0RVW�SUREDEO\��LW�FRQFHUQV�'H�%ULHU¶V�GDXJKWHU�IURP�KHU�SUHYLRXV�PDUULDJH"�Antwerp, 
Felixarchief, De insolvente boedelskamer, 15de eeuw ± ca. 1830. Inventaris, Antwerp, 1999, inv. 447, 
pp. 128-129. 
1043 On the education provided by (eighteenth-century) dancing masters, see: Anne Bloomfield and Ruth 
:DWWV��µ3HGDJRJXH�RI�WKH�GDQFH��WKH�GDQFLQJ�PDVWHU�DV�HGXFDWRU�LQ�WKH�ORQJ�HLJKWHHQWK�FHQWXU\¶��History 
of Education, 37, 4 (July 2008), pp. 605-618. Regarding dancing masters, see also Jean-Philippe Van 
Aelbrouck, Dictionnaire des danseurs à Bruxelles de 1600 à 1830, Liège, 1994; Schröder-Klaassen 
2007, pp. 76-83; Bouffard 2012, p. 172, p. 177. One of the first lessons was achieving an elegant and 
graceful manner in standing and walking: Roodenburg 2004, pp. 89-90. Dancing master François De 
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seventeenth-century Antwerp, professional dancing masters were members of the 

musicians¶�JXLOG��WKH�JXLOG�RI�6DLQW�-RE�DQG�6DLQW�0DU\�0DJGDOHQH�1044 The profession 

RI� WKH� µGDQFLQJ� PDVWHU¶� LQ� WKH� VHYHQWHHQWK-century Southern Netherlands, and in 

particular Antwerp, has barely been discussed, and not much information about dancing 

masters and their dancing schools can be found.1045 

'DQFLQJ� PDVWHUV� ZHUH� KLUHG� WR� FRPH� WR� WKHLU� SXSLOV¶� KRPHV�1046 but also organised 

dancing schools where they received their students.1047  

A first glimpse of the activities of Antwerp dancing masters and a dancing school can 

be found in the archival documents concerning a trial between the musician Peeter 

Borlon and the family of his student Lenaert van Hove. The trial learns us how an early 

seventeenth-FHQWXU\� $QWZHUS� PXVLFLDQ¶V� GDQFLQJ� VFKRRO� FRXOG� EH� RUJDQLVHG�� WKH�

PXVLFLDQ¶V�Vtudents learned to play their instrument and performed in a dance orchestra 

                                                      
Lauze argued in 1623 that one should learn how to dance on one straight line, with stretched knees and 
feet turned outwardly (see further): Roodenburg 2004, p. 90. Uncontrolled dancing was not to be 
tolerated: Roeck 2006, p. 111 (on German civic elite dance). 
1044 $FFRUGLQJ�WR�WKH�UXOHV�RI�WKH�$QWZHUS�PXVLFLDQ�JXLOG��µ6SHHOOLHGHQ¶��HYHU\ERG\�ZKR�ZDQWHG�WR�
teach how to dance, or to play an instrument, had to be registered a member of the guild. Next to 
teaching music and dance, musicians of the guild could also be hired to perform at weddings, banquets 
RU�RWKHU�DFWLYLWLHV��7KH�PDVWHU�µSURHI¶�ZDV�QRW�GDQFLQJ��EXW�SOD\LQJ�PXVLF��$OO�GDQFLQJ�PDVWHUV�ZHUH�
trained as musicians: Spiessens 1982-1984, p. 88, p. 91. See also, Antwerp, FelixArchief, GA#4572, 
Ordonnances of 1676 and 1718 of the guild of Saint Job and Saint Mary Magdalene. See also: Willy 
'HKHQQLQ�� µ%URQQHQ� YRRU� GH� JHVFKLHGHQLV� YDQ� KHW� PX]LHNOHYHQ� WH� $QWZHUSHQ¶�� Revue belge de 
Musicologie/ Belgisch Tijdschrift voor Muziekwetenschap, 8, 1 (1954), p. 22. 
1045 A well-known example in the Northern Netherlands is the dancing school set up by Eduard Hancock 
(musician) and Nicolas Vallet (French composer and musician) in Amsterdam in 1625. Among the 
clients were regents, youngsters, and wealthy Amsterdam merchants. In the Northern Netherlands 
dancing schools were opened both in littl e and in big centres: Roodenburg 2004, p. 91; Naerebout 1990, 
p. 140; Schröder-Klaassen 2007, p. 78; Kolfin ������S�������/RXLV�3HWHU�*ULMS��µ'DQVPX]LHN�WXVVHQ�
elite- HQ� YRONVFXOWXXU¶�� LQ�� /RXLV� 3HWHU� *ULMS�� ,�� %RVVX\W�� 0DUN� 'HODHUH� DQG� RWKHUV� �HGV���� Een 
muziekgeschiedenis der Nederlanden, Amsterdam, 2001, p. 219. 
1046 Kolfin 1999, p. 166. See further about nobilit y receiving lessons by private tutors: Van Orden 2005, 
p. 37. In the seventeenth century institutes for only the nobilit y were also set up, and some nobles went 
WR� ERDUGLQJ� VFKRROV�� ,Q� WKDW� PDQQHU�� D� \RXQJ� QREOHPDQ¶V� PDQQHUV� OHDUQHG� DW� KRPH� ZHUH� QRW�
contaminated by the commoners he would otherwise have to mingle with. p. 38. The noble family van 
Bergeyck had a dancing master in their service, who came to their house. Singing, making music and 
dancing were part of the civili zed education: Koen De Vlieger-DH�:LOGH��µµ8Q�SDLQ�SRXU�OH�FKRFRODW¶��
Het dienstpersoneel van de graaf en de gravin van Bergeyck (ca. 1685-�����¶��LQ��*XLGR�0DUQHI�DQG�
René Vermeir (eds.), Adel en macht. Politiek, cultuur, economie, Maastricht, 2004, pp. 97-98. About 
dancing masters, and the education of the elite both at home and in dancing schools, see Bloomfield 
and Watts 2008, passim.  
1047 This education at home or in dance schools was part of the daily li fe of the Antwerp high society: 
De Paepe (Dit luysterlij k prael-bal) 2011. 
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while conducting the dance pupils of their master in the dancing school.1048 The rooms 

RI�%RUORQ¶V�GDQFLQJ�VFKRRO�ZHUH�ORFDWHG�LQ�WKH�EDFNKRXVH�RI�D�VKRHPDNHU¶V�VKRS��ZKRVH�

pupil also DWWHQGHG� WKH�PXVLFLDQ¶V� OHVVRQV�1049 This clearly shows that not only the 

aristocrats, and the mercantile elite of Antwerp learned how to dance, but that this 

knowledge of dance had also spread into the middle classes of Antwerp society. This 

may indicate that the buyers of the elegant company paintings (coming from different 

VRFLDO�FODVVHV��PD\�DOO�KDYH�NQRZQ�WKH�GDQFLQJ�VNLOOV�WKDW�DUH�GLVSOD\HG�LQ�-DQVVHQV¶�

paintings (cf. infra). The room in which the pupils were taught to dance was mostly, 

however, locateG� LQ� �RQH� RI�� WKH� RUJDQL]HU�V�¶V� KRXVHV�1050 On 18 April 1643, the 

inventory of the deceased musician Martinus Verbraecken was listed. His house 

FRPELQHG�D�µQHHUFDPHU¶�DW�WKH�VWUHHW�VLGH��D�NLWFKHQ��DQ�DWWLF��DQG�DOVR�D�GDQFLQJ�URRP�

RQ� WKH�VWUHHW�VLGH� �µ'DQVFDPHU�DHQ�GH�VWUDHWH¶��� ,Q� WKH�GDQFLQJ�URRPV�VL[�EHQFKHV��D�

game of cards, music books and a few instruments were found.1051  

This description does not seem to fit with the entertainment culture of the high society 

depicted by Janssens.1052 -DQVVHQV¶�SDLQWLQJV�GR not look like a common dancing school 

IRU�D�VKRH�PDNHU¶V�DSSUHQWLFH��VLQFH�DOO�WKH�RWKHU�DVSHFWV�VXFK�DV�EHDXWLIXO�GUHVVHV��GULQN��

food, and a decorated terrace or interior ill ustrate the high social status of the depicted 

figures. One painting may be a depiction of a dancing lesson with a dancing master: 

Interior scene (1655-1660, present whereabouts unknown SLIDE 34). Though this 

SDLQWLQJ�VKRZV�VLJQV�RI�D�VLJQDWXUH��DQG�WKH�ILJXUHV¶�FRPSRVLWLRQV�DUH�YHU\�VLPLODU�WR�

-DQVVHQV¶�RWKHU�SDLQWLQJV��WKH�ILJXUHV¶ faces are styli stically different. It is very likely 

                                                      
1048 *RGHOLHYH�6SLHVVHQV��µ/HQDHUW�YDQ�+RYH��HHQ�EHOKDPHO�LQ�HHQ�$QWZHUSVH�GDQV- en muziekschool 
ELM�KHW�EHJLQ�YDQ�GH�]HYHQWLHQGH�HHXZ¶��Tijdschri ft der stad Antwerpen 14,3 (1968), pp. 107-109. In 
9DOOHW¶V�$PVterdam dancing school, Vallet had his musicians take care of the music during the dancing 
lessons: Roodenburg 2004, p. 91. 
1049 Spiessens 1968, p. 101, p. 109, p. 112. 
1050 Van der Jeught 2010, p. 76. In this Mechelen context, Van der Jeught discussed how two musicians 
Gerard van den Munte and Gommaer van Leem organised a dancing school together. In addition, Van 
Leem had arranged that his son would be taught by Gerard van den Munte to learn how to play bass, 
YLROLQ��OLWWOH�YLROLQ�DQG�µDOGHUKDQGH�GDQVHULHQ¶��He aGGHG�µHQGH�RRFN�KHP�OHHUHQ�GDQVHQ�HQGH�DQGHUVVLQWV�
WJHHQGH�GH�VFKRROH�YDQ�GDQVHULH�HQGH�VSHOHQ�DHQJDHW¶��9DQ�GHU�-HXJKW�������S������About musicians 
organizing a dancing school together see also p. 79. 
1051 Duverger 1991,  pp. 92-93. 
1052 In Germany so-called dance houses existed. In these houses the upstairs rooms are preserved for the 
elite, as downstairs the lower classes would dance. The luxurious and elite character of such dance 
KRXVHV�LV�SURYHQ�E\�(PSHURU�0D[LPLOLDQ¶V�YLVLW�WR�VXFK�D�KRXVH�LQ�0XQLFK��DQG�&KDUOHV�9¶V�DWWHQGDQFH�
of a dancing house in Cologne. Roeck 2006, p. 111; Salmen 1988. Whether comparable houses existed 
in seventeenth-century Antwerp is unfortunately unknown to me. 
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that they have been overpainted. In the back of the scene a man is shown playing a little 

NLW�RU�GDQFLQJ�PDVWHU¶V�YLROLQ��'DQFLQJ�PDVWHUV�DUH�PRVWO\�GHSLFWHG�ZLWK�DQ�XSULJKW�

posture, beautiful dress, anG� ZKLOH� SOD\LQJ� D� OLWWOH� YLROLQ�� DOVR� FDOOHG� µNULMWHU¶� RU� D�

µSRFKHWWH¶��),*�������7KH�OLWWOH�WKUHH- or four-stringed violin was very transportable and 

FRXOG� EH� NHSW� LQ� WKH� GDQFLQJ� PDVWHU¶V� SRFNHW� ZKHQ� VKRZLQJ� D� GDQFLQJ� VWHS� WR� KLV�

pupils.1053 By doing so, Janssens stressed that the dancing figures in his painting are 

connoisseurs of dance, the result of polite education, and the representatives of elite 

civilit y. However, Janssens also added another element that shows exactly the kind of 

behaviour that was not acceptable in decent companies, and what many moralists 

ZDUQHG�DERXW��LQGHFHQW�EHKDYLRU��DV�WKH�PDQ�KROGV�KLV�KDQG�LQGHFHQWO\�RQ�WKH�ZRPDQ¶V�

skirt. This shows that Janssens not only knew and depicted elegant, elite dance in a 

polite atmosphere (cf. infra), but was also aware of the sinful behavior that was 

sometimes connected to dance (by moralists). I will  give an overview in the following 

section. 

 

2.2. Southern Netherlandish Sources Condemning Dance 

 

In the early modern period, all over Europe, many moralist writers (both Protestant/ 

Calvinist and Catholic engaged writers) condemned dancing, although a large number 

of people in fact enjoyed it.1054 Many Southern-Netherlandish examples of such 

condemnations can also be found.  

                                                      
1053 It was part of the iconography of the dancing master: Salmen 1988, p. 34; Schröder-Klaassen 2007, 
p. 82. Van Aelbroeck 1994, p. 42; Grij p 2001, p. 229; Middelnederlands Woordenboek 
http://gtb.inl.nl/iWDB/search?actie=article_content&wdb=WNT&id=M035533 [accessed 8 January 
2015] 
1054 Robert Muchembled, De uitvinding van de moderne mens. Collectief gedrag, zeden, gewoonten en 
gevoelswereld van de middeleeuwen tot de Franse Revolutie, transl., Amsterdam, 1991, p. 220; Mark 
Motley, Becoming a French Aristocrat. The Education of Court Nobilit y 1580-1715, New Jersey, 1990, 
p. 55, p. 58; Herman Roodenburg, The Eloquence of the Body. Perspectives on gesture in the Dutch 
Republic, Zwolle, 2004, p. 91; Thijs 1990, pp.151-152; Schröder-Klaassen 2007, p. 63-75, passim; 
%DUEDUD�6SDUWL��µ&KDVWLVHPHQW�DQG�&HOHEUDWLRQ��'DQFH�LQ�3DSDO�%RORJQD�LQ�WKH�(WFKLQJV�RI�*�0��0LWHOOL�
(1634-�����¶��LQ��%DUEDUD�6SDUWL�DQG�-XG\�YDQ�=LOH�ZLWK�(OVLH�,YDQFLFK�'XQLQ��1DQF\�*��+HOOHU�DQG�
Adrienne L. Kaeppler, Imaging Dance. Visual Representations of Dancers and Dancing, Hildesheim, 
2011,  p. 160. The Northern Netherlandish church and their condemnation of dance, see: Brooks 1988, 
p. 22 etc. In Protestant circles, one of the negative judgements over dance was that the (hated) Catholics 
ZHUH�VDLG� WR�HQMR\� LW�� µ7KLV�DXUD�RI�XQKROLQHVV�VXUURXQGV� WKH�FRPHGLDQV��SHUIRUPHUV�� IRROV��GDQFLQJ�
PDVWHUV��VWXGHQWV��DQG�DFWRUV�RI�9RHWLXV¶�RZQ�WLPH��KH�DVVHUWV��DORQJ�ZLWK�WKRVH�3DSLVWV�± especially of 
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Exemplary for the moralising emblem books is  Des Wereldts Proef-steen ofte de 

Ydelheydt door de Waerheyd beschuldigt ende overtuyght van valscheydt (Antwerp, 

1643).1055 The book criticises aspects of bourgeois lif e, and its translation into Dutch 

focuses more on situations in Bruges.1056 7KH� ERRN� XQFRYHUV� WKH� ZRUOG¶V� YDQLWLHV��

including dance. À Burgundia and his translator condemned dance as a sign of vanity 

                                                      
the Roman variety ± who enjoy ballets and comedies at their homes, where they dance the courante and 
RWKHU�IDGV¶��%URRNV�������S������GULQN��RIWHQ�DVVRFLDWHG�ZLWK�GDQFH��OHDGV�WR�GDQFH��DQG�GDQFH�OHDGV�WR�
sin, p. 22. For information on (Northern Netherlandish) moralists condemning dance as just one of the 
many sinful activities (dancing, drinking, gambling, fornicating, visiting the theatre, defying Sabbath, 
paying attention dress, fashion, and recreation, are all considered sins and signs of vanity) of the young 
marriageable youth, see: Roberts and Groenendij k, 2005, pp. 327-346; Kolfin 1999, p. 157 (negative 
attitude towards dance in visual imagery as it was part of biblical stories as the prodigal son, Wise and 
Foolish Virgins, Mary Magdalene, etc.), pp. 159-163 (overview negative and positive associations 
connected to dance); Naerebout 1990, pp. 125-155 (overview of different negative and positi ve opinions 
about dance. He li sted negative ideas such as that dance is vain, sinful, causes lust, incest, is Papist (see 
Brooks 1988, p. 22), descrates holidays and Sundays (see further), etc. but also more positive 
approaches are discussed. The article also provides the reader with a general history of dance in the 
Northern Netherlands in the seventeenth century, with information about balls, dancing masters, dance 
VFKRROV��HWF����$Q�RYHUYLHZ�RI�PRUDOLVWV¶�GHEDWHV�DERXW�GDQFH�EHWZHHQ������DQG������DQG�LQ�WKH�HDUO\�
seventeenth century: Arcangeli 1994, passim. Arcangeli  provides the reader with an overview of ideas 
about dance from three points of view: theology, law, and medicine: Arcangeli 2008, pp. 282-294, for 
Renaissance approval and condemnation, see p. 284 etc. Regarding moralists condemning dance in 
%RKHPLD� DQG� (DVWHUQ� (XURSH�� VHH��0LORã� 6OiGHN�� µ$�+XPEOH� 3LHFH� RQ� 'DQFLQJ�� RU�� 'DQFH� LQ� WKH�
Literature of the +RPLO\�LQ�WKH�&]HFK�/DQGV�GXULQJ�WKH���WK�DQG���WK�&HQWXULHV¶��LQ�5RXVRYi�������SS��
39-���9iFODY� %$åHN� DQG� 5RVWLVODY� 6PtãHN�� µ'DQFH� LQ� WKH� (YHU\GD\� /LIH� RI� WKH� 1RELOLW\� DW� WKH�
%HJLQQLQJ�RI�WKH�0RGHUQ�(UD¶��LQ��5RXVRYi�������SS����-28. The latter authors also address positive 
elements and note that despite the moralists, dance was part of aristocratic education. The different 
opinions about dance (both positive and negative) in early modern England, see: Winerock 2012, p. ii -
iii , passim. 
1055 This book is a translation by Petrus Gheschier, as the original work was a Latin emblem book 
entitled Mundi Lapis Lydius sive Vanitas per Veri tatem falsi accusata et convicta (Antwerp 1636), 
written by Antonius a Burgunia (1594-�������&�*�1��GH�9RR\V�� µ(HQ�YHUJHWHQ�]HYHQWLende-eeuwse 
emblemata-EXQGHO��YDQ�TXDGH�WRQJKHQ¶��Tijdschrift voor Nederlandse Taal- en Letterkunde, 70 (1952-
�������/HLGHQ��S�������KHUH�WKH�GDWH�LV�µ����¶�������LV��KRZHYHU��XVHG�LQ��)��9DQGH�3XWWH��µ%RXUJRJQH�
�$QWRLQH�'H�¶��Biographie Nationale, II , Brussels, 1868, p.  843; Antonius à Burgundia, Linguae vitia 
et remedia (Antwerp, 1631), introduced by Toon van Houdt, Imago Figurata Editions, vol. 1, Turnhout, 
������S�����7RRQ�YDQ�+RXGW��µ7KH�JRYHUQLQJ�RI�WKH�7RQJXH��/DQJXDJH�DQG�(WKLFV�LQ�(UDVPXV¶�/LQJXD�
�������DQG�%XUJXQGLD¶V�/LQJXDH�YLWLD�HW�UHPHGLD�������¶��LQ��-RKQ�0DQQLQJ��.DUHO�3RUWHPDQ�DQG�0DUF�
van Vaeck (eds.) The Emblem Traditions and the Low Countries, Imago Figurata Studies, vol. 1B, 
7XUQKRXW�� ������ S�� ���� µ����¶� LV� DOVR� XVHG� LQ��0DULR�Praz, Studies in seventeenth-century imagery, 
Rome, 1964, p. 12; John Landwehr, Emblem and Fable Books printed in the low countries 1542-1813. 
A bibliography, third revised edition, Utrecht, 1968, pp. 68-69; Anne G.C. de Vries, De Nederlansche 
Emblemata. Geschiedenis en Bibliographie tot de 18de eeuw, PhD. dissertation, Amsterdam, 1899, p. 
cv.; Karel Porteman and Mieke B. Smits-Veldt, Een nieuw vaderland voor de muzen. Geschiedenis van 
de Nederlandse literatuur 1560-1700, Amsterdam, 2013, p. 488. The information about this emblem 
book derives from my research in the context of the master class Nederlandse letterkunde: relatie 
woord-beeld in de vroegmoderne tijd (Prof.dr. Marc Van Vaeck) in 2011. 
1056 $�%XUJXQGLD�������S�����.DUHO�3RUWHPDQ��¶����$QWRQXV�D�%XUJXQGLD¶��LQ��0DUFXV�GH�6FKHSSHU��HG����
Nederlandse Letteren in de Leuvense Universiteitsbibliotheek. Catalogus van de tentoonstelli ngen in 
de Universiteitsbibliotheek, exh.cat., Leuven, University Library, Leuven, 1982, p. 126. 
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DQG�LPSUXGHQFH��µ<GHOKH\GW�*URRWH�YUHXJKW�LQ¶W�GDQVVHQ�OH\W��:DHUKH\GW�7HHFNHQ�YDQ�

OLFKWYHHUGLJKH\GW¶��1057 The text refers to young men who are in love during dance,1058 

and also addresses the difference between peasant dance and the French noble dances 

(see below). The moralist condemns the young in love who danced French dances. The 

text indicates that these foolish youngsters did not consider their dances equal to mere 

peasant performances.1059 The author aims at the foolishness of the names of the dances, 

the indecency of these activities, and condemns the young man addressed in the 

beginning for partaking in it. Dancers were said to dance straight to hell. The moralist 

DOVR�PHQWLRQHG�GDQFLQJ�VFKRROV��LQ�ZKLFK�WKH�µMXPSLQJ�DQG�WXUQLQJ�DQG�VLQJLQJ¶�LV�QRW�

without its dangers. A virgin would end up in an unchaste lif e, caused by the kissing, 

greeting and dancing.1060 Dance expressed thus impropeU�GHVLUHV�LQ�D�YLUJLQ¶V�PLQG�DQG�

heart, which is the reason such a virgin loved dance as an entertainment.1061 À 

                                                      
1057Antonius à Burgundia, Des Wereldts Proef-steen ofte de Ydelheydt door de Waerheyd beschuldigt 
ende overtuyght van valscheydt, Antwerp, 1643, p. 129.  
1058 Obviously, dance was frequently connected to love making and courting. As this is a very important 
element in Janssens¶�RHXYUH��,�ZLOO�GLVFXVV�WKH�DPRURXV�PHDQLQJ�RI�GDQFH�IXUWKHU�LQ�WKLV�FKDSWHU� 
1059 À Burgundia 1643, pp. 133-�����µ0DHU�DO�ZDW�JK\�VDHJKW�WH�YHXUHQ��µ'DW�HQ�]LMQ�PDHU�NLQGHU-leuren; 
¶7� ZDV� PDHU� HHQHQ� ERHUHQ-dans/ Om een rotte mispel-krans./Dat ghy quaemt den dans 
aenschouwen,/Als die edel hoofsche vrouwen/ Voeghen haer met soet ghelaet/ Soo het spel en mode 
JDHW��*K\�VRXGW� VHJJKHQ��'HVH�GLQJKHQ�0RHWHQ�X\W�GHQ�KHPHO� VSULQJKHQ���:DQW� µWHQ�VFKLMQW�JKHHQ�
menschen werck,/ Dat ick in het danssen merck./Selfs de namen druck ghenesen,/Als-men die maer 
compt te lesen;/ Hoordt eens hoe hun li chten aert/ Wordt met lichte tael verclaert./La Gentill e, La 
Valette�&RPHQ�HHUVW�KLHU�LQ¶W�VDOHWWH���Canarie, en grand Bal / Hebben hier oock hunnen val./Hier naer 
volght la Pastorelle,/Belle fill e, la Pucelle,/ En Courante de la Cour,/ Swierdt oock mé op haren tour./La 
Boutade, Belle Dame,/Wijsen oock uyt haren name,/ Dat-se lustigh zij n en fraey,/ Maer met eenen 
li chten draey./'¶2UHQJLHUH��GH�3DYDQH/Springhen oock in dese bane,/ La Courante de Busquoy/Maeckt 
de dans-gheleerde moy./En de neghen-cleyne Branden/Doen de meyskens herten branden./ La 
Princesse is oock net,/En soo menigh fraey Ballet./La Volage, La Bisaerde,/La Angloise, la Galiaerde/ 
&RPHQ�RRFN�KHHO�OLFKW�LQ¶W�VSHO���(Q�Vy gaen oock seere wel./La Picarde seer vluchtigh,/La Vignone 
seer cluchtigh,/ Favorite doet oock mé,/ In de Luete van de sté./Daer is eene, soo ick meyne,/La 
Courante de Loraine;/Al de reste laet ick daer,/ Want den hoop weeght my te swaer. Ioncker ghy meught 
X�ZHO�VFKDPHQ��0HW�DO�GHVH�VRWWH�QDPHQ���,FN�LQ�GDQVVHQ�VWHOOHQ�YUHXJKW"��¶7�LV�HHQ�ZHUFN�GDW�QLHW�HQ�
GHXJKW�¶�Again, the French cultural influence (which was undoubtly present in seventeenth-century 
Antwerp society, cf. chapter 5) is criti cised in the context of dance. 
1060 ¬�%XUJXQGLD�������S������µ¶7LV�PDHU�VSHO�YDQ�OLFKWH�VRWWHQ���:HHUGLJK�RP�GDHU�Pp�WH�VSRWWHQ�>«@�
:DFKW�X�YDQ�GLW�OLFKWH�VSHO���(HU�JK\�GDQVW�QDHU�G¶RSHQ�KHO���:DQW�KHW�GDQVVHQ��HQ�KHW�VSULQJKHQ���(Q�
het keeren, en het singhen,/ In de dans-school hier en daer,/ Is niet sonder groot gevaer./Al dat swieren 
YDQ� GH� YRHWHQ��� $O� GDW� NXVVHQ�� DO� GDW� JURHWHQ��� 0DNHQ� YRRU� GH� PDHJKW� EHUH\GW�� ¶7� EHGGH� YDQ�
RQVX\YHUKH\GW�¶ 
1061 ¬�%XUJXQGLD�������S�������µ6\�HQ�VWHOGH�QLHW�HHQ�YRHW��'DHU-men dese spronghen doet./ Maer om 
dat onsuyver lusten/In haer weeldigh herte rusten,/ En dan sy den vollen toom/ Hier aen gheeft oock in 
den droom;/Daerom wordt sy soo ghedreven/Om tot danssen haer te gheven,/En te nemen haer 
vermaeck/In dees alder-soetste saeck./ In een saecke, soo wij  weten,/ Daer den hemel wordt vergheten,/ 
Daer de siele lij dt ghewelt,/ En wordt van den lust ghevelt./ Staen u voeten dan naer cranssen,/ Daerom 
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%XUJXQGLD¶V� ERRN� LV� DQ� HDUO\� H[DPSOH� RI� WKH� WUDGLWLRQ� RI� ERRNV� WKDW� DLPHG� DW�

µXQPDVNLQJ¶� WKH� ZRUOG¶V� YDQLWLHV�� $� WUDGLWLRQ� WKDW� ZDV� SXUVXHG� E\� WKH Southern 

Netherlandish seventeenth-century moralist writer Adriaen Poirters (whose concerns 

about fashion are also discussed, cf. chapter 5).1062  

3RLUWHUV¶�PRVW�ZHOO-known work is his Het masker van de wereldt afgetrocken (1646) 

which was very popular in thH�VHYHQWHHQWK�FHQWXU\��,Q�WKLV�ERRN�3RLUWHUV�FULWLFLVHG�µWKH�

sins of the bourgeoisie, with their gaudy parades in coaches, their self-interested 

friendships, their fondness of fashion, their restless urge to succeed in lif e and 

arrogance, their lusts and bDG�PDUULDJHV«¶�1063 Poirters condemned those who pretend 

to have noble blood, but in fact were not of aristocratic lineage.1064 Poirters and his 

colleagues seem to have condemned the high social lifestyle of the middle classes, and 

perhaps also by the wealthy merchants who wanted to obtain an aristocratic title (the 

VRFLDO�JURXS�-DQVVHQV�GHSLFWHG�LQ�KLV�SDLQWLQJV��WRJHWKHU�ZLWK�WKH�µQHZ�QRELOLW\¶�� 

Poirters and his colleagues furiously condemned dancing and (what they considered) 

imprudent behavior by the young who waste their time at balls, or in unchaste courting 

activities. Repeatedly, moralist writers condemned the sinful, vain, and time consuming 

character of dances and balls. Moreover, they refer to the possible sins that are caused 

by the dancing of a man and a woman together (feelings of love or lust). Mostly, young 

women (who are also judged because of their sloth, their lavish dress and accessories) 

are condemned for partaking in such events.1065 Jan de Grieck also condemnes the 

                                                      
li chte Dochters danssen,/ Helt ghy mede derrewaert,/ Ghy zijt  van seer li chten aert./ Al de danssen oock 
RS�KHGHQ��=LMQ�YRO�YDQ�OLFKWYHHUGLJKHGHQ���'LH�QDHU�GHVH�NHHUW�µWJKHVLFKW���,V�WRW�DOOHQ�VWDHW�WH�OLFKW�¶ 
1062 Porteman and Smits-Veldt 2013, pp. 488-489. 
1063 Porteman and Smits-Veldt 2013, pp. 490-�����TXRWH��VHH�S�������µ'H�ZHUHOG��GDW�]LMQ�GH�RQGHXJGHQ�
van de burgerij , met haar pronkerige koetsparades, haar baatzuchtige vriendschappen, haar modezucht, 
haar rusteloze carrière-drang en verwaandheid, haar lusteQ�HQ�VOHFKWH�KXZHOLMNHQ«���The book belongs 
WR�D�OLWHUDU\�WUDGLWLRQ�LQ�ZKLFK�WKH�ZRUOG¶V�YDQLWLHV�DUH�µXQPDVNHG¶��D�WUDGLWLRQ�WKDW�ZDV�DGRSWHG�E\�-HVXLW�
writers, and mostly by the Jesuit Adriaen Poirters. He wrote for a wide audience in Dutch: Porteman 
and Smits-Veldt 2013, pp. 488-489. 
1064 Adriaen Poirters, Het masker vande Wereldt afgetrocken��$QWZHUS��������S������µ+RH�YHHO�ZRUWHU�
ghevonden die hun-QHQ�WLMGW�EHVWHQGHQ�>«@�PHW�VWRIIHQ�RS�KXQ�DGHOLMFN�EORHGW��GDHUVH�QRFKWDQV�PDHU�
van ghemeyn lieden ghesproteQ�]LMQ¶� 
1065 Adriaen Poirters, Den Alderheijli chsten Naem voor een Nieu-jaer-gift Geschoncken aen de 
Ionckheyt, gehoude, weduwen, geestelyke�� $QWZHUS�� ������ S�� ���� µ,RQJKH\GW� VFKRXZW� GLH� DYRQGW-
straetjens, En breckt af die fesel-praetjens, Steckt u in gheen doncker gaetjens; Die dat doen zijn vuyl 
/DXGDHWMHQV�� 7URWVH� 6ORRUNHQV�� +RIVFKH�0DHUWMHQV�� 'LH� YDQ� µVPRUJHQV� NUROOHQ� KDHUWMHQV�� µ6DFKWHU-
QRHQV�VODHQ�RS�GH�VQDHUWMHQV��µ6DYRQGWV�VSHOHQ�PHW�GH�NDHUWMHQV��'LH�GDHU�VLWWHQ�DHQ�GH�GHXUNHQV�9RO�
van stricken en van coleurkens, En soo prat zijn met faveurkens, Van die nieuw Parijssch leurkens; Die 
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\RXQJ�PHQ�DQG�ZRPHQ�µj�OD�PRGH¶��FI��FKDSWHU�����ZKR�DUH�QRW�RQO\�YHU\�DWWUDFWHG�WR�

all kinds of outward appearances, and influenced by the French way of lif e, but also 

participate in activities such as dancing.1066 

                                                      
daer draghen armosijntjens, Bloemen, tuylkens, roosmarijntjens, [p. 91:] Spreken schier als 
Seraphijntjens, En sy leven als de swijntiens. Dat en doen gheen Philaretjens, Op haer wanghen vol 
URRVHWMHQV��1RFK�KDHU�FOHHUHQ�YRO�FLYHWMHQV��0DHU�KDHU�VLHOHQ�GLH�]LMQ�QHWKHQV��,FN�ELGG¶X�2XGHUV�OHW��OHW�
RS�GLH�WHHUH�VSUX\WHQ��:DQW�NLQGHUV�]LMQ�VRR�EURRV�DOV�]LMQ�JKHODVHQ�UX\WHQ��,FN�ELGG¶�X�2XGHUV�OHW��OHW�
RS�RQQRRVHO�MHXJKW��µ7LV GDQ¶W�RSUHFKW�VDLVRHQ�YDQ�¶W�SODQWHQ�YDQGH�'HXJKW�¶�>S������@�µ9DQ�WH�YLQFNHQ��
Van te drincken, Van te klappen, Van te tappen, Van te doppen, Van te soppen, Van te smoken, Van te 
koken, [p. 165:] Van te teren, Van te smeren, Van te kannen, Van te pannen, Van te schranssen, Van te 
danssen, Van te singhen, Van te springhen, Van te velen, Van te spelen, Van te kijven, Van te schijven, 
Van te ruysschen, Van te tuysschen, [p. 166:] Van te troeven, Van te boeven, Van bonceuren, Als 
monseuren, Wat kan daer somtijdts anders af comen, Als te duchten, Als te suchten, Als te claghen, Als 
te vraghen, Als te borghen, Als te sorghen, Als te quelen, Als te stelen, [p. 167:] Als te vanghen, Als te 
hanghen? En van een partuer dat over-een comt als haspels in den sack, wat iV�GDHU�µWGDJKHOLMFNV�EURRG"�
Als slaghen, En claghen, En pruylen, En muylen, En smijten, En krijten, En spijten, En trouwen, En 
VQRXZHQ�� (Q� URXZHQ¶� In his condemnation of the bourgeoisie aspiring and even lying to become 
ennobled, Poirters described the activities of such figures, including the buying of luxurious dresses, 
fencing, visiting dancing schools, etc.: Adriaen Poirters, Het masker vande Wereldt afgetrocken, 
$QWZHUS��������S������µ+RH�YHHO�ZRUWHU�JKHYRQGHQ�GLH�KXQ-nen tijdt besteden in te kemmen, in het 
wasschen van-den baerdt, in het friseren vande knevels, met faveuren te koopen, met schermen, met het 
ticktack, met pickeren, met het palet, met het racket, met de dans-school, met vrij en en courtiseren, met 
YOH\HQ�HQ�VWUHHOHQ�>«@�¶�)XUWKHUPRUH��ZRPHQ�DUH�DOVR�JXLOW\�RI�ZDVWLQJ�WKHLU�WLPH��µ9DQGHQ�DQGHUHQ�
kant wat eene tijd-verquistinghe en wordter oock onder de vrou-wen niet ghevonden? Men sou segghen 
GDW�VRPPLJKH�YDQ�KDHU�JDJLH�WURFNHQ��VRR�EHVLJK�]LMQVH�RP�LHW�QLHXZV�WH�YHUVLHUHQ��¶W�VFKLMQW�GDW�Vy 
anders niet en connen of weten, als vande Nieuwe Mode te spreken, van de poyer-doose, vanden friseer-
SUHP��YDQGHQ� VSLHJKHO� >«@¶��'HVH�EHVWHGHQ�HHQ�YLHUHQ-deel van haer leven in palleeren, een ander 
vieren-deel in visiten, het derden in dansen en springheQ��GH�UHVW�LQ�VODHSHQ�HQ�GURRPHQ¶��&RPSDUDEOH�
ideas were discussed in Het graf der Wereltse Vermaeckinghen; met de Morgen-Wekker der Jonck-
vrouwen. Uyt het Françousch Van den Aller-wel-spreeckendste P: De la Serre, Vertaelt, door J.D. 
(Antwerp, 1642). The author also fulminates against young women dancing. Dance is considered a vain 
waste of time and many reference to dancing in hell are made. Dance would, eventually, lead to death. 
It is condemned that young women only care about courting (even in church), seeing comedies, and 
entering a banquet and a dance: (fols. 7, 10, 21, 125, on the vanity of music, fol. 105). In the part of 
Morgen-Wekker der Jonck-vrouwen young women made and dressed up according to the latest fashion 
styles, are considered fond of dancing, which would eventually lead them to death (fol. 19). (fols. 28, 
31). In 1654, Geerardt van Wolsschaten warns the young marriagable woman to behave well, as he 
considers that an honest young man would not marry a woman who only cares for flaunting ZLWK�RQH¶V�
dresses, courting, singing, and dancing. Next to this flaunting around and being interested in the latest 
fashion styles, dancing is considered a vain occupation that is not suitable for a virtuous young woman: 
µ2IW�X�PLVVFKLHQ��3KLORWKHD��ZHUW�ghevraeght wat voor Raet ghy geven soudt aen een Jonghman die 
hem wilde tot den houwelij cken staet begheven, wat voor een Vrijster ghy hem toe-schicken soude, ick 
en meyne niet, dat ghy soo soudt verdoolt zij n, dat ghy hem soude raede tot een vande Laudeaten, die 
anders niet en peysen, als Om te stricken, Om te schicken, Om te rijen, Om the vrijen, Om te proncken, 
Om te loncken, Om te swieren, Om te cieren, Om te singhen, Om te springhen, Om te dansen, Met de 
Hansen, Die veel hoogher sijn van staet, Als den (FKW�WH�YRHJKHQ�ODHW�¶��*HHUDHUGW�YDQ�:ROVVFKDWHQ��
De doodt vermaskert met des weerelts ydelheyt af-ghedaen, Antwerp, 1654, pp. 44-45.  
1066 J.D.G. [Jan de Griek], De sotte wereldt ofte den waeren afdruck der wereldtsche sottigheden. Alles 
tot onderrichtinge der seylen, en gebreken des menschen leven, met veel waerachtige Historien verciert, 
>«@�'HQ�WZHHGHQ�'UXFN�YHUPHHUGHUW�HQGH�YHUEHWHUW��%UXJJH��3LHWHU�YDQGH�&DSHOOH��V�G���S������µ.LMFNW��
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The educational treatise Den Spieghel der Jonckheydt dienende voor alle Jonckheydt 

G¶HHUEDHUKH\GW�HQGH�GHXFKW�EHPLQQHQGH� WRW�HHQ�VSLHJKHO� (Antwerp, 1683) addresses 

young men in particular, and their ideal behavior. The book was originally written by 

Hendrik Aerts van Boxtel in 1576, and was frequently republished.1067 Boys are advised 

not to dance, as it would lead them to vanity and evil. People who think it a disgrace 

not to dance well are condemned.1068 

Moralists also countered apologetical explanations in favour of dance. The common 

idea that dance was an accepted remedy against melancholy (see further), was 

contradicted by the clergyman Gabriel à S. Ioanne Baptista. In 1686, he wrote that 

GHVSLWH�WKH�ODXJKWHU��WKH�VLQJLQJ��WKH�ZLQH��WKH�GDQFLQJ�DQG�WKH�JDPHV��WKHVH�µPHUU\¶�

men are very often sad rather than happy.1069  

An often reoccurring concern was the fact that many people did not join the religious 

holidays in church, but preferred to spend their time in inns playing games, or gathering 

in companies and dancing schools. In addition, it was also condemned that people 

worked on these days (though sometimes, as many holidays came together, a laborer 

could barely survive without being paid for his work on feast days). This was a concern 

in Antwerp and in the Southern Netherlands in general.1070  

                                                      
daer komt een Koets met fransen, Immers franschen van dit landt;Want��VFKRRQ�GDW�V\�VLQJHQ��GDQVHQ�¶W�
*DHW�DO�QDHU�GHQ�IUDQVFKHQ�WUDQW��+HW�]LMQ�YRJHOV�OLFKW�YDQ�YHHUHQ��'DHU�QLHW�YHOH�GHXJKW�LQ�VWHFNW�¶ 
1067 http://www.flandrica.be/items/show/528/ (access 20 January 2015). 
1068 µHoe hem eenen Jonghelingh wachten sal van danssen. Van veel te danssen suldy u oock mijden/ 
KHW�ZHOFN�ERYHQ�DO�VHHU�OLFKWYHHUGLJK�VWDHW��DO�LV¶W�GDWWHU�YHHO�KHQ�GDHU�LQ�YHUEOLMGHQ��:DQW�GH�VXOFNH�
zijn meer gheneyght tot het quaedt/ dan het goedt moghen wesen tot hunder zielen hart/ sy worden va 
¶W�ZHUHOGWV�\GHOKH\GW�JKHGUHYHQ��/DHW�GH�ZHHOGH�YDUHQ�PHW�KDUHQ�ERRVHQ�UDHGW��6FKRXZVH�RRFN�GLH�
alsoo begheren te leven: Wilt u tot wat anders eerlij cks begheven: Dansen en springhen niemanden 
prospereren/ doeW��0DHU�PHQLJKHQ�WRW�DUPRHG�YH>«@�GRHW�¶ H. Aerts van Bocxtel, Den Spieghel der 
-RQFNKH\GW�GLHQHQGH�YRRU�DOOH�-RQFNKH\GW�G¶HHUEDHUKH\GW�HQGH�GHXFKW�EHPLQQHQGH�WRW�HHQ�VSLHJKHO��

Antwerp, 1683, pp. 28-29. 
1069 F. Gabriel à S. Ioanne Baptista, Den gheestelycken juwelier voorsien van kostelycke ghesteenten 
van ryck-leerende lessen, Ghehaelt uyt de Schadt-kamer van de seven wyse van Griecken-landt, 
Gheschoncken tot Cieraet der zielen, *KHQW�� ������ DOVR� VROG� LQ� $QWZHUS� �µPHW� ZLQWVH� WH� FRRS�
7¶$QWZHUSHQ��E\�$XJXVWLQXV Graet, Boeck-verkoo-per op de Groote Merckt, in de Sy-bael), p. 131: 
µ9HHO�VLQJHQ�E\�GHQ�NRHOHQ�ZLMQ��'LH�LQ�KXQ�KHUW�QLHW�EO\�HQ�]LMQ��9HHO�ODFKHQ�RS�HHQ�%UX\ORIW-feest, En 
treuren binnen in den gheest; Veel dansen met een li chten voet, En laeyen droefhe\W�LQ¶W�JKHPRHW��$O�
VSHOHQ�V\�GDQ�QDFKWHQ�ODQFN¶�� 
1070 &RQVWDQW�YDQ�GH�:LHO��µ9HUERGHQ�OHXWH�HQ�YHUPDDN�LQ�KHW�DDUWVELVGRP�0HFKHOHQ������-�����¶��LQ��
In Verscheidenheid. Liber amicorum prof.dr. em. Robert van Passen, Kortrij k, 1993, pp. 373-379; Thijs 
1990 pp. 150-152, passim. The remarks about dance on holidays and during service, is not unique and 
can also be found, for example, in England (1200-1600, see Arcangeli 1994, p. 130) and in the 
seventeenth-century Northern Netherlands (Brooks 1988, p. 22). See also Schröder-Klaassen 2007, p. 
68, p. 74. It comes as no surprise that, for example, at the end of the seventeenth century, the priests of 



281 
 

$SDUW�IURP�PRUDOLVWV¶V�concerns about the spiritual welfare of their flock, they also often 

warn about youngsters who gather, dance and court. Parents are warned not to leave 

their children unsupervised and not to allow them to go to such balls or gatherings, as 

this will eventually lead them to other sinful behavior.1071  

                                                      
the city of Antwerp gathered and commonly wrote down an undated request to the vicars of the diocese 
of Antwerp about this disrespect for Sundays and other Holidays. In their request they discuss that, 
despite the ordinance of 14 April  1600 by Joannes Ferdinandus and the many admonitions on their part, 
the holiness of Sundays and Holidays are publicly violated by people working, opening their shops, 
selli ng their goods and food, gambling, singing useless songs, pouring out wine, coffee, tea, drinking 
wine and beer in the afternoon, etc., The also mention the organisation of dancing schools 
�µ&DPHUVSHOHQ�HQ�'DQVFKRRO¶���0Rreover, they complain that these activities are performed without 
thinking about sermons, mass, vespers or other holy services. Consequently, the sermons and 
admonitions of the clergy lose their authority, and both the youth and the elders do not attend the holy 
services, and thus become unaware and contaminated: Beveren, State Archives, T17/007.02, Sint-
Joriskerk te Antwerpen, file nr.. 74, 74.D.1e. As in this example, a very often repeated concern of the 
clergy was the distraction of the young caused by dancing schools. They, according to these moralists, 
spend too much time there, and also on Sundays instead of attending the Holy Mass. In the Antwerp 
city Archives (FelixArchief), a document signed by the deans of the musicians guild of Saint Job and 
Saint Mary Magdalena of 1564, proves that already in that time, muscians sometimes held dancing 
schools, and opened them on these holy days. In the document the musicians promise to not open their 
dancing schools anymore on the first Palm Sunday, Eastern and the day after, Ascension, Pentecost and 
WKH�GD\�DIWHU��&RUSXV�&KULVWL��6DLQW�0LFKDHO¶V�GD\��$OO�6DLQW¶V�'D\��&KULVWPDV�DQG�WKH�GD\�DIWHU��DQG�WKH�
six festivities organised in honor of Our Lady: Antwerp, Felixarchief, GA 4572, 14 April  1564. This 
document was SXEOLVKHG� LQ�� *RGHOLHYH� 6SLHVVHQV�� µ*HVFKLHGHQLV� YDQ� GH� *LOGH� YDQ� GH� $QWZHUSVH�
Speellieden, bij genaamd Sint-Job en Sint-Maria-0DJGDOHQD��,QOHLGLQJ�HQ�'HHO�,��;9,GH�HHXZ¶��Revue 
belge de Musicologie/ Belgisch Tijdschrift voor Muziekwetenschap, 22, ¼ (1968), p. 34. Such legal 
texts about regulations are important sources in general about dancing schools: -HQQLIHU�1HYLOH��µ'DQFH�
in Europe 1250-����¶��LQ��1HYLOH�������S����� Already in 1580 the Italian Carlo Borromeo wanted to 
IRUELG�µGDQFH�DQG�WKHDWUH�RQ�6XQGD\V�DQG�UHOLJLRXV�KROLGD\V�DSSURYHG�E\�WKH�SRSH¶��$UFDQJHOL�������S��
285. Comparable moralists in Northern Netherlands complain about the young and their behavior, 
certainly on Sundays: Roberts and Groenendijk 2005, pp. 327-346, p. 331; Naerebout 1990, pp. 125-
155. In the eighteenth century, the city of Antwerp forbade the organisation of balls and dances in 
houses during the first Sunday of Lent and during Lent: Spiessens (Muziekleven en muzikanten te 
Antwerpen) 1985, p. 95. 
1071 Poirters 1646, pp. 284-�����µ,FN�VHJJK¶�GDQ�HQGH�LFN�VSUHHFN�KLHU�X-lieden aen, Vader en-de Moeder: 
heeft u Godt inden Houwelij cken staet vruchten verleent? Queeckt-VH�RS�GH�YUHHVH�GHV�+HHU��=LMQ¶W�
dochters? Slaet-VH� ZHO� JDHGH� LQ� KDHUH� ZDQFNHOEDHUH� MHXJKW�� µW� LV� RQ-ghelooffelij ck hoe li cht een 
voncksken in het vlasch komt te vatten.[..] De Ionckheyt (seght eenenseer wel) is ghelij ck het quick-
VLOYHU��GDW�KHW�PLQVWH�JDWMH�GDW¶W�VLHW�JKHEUX\FNW�RP�X\W�WH�ORRSHQ��HQ�DOV¶W�JKHVWRUW�HQGH�JKHYDOOHQ�LV��
ZLH�NDQ¶W�VRQGHU�YX\OLJKH\W�RS-UDSHQ"�>«@�,�GDW�LQGHU�ZDHUKH\GW�QLHW�HHQ�OHVVH�YRRU�X��{�9DGHU��YDQ�
sorghvuldigheyt te draghen, en-de acht te nemen op de conversatie van uwe Dochters, en te lettem offer 
misschien niet een Ioncksken en voncksken is ge-UHVHQ"¶��S�������µ(HQ�GRFKWHU�>«@�LV�HHQ�YHUERUJKHQ�
ZDFKW� YDQGHQ� YDGHU� >«@¶�� S�� ����� µ>«@� 2� OLHYH� YDGHU� YRRU� GLH� GDQVVHQ� ZLO� LV¶W� KDHVW� JKHQRHJK�
ghepepen. Hebt ghy dan dochter? Bewaert haer li chaem. Iae de vrij agien [ende] aengheboden trouwe 
ODHW�GLH�RS�X�EHOHW�UXVWHQ��QLHW�RS�KDHUH�GULIWHQ�HQGH�EOLQGH�DPRXUHWWHNHQV�DIORRSHQ¶�>«@��S�����-308: 
µ,FN� HQ�PRHW�QLHW� VHHU�EHVRUJKW� ]LMQ�RP�GLW� WH�GRHQ�EOLMFNHQ�� HQGH� WH�EHYHVWLJKHQ��GDHU� ]LMQGHU�PHW�
honderden van hen, die het selver opentlij ck bekennen. Dry uren voor den spieghel te staen, te danssen 
en te springhen tot den midder-nacht, ghe-perst te gaen in fij ne kleederen somers-daeghs, met bloote 
bor-VWHQ� WH� ZDQGHOHQ� LQ¶W� NRXWVWH� YDQGHQ� ZLQWHU�� DOV� ZDQQHHU� HH-nen grof-smit sich qualij ck kan 
YHUZHUPHQ��NULMW�HWHQ��WHUZH��NROHQ��RP�EOHHFN�WH�ZHVHQ��LV�GDW�VXOFNH�JKHQXFKWH�HQGH�SODLVLHU"¶ 
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2.3. Dancing as a Courting M echanism 

 

'DQFLQJ� ZDV� QRW� RQO\� DQ� DFWLYLW\� LQ� RUGHU� WR� GLVSOD\� RQH¶V� DULVWRFUDWLF� HGXFDWLRQ��

Moreover, and certainly in the genre of elegant company paintings,1072 the dancing 

youngsters must have definitely brought to mind the amorous meaning of the scene.1073 

Dancing in mixed gender company was an issue for many moralists. The moralists 

feared that dancing would eventually lead to unruly sexual and thus sinful behaviour. 

Defenders of dancing argued that it could be considered to be the ideal manner in which 

to get to know a marriage partner. Castiglione also noted the risks but added the need 

for supervision. Luther also acknowledged that the young could be allowed to dance at 

a party, but should not be alone, and need to remain in the presence of older people to 

ensure self-control. Also in Contra-Reformation times, it was considered better if  

dances were performed in public spaces, such as squares, halls, palaces, or loggias (as 

Janssens depicted them).1074 

Attending balls was considered the ultimate opportunity to meet potential marriage 

partners.1075 $OUHDG\� LQ� $UEHDX¶V� GDQFH� WUHDWLVH� Orchesographie the amorous and 

seductive character of a man dancing to attract a woman is mentioned ± the author helps 

RXW�D�\RXQJ�PDQ�ZKR�IHDUV�KH�ZLOO�QRW�EH�DEOH�WR�µSOHDVH�D�ODG\¶��EHFDXVH�KH�FDQQRW�

dance well.1076 Arbeau added in his text:  

                                                      
1072 For more about the depiction of love and youth culture in elegant company paintings (cf. 
introduction), see: Kolfin 2005; H. Rodney Nevitt, Jr., Art and the Culture of Love in Seventeenth-
Century Holland, Cambridge, 2003, pp. 71-79; Benjamin Roberts, 6H[�DQG�'UXJV�EHIRUH�5RFN�µQ¶�5ROO��
<RXWK�&XOWXUH�DQG�0DVFXOLQLW\�GXULQJ�+ROODQG¶V�*ROGHQ�$JH, Amsterdam, 2012. Dance was connected 
to youth: Kolfin 1999, p. 155. 
1073 The connection between dancing and love, is also stressed by moralists (although they disapprove 
VXFK�YLHZ�SRLQWV���VXFK�DV�$QWRQLXV�¬�%XUJXQGLD��+H�GHVFULEHV�KRZ�D�\RXQJ�PDQ�LV�DVNHG��µ,RQFNHU��
why he dances, and why he makes poems about light-KHDUWHG�DQG�LPSXUH�VRQJV��7KH�\RXQ�PDQ¶V�DQVZHU�
LV�VLPSOH��KH�LV�\RXQJ��DQG�WKXV�DVNLQJ�VXFK�TXHVWLRQV�LV�IRROLVK��DQG�LQ�ORYH��µ=LMQ�GLW�QLHW�ZHO�VRWWH�
vraghen Voor mijn jonghe groene daghen, Waerom licht? Ick ben ghesandt Van het li chte minne-
ODQGW¶���¬�%XUJXQGLD�������S������ 
1074 Arcangeli 2008, p. 285; Arcangeli 1994.  
1075 6HH�DOVR�6WDIIRUG�������S������GDQFH�DV�WKH�µPDLQ�YHKLFOH�IRU�VRFLDO�LQWHUDFWLRQ¶���$�ORYHU�KDV�WR�WDNH�
his lady to dance: Jacob Cats, Spiegel van den Ouden en Nieuwen Tyt. Van nieuws oversien, vermeerdert 
en verbetert, Elck Spiegle hem selven, Amsterdam, Jan Jacobsz Schipper, 1657, fol. 37. In: Alle de 
wercken, so ouden als nieuwen, van de Heer Jacob Cats, ridder, oudt Raedtpensionaris van Hollandt, 
&c. Doorgaens vermeerdert, en achter met des Autheurs Tachtigh-jarigh Le-ven, Huyshoudinge en 
Bedenckingen op Zorgh-Vliet, Amssterdam: Jan Jacobsz Schipper, 1658. 
1076 Roodenburg 2004, p. 88. 
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µ,I�\RX�GHVLUH�WR�PDUU\�\RX�PXVW�UHDOL]H�WKDW�D�PLVWUHVV�LV�ZRQ�E\�WKH�JRRG�WHPSHU�

and grace displayed while dancing, because ladies do not like to be present at 

IHQFLQJ�RU�WHQQLV��>«@�IRU�GDQFLQJ�LV�SUDFWLVHG�WR�UHYHDO�ZKHWKHU�ORYHUV�DUH�LQ�

good health and sound of limb, after which they are permitted to kiss their 

mistresses in order that they may touch and savour one another thus to ascertain 

LI�WKH\�DUH�VKDSHO\�RU�HPLW�DQ�XQSOHDVDQW�RGRXU�DV�RI�EDG�PHDW�>��@�WKHUHIRUH�>«@�

LW�EHFRPHV�DQ�HVVHQWLDO�LQ�D�ZHOO�RUGHUHG�VRFLHW\¶�1077  

 

'DQFLQJ�ZDV� µD� WUDGLWLRQDO� IRUP�RI� VRFLDELOLW\� IRU� \RXQJ�QREOHPHQ�DQG�ZRPHQ�¶1078 

Dance not only provided young men the opportunity to exhibit their strength, it was also 

one of the very few manners in which feelings and glances between the sexes were 

allowed and expressed in public.1079 The amorous connotations of dancing was very 

frequently expressed in French prints, as in The Ball by Abraham Bosse (FIG. 30) or 

1LFRODV�$UQDXOW¶V� µ)LOOH�GH�TXDOLWp�DSUHQDQW�D�GDQVHU¶�������The subscription of this 

ODWWHU� SULQW� DOVR� LOOXVWUDWHV� WKH� DPRURXV�PHDQLQJ�YHU\�ZHOO�� µ(OOH� HQWHQG� IRUW� ELHQ� OD�

cadence Son air est noble et WRXW�FKDUPDQW�0DLV�WRXWH�VRQ�LQWHOOLJHQFH�&¶HVW�GH�IDLUH�DX�

EDO�XQ�DPDQW¶�1080 In 1658, Janssens painted a wedding, including a banquet, and a ball 

(1658, Musée des Beaux-Arts, SLIDE 43), as dancing was part of the wedding (cf. 

supra).1081 

,Q� -DQVVHQV¶� GDQFLQJ� scenes, discussed in the previous chapter, Janssens very often 

added references to love and courting, such as men and women discussing things, men  

kneeling in front of each other, exchanging flowers, holding their hands on their 

hearts,1082 etc. Janssens ver\� IUHTXHQWO\� DGGHG� VXFK� µOLWWOH¶� HOHPHQWV� WKDW� PDGH� WKH�

general message (the depiction of love in an aristocratic environment) clear.  

                                                      
1077 Stafford 1996, p. 16. Dance as a depiction of the sense of touch, see Sparti 2011, p. 166 
1078 0RWOH\�������S�������+HUH��$UEHDX¶V�LGHDV�DUH�UHSUHDWHG��GDQFLQJ�PDGH�VXUH�ORYHUV�NQHZ�DERXW�WKHLU�
SDUWQHU¶V�SK\VLFDO�KHDOWK�DQG�µVRXQG�RI�OLPE¶��DQG�DIWHUZDUGV�NLVVLQJ�DQG�WRXFKLQJ�ZDV�DOVR�DSSURSULDWH� 
1079 Muchembled 1991, p. 220 
1080 Les Heures du jour. Dans O¶LQWLPLWp� G¶XQH� IDPLOOH� GH� OD� KDXWH� VRFLpWp�� GH� /RXLV� ;,9� j� OD� ,,,H�
République, exh.cat., Dijon, Musée National Magnin, Paris, 2009, p. 52. 
1081 Van Vaeck and Verberckmoes 1998, p. 44. 
1082 For this gesture, see: Goodman 1992, p. 81. 
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7KH�DPRURXV�PHDQLQJ�LV�YHU\�FOHDU�LQ�-DQVVHQV¶�A Musical Party (c. 1665-1670, present 

whereabouts unknown, SLIDE 74).1083 The figures in this painting are gathered on a 

terrace. The men and the women are in close conversation with each other, apart from 

the young man on the far right. On the decorative vaults of the loggia, many different 

statues of litt le cupids with roses are added. Though completely unrealistic, their 

presence in the painting show Janssens explicitly stressed the amorous aspects of his 

painting. Janssens has also added similar decorations stressing the amatory meaning of 

the scene in his The game of hot cockles (1655, private collection, SLIDE 32). Here, 

Janssens has added roses and flowers on the pillars in the back of the painting. The main 

character in A musical Company (SLIDE 74) is the luteplayer central in the painting. 

He is not playing the lute, but attuning it. Within the amorous context of the painting, 

this addition of a man tuning his lute, has an additional meaning. Af ter all, the depictions 

of tuning instruments in a mixed-JHQGHU�JDWKHULQJ�RIWHQ�UHIHUUHG�WR�µKDUPRQ\�EHWZHHQ�

PDQ�DQG�ZRPDQ¶�1084 

 

 

 

 

                                                      
1083 This existence of this undated painting is only preserved by the very low resolution image in the 
advertisement to the gallery H. Parkin Smith in Bath, Somerset, depicting 17th FHQWXU\� µKLJK� OLIH¶�
Flemish paintings in 1973 (Rubenianum, photo collection) ± unfortunately, the present owner of the 
SDLQWLQJ�FDQQRW�EH�IRXQG��7KH�LPDJH�LV�DGGHG�ZLWK�D�VKRUW�GLVFXVVLRQ�LQ�µ1RWDEOH�:RUNV�RI�$UW�1RZ�
RQ�WKH�0DUNHW��6XSSOHPHQW¶��The Burlington Magazine, 109, 777 (1967), plate XIV, as belonging to H. 
Parkin Smith in Bath. In the description, it is argued that Wilhelm Schubert van Ehrenberg may have 
added the architecture (though there is no evidence for this). Even though the poor images available to 
us today do not allow us to see the mentioned signature on the painting, the manner in which the figures 
DUH�SDLQWHG�RQ�WKH�FDQYDV�DUH�YHU\�VLPLODU�WR�-DQVVHQV¶V�RWKHU�ZRUNV�RI�DUW��DQG�WKH�SDLQWLQJ�FDQ�WKXV�EH�
without doubt attributed to Hiëronymus Janssens. The description also points to the decorous character 
of the company  as they are expensivHO\�GUHVVHG�DQG�µFOHDUO\�KLJK�ERUQ¶� 
1084 0DJGD�.\URYD��µ0XVLF�LQ�6HYHQWHHQWK-&HQWXU\�'XWFK�3DLQWLQJ¶��(GZLQ�%XLMVHQ�DQG�/RXLV�3HWHU�
Grijp (eds.), The Hoogsteder Exhibition of Music & Painting in the Golden Age, exh.cat, The Hague, 
Hoogsteder & Hoogsteder/ Antwerp, Hessenhuis, The Hague/ Zwolle 1994, p. 41. For an erotic 
interpretation of this scene, see: Karel Moens and Iris Kockelbergh, Muziek & Grafiek. Burgermoraal 
en muziek in de 16de- en 17de-eeuwse Nederlanden, exh.cat., Antwerp, Hessenhuis, Antwerp, 1994, 
pp. 42-43. 



285 
 

3. HisURQ\PXV�-DQVVHQV¶�Social Network and Personal Lif e Connected with 

the Art of Elite Dance in Seventeenth-Century  Antwerp (and Brussels)  

 

The nobility and wealthy adopted a stylised, and elegant dancing style. The contrast 

with the peasant dancing styles is clear in the sixteenth-century print by Theodoor de 

Bry. In this print the artful dances of high society are compared to the low class dances 

of peasants. The differences in bodil y gesture, posture, movements and elegance 

indicates the difference in social class of the figures on display.1085  

,Q� WKH� HLJKWHHQWK� FHQWXU\�� D� FRPSDULVRQ� VLPLODU� WR�'H�%U\¶V� SULQW�ZDV�PDGH�E\� WKH�

painter and theorist Gérard de Lairesse.1086 De Lairesse encouraged painters to clearly 

stress the  social status of the figures through their gestures, (in)elegant movements, and 

postures. In his Groot Schilder-Boeck (1707, Amsterdam), De Lairesse discusses at 

length how a painter should keep in mind and know the different ways in which his 

figures have to stand, gesticulate, or move in order to reflect their social status.1087 

                                                      
1085 See also: Gui. Giacomo Gastoldi, Balletten met dry stemmen Door Gio. Giacomo Gastoldi Ghestelt 
op Italiaensche Rijmen: Nu tot vermaeck vande Neder-landtsche jeugdt, Met Neder-duytsche woorden 
verciert. Seer lieffelij ck, vermaeckelij ck, ende stichtelij ck om singen, Ende op alle soorten van 
Instrumenten te spelen. Noyt voor desen ghedruck. Cantusi��$QWZHUS��������LQ�WKH�VRQJ�µ%RHUHQ-GDQV¶�
a description about peasant dances are added. The narrator of the song described the scene and added 
he eQMR\HG�ZDWFKLQJ�LW��µ>.@¶6DJK�OHVW�HHQ�VDHFN¶�WRW�P\Q�YHUPDHFN��(HQ�ERHUHQ-dans Onder den crans 
(rep.)Hennen en Lys, Songen om prys, Rechte ende crom, Dansten sy om, Hun voeten groot, Trocke sy 
GZHHUV��>'DW�µWKH@PGH�EORRW��:DV�WRW�GHQ�HHUV��UHS���[De kerse-croon Is mynen] loon, Martyn die sprog, 
HQ�W¶VDHPHQ�VRQJ¶��UHS����*HERUVW��JHELOGW�W¶6SURJ�DO�LQ¶W�ZLOGW��(Q�VDJK¶LQW�OHVW��'H�DUJKVW¶�GH�EHVW��,FN�
GDFKW¶��DOV¶W�ZDV��+RH�DUJHU�PDHW��>+RH�ERH@UHQ�SDV��WH�EHWHU�JDHW�>UHS�@¶��The scene brings to mind the 
many peasant dances by David Teniers and his colleagues in the seventeenth century, in the tradition of 
3LHWHU�%UXHJKHO¶V� GDQFLQJ� VFHQHV��Eidelberg notes how the peasants dancing in for example Pieter 
%UXHJKHO�WKH�<RXQJHU�DQG�KLV�VWXGLR¶V�The Marriage Dance (c. 1605-1635, Quimper, Collection of Earl 
-HDQ�0DULH�)UDQFRLV�;DYLHU�GH�6LOJX\��KDYH�µXQ�FRPSRUWHPHQW�GpEULGp��OHXUV�YrWHPHQWV�HW�OHXUV�FRUSV�
Q¶RQW� SDV� SOXV� GH� IRUPH� TX¶XQ� VDF� HW� LOV� GDQVHQW� G¶XQ� SDV� ORXUG�¶�Furthermore, Eidelberg adds the 
contrast with the French rococo fête galantes and the elegance on display in these scenes. However, he 
also discusses how the peasant dancing scenes had a few elements that can be brought into connection 
with the fête galantes: Eidelberg (catalogue note) 2004, p. 144. Regarding the existence of paintings 
depicting peasant dance, and depicting elite dance, the difference between both dances and the 
DVVRFLDWLRQV��WKH�VSUHDG�RI�GDQFHV�RYHU�GLIIHUHQW�VRFLDO�JURXSV��VHH�FRXQWU\�GDQFHV�LQ�-RKQ�3OD\IRUG¶V�
work) and the interchange of dancing styles between the social groups, see: Schröder-Klaassen 2007, 
p. 13, pp. 54-59; Roodenburg 2004; Thijs 1993, p. 151 on the Antwerp situation. For a discussion of 
FRXUWO\�DQG�SHDVDQW�GDQFH��WKH�SULQW�RI�'H�%U\��DQG�'H�/DLUHVVH¶V�WKHRU\��VHH�Eelow), see also: Kolfin 
������ S�� ����� 5RRGHQEXUJ� ������ $QGUHD� 5RXVRYi�� µ&RXUWLHUV� YHUVXV� 3HDVDQWV�� 7KH� $HVWKHWLFV� RI�
0RYHPHQW�DV�DQ�([SUHVVLRQ�RI�6RFLDO�6WDWXV¶��LQ���$QGUHD�5RXVRYi��HG����Dances and Festivities of the 
16th -18th Centuries, exh.cat., Prague, National Gallery in Prague, Prague, 2008, pp. 101-102, p. 104-
105. 
1086 Bouffard-Veilleux and Roodenburg 2011; Roodenburg 2004; Rousová 2008, p. 105. 
1087 Gerard de Lairesse, Het groot schilderboek, part 1, Amsterdam, 1707, pp. 52-56. 
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Indeed, painters of high lif e scenes such as Johannes Vermeer, Pieter de Hooch, Gabriel 

Metsu, Gerard ter Borch etc. all painted young and attractive figures with elegantly 

GUHVVHG�XSULJKW�SRVLWLRQV��µGHOLFDWH�KDQGV��IODZOHVV�VNLQ��DQG�FRQWUROOHG�H[SWUHVVLRQV�RQ�

WKHLU�IDFHV¶��&RQVHTXHQWO\��'H�/DLUHVVH�DGYLVHG�\RXQJ�SDLQWHUV�± if  they are not in the 

position to mingle with the high society ±  to go out and look at the wealthy flaunt and 

walk in the streets, in the theatre, etc., in order to observe their behavior, postures, and 

elegance.1088  

Antwerp painters such as Hiëronymus Janssens had many opportunities to observe the 

fashionablH�DQG�ZHDOWK\�DULVWRFUDF\�RU�ERXUJRLVLH��7KH�SDUWLFLSDQWV�RI�WKH�GDLO\�µWRXU�j�

OD�PRGH¶�RUJDQLVHG�LQ�WKH�IDVKLRQDEOH�GLVWULFWV�RI�$QWZHUS��FI��FKDSWHU����VSHFLILFDOO\�

aimed to see and to be seen in elegant dress and adopting the correct comportment. By 

observing the participants, also as they walked around elegantly, Janssens could have 

studied their refined movements.1089 However, Janssens had much more options to 

study the world of elegance, refinement and dance. 

 

3.1. Antwerp Musicians and Dancing Masters 

 

-DQVVHQV¶�IXWXUH�ZLIH��&DWKDULQD�9DQ�'RUHQ��XVHG�WR�OLYH�ZLWK�KHU�VLVWHU�(OLVDEHWK�9DQ�

Doren and her brother-in-law and musician Jacques Matthis, before she married 

Janssens in 1650. Jacques Matthis was a musician wit high prestige, as he was 

frequently elHFWHG�GHDQ�RI�WKH�$QWZHUS�PXVLFLDQ¶V�JXLOG�1090   

                                                      
1088 'H� /DLUHVVH� ������ S�� ���� 5RRGHQEXUJ� ������ S�� ����� +HUPDQ� 5RRGHQEXUJ�� µµ:HOVWDQG¶� HQ�
µZHOOHYHQGKHLG¶�2YHU�KRXGLQJHQ��JHEDUHQ�HQ�JHODDWVXLWGUXNNLQJHQ�LQ�GH�VFKLOGHUNXQVW��GH�WRQHHONXQVW�
HQ� GH� UKHWRULFD�� GH� LQEUHQJ� YDQ� KHW� FODVVLFLVPH¶�� LQ�� 5HLQGHUW� )DONHQEXrg, Jan de Jong, Herman 
Roodenburg and Frits Scholten (eds.), Beeld en zelfbeeld in de Nederlandse Kunst, 1550-1750, 
Nederlands Kunsthistorisch Jaarboek (1995), p. 417; Bouffard-Veilleux and Roodenburg 2011. The 
theatre as the place to learn about the behavior and latest fashion styles in seventeenth-century England, 
see Stedman 2013, pp. 76-77. Quote and information from: Klaske Muizelaar and Derek Philli ps, 
Picturing Men and Women in the Dutch Golden Age. Paintings and People in Historical Perspective, 
New Haven/ London, 2003, p. 118, p. 122.  
1089 Amato 2004, pp. 69-70.  
1090 Spiessens 1982-1984, pp. 103-105. 
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,Q� ������ -DFTXHV� 0DWWKLV� DQG� (OLVDEHWK� 9DQ� 'RUHQ� KDG� ERXJKW� WKH� KRXVH� µ6W��

6HEDVWLDDQ¶�LQ�WKH�0HLU�RQ�$QWZHUS�1091 In the seventeenth century, this district became 

the centre of bourgeois and aristocratic li fe, and many bankers, aristocrats and 

businessmen lived in this fashionable centre of Antwerp.1092 In this important street, the 

great art and music lover Diego Duarte II owned his residence, where he frequently 

invited other important and wealthy art lovers and musicians.1093 In 1658, Jacques 

0DWWKLV�KDG�PDGH�VRPH�FKDQJHV�WR�DQRWKHU�KRXVH�LQ�WKH�0HLU�FDOOHG�µ+HW�VFKLOG�YDQ�

$UWRLV¶��D�VHFRQG�KRXVH"���,Q�WKH�GHVFULSWLRQ�RI�WKH�FDUSHQWHU¶V�WDVNV�LQ�WKH�UHEXLOGLQJ�

of the house (contract made in the presence of Janssens), D�VWRUH��µZLQFNHO¶��ZDV�DGGHG�

to the house (cf. chapter 1).1094 3HUKDSV�0DWWKLV¶�ZLIH�VWLOO�WUDGHG�LQ�OLQHQ�DIWHU�KHU�VLVWHU�

had married, or perhaps she sold musical instruments ± DIWHU�DOO��0DWWKLV¶ colleague, 

musician Peeter Borlon who had died in 1669, also had a store of instruments.1095 The 

SUHVHQFH�RI�WKH�VWRUH�VXJJHVWV�DQ�H[WUD�LQFRPH�DVLGH�IURP�0DWWKLV¶�SURIHVVLRQDO�PXVLFDO�

activities. This is not surprising since, ±  as is stressed in 1626 by musicians of Saint 

Job in Antwerp ± , at this time musicians very often needed an additional income or 

profession in order to make a decent living, as not much was to be gained from merely 

being a musician. 7KH�RSHQLQJ�RI�D�GDQFLQJ�VFKRRO�DOVR�SUHVHQWHG�SRVVLEOH�µVSDUH-WLPH¶�

employment for musicians.1096 Whether Jacques Mattis also opened a dancing school in 

his own home is unknown, but it is very likely as he also operated as a dancing master. 

In the 1659 list of house rental values made on behalf of the city magistrate (cf. chapter 

����-DFTXHV�0DWWKLV¶�KRXVH�LV�DOVR�DGGHG��µ'H�0HLUH�>«@���0DWWKLMVHQV�'DQVPU��± 150- 

7-���¶1097 In addition, Matthis also owned the typical attribute of a dancing master: a 

dancing master violin. In his testament of 1648, Jacques Matthis had specifically added 

                                                      
1091 Antwerp, FelixArchief, Notarial Archive, N#3016, Ambrosius Sebill e, Protocollen en staten, 1656-
1656 (19 February 1656), fol. 78r.-v. 
1092 Timmermans 2008, p. 175, p. 260. 
1093 7LPRWK\�'H�3DHSH��µ'LHJR�'XDUWH�,,������-1691): a converso¶V�H[SHULHQFH�LQ�VHYHQWHHQWK-century 
$QWZHUS¶��Jewish History, 24 (2010), pp. 176-177, p. 181. 
1094 Antwerp, FelixArchief, Notarial Archive, N#1935, Zeger Haverlant, Protocollen, en staten en 
rekeningen, 1658-1660 (11 March 1658), fol. 2r.  
1095 *RGHOLHYH� 6SLHVVHQV�� µ'H�$QWZHUSVH� YLRROERXZHU� 3HHWHU� %RUORQ� �FD�� ����-�����¶�� LQ�� -DQ� YDQ�
Acker, Roland Baetens, Frans Baudouin e.a., Antwerpen in de XVIIde eeuw, Antwerp, 1989, p. 441.  
1096 Spiessens 1989, p. 438. Keeping a dancing school was very lucrative: Van der Jeught 2010, pp. 73-
74, p. 77-78, pp. 90-92.  
1097 Antwerp, FelixArchief, R#1847: houses in the Meir in the tenth area of Antwerp. 
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KH�OHIW�µV\Q�YLRORQV�HQGH�NULMWHUNH¶�WR�KLV�EURWKHU�1098 Jacques Matthis can possibly be 

LGHQWLILHG�DV�µPHHVWHU�0DWKLMV¶�ZKR�WDXJKW�WKH�FKLOGUHQ�RI�WKH�ZLGRZ�RI�)HUGLQDQG�GH�

Groote how to dance and to play the violin.1099 

Janssens, when marrying his wife who lived with this musician and dancing master, 

therefore, certainly connected with the Antwerp musical world and the world of dance. 

,Q�DGGLWLRQ��-DQVVHQV¶�QHSKHZ��-DQ�%DSWLVW�9DQ�'RUHQ� WKH�<RXQJHU��DSSHDUV� WR�KDYH�

been the famous dancing master working for Antwerp high society (commercial elite) 

mentioned above.  

-DQ� %DSWLVWD� 9DQ� 'RUHQ� WKH� <RXQJHU� ZDV� WKH� VRQ� RI� -DQVVHQV¶� EURWKHU-in-law and 

painter-colleague Jan  Baptista Van Doren (cf. chapter 1),1100 and was baptisted on 24 

December 1644.1101 7KH�ER\�GLG�QRW�IROORZ�LQ�KLV�IDWKHU¶V�IRRWVWHSV��EXW�ZDV�PRVWO\�

immersed in a life of music and dance.  

On 20 December 1661 (Jan Baptist Van Doren the Younger II was almost seventeen 

years old), his aunt and uncle Elisabeth Van Doren and musician Jacques Mattis wrote 

down their testament. In this will, Elisabeth Van Doren indicated that if  her husband 

GLHG������JXLOGHUV�ZDV� WR�EH�JLYHQ� WR� µ-DQ�%DSWD�YDQ�'RUQH�-DQ�%DSWLVWD� VRQH�E\GH�

WHVWDWULFHV�WHJHQZRRUGHO\N�ZRRQHQGH¶�1102  

As Van Doren the Younger lived in the house of the musician/dancing master, it is very 

OLNHO\� WKDW�9DQ�'RUHQ� ,,�ZDV�0DWWKLV¶� SXSLO��7KH� \RXQJ�PXVLFLDQ�� DW� WKH� DJH�RI�����

EHFDPH�GHDQ�RI�WKH�PXVLFLDQV¶�JXLOG�IRU�WKH�ILUVW�WLPH�LQ������DQG�NHSW�KLV�SRVLWLRQ�XQWLO�

1672. Af terwards, he was substituted by his uncle Matthis in 1673 and 1674. In 1676 

and 1677, in 1680 and 1681, and in 1700, Van Doren the younger was again one of 

deans of the guild.1103 The information mentioned in the previous section about the 

                                                      
1098 Antwerp, FelixArchief, Notarial Archive, N#3008, Ambrosius Sebill e, Staten en rekeningen, 1648-
1648 (6 April  1648).  
1099 Roland Baetens, De nazomer van Antwerpens welvaart. De diaspora en het handelshuis De Groote 
tijdens de eerste helft der 17de eeuw, vol. 1, Brussels, 1976, p. 285. The members of this merchant family 
wanted the children to have an aristocratic education, which included dancing. 
1100 Van Doren I married Helena Lambrechts on 20 March 1642 in the Antwerp church Saint Walburgis. 
µ-DFREXV�0DWLV¶� �WKH�PXVLFLDQ��GDQFLQJ�PDVWHU��DQG�-RDQQHV�.Q\II�Munior were witnesses: Antwerp, 
FelixArchief, Parish Archives, PR#234, Marriage Register Parish Saint Walburgis, 1621-1648 (20 
March 1642).  
1101 Antwerp, FelixArchief, Parish Registers, PR#78, Baptism Register Parish Saint Walburgis (24 
December 1644).  
1102 Antwerp, FelixArchief, Notarial Archive, N#1936 (20 December 1661), fol. 281. 
1103 Spiessens 1982-1984, p 106-107. 
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payments to dancing master Van Doren, indicates that Van Doren II was not only a 

musician, but also a dancing master ± a profession he definitely learnt from his uncle.1104 

Moreover, Van Doren the Younger made sure the children of the wealthy merchant 

famil y with aristocratic aspirations, and later on when the famil y was ennobled, knew 

how to dance according to their status. Janssens thus came into close contact with a 

dancing master of the commercial elite and new nobility, the social groups he depicted 

in his own dancing scenes. 

On 27 July 1666 Van Doren the Younger married Isabella Maria Van der Horst. 

Together with Joannes Baptist Van Doren, Hiëronymus Janssens witnessed the wedding 

in the church of Our Lady South.1105 The dancing master Van Doren and his wife had 

four daughters and one son. The third daughter, Barbara Theresia, was baptised on 21 

)HEUXDU\�������+HU�JRG�IDWKHU�ZDV�+LsURQ\PXV�-DQVVHQV��9DQ�'RUHQ�WKH�<RXQJHU¶V�

first born son, Joannes Baptista III (23 October 1672) was baptised in the presence of 

KLV�JRG�IDWKHU�µ-DFREXV 0DWWLHVVHQV¶��RU�-DFTXHV�0DWWKLV��WKH�PXVLFLDQ��DQG�WKH�EDE\¶V�

great-uncle).1106  

Along wiht musicians Matthis and Van Doren the Younger, Janssens also had close 

connections with Jacobus de la Fosse, one of his pupil painters, who was eventually 

FDOOHG� µFRQVWVFKLOGHU� HQGH� PXVVHFLHQ¶�� DQG� ZKRVH� VRQ� ZRXOG� EHFRPH� DQ� LPSRUWDQW�

musician (cf. chapter 1).1107 He lived in the same parish as Janssens. Moreover, in 

-DQVVHQV¶�VWUHHW��µ/DQJH�*DVWKXLVVWUDDW¶���RQO\�HLJKW�KRXVHV�DZD\��WKH�PXVLFLDQ�/HQDHUW�

van Hove also lived.1108 

                                                      
1104 Obviously, Van Doren the Younger had many connections in the Antwerp musical world, such as 
the violin builder Jan Baptist vander Slaghmeulen (VaQ�'RUHQ¶s wife (see further), Isabella Maria van 
GHU�+RUVW�ZDV�JRG�PRWKHU�RI�9DQGHU�6ODJKPHXOHQ¶V�VRQ��-RDQQHV�%DSWLVWD�YDQGHU�6ODJKPHXOHQ�ZKR�
was baptisted on 16 september 1677) and the violin maker Matthijs Hofmans (Van Doren the Younger 
became godfather RI�RQH�RI�WKH�YLROLQ�PDNHU¶V�FKLOGUHQ�LQ��������,Q�������0DULD�+RIPDQV��GDXJKWHU�RI�
Matthij s Hofmans asked the city of Antwerp to have a new guardian. On her proposal, the city of 
Antwerp took on Van Doren the Younger for this function. For this information, see: Godelieve 
6SLHVVHQV�� µ'H� $QWZHUSVH� YLRROERXZHU� -DQ-%DSWLVW� YDQGHU� 6ODJKPHXOHQ¶, Musica Antiqua, 14 
(February 1997), pp. 5-6.   
1105 Antwerp, FelixArchief, Parish Archives, PR#198, Marriages Parish Our Lady South (27 July 1666):  
µ-RDQQHV�%DSWLVWD�9DQ�'RUHQ�,VDEHOOD�0DULD�9DQGHU�+RUVW�7HVWHV�-RDQQHV�%DSWLVWH�YDQ�'RUHQ�VHQLRU�
+LHURQ\PXV�-DQVVHQV�¶� 
1106 Antwerp, FelixArchief, Parish Registers, Baptisms, Barbara Theresia 21 Februay 1671; Joannes 
Baptista 26 February 1674. 
1107 *RGHOLHYH� 6SLHVVHQV�� µ'H� $QWZHUSVH� RUJDQLVW� HQ� FRPSRQLVW� -DFREXV� /D� )RVVH� �����-�����¶��
Jaarboek van het Vlaams centrum voor oude muziek, II  (1986), p. 93. 
1108 Antwerp, Felixarchief,  R #2503, 1667. 
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These examples have indicated that Janssens knew many musicians in person. His 

knowledge of musical performances is reflected in his paintings, as he represents the 

musicians and their instruments correctly. In The ball (1658, Lill e, Musée des Beaux-

Arts, SLIDE 43) the composition and the musical instruments of the musicians on 

display are very realistic. Despite the fantastical scenery in the painting as a whole, 

seventeenth-century Antwerp musicians must have performed in such a manner.1109 

Janssens did not only get in touch with music and dancing masters through his social 

networks and famil y ties. Both Janssens and his colleague and later brother-in-law Jan 

%DSWLVW� 9DQ� 'RUHQ� ,� KDG� EHFRPH� µOLHIKHEEHUV¶� LQ� WKH� &KDPEHU� RI� 5KHWRULFLDQV�De 

Violieren in 1647 (cf. chapter 1). Rhetoricians ± and consequently Hiëronymus Janssens 

as well ± had many opportunities to learn about dance. Dances and ballets were 

performed between two acts or at the end of a play. At the end of the seventeenth century 

and the beginning of the eighteenth century, dance became an extremely important part 

of the spectacle. In the plays, allegorical figures often performed the dances.1110 These 

are not dances of elegant companies as those depicted by Janssens. Nevertheless, the 

theatre performances not only provided Janssens with the opportunity to see and study 

dances and movements, it also allowed him to mingle with the layers of the Antwerp 

                                                      
1109 7KLV�ZDV�PHQWLRQHG�E\�.DUHO�0RHQV�LQ��.DUHO�0RHQV��µ0X]LHNLFRQRJUDILH¶��OHFWXUH����0DUFK������
Museum Vleeshuis Antwerp, organised by Koninklij k Conservatorium Antwerp and Museum 
Vleeshuis | Klank van de stad, Amuz and Antwerp Doctoral School (University of Antwerp). In Frans 
)UDQFNHQ� WKH�<RXQJHU¶V�Ball at the Court of Albrecht and Isabella (FIG.), the musicians are also 
grouped together in a realistic manner, though the architectural design of the painting itself and their 
position, is not: Dalesme 2004-2005, p. 46. 
1110 De Cooman noted a rising interest of rhetoricians for adding (professional) dance on stage. In the 
sixteenth century, actors already danced, but the dances were choreographed by the directors, or were 
performed by the actors without external guidance. From the early seventeenth century onwards, the 
actors still  danced themselves, but were taught by a professional dancing or music master. In the course 
of the seventeenth century, the payments of the Antwerp rhetoricians to musicians and composers 
multiplied, indicating that music was considered more important. There was also a rising importance of 
dance in theatre plays of the second half of the seventeenth century. The rhetoricians eventually hired 
dancers and music masters who learned the steps and choreographies. In Antwerp, such signs of 
professionalisation can be seen for the first time in the second half of the seventeenth century: Ingeborg 
GH�&RRPDQ��µ'DQFHV�DQG�%DOOHW�LQ�6HYHQWHHQWK-Century Theatre of the SoutheUQ�1HWKHUODQGV¶��LQ��%��
Ravelhofer (ed.), Terpischore 1450-1900: International Dance Conference Ghent, Belgium 11-18 April  
2000: Proceedings, 2000, p. 115, pp. 117-120; Katrien Goossens and Maarten F. Van Dij ck, 
µ5HGHULMNHUVNDPHUV�WXVVHQ�RXGH�HQ�QLHXZ�WKHDtercultuur. De Antwerpse rederij kerskamer De Violieren 
en de opkomst van een commerciële cultuur (1619-�����¶��Stadsgeschiedenis 7, 1 (2012), p. 23, p. 39. 
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high society (the politi cal and commercial eli tes) that frequented the performances as 

well (i.e. the social class he represented in his paintings).1111  

 

3.2. Musicians and the Brussels Court C ity  

 

The seventeenth-century court city Brussels was a major centre where the concepts and 

rules of civilit y, honnêteté and etiquette were part of high society (aristocratic) life;1112 

dance was performed at Jesuit school performances, the emerging opera, by itinerant 

companies, and the court spectacles in Brussels.1113  

Hans Vlieghe has suggested that the entertainments of the aristocracy at the court of 

Leopold Wilhelm in Brussels PD\� EH� UHFRJQLVDEOH� LQ� -DQVVHQV¶� The Ball (SLIDE 

43).1114 It is, however, much more likely that Janssens stressed the Brussels high society 

culture in his paintings that display the statue of Saint Michael conquering the devil.  

7KLV�PRWLI��VR�IUHTXHQWO\�DGRSWHG�LQ�-DQVVHQV¶�VFHQHV��FDQ�EH�LQWHUSUHWHG�LQ�GLIIHUHQW�

ZD\V��LW�FRXOG�EH�D�UHIHUHQFH�WR�KLV�PHPEHUVKLS�RI�WKH�VZRUGVPHQ¶V�JXLOG��FI��FKDSWHU�

                                                      
1111 Timmermans 2010, p. 119. 
1112 De Laet 2011. 
1113 De Cooman 2000, p. 116. For more on the ballets, balls and theatre festivities at the court in Brussels 
of Archduke Albrecht and Isabella, see Van Aelbrouck 1994, pp. 16-����7KH�%UXVVHOV�FRXUW¶V�DWWHQWLRQ�
for music has mostly been discussed in the context of the music and dance loving archduke Leopold 
:LOKHOP��2SHUD¶V��WKHDWUH�SOD\V��DQG�DOO�NLQGV�RI�PXVLFDO�SHUIRUPDQFHV�ZHUH�SHUIRUPHG�DW�KLV�FRXUW��
5XGROI�5DVFK��µ&RQVWDQWLMQ�+X\JHQV�LQ�%UXVVHO�RS�EH]RHN�ELM�/HRSROG�:LOKHOP�YDQ�2RVWHQULMN�����-
����¶��Revue belge de Musicologie/ Belgisch Tijdschrift voor Muziekwetenschap, vol. 55 (2001), pp. 
127-�����$JQHV�.RU\��µ/HRSROG�:LOKHOP�DQG�KLV�3DWURQDJH�RI�0XVLF�ZLWK�6SHFLDO�5HIHUHQFH�WR�2SHUD¶��
Studia Musicologica Academiae Scientiarum Hungaricae, 36, Facs. ½ (1995), pp. 11-25; Piet Stryckers, 
µ0X]LHN�DDQ�KHW�KRI�YDQ�/HRSROG�:LOKHOP�HQ�GH�RSNRPVW�YDQ�GH�EDURN�LQ�GH�=XLGHOLMNH�1HGHUODQGHQ¶��
in: Louis Peter Grijp (ed.), Een muziekgeschiedenis der Nederlanden, Amsterdam, 2001, pp. 296-301; 
+DQV� 9OLHJKH�� µ� µ)UD\LFKH\W� HQGH� NXQVW� GDHU� V\QH� LQFOLQDWLH� WRH� VWU\FNW¶�� EHVFKRXZLQJHQ� RYHU� KHW�
mecenaat van aartshertog Leopold-Wilhelm tijdens zij n landvoogdij over de Zuidelij ke Nederlanden 
(1647-�����¶��LQ��+DQV�9OLHJKH�DQG�.DWOLMQH�9DQ�GHU�6WLJKHOHQ��HGV.), Sponsors of the past. Flemish 
Art and Patronage 1550-1700��7XUQKRXW�� ������ S�� ��� �0XVLF�&KDSHO��� 3LHW� 6WU\FNHUV�� µ9LYDW� YLYDW�
Leopoldus, Mecenatus nostri munificentissime. +HW�PX]LHNPHFHQDDW�YDQ�/HRSROG�:LOKHOP�LQ�%UXVVHO¶�
in: Jozef Mertens and Franz Aumann (eds.), Kri jg en Kunst. Leopold Wilhelm (1614-1662), 
Habsburger, landvoogd en kunstverzamelaar, exh.cat., Alden Biesen, Landcommanderij , Bilzen, 2003, 
pp. 109-�����3LHW�6WU\FNHUV��µ0XVLF�DQG�PXVLF�SURGXFWLRQ�LQ�VHYHQWHHQWK-FHQWXU\�%UXVVHOV¶��LQ��.DWOLMQH�
Van der Stighelen, Leen Kelchtermans and Koenraad Brosens (eds.), Embracing Brussels. Art and 
Culture in the Court City, 1600-1800, Turnhout, 2013, pp. 61-66. On ballets, theatres, and festivities 
and opera at the court of Leopold Wilhelm and later governors of the Spanish Netherlands and later on 
the eighteenth century, see: Van Aelbrouck p. 17-����,QJHERUJ�'H�&RRPDQ��µ7KHDWHU�LQ�%UXVVHO�����-
����¶��LQ��0HUWHQV�DQG�$XPDQQ�������SS�����-132. 
1114 Vlieghe 2005, p. 87. 
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1); it may be a symbol depicting the city of Brussels and its (idealised, aristocratic) 

VRFLDO� OLIH�� DV� 6DLQW�0LFKDHO� ZDV� WKH� FLW\¶V� SDWURQ� VDLQW�1115 it may be a moralising 

element, depicting condemnation over the displayed frivoliti es (cf. the moralising 

texts). This latter interpretation may be suggested, as Janssens very early on in his career 

added a similar statue in a painting that can be interpreted as a reference to the prodigal 

VRQ�OHDYLQJ�KLV�IDWKHU��6XFK�DQ�LQWHUSUHWDWLRQ�RI�WKH�VWDWXH�LQ�-DQVVHQV¶�PDQ\�GDQFLQJ�

scenes, ± thus a reference to good conquering evil ±, may be a depiction of the sinful 

character of dance. 

Brussels was a court city, and thus appealing to foreign aristocrats or wealthy 

youngsters. At the Brussels court academies were set up, where young pages and 

courtiers from abroad stayed, and learned next to mathematics, languages, and the art 

of horseback riding, also how to dance.1116  

$IWHU�KHU�PDUULDJH�LQ�������-DQVVHQV¶�GDXJKWHU�KDG�PRYHG�WR�%UXVVHOV��ZKHUH�DOO�RI�KLV�

grandchildren were baptised. Janssens must have had the opportunity to see the latest 

IDVKLRQV� DQG�HOHJDQFH� RI� WKH� DULVWRFUDWV�ZKHQ�YLVLWLQJ� WKH� FLW\�� -DQVVHQV¶� VRQ-in-law 

Guillaume le Cocq, was a violist at the Brussels Royal Chapel. This chapel was the 

centre of musical lif e at the seventeenth-century Brussels court. Though musicians of 

the Royal Chapel mostly played religious music, they also performed at festivities and 

ceremonies, or at balls in the royal palace.1117  

 

 

                                                      
1115 (��5RREDHUW��µ(HQ�SULQVHOLMNH�EUXLORIW�LQ�%UXVVHO�LQ������HQ�GH�VFKLOGHUZHUNHQ�LQ�KHW�SDOHLV�RS�GH�
Coudenberg. Het profiek van de Brusselse schilder in de 16de HHXZ�� DUFKLYDOLVFKH� JHJHYHQV¶��Oud 
Holland, 117, ½ (2004), P. 12 
1116 Van Aelbrouck 1994. Being able to dance was an important and necessary talent of the courtier: 
Davis 2014, p. 125. The Swedish young aristocrat Gabriël Kurck passed by Brussels in 1654 during his 
µ*UDQG�7RXU¶�WKURXJK�WKH�6RXWKHUQ�1HWKHUODQGV��.XUFN�YLVLWHG�WKH�FRXUW�RI�/HRSROG�:LOKHOm almost 
everyday, hoping to receive a position as an off icer in the Spanish army. Kurck also visited the Brussels 
salons, or gatherings of Brussels high society, where he learned the art of civilit y. General Antonio 
Pimentel had written a letter of recommHQGDWLRQ�PDNLQJ�VXUH�.XUFN�KDG�DFFHVV�WR�KLV�ZLIH¶V�VDORQ�LQ�
Brussels. During his stay in Brussels, Kurck also enrolled in courses such as languages, mathematics, 
GDQFLQJ�DQG�IHQFLQJ��,Q�KLV�RZQ�GHVFULSWLRQ��.XUFN�XVHG��µWKH�FRQFHSW�RI�FLYLOLW\�WR�GHVFULEH the refined 
ZD\�RI�OLIH�RI�WKH�ODGLHV�DQG�JHQWOHPHQ�RI�%UXVVHOV¶��WKH�ZLWW\�FRQYHUVDWLRQ�RI�WKH�µFLYLOLVHG¶�%UXVVHOV�
ZRPHQ�RI�WKH�VDORQV�DQG��WKH�µPHUU\�SXUVXLWV�RI�WKH�KLJK�VRFLHW\¶��/DJHUVWDP�������SS����-84, p. 87. 
1117 Stryckers 2013, p. 59. 
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3.3. Hiëronymus Janssens and the Fine Art  of Fencing 

 

As I have mentioned earlier, alongside dancing, fencing and riding on horseback are the 

other main bodil y exercises for young noble men to learn in order to train the body and 

incorporate the ideal bodily comportment.1118 Knowing how to fence was part of the 

aspired exhibition of civilit y.1119 +X\JKHQV¶V�FKLOGUHQ��IRU�H[Dmple, also learned how to 

fence. They did not only so to be able to cope in warfare (if  necessary), but mostly to 

learn the correct upright pose (cf. dance), and to be accepted in seventeenth-century 

high society.1120 

Historians of the early modern period have frequently uncovered the close connection 

between the art of dancing and the art of fencing. These two important skills that were 

to be learned by every aristocrat have many similarities. Both dancing and fencing 

treatises pay much attention to the different steps and postures ± moreover, the rules of 

both these arts are noted in the same manner (posture of the feet, movements of the 

steps, etc.). Both dancing and fencing force an elegant and upright posture and moderate 

and controlled bodily movements. It is thus not surprising to see that fencing masters 

also functioned as dancing masters, or, that in the seventeenth and eighteenth centuries, 

dancing schools were part of riding schools, where fencing could also be learned. In all 

three arts (riding and fHQFLQJ� DV� SDUW� RI� PLOLWDU\� WUDLQLQJ�� µDJLOLW\�� VSHHG�� SK\VLFDO�

ILWQHVV��VSDWLDO�RULHQDWDWLRQ¶�ZHUH�LPSRUWDQW�VNLOOV�1121  

                                                      
1118 Muchembled 1991, p. 217-222; Roodenburg 2004. 
1119 Roodenburg 2004, p. 101. 
1120 Roodenburg 2004, p. 94 and passim. 
1121 Rousová 2008, p. 103; Roodenburg 2004, pp. 96-98. See also how Pasch ill ustrates the relationship 
between milit ary art and dance: Hubert Hazebroucq, La Technique de la Danse de Bal vers 1660 
Nouvelles Perspectives, MA Thesis, Université de Reims-Champagne-Ardennes, 2012-2013 
Hazebroucq 2012-2013, p. 115; Brooks 2003, pp. 62-����3DWUL��µ,VVXHV�LQ�)HQFLQJ�DQG�'DQFLQJ�LQ�WKH�
/DWH�6L[WHHQWK�&HQWXU\¶��LQ��Ravelhofer (ed.), Terpischore 1450-1900: International Dance Conference 
Ghent, Belgium 11-18 April  2000: Proceedings, 2000, p. 39: both fencing and dancing were considered 
µPDQO\�DUWV¶�DV�WKH\�ZHUH�JRRG�IRU�RQH¶V�KHDOWK��HQDEOHG�WKH�GLVSOD\�RI�SK\VLFDO�VWUHQJWh, coordination 
and discipline. They could be taught by one master (for dance and for fencing). For more comparisons, 
see passim (pp. 39-44). Instructions for painters can also be compared to conduct and dance manuals: 
Roodenburg 2004, p. 127; on dance treatises and conduct books, see also Filmer 1999, p. 5. For a 
GLVFXVVLRQ�RI�ERWK�DUWV��IHQFLQJ�DQG�GDQFLQJ��DQG�WKH�VLPLODULWLHV��VHH�DOVR��3DWUL�-��3XJOLHVH��µ3DUUDOOHOV�
Between Fencing and Dancing in Late Sixteenth-&HQWXU\� 7UHDWLVHV¶��
http://www.umass.edu/renaissance/lord/pdfs/Parallels.pdf [access 15 January 2015]  
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7KLV� FRQQHFWLRQ� EHWZHHQ� IHQFLQJ� DQG� GDQFLQJ� LV� GHILQLWHO\� LPSRUWDQW� LQ� -DQVVHQV¶�

VLWXDWLRQ��$V�D�PHPEHU�RI�WKH�$QWZHUS�VZRUGVPDQ¶V�JXLOG�(and eventually as dean of 

WKDW�JXLOG���-DQVVHQV�FHUWDLQO\�NQHZ�DOO�DERXW�WKH�DUW�RI�IHQFLQJ��µVFKHUPHUVJLOGH¶��FI��

chapter 1). Janssens also knew how to fence ± consequently, his own bodily 

comportment must have been very similar to what is represented in his paintings. This 

JXLOG� RZQHG� D� FRXUW\DUG� �FORVH� WR� -DQVVHQV¶� RZQ� SDULVK� FKXUFK� DQG� WKH� Lange 

Gasthuysstraat where he lived, cf. chapter 1) where the members learned and practiced 

weaponry, and (most probably) how to fence.1122 Such guilds or brotherhoods also 

provided Janssens with the opportunity not only to learn how to fence, but also to 

SDUWDNH�LQ�VRFLDO�DFWLYLWLHV��0RUHRYHU��DV�LV�NQRZQ�IURP�WKH�*KHQW�VZRUGVPHQ¶V�JXLOG��

they often organised balls for their members and their wives (chapter 1). Though no 

VXFK�LQIRUPDWLRQ�DERXW� WKH�$QWZHUS�VZRUGVPHQ¶V�JXLOG�LV�NQRZQ��-DQVVHQV�PD\� �EH�

referring to such festivities as he added the patron saint of his guild (cf. supra).  

These examples all illustrate that Janssens had many opportunities to get in touch with 

the world of civilit y, elegance, and upright posture. He knew all about the activities of 

WKH�PXVLFLDQV�RI�$QWZHUS��µVSHHOOLHGHQ¶��DQG�DOVR�DERXW�WKH�ODWHVW�GDQFLQJ�VW\OHV��WKH�

idealized bodily postures of the elite, and the important reverences, which also 

influenced portrait painters.1123 In the following part, I will show how he reflected his 

knowledge of elite dance and correct bodily posture in his dancing scenes and portraits. 

 

                                                      
1122 µ'H�JLOGHQ�GHU�VWDG��Binnen deêze Stad zyn zes vergaederin-gen genaemt de Gilden, waerschynelyk 
om dat de gene daer onder schuylende be-zedigt zyn, hun alnog oeffende met ver-scheyde waepenen 
GH�ZHONH�PHQ�YRRUW\GV�LQ�GHQ�2RUORJ�JHZRRQ�ZDV�WH�JHEUX\FNHQ�>«@�'HQ�6FKHUPHU�>WKH�DXWKRU�GRHV�
not address the specific function, but adds that they knew about the art of fencing] behalvens de publike 
plaetzen ofte hoven alwaer sy sig van tyd tot tyd oeffenen in de voorge-melde respective waepenen, zy 
ider daer-en-boven alnog hebben eene bezonder Ka-mer alwaer de Dekens en dienende eed van tyd tot 
tyd hunne vergaderinge houden, in welkH�.DPHUV�WH�]LHQ�]\Q�>«@¶��7KH�DXWKRU�DGGV�WKDW�LQ�WKH�5RRP�
of the Swordsmen, portraits of the deans were hung ± thus, a portrait of Janssens must always have 
H[LVWHG��WKRXJK��XQIRUWXQDWHO\��LW�LV�XQNQRZQ�WR�XV�WRGD\��µVFKRRQ�VWXFN�YDQ�-RVHSK�YDQ�.UDHVEHHFk, 
het geéne representeert de publike plaetzen alwaer de Confraters exerceren, met ziet al-daer de 
portraitten van alle de Dekens zig oef-IHQHQGH�PHW�YHUVFKH\GH�VRRUWH�YDQ�ZDSHQHQ¶��De beschryvinge 
der bezonderste werken van de schilder-konste ende beeldhouwerte, Nu ter tyd zynde in de Kerken, 
.ORRVWHUV��HQGH�RSHQEDHU�SODHWVHQ�GHU�6WDG�$QWZHUSHQ��LQ¶W�OLFKW�JHJHrYHQ�WRW�SURI\W�GHU�5H\]HUV��Op 
nieuws, Overzien, Vebertert, ende Vermeerdert, Antwerp [?], pp. 101-105. See also chapter 1 for more 
information DERXW�WKH�$QWZHUS�VZRUGVPDQ¶V�JXLOG� 
1123 Bouffard 2012 (see further). 
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4. AnDO\VLV�RI�+LsURQ\PXV�-DQVVHQV¶�(OHJDQW�'ancing Scenes, the Depiction of 

Ideal Bodily  Comportment and its Typology 

 

4.1. General Characteristics of Seventeenth-Century Elite and Fashionable 

Dance 

 

In his recent article on eighteenth-century portraits, Bouffard stressed that in the 

seventeenth and eighteenth centuries, portrait painters paid a great deal of attention to 

WKH�GHSLFWLRQ�RI�WKH�SRUWUD\HG�ILJXUHV¶�SRVWXUHV��DQG�IHHW��EHFDXVH�WKH�ERG\�LV��QH[W�WR�

dress, one of the main indicators of civilit y, politeness, elegance and high social status). 

He mostly discussed portraits because this is the genre of painting par excellence to 

depict elements that refer to social status and distinction.1124 The figures attain positions 

WKDW�UHIOHFW�HOLWH�DQG�HOHJDQW�µVWDQGLQJ¶��DQG�WKHLU�IHHU�RIWHQ�DGRSW�ZHOO-known dance 

SRVLWLRQV��)RFXVLQJ�RQ� WKH�HLJKWHHQWK�FHQWXU\��%RXIIDUG¶V�PDLQ�H[DPSOH� LV�+\DFLQWK�

5LJDXG¶V�Portrait of Louis XIV �3DULV��/RXYUH���7KH�)UHQFK�NLQJ¶V�IHHW�DUH�GHSLFWHG�LQ�

RQH�RI�WKH�ILYH�SRVLWLRQV�RI�µEHOOH�GDQVH¶�DV�ZDV�SUHVFULEHG�E\�WKH�)UHQFK�GDncing master 

Pierre Rameau in 1725. These five positions had become part of pictorial convention in 

eighteenth-FHQWXU\� SRUWUDLWV�� DQG�ZHUH� µFDQRQLVHG¶� E\�5DPHDX��+RZHYHU�� WKHVH� ILYH�

SRVLWLRQV� �VHH� %RXIIDUG¶V� VFKHPH� DGRSWHG� LQ� ),*�� ���� ZHUH� DOUHDG\� NQRZQ� LQ the 

seventeenth century, and were attributes of education and politesse.1125 These positions 

of the feet were already adopted in early seventeenth-century Netherlandish portraits as 

well.1126 7KH� SRVLWLRQV� RI� D� ILJXUH¶V� IHHW� LQ� D� SDLQWLQJ�ZDV� WKXV� RQH� RI� WKH� RXtward 

elements used by artists to stress the elegance and knowledge of the person on 

                                                      
1124 0LFNDsO� %RXIIDUG�� µ$ULVWRFUDWLF� 6WDQGLQJ� DQG� WKH� )LYH� 3RVLWLRQV� RI� )UHQFK� 1REOH� 'DQFH� LQ�
3RUWUDLWXUH¶��Artibus et Historiae. An art anthology, 65, 33 (2012), pp. 167-202 (Many thanks to Prof. 
Dr. Herman Roodenburg for referring to this article, and also to Mickaël Bouffard for his helpful 
remarks). Music was yet another status symbol Janssens frequently depicted. Music was part of the 
ILJXUHV¶� HGXFDWLRQ�� DQG� SOD\HG� D� SDUW� LQ� WKHLU� VRFLDO� SUHVWLJH�� /RXLV� 3HWHU� *ULMS�� µ&RQFOXVLRQV� DQG�
3HUVSHFWLYHV¶�� LQ��%XLMVHQ�DQG�*ULMS�������S�������WKH�GLIIHUHQW�SRVLWLYH�DQG�QHJDWLYH�DSSURDFKHV�RI�
music in art are discussed in this essay). 
1125 Bouffard 2012, p. 170, pp. 172-175. 
1126 Bouffard 2012, p. 175, p. 181. 
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display.1127 ,Q� WKLV� DQDO\VLV� RI� -DQVVHQV¶� SDLQWLQJV�� ,� ZLOO� DOVR� DGGUHVV� WKH� DWWHQWLRQ�

Janssens paid to the position of the feet of his figures (as his colleagues also did). 

7KH�VWDUWLQJ�SRLQW�LQ�5RRGHQEXUJ¶V�DQG�%RXIIDUG¶V�VWXGLHV�LV�WKH�IDFW�WKDW�VHYHQWHHQWK- 

and eighteenth-century painters were paying attention to depicting contemporary ideas 

about gestures, poses, and civili ty. Early modern painters, as is evidenced by art treatises 

written by Van Mander, Van Hoogstraten, Gerard de Lairesse and others, had to learn 

WKH� DUW� RI� JHVWXUHV� DQG� FLYLOLW\�� LQ� RUGHU� WR� WUDQVIHU� D� PHVVDJH� WKURXJK� WKH� µERG\�

ODQJXDJH¶� RI� WKHLU� ILJXUHV�� 7KLV� ERG\� ODQJXDJH� LV� ZKDW� 5RRGHQEXUJ� HQWLWOHG� µWKH�

HORTXHQFH� RI� WKH� ERG\¶�� DQG� SDLQWHUV� XVHG� HOHPHQWV� RI� WKLV� HORTXHQFH� LQ� WKHLU�

depictions.1128  

In general, French dancing styles had become fashionable all over Europe, and since 

Van Damme and Deceulaer have extensively discussed the French cultural rule in all 

things fashionable in seventeenth-century Antwerp, it is highly likely the same was true 

for the dancing style (cf. chapter 5).1129 Therefore, I will use the general characteristics 

of  (French) baroque elite dancing style in my analysis. Though mid-seventeenth-

century (French influenced) ruling dancing styles had different characteristics 

depending on geography, there are a few features that had become standard elements of 

the French Baroque dancing style:1130  ���µO¶HQ-GHKRUV¶�����µSOLp¶�DQG�µHOHYp¶���� µSRUWV�

GH�EUDV¶��DQG����WKH�UHYHUHQFH�1131 

                                                      
1127 For similar ideas, see: Lynn Matluck Brooks, The Art of Dancing in Seventeenth-Century Spain. 
-XDQ�GH�(VTXLYHO�1DYDUUR�DQG�+LV�:RUOG��,QFOXGLQJ�D�7UDQVODWLRQ�RI�WKH�µ'LVFXUVRV�VREUH�HO�DUWH�GHO�

GDQ]DGR¶�E\�-XDQ�GH�(VTXLYHO�1DYDUUR��6HYLOOH��������DQd Commentary on the Text, London, 2003, pp. 
87-88, etc.; Lagerstam 2007, pp. 89-����(OL]DEHWK�'DYLV��µ+DELW�GH�TXDOLWp��Seventeenth-Century French 
)DVKLRQ�3ULQWV�DV�6RXUFHV�IRU�'UHVV�+LVWRU\¶��Dress, 40, 2 (2014),  pp. 125. 
1128 Roodenburg 2004, p. 116-119, passim; Bouffard-Veilleux and Roodenburg 2011; Bouffard 2012. 
1129 7¶KRRIW� QHYHUWKHOHVV� VXJJHVWHG� WKDW� LQ� %UXVVHOV�� GXH� WR� WKH� PDQ\� IRUHLJQ� LQIOXHQFHV�� GDQFLQJ�
HOHPHQWV�IURP�,WDO\��6SDLQ��$XVWULD��DQG�)UDQFH�FRXOG�EH�IRXQG��7¶+RRIW�������S������ 
1130 Hazebroucq 2012-2013, p. 115; Ravelhofer 2000, p. 30; Bouffard-Veilleux and Roodenburg 2011, 
pp. 34-35; Stafford 1996, pp. 16-19: Stafford argued that the Baroque French dancing style appears to 
have been a mixture of two Renaissance dancing styles (French and Italian), but mostly French. 
However, Sparti has discussed the two dancing styles (the Renaissance Italian style that was still  danced 
until  the middle of the seventeenth century until  it was overcome by French style, though later on she 
mentioned that both styles were also danced in the second half of the seventeenth century) and the 
French noble style of the seventeenth century. She argued that the Italian dancing style very frequently 
DGGHG�µYLUWXRVLF¶�DQG�µNLFNLQJ¶�VWHSV��DQG�µMXPSV��LQFOXGLQJ�GRXEOH�WRXUV�HQ�O¶DLU��FDSULROHV��DQG�VSOLWV�
LQ�WKH�DLU��SHUIRUPHG�>��@�E\�VROR�PDOH�GDQFHUV¶��6SDUWL�������S������ 
1131 Ravelhofer 2000, p. 30; Bouffard-Veilleux and Roodenburg 2011, pp. 34-35. Stafford discussed in 
DGGLWLRQ�WR�WKH�RXWZDUG�WXUQLQJ�RI�WKH�IHHW��WKH�µSOLp¶�DQG�µHOHYp¶�DVSHFWV��WKH�µPXOWLSDUWLWH-suite form-
GDQFHV¶�DQG�µLPSURYLVDWLRQ¶��6WDIIRUG�������SS����-19.  
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The Outward Turn of  the FHHW��µO¶HQ-GHKRUV¶� 

 
A typical characteristic of dance in the seventeenth century was the so-called µO¶HQ-

GHKRUV¶ or the outward turn of the feet. This was a novelty in French Baroque dancing 

style, contrasting with the Renaissance advices to keep the feet straightforward. De 

Lauze and Montagut stressed the need for dancers to point the toes of their feet outwards 

(though their predecessors had already sometimes made similar suggestions). Learning 

how to stand and walk with the tips of the feet turned outwardly was a vital element of 

the first lesson taught by a dancing master.1132 This position was adopted not only in 

dancing scenes (see below), but also in portraiture,1133 and thus functioned as an 

RXWZDUG�VLJQ�RI�RQH¶V�GDQFH�HGXFDWLRQ��RU�RQH¶V�DGRSWLRQ�RI�JUDFH�DQG�HOHJDQFH��KLJK�

status). Genre paintings and portraits by Dirck Hals, David Vinckboons, Anton van 

Dyck, Frans Hals, Gerard ter Borch, Pieter Codde, and Jacob Frans van den Merck 

display WKLV�RXWZDUG�WXUQ�RI�WKH�ILJXUHV¶�IHHW�1134  

In elite dancing, there were five main positions of the feet (with many variations).1135 

At the beginning of the eighteenth century, these five positions were described by 

dancing master Pierre Rameau, together with other general characteristic of dance: the 

head was to be held straight, the shoulders held to the back (the breast extends and more 

grace is given to the body), the arms hang next to the body, the legs are extended and 

                                                      
1132 .DWHULQD�'ROH]DORYi��µ'DQFH�LQ�WKH�3HULRG�RI�WKH�5HQDLVVDQFH�± Art of Pastime? Renaissance Dance 
as Reflected in Period Instruction Manuals: the SymboOLVP�DQG�$HVWKHWLFV�RI�'DQFH¶��LQ��5RXVRYi�������
p. 59; Rousová in: Rousová 2008, p. 104; Stafford 1996, p. 18; Hazebroucq 2012-2013, p. 50 (about 
WKH�µO¶HQ�GHKRUV¶���5DYHOKRIHU�������S����-33. Bouffard-Veilleux and Roodenburg 2011; Roodenburg 
2004, p. 89; Sparti 2011, p. 158; Roodenburg in: Roodenburg 2007/2013, p. 353. Students had to walk 
in a straight line, with the feet turned outwards, and bend the knee a little; this was part of the exercise 
to eventually learn the elegant bow or reverence: Motley 1990, p. 58. 
1133 $OUHDG\�LQ�WKH�5HQDLVVDQFH��SRUWUDLWV�VKRZ�PDQ�LQ�µEDOOHWLF¶�SRVHV��µ)XOO-length male portraits during 
the Renaissance period often use a rather balletic pose, with one foot in front of the other and each 
slightly turned out to emphasise the VKDSHO\�PDOH�OHJ�>«@��$QQD�5H\QROGV��In Fine Style. The Art of 
Tudor and Stuart Fashion, London, 2013, p. 90. 
1134 Bouffard-Veilleux and Roodenburg 2011, pp. 34-35; See Bouffard 2012, p. 175, p. 181-184 
(examples of positions for feet). De Lauze adds that onH�KDG�µWR�NHHS�WKH�ERG\�VWUDLJKW�IURP�WKH�FKHVW�
to the eyes, always looking straight ahead, without bending either the waist, or the knees inwards, so 
that a firm and straight body always accompanies these movements, without swaying from side to side 
as soPH�SHRSOH�GR¶��'H�&RXUWLQ�DOVR�DGGHG�WKDW�D�PDQ¶V�IHHW�ZHUH�WR�EH�WXUQHG�RXWZDUGV��Roodenburg 
2004, p. 90 
1135  For the positions in scheme, see Bouffard 2012, p. 198 (FIG.). 
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the feet are turned outwards. The weight of the body is divided over the two legs (in 

contrast to contrapposto).1136  

These ideas and positions were, however, already been adopted in the seventeenth 

century (FIG. 59).1137 The impact of these characteristic of the ideal dancing position of 

the body, is not only visible in dancing scenes, but also in depictions of high society 

walking, standing and greeting each other.1138 The rules of bodily comportment during 

walking, can be listed as follows: the head is held stif fly, the breast is extended and 

graceful due to the turned back shoulders, the arms hang next to the body, combined 

with a steady waist, stretched legs, and outward turned feet.1139  

Janssens put himself in the tradition of the portrait painters, and gave his figures one of 

the five positions of the outward turned feet.1140 Exemplary is his Portrait of a family 

(c. 1670, Hallwylska Museum, SLIDE 95). The guitar on the table, the musical score 

and the violin indicate the profession of the man central in the painting. The musical 

score moreover shows a very realistic musical notation for a melodic instrument (this 

may be the violin on the table). David Burn has suggested that Janssens may have 

copied an existing tablature, though unfortunately the exact notes can no longer be 

identified.1141 In this portrait, the musician has taken off his hat, and stands in an akimbo 

position (symbol of masculinity).1142 His feet are turned outwards, according to the 

                                                      
1136 %RXIIDUG�������WKLV�FRQWUDVWV�ZLWK�*HUDUG�GH�/DLUHVVH¶V�XVH�RI�FRQWUDSSRVWR��VHH��Roodenburg 2004, 
pp. 120-124.  
1137 Bouffard 2012 
1138 Amato 2004. 
1139 Rousová 2008, p. 103. 
1140 In Portrait of a Man �������3XVKNLQ�0XVHXP��DWWULEXWHG�WR�-DQVVHQV���WKH�HOHJDQW�PDQ¶V�IHHW�DUH�
turned outwards, his legs are straightened, and his body weight is divided over his two legs. His feet are 
placed in a fourth position. His position completely fits within this scheme of civilit y. Although this 
painting is attributed by the museum to Janssens, I do not think this work is by him, as it differs 
stylistically too PXFK�IURP�-DQVVHQV¶�UHJXODU�ZRUNV��Portrait of a family (c. 1650, present whereabouts 
unknown, SLIDE 13) is again a very early family portrait by Janssens (the fashion but also stiffness of 
the figures, the elongated limbs and delineated contours indicate WKDW�WKLV�SRUWUDLW�LV�RQH�RI�-DQVVHQV¶�
earlier works (cf. chapter 3). Next to music and song, the portrait shows elegance in the comportment 
of the father of the family. This man has taken an elegant position of the feet, which are placed in a 
fourth position.   
1141 I am very grateful to Prof. Dr. David Burn (KU Leuven, Department of Musicology) for analysing 
the detail on this painting and providing me with the information about the musical tablature (e-mail 
correspondence, 11 November 2014). 
1142 A man portrayed with the hand in his side symbolised masculinity. Moreover, the gesture also 
LQGLFDWHV� VHOI� FRQWURO�� VHOI� FRQILGHQFH�� SURWHFWLRQ�� DQG� HURWLFLVP�� -RQHDWK� 6SLFHU�� µ'H� UHQDLVVDQFH-
HOOHERRJ¶��LQ��%UHPPHU�DQG�5RRGHQEXUJ�������S�������S�������S�������S������ 
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dancing rules, and as the axis of his left foot is directed to the right ankle, the musician 

stands in the perfect long third open dance position. Without doubt, the portrayed 

musician knew this dance position by heart. Janssens adopted a man with a similar 

posture central in The Art Cabinet (c. 1670-1675, present whereabouts unknown, 

SLIDE 96). Here, Janssens deSLFWHG� WKLV� DUW� DQG�PXVLF� ORYHU� DV� D� µFRQQRLVVHXU¶� RI�

elegance as well. Around 1680, Hiëronymus Janssens painted the Portrait of a married 

couple ������"���SUHVHQW�ZKHUHDERXWV�XQNQRZQ��6/,'(����$���7KH�PDQ¶V�ZHLJKW� LV�

divided on both legs and he carries a walking cane, a symbol and accessory of the elite 

and their elegant walks in parks and in city squares.1143 His feet are positioned in the 

short second position. The upright position of both figures indicates their social status, 

wealth and elegance.  

Janssens is far from the only Southern Netherlandish portrait painter from the middle 

and the second half of the seventeenth century who stressed these aspects in portraiture 

(and thus followed the example of their predecessors from the first half of the 

seventeeQWK� FHQWXU\��� ,Q� *LOOLV� YDQ� 7LOERUJK¶V� Portrait of Artists in a Painted Art 

Gallery (c. 1665-1670, Spencer Museum of Art, The University of Kansas, FIG. 60), 

WKH�PDQ¶V�IHHW�DUH�HYHQ�PRUH�H[SOLFLWO\�WXUQHG�RXWZDUGV��WKH�PDQ�RQ�WKH�ULJKW�VWDQGV�LQ�

a short seFRQG�SRVLWLRQ���0DQ\�RI�*RQ]DOHV�&RTXHV¶�SRUWUDLWV�RI�WKH�XSSHU�PLGGOH�FODVV�

of Antwerp society from the middle of the seventeenth century, depict this elegance 

OHDUQHG�LQ�GDQFLQJ�VFKRROV�DV�ZHOO��WKRXJK�WKH�GDQFLQJ�LWVHOI�ZDV�OHIW�RXW��,Q�&RTXHV¶�

The Family of Jan-Baptista Anthoine �������5R\DO�&ROOHFWLRQ��),*�������WKH�PDQ¶V�IHHW�

are placed in the long third open position.  

Hiëronymus Janssens also adopted such outward turned feet in his dancing scenes, as 

in Dancing Company (c. 1650, present whereabouts unknown, SLIDE 7), An interior 

scene with an elegant company dancing (c. 1650, private collection © Epiarte, SLIDE 

10), Ball at Court (c. 1655-1660,Schloss Oranienbaum, Kulturstiftung Dessau Worlitz, 

SLIDE 16), The Minuet (c. 1660, Bayerische Staatsgemäldesammlungen Munich, 

Staatsgalerie Schleissheim, SLIDE 35), Charles II dancing at a ball at court (c. 1660, 

Royal Collection, SLIDE 45), Dancing Scene (c. 1665-1670, art dealer Düsseldorf, 

SLIDE 71),� Hiëronymus Janssens (and Will em Schubert van Ehrenberg), Elegant 

                                                      
1143 Amato 2004, p. 89, pp. 70-92 about elite walking and riding in a carriage. 
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company dancing on a terrace (1665-1670, Private Collection, SLIDE 75)��Elegant 

company at a ball at court (1676, Münster, Westfälisches Landesmuseum für Kunst 

und Kulturgeschichte, SLIDE 101), Ball (c. 1680-1685, Braunschweig, Herzog Anton 

Ulrich Museum, SLIDE 113). Janssens also added such elegant feet in his prodigal-son 

paintings, indicating the high social status of the son.  

Paying attention to the outward turn of the feet in dancing scenes was a general feature  

most genre painters of merry company scenes knew and adopted. In Ball at the court of 

Albrecht and Isabella (c. 1610, The Hague, Mauritshuis, FIG. 62) Frans Francken the 

Younger added pairs of outward turned feet as well (for more on this painting, cf. infra), 

and also Louis de Caullery paid attention to the feet in An elegant company in the park 

of a classic palace (present whereabouts unknown, FIG. 63). The addition of outward 

turned feet was part of the iconographical typology. 

Another typical aspect of depicting a dancing man was the representation of the man on 

one foot, holding the other foot in the air. This position was part of the Italian 

Renaissance dancing style of the sixteenth century,1144 and had become a standard 

element in seventeenth-century dancing scenes as well. In most of the seventeenth-

century examples, the figures are put standing on the tips of the toes instead of on the 

entire foot.1145 ([HPSODU\� LV� WKH� GDQFLQJ�PDQ� RQ� WKH� IDU� OHIW� LQ�'DYLG�9LQFNERRQV¶�

Outdoor Company (c. 1610, Amsterdam, Rijksmuseum, FIG. 64).  

In a series of paintings Janssens depicted the dancing man from the side while holding 

up one leg up (standing on the tips of his toes). In these scenes Janssens does not pay 

attention to depicting the outward turn:1146 The Minuet (1647, present whereabouts 

unknown, SLIDE 1), Elegant figures dancing on a Terrance of a Country Villa 

(1656(?), present whereabouts unknown, SLIDE 36), The Ball (1658, Lille, Musée des 

Beaux-Arts, SLIDE 43), Elegant company on a terrace dancing (1659/1660, present 

whereabouts unknown, SLIDE 44), The opening of a ball (c. 1660, present whereabouts 

                                                      
1144 6LJULG�7¶+RRIW��OHFWXUH�DW�.8�/HXYHQ� 
1145 Rousová 2008. 
1146 7KH�OHJ�KHOG�XS�ZDV�WKH�PDQQHU�WR�UHSUHVHQW�D�GDQFLQJ�PDQ��6LJULG�W¶+RRIW��OHFWXUH�DW�.8�/HXYHQ���
%DUEDUD�6SDUWL��µ&KDVWLVHPHQW�DQG�&HOHEUDWLRQ��'DQFH�LQ�3DSDO�%RORJQD�LQ�WKH�(WFKLQJV�RI�*�0��0LWHOOL�
(1634-�����¶��LQ��%DUEDUD�6SDUWL�DQG�-XG\�YDQ�=LOH�ZLWK�Elsie Ivancich Dunin, Nancy G. Heller and 
Adrienne L. Kaeppler, Imaging Dance. Visual Representations of Dancers and Dancing, Hildesheim, 
2011, p. 151. 
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unknown, SLIDE 46), Dance in an interior (c. 1660, present whereabouts unknown, 

SLIDE 47) and Ball in an interior (c. 1660, present whereabouts unknown, SLIDE 49). 

The male figures in these scenes, however, depicted on the tips of their toes, display yet 

DQRWKHU�FKDUDFWHULVWLF�RI�HDUO\�PRGHUQ�EDURTXH�GDQFH��WKH�µHOHYp¶� 

 

The Bending and Rising on the Tips of the Toes �µSOLp¶�± µHOHYp¶� 

 
%DURTXH�GDQFHV�VKRZ�µSOLpV¶��EHQGLQJ�RI�ERWK�NQHHV�1147 RU�µHOHYpV¶ (rise). In contrast 

to Renaissance dance, in French Baroque dancing styles a lot of attention was placed 

RQ� µJUHDW� SOD\� LQ� WKH� LQVWHS�� NQHH� DQG� VWHSV�ZHUH� GDQFHG� WR� WKH� JURXQG¶� �µIOXLG� ORZ�

VW\OH¶��1148 Af ter bending both knees, men rose on their toes or on the balls of their feet; 

the toes had to be turned outwards (see before), and the legs were stretched.1149   

Although dancing on the tips of their toes was already adopted by -DQVVHQV¶�

predecessors, it is clear that in his oeuvre many figures are depicted high and gracefully 

on the tips of their toes ± Janssens elongated the figures, and stressed the uprightness 

and dancing qualities of the men even more. 

Ravelhofer uses the daQFLQJ�PDQ� LQ� -DQVVHQV¶�Dance in a castle (Castle La Hulpe, 

%UXVVHOV�� 6/,'(� ���� WR� LOOXVWUDWH� WKHVH� PRYHPHQWV� RI� EHQGLQJ� DQG� ULVLQJ� RQ� RQH¶V�

toes.1150 Janssens very often painted his dancers on the tips of their toes or on the balls 

RI�WKHLU�IHHW��%RXIIDUG�DQG�5RRGHQEXUJ�PHQWLRQV�-DQVVHQV¶�The ball (SLIDE 43) as an 

example for this movement.1151 However, far better examples from his dancing 

companies that VKRZV�WKH�GDQFHU�PDNLQJ�DQ�µHOHYp¶�RQ�ERWK�RI�WKH�WLSV�RI�KLV�IHHW�GXULQJ�

his dance, is Charles II  dancing at a ball at court (SLIDE 45), Elegant company on a 

terrace dancing, (1659/1660, present whereabouts unknown, SLIDE 44), and Figures 

outside a palace (c. 1665-1670, attributed to Wilhelm van Ehrenberg, though figures 

are definitely by Janssens SLIDE 79). The most clear example is The Minuet (c. 1660, 

                                                      
1147 Ravelhofer 2000, p. 33. 
1148 )RU� TXRWDWLRQV� LQ� WKLV� VHQWHQFH�� VHH�� 6WDIIRUG� ������ S�� ����2Q� µSOLp¶� DQG� µpOHYp¶� LQ� GDQFH�� DQG�
pirouettes on the tips of the feet: Hazebroucq 2012-2013, p. 50. 
1149 Ravelhofer 2000, p. 33; Bouffard-Veilleux and Roodenburg 2011, p. 35; Stafford 1996, p. 19. 
1150 She considers the painting to be anonymous: Ravelhofer 2000, p. IX, p. 32-33.  
1151 Bouffard-Veilleux and Roodenburg 2011, pp. 34-35. 
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SLIDE 35).1152 This painting illustrates how Janssens had his figures dance according 

to the ruling (FrencK��GDQFLQJ�VW\OH��IDVKLRQDEOH�DW�WKH�WLPH��WKH�PDQ¶V�KDQGV�DQG�DUPV�

PRYH� ZLWK� WKH� PXVLF� �µSRUWH� OHV� EUDV¶�1153 DV� KH� PDNHV� DQ� µpOHYp¶�1154 his legs are 

extended and his feet are turned outwards, when standing on the tips of his feet. His 

dancing partner also shows a straight upright posture. She holds up her upper skirt, in 

order to facilitate the dancing ± yet another typical feature of depicting a dancing 

woman.1155  

%RXIIDUG�DQG�5RRGHQEXUJ�VXJJHVW�WKDW�VWDQGLQJ�RQ�WKH�WLSV�RI�WRHV�DQG�PDNLQJ�D�µSOLp¶�

DQG� µHOHYp¶� frequently refers to the beginning of a dance.1156 In Feast in an interior 

(1660-1665, present whereabouts unknown, SLIDE 66) and in Elegant company on a 

terrace (1665-������ 9DUHVH�� 6DQWD� 0DULD� GHO� 0RQWH�� 0XVHR� %DURIILR� 'DOO¶$JOLR��

SLIDE 80) the man of the couple on the far right stands on the tips of his toes, as one 

foot is held in the air ± \HW�DQRWKHU�H[DPSOH�RI�DQ�µHOHYp¶��,Q�Feast in an Interior (SLIDE 

66), Janssens stressed the amorous meaning of the gathering and dancing company in 

the painting; a fictive ceiling decoration in an Italianate building and the wealthy dresses 

GR� QRW� RQO\� V\PEROL]H� WKH� VWDWXV� RI� WKH� ILJXUHV�� EXW� GXH� WR� WKH� µVFXOSWHG¶� SXWWL�� WKH�

amorous meaning of the company is stressed. 

 

The Movements of the AUP��µSRUWH�GHV�EUDV¶� 

 
Another feature of Baroque dance is the importance of arm movements and positions. 

Arm movements had become an integral part of the Baroque choreography, and were 

                                                      
1152 The painting is described in-depth by Schröder-Klaassen 2007, p. 224 (the figures are identified as 
noblemen). She considers the painting being made in the second half of the seventeenth century. This 
painting, however, has to be situated c. 1655 (fashion style). Schröder-Klaassen suggests that this is a 
µJOLVVp¶�RU�VOLGH�VWHS�LQ�WKH�PLQXHW��6KH�DOVR�SURSRVHV�WKH�FRXUDQWH�DV�D�SRVVLEOH�LGHQWLILFDWLRQ�RI�WKH�
dance depicted. Schröder-Klaassen 2007, p. 224. Salmen identifies the painting as a minuet, and 
GHVFULEHV�WKH�µpOHYp¶��6DOPHQ�������S������� 
1153 Salmen 1988, p. 182. 
1154 Salmen 1988, p. 182. 
1155 6LJULG� W¶+RRIW� �OHFWXUH���6DOPHQ�������S�������6SDUWL�DUJXHG� WKDW�DOUHDG\�EHIRUH� WKH�VHYHQWHHQWK�
century, in Italy a man is depicted dancing with a li fted leg and a woman with an underarm turn: Sparti 
2011, p. 151.  
1156 Bouffard-Veilleux and Roodenburg 2011, p. 35. This is most probably what Rousouvá called 
µEXR\DQF\¶�RU�WKH�µXSZDUG�PRYHPHQW¶�WKDW�RSHQHG�D�VHULHV�RI steps: Rousová 2008, p. 103. However, 
making such pliés and elevés was also added in other moments during the dances (Schröder-Klaassen 
2007) (Hazebroucq 2012-2013, p. 50). 
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already subjected to rules by De Lauze and Montagut in the first half of the seventeenth 

century. Arms were to move synchronically with the feet.1157 Hazebroucq referred to 

-DQVVHQV¶�SDLQWLQJV��DV�KH�VDZ�WKHVH�SDLQWLQJV�DV�H[DPSOHV�GHSLFWLQJ�WKH�DUPV�µWHQXV¶�

EXW�ORZ��µSRUWV�GH�EUDV�EDV¶��GXULQJ�GDQFHV��DV�LV�YLVLEOH�LQ�Charles II Dancing at a Ball 

at Court (c. 1660, Royal Collection, SLIDE 45).1158 ,QGHHG��-DQVVHQV¶�GDQFLQJ�ILJXUHV�

do not make the highest and widest gestures, but the arms do move with the music, 

though held low.1159  

In Renaissance dance, the arms mostly hung next to the body, and it was only in the 

baroque dancing style that arm movements were stressed.1160 -DQVVHQV¶� RHXYUH� WKXV�

FRQWUDVWV� ZLWK� HDUOLHU� GDQFLQJ� VFHQHV�� VXFK� DV� 6HEDVWLDDQ� 9UDQF[¶V� GUDZLQJ�Merry 

company in a park (prodigal son) (Herzog Anton Ulrich-Museum, Braunschweig, FIG. 

65) where the dancing man holds up his leg (a feature to show a dancing person), but 

has his arms hung next to his body.1161 Christoffel Jacobsz Van der Lamen also 

sometimes painted men dancing in a rather motionless manner, with stiff  arms hanging 

QH[W�WR�WKH�GDQFHU¶V�ERG\��VXFK�DV�Gallant Company at Music and Dancing (c. 1640, 

.URP��tå� $UFKGLRFHVDQ�0XVHXP��2ORPRXF�$UFKELVKRSUic, FIG. 66).1162 This scene 

VKDUSO\�FRQWUDVWV�ZLWK�WKH�DUP�PRYHPHQWV�LQ�-DQVVHQV¶�The Minuet (SLIDE 1) or An 

interior scene with an elegant company dancing (c. 1650, present whereabouts 

unknown, SLIDE 10).  

 

                                                      
1157 Bouffard-Veill eux and Roodenburg 2011, p. 35; Ravelhofer 2000, p. 34; Stafford 1996, p. 19; Sparti 
2011, p. 158; Hazebroucq 2012-2013, p. 50.  
1158 Hazebroucq 2012-2013, pp. 50-52. In The Minuet (SLIDE 35) Salmen notes Janssens added low 
µSRUWH�OHV�EUDV¶�WR�WKH�PDQ��6DOPHQ�������S������ 
1159 %RXIIDUG� DQG� 5RRGHQEXUJ� DOVR� LGHQWLILHG� -DQVVHQV¶ The Ball  (SLIDE 43) as an example of 
seventeenth -century use of arm movements.  
1160 Dolezalová in: Rousová 2008, p. 59. 
1161 For general information about this drawing, see: Pieter Breugel d. Ä. Als Zeichner. Herkunft und 
Nach-folge. Berlin, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett, 1975, p. 184; 
Silke Gatenbröcker and Andreas W. Vetter, Kein Tag wie jeder andere: Fest und Vergnügen in der 
niederländischen Kunst, ca. 1520-1630, exh.cat., Braunschweig, Herzog Anton Ulrich Museum, 2002, 
p. 111-112. )UHQFK�GDQFLQJ�PDVWHUV�DGGHG�WKDW�WKH�,WDOLDQ�GDQFLQJ�VW\OH�RI�SDUDOOHO�IHHW�DQG�µULJLGLW\¶�RI�
the arms had become ridiculous: Sparti 2011, p. 158.  
1162 Rousová and Kazárová 2008, pp. 200-201. They offered two explanations for this passive posture 
RI�WKH�PDQ�����KH�LV�GDQFLQJ�D�VORZ�GDQFH�VXFK�DV�µSDVVHJJLR¶�RU�D�VROR�SDVVDJH�ZKHQ�WKH�ZRPDQ�LV�WR�
UHPDLQ�PRWLRQOHVV�����WKH�SDLQWHU�PD\�KDYH�XVHG�D�µPDQQHTXLQ¶�LQ�KLV�VWXGLR�ZKHQ�GHSLFWLQJ�WKH�ILJXUHV��
The painting is considerHG�WR�EH�D�µPHWDSKRU�RI�WKH�IRROLVKQHVV�DQG�IROO\¶��VHH�GLVFXVVLRQ�S������� 
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The Reverence  

 
As I have discussed earlier, Janssens knew very well the many dancing scenes by Louis 

GH�&DXOOHU\��HQWLWOHG�µGDQVFKPHUFNWHQ¶���RU�WKH�PDQ\�SDLQWLQJV�E\�)UDQV�)UDQFNHQ�WKH�

Younger, or the Francken-studio in general. Moreover, Janssens was not the only 

painter who knew the latest dancing styles; paintings by many early seventeenth-

century Southern Netherlandish and Northern Netherlandish genre painters indicate 

they also knew about the characteristics of Baroque seventeenth-century dance, and/or 

civil etiquette (for example, Louis de Caullery and Esaias Van de Velde). A typical 

aspect that illustrates this, was the depiction of reverence, in which the man took off his 

hat, and kissed his own hand, before offering his dancing partner his hand. 1163  

This gesture was already part of Italian late sixteenth-century habit, and was also 

depicted in sixteenth-century dancing scenes.1164 2QH�RI�-DQVVHQV¶�SUHGHFHVVRUV��/RXLV�

de Caullery, depicted this gesture often,1165 as in his A Palace Interior with Elegant 

Couples Courting at a Ball (present whereabouts unknown, FIG. 21).  

Moreover, the gesture is also depicted as a polite reverence in general, outside the 

context of dances or balls, as is evidenced by a print by Jacques Callot (1592-1635).1166 

Sometimes, the hand is put to the mouth. Bouffard-Veilleux and Roodenburg consider 

WKLV�DV�D�GHSLFWLRQ�RI�WKH�WUDGLWLRQ�RI�NLVVLQJ�RQH¶V�KDQG�EHIRUH�WKH�ODG\¶V��+D]HEURXFT�

                                                      
1163 Bouffard 2012; Bouffard-Veill eux and Roodenburg 2011, p. 34; Brooks 2003; Ravelhofer 2000, p. 
30. A reverence was made at the beginning of each dance ± a man had to put his left foot forward, 
incline the body and bend the knees and then return back with the left foot next to the right one. 
According to Cesare Negri this was the beginning of each dance. The hat was to be taken off  with the 
left hand, though sometimes the right hand could also be used (though the hat was to be transferred to 
the left hand immediately). It was a sign of respect to the dancing partner: Stafford 1996, p. 17; 
Schröder-Klaassen 2007, p. 24. Different sources give different ideas about what feet the reverence had 
to start with (Schröder-Klaassen 2007, p. 24). Janssens does not depict the man making a reverence 
ZLWK�KLV�OHIW�IRRW�IRUZDUGV��LQ�FRQWUDVW�WR�%RVVH¶V�SULQW��FI��LQIUD���+RZHYHU��-DQVVHQV¶�SUHGHFHVVRU�/RXLV�
de Caullery also had his man making a reverence with his right foot put forwards instead of the left one 
�),*����DQG�LQ�%DXU¶V�GHSLFWLRQ�RI�WKH�)UHQFK��WKH�PHQ�GLVSOD\�ERWK�SRVVLELOLWLHV��,W�WKXV�DSSHDUV�WKDW�
both positions were adopted. 
1164 Dalesme 2004-2005, p. 61, pp. 32-33. Dalesme discusses such elements and activities next to the 
GDQFLQJ�DV�µOHV�VFqQHV�GH�JDODQWHULHV¶��0DQ\�RI�WKH�DQRQ\PRXV�VL[WHHQWK-century paintings she discusses 
have such features. Dalesme argues that the reverences in these paintings did not always follow the 
rules set up: normally the hat was to be taken off the head with the left hand, and sometimes the reverse 
was true: p. 61. Many dance treatises discuss the reverence, as it has become a main aspect of politeness 
on the dance floor; already in the sixteenth century, men and women bow to each other before they 
started dancing. On the reverence see Schröder-Klaassen 2007, pp. 24-26. Salmen 1988, p. 168. 
1165 Ravelhofer 2000 [a]; Bouffard-Veilleux and Roodenburg 2011, p. 35. 
1166 Bouffard-Veilleux and Roodenburg 2011, p. 35. 
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DUJXHG�WKDW�SXWWLQJ�WKH�ULJKW�KDQG�WR�RQH¶V�PRXWK�PD\�KDYH�EHHQ�DQ�,WDOLDQ�KDELW�IURP�

the beginning of the seventeenth century.1167 If  one takes a closer look, this gesture is 

overtly present in many Southern-Netherlandish seventeenth-century scenes that not 

(only) depict a dance, but rather display a general view of elegance, politesse and 

honnêteté. Moreover, the gesture is not only performed by a man towards a woman in 

dance, but appears to have been a general gesture towards both men and women 

�DOWKRXJK� RQO\� SHUIRUPHG� E\�PHQ��� ,Q� D� SULQW� DIWHU� 6HEDVWLDDQ�9UDQF[¶V� GHVLJQ�� WKH�

gesture is added in the  depiction of the Spanish (FIG. 67). The frontispiece of Livre 

1RXYHDX� GH� )OHXUV� WUHV� XWLO� SRXU� O¶DUW� G¶RUIHYHULH�� HW� DXWUHV� edited by Balthasar 

Moncornet in 1645 (Dedie a Iean de Leins A Paris Chez Baltazar Moncornet 1645) 

shows a comparable gesture by an elegant man who greats a couple entering a garden 

(this image is a copy of the original design: FIG. 68). In chapter 3, I have added that 

-DQVVHQV�NQHZ�WKH�ZRUN�RI�WKH�DOUHDG\�GHFHDVHG�-RKDQQ�:LOKHOP�%DXU��,Q�%DXU¶V�SULQW�

GHSLFWLQJ�µ6SDJQLROL¶�DQG�µ)UDQFHVL¶��F��������%ULWLVK�PXVHXP��),*������WKH�)UHQFK�DUH�

depicted as making wide gestures and reverences. The manners and gestures of the 

French seems to be comparable to those in works by Jacques Callot in his Noblesse 

Lorraine:1168 one of the French men has turned his hand to his mouth while making his 

reverence. The gesture was known in Antwerp as well, as Erasmus de Bie suggested a 

general knowledge of the reverence as a greeting method in his Antwerp city views of 

citizens, well-dressed, and behaving elegantly. In his signed View to the Meir of 

Antwerp (c. 1660, present whereabouts unknown, FIG. 70) the gesture is added.1169 In 

3HHWHU�1HHIIV�WKH�<RXQJHU¶V������-after 1675) Interior of the Antwerp Cathedral (c. 

1655, St Petersburg,  Hermitage) such a man is shown while taking off his hat and 

bringing his hand to his mouth as he greets two ladies in the church.1170 Bowing 

                                                      
1167 Hazebroucq 2012-2013. 
1168 Johann Wilhelm Baur 1607-1642. Maniérisme et baroque en Europe, exh.cat., Paris, 1998 cat. 50 
(R.B.). 
1169 ,�VXJJHVW�WKLV�GDWH�DV�KH�DGGV�WKH�µSHWWLFRDW�EUHHFKHV¶��VHH�FKDSWHU����ZKLFK�EHFDPH�IDVKLRQDEOH�
IURP�F�������RQZDUGV��7KH�SDLQWLQJ�ZDV�DXFWLRQHG�DW��/RQGRQ��6RWKHE\¶V����'HFHPEHU�������ORW�����
oil on canvas, 85 x 117,5 cm.  
1170 For the image, see: Christina Corsiglia (ed.), Rubens and his Age, Treasures from the Hermitage 
Museum, Russia, exh.cat, Toronto, Art Gallery of Ontario, London, 2001, p. 92. 
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HOHJDQWO\�WRZDUGV�D�KLJKHU�SRVLWLRQHG�SHUVRQ��RU�D�ZRPDQ��ZDV�DQ�LQGLFDWRU�RI�RQH¶V�

polite education and high social status.1171  

The polite reverence or bow was obviously important, as every dance began and ended 

with such a reverence.1172 7KH�JHVWXUH�DOVR�DSSHDUV� LQ� WKH�EDFN�RI�$EUDKDP�%RVVH¶V�

highly influential print The Ball (FIG. 30): in the back, a man makes a reverence as an 

invitation to the woman to dance.1173  

2QH�RI�-DQVVHQV¶�PRVW�REYLRXV�GHSLFWLRQ�RI�D��UHYHUHQFH�DW�WKH�EHJLQQLQJ of a dance is 

his Gentleman inviting a lady to dance (c. 1660, present whereabouts unknown, SLIDE 

50). Janssens adopted a figure making reverence (probably as an invitation) in his 

Elegant Company in a Dancing Room (attributed to Janssens, c. 1679 (due to the 

similarities with the following painting), present whereabouts unknown, SLIDE 107) 

and his Elegant Figures Dancing in an Interior (1679, private collection, SLIDE 

106).1174  It is clear that both the latter two paintings are made with the same 

compositional invention in mind. In these works of art, five people are gathered on the 

dance floor and one man is elegantly inviting a sixth person (three women and three 

men) to join him in the group dance. Both scenes appear to reflect a courtly dance (the 

large number of bystanders, the wealthy interior decorations, the scale of the scene etc.). 

Around 1655-1660, Janssens also added, in the back of Ball at court (SLIDE 16)1175 a 

maQ�PDNLQJ�D�UHYHUHQFH�WR�D�ZRPDQ��LQ�RUGHU�WR�LQYLWH�KHU�WR�GDQFH��FI��%RVVH¶V�SULQW���

On the left, an elegant couple enter the room, and are greeted by another couple (the 

woman in yellow is, however, distracted by another man). Both greeting men bend over, 

and take off  their hats as signs of mutual respect.  

                                                      
1171 µ(HUW� EORRWV-KRRIWV� G¶HHUZHHUGLJKHQ� HQGH� KHHUOLMFNHQ� DOV� JKHHVHOLMFNHQ� ZHWKRXGHUV� HQGH�
diergelij cke uwen hoet afdoende houdt het binnenste near u: eertse oock uw lichaem wat buyghende 
QHDU�\GHUV�ZH>L@UGLJKH\W�>«@�*HOLMFN�KHW�RQEHOHHIWKH\W�LV�LHPDQGW�WH�JUoeten sonder den hoet af te doen 
DOV�K\�¶W�ZHHUGLJK�LV�>«@¶��Communis vitae inter homines Scita Urbanitas à Mussipontana Academia 
Latinitate donata. De Welvoeghinge ofte beleeftheyt in den ghemeynen handel onder de menschen, 
translated by Franssois Bellet, Ieper, 1634. 
1172 Schröder-Klaassen 2007, p. 24. 
1173 Schröder-Klaasen 2007; Les Heures du Jour, 2009, p. 90. 
1174 In this painting, the dancers are dressed in remarkable costumes, as the man of the far left is dressed 
à la Turque, the man in black central wears a Spanish costume, and the woman on the far right resembles 
D��*HUPDQ"��SHDVDQW�JLUO��7KLV�PD\�FRQVHTXHQWO\�EH�D�PDVTXH�SHUIRUPDQFH��7KDQNV�WR�6LJULG�¶W�+RRIW�
and Irene Groeneweg for discussing the scene with me. 
1175 This element was also taken over in the many copies after this example. It also appears in Ball  in a 
Castle (c. 1655-1660, La Hulpe, Castle, SLIDE 17). 
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A reverence was subjected to the rules of civilit y; for example, how deeply one had to 

bow depended on the status of the person one encountered.1176 In Nouveau Traité de la 

civilité (1671, edited in Brussels), De Courtin discusses different situations a honnête 

homme can find himself in, and describes the ideal behavior when, for example, such a 

civili zed man enters a room. One of the elements he had to take into account, was to off 

take his hat, greeting politely.1177 Such descriptions of civil behavior must have been 

the source of inspiration for all the painters depicting high social life, including the 

reverence (also in non-dancing scenes, cf. supra). In the case of Janssens, the action of 

entering a room, taking oII�RQH¶V�KDW��DQG�JUHHWLQJ�E\�D�SROLWH�ERZ��KDG�EHFRPH�RQH�RI�

the conventions of his interior scenes, but was also added on his outdoor scenes, such 

as The Game of Hot Cockles on a Terrace of a Palace (signed by Wilhelm van 

Ehrenberg, though the figures are rightfully attributed to Hiëronymus Janssens, 1666, 

Musée des Beaux-Arts, Strasbourg, SLIDE 67).1178  

-DQVVHQV¶�PRVW�ZHOO-known portrait Portrait  of a Family (c. 1670, SLIDE 90)1179 again 

illustrates that Janssens knew the elegant comportment of the seventeenth-century high 

society. The dresses (see chapter 5), the gold leather interior, the Turkish rug on the 

table and the art cabinet indicate the wealth of the famil y.1180 The positions of the 

ILJXUHV¶�ZDV�\HW�DQRWKHU�µVWDWXV�V\PERO¶�LQ�WKH�SDLQWLQJ��LQGLFDWLQJ�WKH�GHSLFWHG�ILJXUHV¶�

knowledge of elegance, grace, and dance.1181 Both the sons of the family, depicted as if 

entering the room through the open door, make an elegant reverence. 

The oldest boy looks at the viewer, and has taken off his hat with his left hand. Though 

his upper body is not yet inclined, his elegant gesture is stressed by his right hand. His 

                                                      
1176 Motley 1990, p. 58; Schröder-Klaassen 2007, p. 25. 
1177 De Courtin 1671, p. 25 ��µ,O�HVW�GH�OD�FLYLOLWp�G¶DYRLV�OD�WHVWH�QXs�GDQV�OHV�VDOHV��	�GDQV les anti-
chambres: Et avec cela il  faut remarquer, que celuy qui entre, est tous-MRXUV�REOLJp�GH�VDOXsU�OH�SUHPLHU¶� 
1178 Joel Hubrecht catalogue note in Joel Hubrecht, Dominique Jacquot, Michèle Lavallée, et al., 
Peinture flamande et hollandaise: 15e-18e siècle: Collection du musée des Beaux-Arts, mus.cat., 
Strasbourg, Musée de la vill e de Strasbourg, Strasbourg, 2009, p. 106. 
1179 The scenery of Portrait of a Family (SLIDE 90) relates very much to Dancing Scene (SLIDE 71) 
and Merry Company in an Interior (SLIDE 60). The contrast between the noble and civil  family portrait 
with references to religion (SLIDE 90) and the latter brothel scene (SLIDE 60) is clear: Riether 1996, 
p. 164. 
1180 5REHUW�0XFKHPEOHG��µ7KXLV¶��LQ��3DXO�-DQVVHQV��HG����België in de zeventiende eeuw. De Spaanse 
Nederlanden en het prinsbisdom Luik, Ghent, 2006. 
1181 The father of the company stands in the short fourth open dance position, with the axis of the heel 
of his right foot placed in the direction of the heel of the left foot. 
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feet are turned outwards and his knees are extended. The axis of the heel of his right 

foot runs just above the toes of his left foot, indicating that he stands in a long fourth 

position (different from the short fourth open position of his father). His younger brother 

is clearly making a reverence, as his upper body is little bit inclined and his feet are 

further apart from each other, making a bow with stretched legs easier. Both of his knees 

are stretched, and his feet have also adopted a long fourth position.  

In this portrait, Janssens added much symbolism. Though it is not the aim in this chapter 

to unravel the portrait in general, the addition of one of the little daughters playing with 

a dog is telling. A dog sitting up straight is a common feature in seventeenth-century 

genre painting and portraiture, and can be interpreted as a metaphor for good 

education.1182  If  the metaphor in fact refers to education, the young boys clearly show 

WKURXJK�WKHLU�ERG\�ODQJXDJH�WKHLU�NQRZOHGJH�RI�KRZ�WR�EHKDYH�DV�D�µKRQQrWH�KRPPH¶�

± a part of their ideal education. In elite dance and etiquette education, the adoption of 

grace and elegance was a serious matter; the body was moulded into the correct posture, 

DQG�HOHJDQFH�DQG�JUDFH�ZHUH�DGRSWHG�EHFRPLQJ�SDUW�RI�WKH�µQDWXUDO¶�PRYHPHQWV�RI�WKH�

ERG\��µLQFDUQDWLQJ�FLYLOLW\¶��RU�µERGLO\�PHPRU\¶��1183  

 

�����+LsURQ\PXV�-DQVVHQV¶�Dancing Scenes 

 

Adding elegant dancing scenes in genre paintings is far from unique. Genre painters 

such as Sebastiaan Vrancx, Louis de Caullery, and Frans Francken the Younger (and 

other family members) specialised in the depiction of high society dancing scenes, and 

the tradition dates back to late sixteenth-century French art,1184 and even to fif teenth-

                                                      
1182 -DQ�%DSWLVW�%HGDX[��µ,QOHLGLQJ¶��LQ��-DQ�%DSWLVW�%HGDX[�DQG�5XGL�(NNDUW��HGV����Kinderen op hun 
mooist. Het kinderportret in de Nederlanden 1500-1700, exh.cat., Haarlem, Frans Halsmuseum/ 
Antwerp, Koninklij k Museum voor Schone Kunsten, Ghent/ Amsterdam, 2000, pp. 19-21; Saskia Kuus, 
catalogue note, in: Bedaux and Ekkart 2000, p. 244. Janssens did not invent this motif, as it was 
extremely common in genre painting and portraiture. His master, Van der Lamen, had for example 
added the same figure in Elegant company at a Table��/RQGRQ��&KULVWLH¶V������-12-07, nr. 22). Janssens 
also added the motif of the trained dog in The opening of a ball  (SLIDE 46) and in Elegant Company 
on a courtyard (SLIDE 72). 
1183 Roodenburg 2004; Roodenburg in: Roodenburg 2007/2013. 
1184 Schröder-Klaassen 2007, for an overview and a general discussion, see also Härting 1989;  Legrand 
������HWF��3HWHU�6XWWRQ�FRQVLGHUHG�µWKH�SUDFWLFH�RI�GHSLFWLQJ�EDOOV�DQG�GDQFHV�LQ�D�9HQHWLDQ�PRGH¶�DV�
was done by Frans II  Francken and others as a tradition set by Hiëronymus I Francken: Peter C. Sutton, 
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century depictions of the garden of love.1185 For their compositions, the Southern 

Netherlandish painters, including Janssens (the only painter active in the second half of 

the seventeenth century), relied heavil y on AEUDKDP�%RVVH¶V�GHVLJQ�IRU�The Ball (FIG. 

30).1186 Elements of this print can be discovered in many of the Southern Netherlandish 

SDLQWHG�GDQFLQJ�VFHQHV��VXFK�DV�)UDQV�)UDQFNHQ�WKH�<RXQJHU¶V�Music and dancing scene�

�Neuburg, Bayerisches Staatsgemäldesammlungen, Staatsgalerie, FIG. 71) and even 

PRUH� VR� LQ� )UDQFNHQ� WKH� <RXQJHU¶V� � Dancing company in an interior (present 

whereabouts unknown, FIG. 72). In these scenes, the interior is very crowded. The li ttle 

ILJXUHV¶� SRVLWLRQ� EULQJ� WR� PLQG� %RVVH¶V� SULQW�� 2Q� WKH� OHIW� DQG� WKH� ULJKW� RI� WKH�

composition, many people converse with each other, and a few of them sit on chairs or 

on floors, with their conversation partner leaning over to them. These figures are 

conventional elementV�LQ�GDQFLQJ�VFHQHV��DV�ZH�FDQ�DOVR�VHH�WKHP�LQ�%RVVH¶V�The Ball 

�),*�� ����� DQG� LQ� -DQVVHQV¶� � SDLQWLQJV�1187 $FFRUGLQJ� WR� WKH� 6RWKHE\¶V� FDWDORJXH��

)UDQFNHQ� WKH�<RXQJHU� DGGHG� ³LQ� HW� I´� UHIHUULQJ� WR� µLQYHQLW� HW� IHFLW¶�� ,W� DSSHDUV� WKDW�

Francken wanted to stress that he invented the composition, and, perhaps, that Bosse 

was inspired by his composition. 

%RVVH¶V�DQG�)UDQFNHQ� WKH�<RXQJHU¶V�FRPSRVLWLRQV�VKRZ�WKH�IHDWXUHV� WKDW� UHRFFXU� LQ�

-DQVVHQV¶�SDLQWLQJV� a dancing couple central in the composition, surrounded by two 

groups of spectators, a man bowing to another woman, a man courting another woman 

seated next to him, a man leaning over an armchair to another woman, etc. The 

composition of a couple dancing centrally within the scene and being surrounded by 

                                                      
µ,QWURGXFWLRQ��3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��3HWHU�&��6XWWRQ��The Age of Rubens, exh.cat., Boston, 
Museum of Fine Arts/ Toledo Museum of Art, Ghent, 1993, p. 59; Vlieghe 1998. 
1185 0DUWLQ�(LGHOEHUJ��µ&DWDORJXH¶��LQ��3DWULFN�5DPDGH��0DUWLQ�(LGHOEHUJ�H�D���Watteau et la fête galante, 
exh.cat., Valenciennes, Musée des Beaux-Arts, Paris, 2004, p. 108; Schröder-Klaassen 2007, pp. 85-89 
(for the evolution of dancing scenes and genre scenes in general, and the adoption of dance in the 
prodigal son painting by Hans Bol); Kolfin 1999, pp. 155-159 provides the reader with an overview of 
the pictorial tradition of the dance motif. 
1186 This print represents a view into a luxurious interior with an elegant company attending a ball. This 
LV� WKH�ILUVW�H[DPSOH� LQ�%RVVH¶V�RHXYUH�RI�D�SULQW�ZLWK�VR�PDQ\�ILJXUHV�RQ�ERWK�VLGHV�RI� WKH�GDQFLQJ�
couple. Underneath the print, four quatrains are added, implying a close connection between dance, 
love, beholding and desire: Lothe 2008, p. 10, p. 103 : The print is dated by Lothe in 1634, since a 
gouache painting by Friedrich Brentel is made after this composition in 1634. Lothe dates the 
print 1633-1634: José Lothe, /¶2HXYUH� JUDYp� G¶$EUDKDP� %RVVH� JUDYHXU� SDULVLHQ� GX� ;9,,H� VLqFOH��
catalogue général avec les reproductions de 541 estampes, préface de Jean Dérens, Paris, 2008, p. 103, 
p. 266. I am very grateful to Prof. Dr. Elise Goodman for suggesting this book.  
1187 )RU�D�GLVFXVVLRQ�RI�%RVVH¶V�GDQFLQJ�VFHQH��WKRXJK�QRW�WKLV�SULQW���VHH��6FKU|GHU-Klaassen 2007. 
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conversing people seated on chairs or on the floor, appears to have become the manner 

par excellence in which to depict an elite dancing scene. These same elements were also 

adopted by Wencesclaus Hollar in his design of the frontispiece of the English edition 

of The Dancing Master by John Playford in 1651 (FIG. 73),1188 and by Marc Antoine 

Charpentier in his Bal à la Francoise (1682, Paris, Bibliothèque Nationale, FIG. 74). 

This example indicates that the depiction of dance was always painted according to 

existing and appealing topical conventions, which were known in dif ferent countries in 

the seventeenth century (which explains why seventeenth-century Southern 

Netherlandish conversation and dancing scenes were sold abroad, see chapter 2). 

Consequently, many dancing scenes by Southern-Netherlandish genre painters in 

interiors show a very similar composition as the one in the print. This composition 

coincides with the typical composition Elmer Kolfin noted in the depictions of dancing 

halls by genre painters such as Dirck Hals (many similarities with Southern 

Netherlandish painters).1189  

-DQVVHQV¶� SDLQWLQJV� RI� LQWHULRUV� ZLWK� GDQFLQJ� VFHQHV� DUH� LQGHHG� YHU\� VLPLODU� WR� WKLV�

general composition as well (SLIDES 1, 7, 8, 10, 16, 45-49, 101, 113). The Interior  

Scene (c.1645-1650, private collection, SLIDE 6) ± JUHDWO\� LQVSLUHG�E\�%RVVH¶V� DQG�

)UDQFNHQ�WKH�<RXQJHU¶V�H[DPSOH�± displays characteristics that Janssens often used in 

his similar dancing scenes. For example, the sitting woman on the left foreground with 

her bDFN�WR�WKH�YLHZHU�DOVR�DSSHDUV��IRU�H[DPSOH��LQ�-DQVVHQV¶V�The Minuet (SLIDE 1), 

                                                      
1188 Richard Pennington, A descriptive catalogue of the etched work of Wenceslaus Hollar 1607-1677, 
Cambridge, 1982, p. 399. This treatise was published in 1651, DQG�FRQWDLQHG�µD�FROOHFWLRQ�RI�(QJOLVK�
µFRXQWU\¶�GDQFHV¶��2I�WKH�QHZ�GDQFHV�WKDW�ZHUH�DGGHG�LQ�WKH������HGLWLRQ��PRVW�ZHUH�)UHQFK��$FFRUGLQJ�
WR�6WHGPDQ�µWKH�IURQWLVSLHFH�RI�WKLV�LPSRUWDQW�UHFRUG�RI�GDQFH�KLVWRU\�DOVR�LOOXVWUDWHV�WKH�LPSRUWDQFH�RI�
French cuOWXUH�>«@��7KH�HQJUDYLQJ�DFFRPSDQ\LQJ�ERWK� WKH������DQG������HGLWLRQV�VKRZV�D�SDLU�RI�
dancers in a large hall, surrounded by other dancers and observers in the background. Between the 
couple, a putto plays the lute. The male partner is making ready to take the woman by the hand and has 
one leg pushed out in front, leaning slightly towards his female partner as if wanting to begin the dance. 
The observers in the background are involved in conversation, indicating li ke the quotation from 
3HS\V¶V� GLDU\� WKDW� GDncing took place in full  view of others and was part of courtly culture which 
comprised observation and conversation as much as music and dancing. The French impact is visible 
LQ� WKH�FORWKLQJ�VW\OHV¶��6WHGPDQ�������S������7KH�FRQQHFWLRQ�EHWZHHQ�FRQYHUVDWLRn, courtly culture, 
PXVLF�DQG�GDQFH�LV��ZLWKRXW�D�GRXEW��DOVR�SUHVHQW�LQ�-DQVVHQV¶�GHSLFWLRQV�RI�GDQFH�DQG�HOHJDQW�FRPSDQ\�
VFHQHV��0RUH� LQIRUPDWLRQ�DERXW� -RKQ�3OD\IRUG¶V� GDQFLQJ�PDVWHU�� VHH� IRU� H[DPSOH��.HLWK�:KLWORFN��
µ-RKQ�3OD\IRUG¶V�7KH�(QJOLVK�'DQFLQJ�0DVWHU���������DV�&XOWXUDO�3ROLWLFV¶��Folk Music Journal, 7, 5 
(1999), pp. 548-578. 
1189 .ROILQ�DUJXHV�WKDW�+DOV¶�SDLQWLQJV�DUH�QRW�GHSLFWLRQV�RI�GHYLDWHG�EHKDYLRXU��EXW�GLVSOD\�WKH�SRVLWLYH�
aspects of dance: Kolfin 1999, pp. 166-167. 
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and in his Dancing company (SLIDE 7).1190  The dancing man, with his feet overlapping 

HDFK�RWKHU��DQG�KLV�KDQGV�DQG�DUPV�VSUHDG��UHDSSHDUV�LQ�-DQVVHQV¶�An interior scene with 

an elegant company dancing (SLIDE 10) as well. Moreover, this painting has more 

similarities in the composition, as for example the man sitting on the right chair, the 

woman with her back to the viewer, etc. 

In the first half of the seventeenth century, elite ball scenes were frequently painted by 

members of the Francken familie.1191 Hiëronymus I Francken (1540-1610) is mostly 

identified as the main predecessor of Hiëronymus Francken the Younger, Frans 

Francken the Younger, Christoffel Jacobsz Van der Lamen and also Janssens.1192 

However, dancing companies with very similar iconographical elements were already 

adopted by sixteenth-century painters such as Hans Bol and David Vinckboons.1193 

Elements that often appear in dancing scenes by De Caullery and Janssens such as an 

amorous couple dancing, the man lying next to a woman, etc. are elements that were 

also adopted by other painters such as David Vinckboons and Will em Buytewech.1194 

Hiëronymus Janssens painted his dancing scenes in the tradition of his predecessors 

such as Frans Francken the Younger, well into the 1680s (old-fashioned).1195 

                                                      
1190 Walter Bernt, Die Niederlandischer Maler des 17. Jahrhunderts, second volume, introduction by 
Hans Sauerman, second edition, Munich, 1948/1960, nr. 423. According to the photocollection at the 
5.'��WKH�VLJQDWXUH�ZDV��µ'��-DQVVHQV�IHFLW¶��+RZHYHU��LW�LV�FHUWDLQ�+LsURQ\PXV�-DQVVHns is the painter 
of this specific work of art. The aristocratic character of the company (or the owner) is stressed by the 
coat of arms, sculpted above the doorway. Throughout his entire career, Janssens voften added a coat 
of arms in his paintings, or sometimes left a blank space open as if to add a coat of arms later on, see 
for example in the windows on Ball  in a Castle �6/,'(�����RU�-DQVVHQV¶�Elegant Company Playing at 
Hot Cockles (c. 1685, Braunschweig, Herzog Anton Ulrich Museum, SLIDE 114) or the blank space 
above the doorway on the left in Elegant company on a terrace (SLIDE 75). 
1191 )RU�DQ�RYHUYLHZ�RI�WKH�IDPLOLDO�UHODWLRQV��VHH��1DWDVMD�3HHWHUV��µ)URP�1LFRODDV�WR�&RQVWDQWLMQ��WKH�
Francken family and their rich artistic heritage (c. 1550-�����¶�� LQ�� Koenraad Brosens, Leen 
Kelchtermans and Katlij ne Van der Stighelen (eds.), Family Ties. Art Production and Kinship Patterns 
in the Early Modern Low Countries, Turnhout, 2012, pp.103-118; Härting 1989. 
1192 Sutton 1993; Legrand 1963, p. 69, p. 72; Vlieghe 1998, p. 151. Similar to Janssens (cf. chapter 5), 
Hiëronymus I Francken paid a lot of attention to the depiction of fashion: Legrand 1963, p. 69, p. 72.  
1193 Schröder-Klaassen 2007, spec. p. 85.  
1194 Schröder-Klaassen 2007, p. 110, p. 112. 
1195 Sutton in: Sutton 1993, p. 60. Seelig 2013. Many members of the Francken family painted dancing 
scenes, such as Hiëronymus I Francken (who, according to Härting did not invent the courtly ball  
scenes), Hiëronymus II  Francken, and Frans Francken the Younger: Ursula Härting, Frans Francken 
der Jüngere: die Gemälde mit kri tischem Oeuvre katalog, Freren, 1989, pp. 91-96,  pp. 18-19, pp. 177-
178. Schröder-Klaassen also paid attention to the dancing scenes by the Francken family: Schröder-
Klaassen 2007. For an in-GHSWK�GLVFXVVLRQ�RI�)UDQV�)UDQFNHQ� WKH�<RXQJHU¶V�RU�+LsURQ\PXV� ,�RU� ,,�
)UDQFNHQ¶V�GDQFLQJ�VFHQHV��,�UHIHU�WR�WKH�DERYH�PHQWLRQHG�VFKRODUO\�UHVHDUFK� 
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A well-known formula for depicting elegant dance adopted by Hiëronymus I Francken, 

Frans Francken the Younger and Hiëronymus Francken the Younger was the typical 

depiction of a man and a woman central in the painting, with the man making one wide 

step forwards. A row of other couples follow in their footsteps or are waiting their turn 

(FIG. 80).1196 6XFK�D�µGDQFH�SURFHVVLRQ¶�PD\�EH�D�GHSLFWLRQ�RI�WKH�SDYDQH�1197 Schröder-

.ODDVVHQ¶V�UHVHDUFK�LQGLFDtes that paintings by Francken that contain a pavane dance, 

were already rather old-fashioned. She considers this dancing style to be used as a 

method of  displaying the courtly character of the company and not a contemporary 

dancing style.1198 The only time -DQVVHQV�DGRSWHG�VXFK�D�µSURFHVVLRQ¶�± though without 

the typical position of the man faced to the audience with his wide step forwards ± are 

his very similar, early works (SLIDES 1, 7).  

In The Minuet (SLIDE 1), the typical characteristics of baroque dancing style mentioned 

DERYH�DUH�SUHVHQW��)LUVW��-DQVVHQV¶�GDQFLQJ�PDQ¶V�DUPV�PRYH�ZLWK�WKH�PXVLF�DQG�WKH�

GDQFLQJ�VWHSV��DV�FDQ�EH�VHHQ�IURP�WKH�HOHJDQW�ILQJHUV�RI�WKH�GDQFLQJ�PDQ¶V�OHIW�KDQG��

Second, he VWDQGV�RQ�WKH�WLSV�RI�KLV�WRHV��LQGLFDWLQJ��WKH�GDQFHU�LV�PDNLQJ�D�µSOLp¶�RU�

µHOHYp¶��7KH�RQO\�FKDUDFWHULVWLF�WKDW�LV�QRW�VWUHVVHG�DV�LQ�KLV�ODWHU�ZRUNV��LV�WKH�GDQFLQJ�

PDQ¶V�IHHW�ZKLFK�DUH�QRW�\HW�WXUQHG�RXWZDUGO\��DV�ZDV�GLFWDWHG�E\�IDVKLRQ�1199  

Mostly, in -DQVVHQV¶�SDLQWLQJV��DV�LQ�WKRVH�E\�)UDQV�)UDQFNHQ�WKH�<RXQJHU�DQG�$EUDKDP�

Bosse) a couple dancing is put central. The dancers are surrounded by spectators who 

engage in civil and amorous conversation. Musicans are frequently depicted on the far 

right or on the far left, dressed in the same costumes and placed a bit higher than the 

rest of the group.1200 This typical composition was also used in Dancing Company 

                                                      
1196 Schröder-Klaassen 2007, p. 117, p. 131 
1197 Schröder-Klaassen 2007, pp. 126-128, p. 131, p. 137. 
1198 Schröder-Klaassen 2007, p. 155. 
1199 Schröder-Klaassen discussed the 1647 painting together with several other paintings with a 
comparable scene and composition. She describes the similar composition of the interior and the 
paintings, see pp. 235-236. In many paintings a curtain hangs on the left corner, referring to the theatre, 
DV�RQH�FDQ�DOVR�VHH�LQ�)UDQFNHQ¶V�SDLQWLQJV�IURP�WKH�����V�DQG�LQ�9DQ�GHU�/DPHQ¶V�SDLQWLQJV��6FKU|GHU-
Klaassen 2007, p. 253; see also Legrand 1963; Schröder-Klaassen also refers to another painting with 
the same composition but with older costumes which is very li kely to have been painted by Van der 
Lamen (instead of her identification of the painting as Janssens, therefore I have not adopted it here). 
About some early paintings (SLIDES 1 and 10) Schröder-Klaassen suggests bourgeoisie is depicted 
rather than aristocracy. She thinks so because there are less figures, more simple interiors and less 
wealthy dresses: Schröder-Klaassen 2007, p. 253. This is not true as the figures in these paintings show 
the latest fashion styles of the 1620s, 1630s and 1650s very well, and are not at all simple. 
1200 Legrand 1963; Schröder-Klaassen 2007. 
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�6/,'(� ���� -DQVVHQV¶�Dancing Company (SLIDE 7) has many similarities with An 

Interior Scene with an Elegant Company Dancing (SLIDE 10).1201 The men move 

DFFRUGLQJ�WR�WKH�UXOHV�SUHVFULEHG�E\�GDQFLQJ�PDVWHUV��µSRUWH�EDV¶�RI�WKH�DUPV��WKH�WRHV�

of his feet are turned outwards and the men stand on the tips of his toes. In An interior 

scene with an elegant company dancing (SLIDE 10) Janssens has stressed the upright 

SRVLWLRQ�RI�WKH�PDQ��7KLV�SDLQWLQJ�VKRZV�KRZ�WKH�GDQFLQJ�PDQ¶V�IHHW�GHVFULEH�WKH�IRXUWK�

position of dance (compare FIG. 59).1202 

2QH�RI�)UDQV�)UDQFNHQ�WKH�<RXQJHU¶V�PRVW�ZHOO-known paintings that has to be seen in 

WKH�VDPH�WUDGLWLRQ�DV�-DQVVHQV¶�Charles II dancing at a ball at court (SLIDE 45)1203 is 

Ball at court of Albrecht and Isabella (c. 1610, in collaboration with Paul Vredeman de 

Vries, Mauritshuis, The Hague, FIG. 62) showing portraits of princes and archdukes at 

a ball.1204 )UDQV�)UDQFNHQ�WKH�<RXQJHU¶V�SDLQWLQJ�IROORZHG�DQ�HDUOLHU�WUDGLWLRQ��YLVLEOH�

                                                      
1201 Schröder-Klaassen considered the painting to be made c. 1660-1680: Schröder-Klaassen 2007, p. 
233. The depicted dresses, however, indicate a far older date, c. 1650. 
1202 Schröder-Klaassen argued that the man is dancing with two women (Schröder-Klaassen 2007, p. 
233). In this situation, the dancers would be dancing a faillarde or courante ± dances in which partners 
are switched: Schröder-Klaassen 2007, p. 234. Schröder-Klaassen also suggested that Janssens painted 
from a new, unknown and unusual choreography he learned from a dancing master, or that he just 
wanted to try a new compositional scheme (p. 234). I doubt, however, that three persons are in fact 
dancing in the painting. The figures looking out of the painting on the left and the right may be portraits. 
The painting is a very early example of a composition and elements that will  often reoccur in his 
paintings: the drapery (see also Legrand 1963), the men and women sitting on the ground and discussing 
with a man leaning forward, or a man engaged in conversation with a woman. This is in fact the basic 
composition Bosse and Janssens had adapted, as Francken II  also had done (see chapter 3).  
1203 Christopher White, The Later Flemish Painters in the Collection of Her Majesty the Queen, London, 
2007 p. 128.; Babina 2010, p. 83. This painting must have been very popular as many copies or paintings 
inspired after this design by lesser hands can still  be found, see for example: The Dance, circle of 
+LsURQ\PXV� -DQVVHQV�� ���� [� ������ FP�� &KULVWLH¶V�� 6RXWK� .HQVLQJWRQ�� �� -XO\� ������ QU�� ����� +LV�
composition is also reused by a much lesser hand who changed the depicted king. Instead of presenting 
the king of England, Charles II , as Janssens had done, his follower depicted a very similar scene of a 
king, whose robe was decorated with littl e fleur de lys, indicating this is a reference to the French king 
(A Ball given to Charles II  ZURQJO\�DWWULEXWHG�WR�*RQ]DOHV�&RTXHV��VROG�DW�&KULVWLH¶V�/RQGRQ����-XQH�
1632, lot 3). Many other variants of this painting exist but have not been taken up in this thesis. 
1204 Vlieghe 1998, p. 151; Sutton in: Sutton 1993, p. 59; Floor de Graaf en Rieke YDQ�/HHXZHQ��µ(HQ�
schilderij  nader bekeken. Frans Francken de Jonge en anderen %DO�DDQ�HHQ�%UXVVHOV�KRI¶��1LHXZVEULHI�
Mauritshuis, 5, ¾ (1992), pp. 14-16. The interior of the scene was added by Paul Vredeman de Vries 
and reused in other paintings as well:  Thomas Fusenig (catalogue note) in: Heiner Borggrefe, Thomas 
Fusenig and Barbara Uppenkamp (eds.), Tussen stadspaleizen en luchtkastelen. Hans Vredeman de 
Vries en de Renaissance, exh.cat., Lemgo, Weserrenaissance-Museum Schloss Brake/ Antwerp, 
Koninklij k Museum voor Schone Kunsten Antwerpen, Ghent/Amsterdam, 2002, p. 232; Luc Duerloo 
and Werner Thomas (eds.), Albrecht and Isabella exh.cat. Brussels, Koninklij ke Musea voor Schone 
Kunsten van België, Turnhout, 1998, pp. 131-133 (catalogue note Werner Thomas); Splendeurs 
G¶(VSDJQH�HW�OHV�YLOOHV�EHOJHV�����-1700, vol. 2, exh.cat. Europalia 85, Brussels, Paleis voor Schone 
Kunsten, 1985 note by Hans Vlieghe; Härting, 1989, pp. 91-92. This painting is a combination of 
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in the composition of a late sixteenth-century anonymous French paintings Ball at the 

marriage of the Duke of Joyeuze (c. 1581-1582, Versailles, Musée Nationale du 

Château).1205 Although Janssens changed the general composition in the painting, the 

concept of depicting a few portraits of kings and princes dancing has certainly been 

PDGH�DIWHU�)UDQFNHQ�WKH�<RXQJHU¶V�H[DPSOH��-DQVVHQV�KDV�DGGHG�SRUWUDLWV�RI�&KDUOHs II  

and other members of the royal famil y next to genre figures. Only a few portraits can 

be identified with any certainty. Charles II dances in the middle with his sister Mary.1206 

In the back the young Wil lem II  sits next to two ladies. Behind the right shoulder of the 

NLQJ�� -DPHV�� WKH� GXNH� RI�<RUN�� LV� DGGHG�� DQG� EHKLQG�0DU\¶V� OHIW� VKRXOGHU�� RQH� FDQ�

identify Henry, the duke of Gloucester.1207 Scholars have tried (in vain) to identify the 

dancing scene depicted in the painting (in an old-fashioned manner the same figures are 

also added in the back of the paintings, while enjoying a banquet); it most probably 

represents fantasy architecture.1208 

Again, Janssens used the examples of Frans Francken the Younger and his famil y in his 

own works of art (cf. chapter 3). Janssens followed their example not in the depiction 

RI�D�µGDQFH�SURFHVVLRQ¶�EXW�E\�DGRSWLQJ�WKH�LQWHULRU�FRPSRVLWLRQ�LQ�ZKLFK�RQH�FRXSOH�

dancing is placed centrally, surrounded by different figures and extra protagonists in 

front.1209  In his early dancing companies in interiors, Janssens not only reflects the 

visual tradition of Frans Francken the Younger, but also used the example of the dancing 

                                                      
different portraits, but is no depiction of a real event (p. 92). Peter C. Sutton describes the painting as 
IROORZV�� µ7KLV� LPDJH�SXUSRVHV�WR�EH�DQ�DFWXDO�EDOO�EXW�LV�SUREDEO\� LPDJLQDU\�DOWKRXJK�LW�JLYes littl e 
LQGLFDWLRQ�RI�D�FHQVRULRXV�DWWLWXGH�WRZDUG�WKH�SDVWLPH�RI�GDQFLQJ��)UDQFNHQ¶V�PRUH�JHQHULF�GDQFH�SDUWLHV�
at times include religious details in traditional fashion seems to offer a moralizing counterpoint to and 
implicit commentary on the amusemenWV¶��6XWWRQ�LQ��6XWWRQ�������S������S������ 
1205  Dalesme 2004-2005, pp. 46-47; Schröder-Klaassen 2007, p. 151. 
1206 µ+HUH�>WKH�SDLQWLQJ�E\�-DQVVHQV@��KLV�>&KDUOHV�,,@�VHULRXV�DSSURDFK�WR�GDQFLQJ�DQG�KLV�HUHFW�FDUULDJH�
and prominent use of elevation are vividly FRQYH\HG¶��:HQG\�+LOWRQ��µ$�GDQFH�IRU�NLQJV��7KH���WK-
century French Courante. Its character, step-SDWWHUQV�� PHWULF� DQG� SURSRUWLRQDO� IRXQGDWLRQV¶�� Early 
Music, 5, 2 (April  1977), p. 161; White 2007, p. 128. 
1207 Legrand 1963, p. 94;  White, 2007, p. 127. 
1208 The identification of the figures, and the problem of the identification of the event on display ± thus 
a fictitious scene ± is also discussed by White 2007 and in Härting catalogue note in: Van Beneden and 
De Poorter 2006, p. 176. Legrand assumes the figures dance a minuet, an opinion that is contradicted 
by Hilton who uses the painting as an ill ustration in her discussion of the courante. Legrand 1963, p. 
94; Hilton 1977, p. 161. Schröder-Klaassen also tries to identify the dance, but concludes it is impossible 
to do so: Schröder-Klaassen 2007, p. 229. She compares the composition of the women to the dancing 
woman in The Ball (1658, FIG). 
1209 Schröder-Klaassen 2007, p. 126. 
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VFHQHV� RI� KLV� PDVWHU�� &KULVWRIIHO� -DFREV]� 9DQ� GHU� /DPHQ�� -DQVVHQV¶� HDUO\� GDQFLQJ�

scenes (SLIDE 1), for example, have the same interior decoration and setting as those 

by his master, and display a dancing couple central in the painting (as his master did).1210  

&KULVWRIIHO�-DFREV]�9DQ�GHU�/DPHQ�KDG�DOVR�DGRSWHG�WKH�LPSRUWDQW�HOHPHQW�RI�µHOHYp¶�

in Gallant Company at Music and Dancing �F��������.URP��tå�$UFKGLRFHVDQ�0XVHXP��

Olomouc Archbishopric, inv. Nr. KE 2873, FIG. 66). Given the passive position of the 

woman, and the stiff dancing manner of the man, Andrea Rousová and Helena Kazárová 

suggested that the man was probably dDQFLQJ�D�VORZ�GDQFH��DQG�WKDW�KH�LV�µSHUIRUPLQJ�

WKH�SDVVHJJLR��L�H���D�VROR�SDVVDJH��ZKLOH�WKH�ODG\�UHPDLQV�PRWLRQOHVV¶�1211 This remark 

FDQ� EH� FRQQHFWHG�ZLWK� -DQVVHQV¶� GDQFLQJ� VFHQHV� DV�ZHOO�� DV� YHU\� RIWHQ�� WKH�ZRPDQ�

stands in a rather passive manner while tKH�PDQ�LV�FOHDUO\�GDQFLQJ��,Q�9DQ�GHU�/DPHQ¶V�

painting, the man stands on the tips of the toes on one foot, and elegantly holds up his 

RWKHU�IRRW�LQ�WKH�DLU��7KLV�FRPSRVLWLRQ�KDG�DQ�LPPHGLDWH�LQIOXHQFH�RQ�RQH�RI�-DQVVHQV¶�

earliest dancing scenes: The Minuet (1647, present whereabouts unknown, SLIDE 1). 

The construction of the interior, the additional men and women sitting next to each other 

and the musicians in the back are all elements that belong to the visual tradition that 

was also followed by Abraham Bosse, Frans Francken the Younger, Van der Lamen 

and also the Northern Netherlandish painters, such as Dirck Hals.1212 

 

In imitation of Sebastiaan Vrancx and Louis de Caullery, Janssens also painted 

panoramic views on palatial terraces filled with elegant figures courting and enjoying 

themselves from a high view point (cf. chapter 3).1213 One of the oldest examples in 

-DQVVHQV¶�RHXYUH�LV�Elegant figures Dancing on a Terrance of a Country Villa (1656, 

present whereabouts unknown, SLIDE 36).1214 7KH�VDPH�PDQ�FDQ�EH�VHHQ�LQ�-DQVVHQV¶�

Dancing company on a terrace (1655-1660, SLIDE 37). With his right hand on his side, 

                                                      
1210 Schröder-Klaassen 2007, p. 216-221. 
1211 Andrea Rousová and Helena Kazárová, in: Rousová 2008, p. 201. 
1212 Kolfin describes a scene by Dirk Hals that has a very similar construction: Kolfin 1999, p. 166. 
1213 Schröder-KLaassen 2007, p. 226; Legrand 1963. 
1214 Schröder-Klaassen also identifies the statue as a depiction of Saint Michael (2007. p. 226), cf. 
chapter 1. 
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the dancer in these paintings stands on the top of his right foot and holds up his left foot 

in the air,1215 GLVSOD\LQJ�WKH�µHOHYp¶�1216 

In 1658, Janssens painted The Ball (SLIDE 43).1217 On the right of the painting, under 

a canopy hung with three floral wreaths, a young woman and a man are seated. This 

scene symbolised the reason for the festivity on display: the wedding. The couple under 

the canopy are the bride and groom.1218 The musicians on the far left of the scene above 

represent realistic combinations of musical instruments (violins and violin-cello).1219 

These instruments were used by professional musicians to provide dance music.1220 As 

I discussed in chapter 3, Janssens has added several portraits in this painting, among 

others the deceased painter Baur. However, the main characters in this work of art (the 

dancers and the married couple) are not identif iable figures, but genre figures.1221 As 

                                                      
1215 Schröder-KLaassen 2007, p. 226.  
1216 Schröder-Klaassen suggests it is highly li kely a courante, though a minuet in its earliest form is 
possible Schröder-Klaassen 2007, p. 227. 
1217 -DQVVHQV¶�FRPposition is considered very important for the evolution of the later French rococo 
dancing scenes��7KH�SDLQWLQJ�LV�VDLG�WR�KDYH�LQVSLUHG�$QWRLQH�:DWWHDX¶V�µ/HV�SODLVLUV�GX�EDO¶��3LFWXUH�
Gallery, Dulwich College), or is often considered as the predecessor of the eighteenth-FHQWXU\� µIrWH�
JDODQWH¶��)�-�%��:DWVRQ�� µ1HZ�/LJKW�RQ�:DWWHDX¶V� µ/HV�3ODLVLUV�GX�%DO¶� The Burlington Magazine, 
XCV, 598-609 (1953), p. 241 [; Legrand 1963, p. 88;; Hervé Oursel, catalogue note in: Au temps de 
Watteau, Fragonard et Chardin. Les Pays-Bas et les peintres français du XVIIIe siècle, exh.cat., Lille, 
Musée des Beaux-Arts, Lill e, 1985, p. 175 and in this catalogue ��-DFTXHV�)RXFDUW��µ/¶LQIOXHQFH�GHV�
peintres nordiques du XVIIe siècle sur les Français du XVIII e : pastich et créatioQ¶� DERXW� JHQHUDO�
influences, pp. 15-20, p. 17 Janssens is mentioned; Banks 1977, pp. 211-212; De eeuw van Rubens, 
exh.cat., Brussels, Koninklij ke Musea voor Schone Kunsten van België, Brussels,1965, p. 107; Sarah 
R. Cohen, Art, Dance, and the Body in French Culture of the Ancien Régime, Cambridge, 2000, p. 220. 
Next to Janssens, other painters such as Simon de Vos and Gonzales Coques were also considered the 
SUHGHFHVVRUV� RI� WKH� µIrWHV� JDODQWHV¶�� Jean Raoux 1677-1734 un peintre sous la Régence, exh.cat. 
Montpellier, 2009, pp. 36-37.  
1218 Cohen 2000, p. 221; Verberckmoes and Van Vaeck 1998, p. 44. Schröder-Klaassen and Wilenski 
suggested that Janssens painted a ball at court of Don Juan of Austria: Schröder-Klaassen 2007, p. 227; 
Wilenski 1960, vol. 1, p. 332. De eeuw van Rubens, exh.cat., Brussels, Koninklij ke Musea voor Schone 
Kunsten van België, Brussels,1965, p. 107. The often added opinion that the painting reflects a ball at 
WKH�FRXUW�RI�'RQ�-XDQ�-RVp�G¶$XVWULD��DQG�WKDW�-DQVVHQV�ZDV�RQH�RI�Whe favourites of don Juan of Austria 
as suggested by Wilenski and in the 1965 exhibition catalogue cannot be proven. 
1219 The manner in which the violins and violin cello were held between the legs and the manner in 
which the fingers were set on the instrument, are very typical of how this five stringed instrument had 
WR�EH�SOD\HG��7KH�JURXS�ZDV�OHG�E\�D�µFRQGXFWRU¶��Musique de Cour, exh.cat., Tours Museum of Fine 
Arts, 1986, p. 19. In his lecture, Karel Moens added that the group of musicians ill ustrate reality (cf. 
supra).  
1220 .DUHO�0RHQV��µ'H�YURXZ�LQ�GH�KXLVPX]LHN��(HQ�LFRQRJUDILVFKH�VWXGLH�QDDU���de- en 17de-eeuwse 
VFKLOGHULMHQ�HQ�SUHQWHQ�XLW�GH�1HGHUODQGHQ¶, Jaarboek van het Vlaams centrum voor oude muziek, 2 
(1986), p. 53. 
1221 The idea of considering this a courtly ball is not that far-fetched. It is after all highly likely that the 
dancing man was to represent a high ranked officer, as can be deduced from his milit ary sash and the 
applied metal braid on his sleeves. Regarding these accessories, see: Anna Reynolds, In fine Style. The 
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Bouffard-Veilleux and Roodenburg already suggested, the man is depicted during an 

µpOHYp¶��DV�KH�VWDQGV�RQ�WKH�WLSV�RI�KLV�WRHV��+LV�KDQGV�PRYH�HOHJDQWO\�ZLWK�WKH�PXVLF�1222 

This painting contains many amorous references (the wedding). Nevertheless, Janssens 

did add a reference to the foolishness of dancing and courting; next to the pillar on the 

left of the painting, a masked man, holding his mantle over his mouth, stares to the 

scene. His presence brings to mind the many dancing scenes by Frans Francken the 

YoXQJHU�DQG�RWKHUV�LQ�ZKLFK�VXFK�µFRPPHGLD�GHOO¶DUWH¶�ILJXUHV�ZHUH�DGGHG�WR�GHSLFW�

the foolishness of the scene.1223 Janssens only adopted such figures in Dancing 

Company (SLIDE 7). 

In Elegant company on a terrace dancing (1659/1660, present whereabouts unknown, 

SLIDE 44) the dancing man has an upright posture, extended legs, the feet turned 

outwardly and moves his right hand to the music. The feet seem to suggest he recently 

PDGH�DQ�µpOHYp¶�DV�KH�VWDQGV�RQ�WKH�WLSV�RI�KLV�ULJKW�IRRW��MXPSLQJ�WRZDUGV�KLV�OHIW�IRot. 

7KH�PDQ�FRLQFLGHV�SHUIHFWO\�ZLWK�WKH�LGHDOLVHG�GHVFULSWLRQ�LQ�'H�/DX]H¶V�Apologie de 

la Danse �������ZKHQ�WKH�GDQFLQJ�PDVWHU�GLVFXVVHV�WKH�µpOHYp¶��QDPHO\�WKDW�µRQH�VKRXOG�

IDOO�DOZD\V�RQ�WR�WKH�WRHV��OHJV�ZHOO�VWUHWFKHG�DQG�WRHV�WXUQHG�RXW¶>«@�µGUDZ�EDck the 

VKRXOGHU�D�YHU\�OLWWOH�RQ�WKH�VLGH�RI�WKH�IRRW�ZKLFK�DGYDQFHV¶�1224 In general, this painting 

is a combination of different forms of leisure and entertainment: banquet, elegant 

conversing, dancing, playing the game of hot cockles (an amorous game), music, and 

kissing games.  

Janssens did not only pay attention to elegance and the correct position of the feet in his 

portraits and dancing companies ± KLV�SDLQWLQJV�ZLWK�GHSLFWLRQV�RI� µWKH�JDPH�RI�KRW�

FRFNOHV¶��µKDQGMHNODS¶��DUH�DOVR�VXEMHFWHG�WR�WKLV�IRUPDl refinement. Janssens and his 

master Van der Lamen (or paintings made in the studio of Van der Lamen) have been 

the first to add the game of hot cockles in an elite, aristocratic context ± Janssens not 

RQO\�PDGH�VXUH�WKH�VHWWLQJ��WKH�ILJXUHV¶�GUHVVHV�DQG�the wealth of their accessories and 

LQWHULRU�RU�H[WHULRU�GHFRUDWLRQ�LQGLFDWHV�WKH�ILJXUHV¶�KLJK�VWDWXV��EXW�DOVR�DGRSWHG�WKHVH�

                                                      
Art of Tudor and Stuart Fashion, Royal Collection Trust 2013, pp. 238-241; Katlij ne Van der Stighelen, 
Hoofd en Bijzaak. Portretkunst in Vlaanderen van 1420 tot nu, Leuven 2008, p. 165. 
1222 Bouffard-Veilleux 2011, p. 35. They note (as my analysis further shows) that Janssens very 
IUHTXHQWO\�GHSLFWHG�WKLV�µHOHYp¶��WKH�ULVLQJ�RQ�RQH¶V�WRHV�DIWHU�WKH�µSOLp¶�� 
1223 Francken, see: Schröder-klaassen 2007; Legrand 1963; Härtin 1989 
1224 Stafford 1996, p. 19. 
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HOHJDQW� UHILQHG� ERG\� PRYHPHQWV� ZLWKLQ� WKH� GHSLFWLRQ� RI� WKH� µURXJK¶� JDPH� RI� KRW�

cockles.1225 

Mostly, in the North, the topic was reserved for depictions of peasant entertainment, 

and the game was considered a wild, undecent and sinful game, played by boorish 

figures in dodgy inns. However, Van der Lamen and Janssens changed the iconography 

of the game, and turned it into a love game of the wealthy and the elite, where the 

amorous game played during civil conversation.1226 7KH� FRQWUDVW� EHWZHHQ� -DQVVHQV¶�

figures playing the game (SLIDES 73, 89, 91, 98, 99) and the many Northern 

Netherlandish examples of peasant entertainment, cannot be clearer (FIG. 76): 

-DQVVHQV¶�ILJXUHV�DUH�GUHVVHG�DFFRUGLQJ�WR�WKH�ODWHVW�IDVKLRQ�VW\OHV�DQG�SOD\�WKH�JDPH�LQ�

D� SDODWLDO� LQWHULRU� RU� WHUUDFH�� LQ� FRQWUDVW� WR� WKH� SHDVDQW¶V� UDJV� DQG� LQQV�� 0RUHRYHU��

Janssens knew how to distinguish his figures from the peasant tradition by their bodily 

comportment during the game. The game of hot cockles was a rather wild and intimate 

game; the slapping, the laughing, and the touching are aspects not only used by 

moralists in emblems to warn youngsters in love about the pains of the game (i.e. in fact 

the problems and dangers of love and courting), but also stressed by the Northern 

Netherlandish painters by depicting the peasants playing the game in an extremely 

rough and rowdy manner. In addition, painters such as Jan Miense Molenaer and 

Cornelis de Man used traditional references in order to depict peasants when playing 

the game of hot cockles: their shoulders are held over to the front, their backs are bent, 

their feet planted firmly on the ground, without the elegant outward turn, and they do 

not display an upright position.1227  

,Q�-DQVVHQV¶�SDLQWLQJV��DQG�LQ�WKRVH�PDGH�E\�WKH�VWXGLR�RI�9DQ�GHU�/DPHQ���WKH�HOLWH�

figures are still depicted in an upright position, their shoulders turned to the back, and 

their feet are elegantly turned oXWZDUGV��HYHQ�LQ�WKH�YLFWLP¶V�GLIILFXOW�SRVLWLRQ�WKH�ILJXUH�

still manages to obtain grace and elegance).  

+RZHYHU��-DQVVHQV�GLG�QRW�RQO\�VWUHVV�WKH�µSRVLWLYH¶�DVSHFW�RI�WKLV�JDPH��D�ULVTXp�ORYH�

JDPH� WKDW� KDG� EHFRPH� SDUW� RI� HOLWH¶V� SOD\IXO� HQWHUWDLQPHQWV��� In The Game of Hot 

                                                      
1225 Magnus 2015 (in press). 
1226 Cf. chapter 6 for more information and the used bibliography. 
1227 The contrast is similar to the contrast between peasant dance and elite dance, cf. Roodenburg 2004. 
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Cockles (Louvre) the amorous meaning of the scene is clear from the adoption of the 

statue of Venus.1228 By adding this statue, Janssens also toyed with the idea of the 

dangers and mostly the pain of love ± the statue is a depiction of Venus and Cupid. 

Cupid comes crying to his mother, as he had been stung by a bee. His mother laughingly 

replied that he was not to cry so much ± as he had to realise this was nothing in 

comparison to the pain he gave to men and women in love.1229 This depiction indicates 

WKH�NQRZOHGJH�RI�WKH�PRUDOLVWV¶�QRWLRQV�DERXW�WKH�JDPH�RI�KRW�FRFNOHV��GHVFULEHG�E\�

Adriaen Poirters; the love game only brings pain and suffering (on an emotional 

level).1230 A reference to the sinful and voluptuous character (as moralists described 

it)1231 of the game is clear in Janssens The Ball (c. 1680, Braunschweig, Herzog Anton 

Ulrich Museum, SLIDE 113). This painting is a depiction of a brothel scene ± without 

doubt, the game of hot cockles did not function as a high society leisurely activity 

anymore, but must have been seen as an erotic and dangerous game, or a reference to 

unchaste behavior. 

Hiëronymus JanssenV¶� A dance in a palace (c. 1665-1670, present whereabouts 

unknown, SLIDE 78) displays at first sight a rather unusual assymetrical composition. 

However, it becomes clear that Janssens has reused typical elements and figures in this 

scene as well. The dancing couple displays the desired upright position, as do the other 

figures surrounding them. One man in the audience on the right side holds his hat 

elegantly under his left arm (see chapter 5) and leans onto a fashionable cane with his 

right hand. Such a walking cane is very often an accessory of the men (and sometimes 

ZRPHQ��LQ�-DQVVHQV¶�RHXYUH��,Q� WKH�HDUO\�PRGHUQ�SHULRG�� WKH�VW\OLVHG�FDQH�EHFDPH�D�

fashionable accessory of the wealthy flaunting about (importance of elegant walking as 

a sign of distinction). The canes in aristocratic circles were highly decorated, as ebony, 

ivory, whalebone and jewels were sometimes added into the material.1232  

In the same period, Janssens painted Elegant Company Dancing on a Terrace (c. 1665-

1670, private collection, SLIDE 75). The composition was reused in the smaller A 

                                                      
12280DUWLQ�(LGHOEHUJ��µ&DWDORJXH¶��LQ��3DWULFN�5DPDGH��0DUWLQ�(LGHOEHrg e.a., Watteau et la fête galante, 
exh.cat., Valenciennes, Musée des Beaux-Arts, Paris, 2004. 
1229 (��'H�-RQJK��µ$PRU�DOV�KRQLQJGLHI¶��Kunstschrift, 2 (1998), pp. 20-26. 
1230 Magnus 2015, in press; De Jongh e.a. 1976. 
1231  de Jongh e.a. 1976. 
1232 Amato 2004, pp. 72-73, p. 87, p. 89. 
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Company on the Terrace of a Palace (1665-1670, Pushkin Museum SLIDE 76).1233 In 

WKHVH� WZR�SDLQWLQJV� -DQVVHQV¶�GDQFLQJ�FRXSOH�DUH� UHSHWLWLRQV�RI� WKH� VDPH�PRWLI��7KH�

woman holds up her skirt to dance but remains rather passive in manner, whereas the 

man stands on the tips of his outward turned right foot and has the other foot held in the 

air, though with elegantly stretched legs. His hands are spread, moving his fingers 

elegantly. This male dancing figure has becomH�D�PRWLI�LQ�-DQVVHQV¶�RHXYUH��DV�KH�DOVR�

appears in Elegant Company with Music and Dance on a Terrace (1665-1670, present 

whereabouts unknown, SLIDE 77). The figure contains all the characteristics of elegant 

noble dance, and, in contrast to his colleagues, Janssens mostly stressed the uprising, 

standing and moving around on the tips of his toes. Although this was also depicted by 

Van der Lamen and the Francken family (though not always!), Janssens stressed the 

uprightness and elevated posture of the man high on his toes, while moving from the 

hips. This dancing man embodies the ideal prescribed by the dancing masters (the 

characteristics of noble dance). The general atmosphere of these terrace scenes contain 

typological conventions. Again, the paintings shRZ�-DQVVHQV¶�GHSHQGHQFH�RQ�DQG�XVH�

of the visual tradition of dancing scenes. On the terraces in which the dancing is placed 

FHQWUDOO\�� -DQVVHQV¶� ILJXUHV� JUHHW� HDFK� RWKHU� SROLWHO\�� FRQYHUVH� �DPRURXVO\��� \RXQJ�

lovers lay on the floor or at the feet of the ladies, the figures enjoy drink and food, and 

listen to the music provided by a young woman playing the virginal.1234 These elements 

can be found in many of the garden of love scenes of the older traditions, going as far 

back as to the sixteenth century (e.g. Hans Bol),1235 and were also adopted by, for 

example, Louis de Caullery in Palace Garden with Dancing Company and Musicians 

(private collection, FIG. 81).1236 Janssens used these motifs his entire career as is 

evidenced in his Ball (c. 1680-1685, Braunschweig, Herzog Anton Ulrich Museum, 

                                                      
1233 Cf. chapter 3. 
1234 7KLV�ZDV�D�W\SLFDO�IHPDOH�DFWLYLW\��.DUHO�0RHQV��µ'H�YURXZ�LQ�GH�KXLVPX]LHN��HHQ�LFRQRJUDILVFKH�
studie naar 16de- en 17de-HHXZVH�VFKLOGHULMHQ�HQ�SUHQWHQ�XLW�GH�1HGHUODQGHQ¶��Jaarboek van het Vlaams 
Centrum voor oude muziek II  (1986) 43-63. 
1235 For a discussion, see Kolfin 2005. 
1236 For a discussion of this painting, see Edwin Buijsen and Paul Verbraeken catalogue note in: Edwin 
Buijsen and Louis Peter Grij p, Music & Painting in the Golden Age. The Hoogsteder Exhibition, 
exh.cat., The Hague, Hoogsteder & Hoogsteder/ Antwerp, Hessenhuis Museum, Zwolle, 1994: pp. 162-
165. (moreover De  Caullery also paid attention to the depiction of wealthy dress:                
http://www.sothebys.com/en/auctions/ecatalogue/2013/tableaux-anciens-19e-siecle/lot.9.html )  
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SLIDE 113) 1237 in which two violinists and a player of the violin-cello are accompanied 

by a woman playing the harpsichord. Harpsichord music could be used to conduct 

dances, as is evidenced by the three seventeenth-century music albums or manuscripts, 

written by female amateurs from the Southern Netherlands. Two of these albums are 

musical scores for harpsichord music. The simple music indicates that the women were 

non-professionals. In the sixteenth and seventeenth centuries, the harpsichord was a 

very popular instrument used at the homes of the high society.1238 Janssens very 

frequently added such women showing their musical skills (and high education) in the 

intimate atmosphere of gatherings of social peers (see also FIGS. 43, 54, 55). By doing 

so, he followed in the tradition of other painters such as Frans Francken the Younger 

and Louis de Caullery. 

In Elegant Company with music and dance on a terrace (SLIDE 77), the composition 

of the dancing woman has changed in comparison to Elegant Company Dancing on a 

Terrace (SLIDE 75) and A Company on the Terrace of a Palace (SLIDE 76). This time 

Janssens has added the woman from the back, focusing on the decoration and drapery 

RI�KHU�GUHVV��-DQVVHQV�DOVR�VWUHVVHG�WKH�ZRPDQ¶V�GUHVV�DQG�GUDSHUy (a comparable red 

dress) in his Dancing Scene (SLIDE 71), and also in his The Game of Hot Cockles 

�6/,'(������%\�GRLQJ�VR��-DQVVHQV�HQDEOHG�KLPVHOI�WR�GLVSOD\�WKH�EDFN�RI�WKH�ILJXUHV¶�

dresses and pay a lot of attention the fabrics and the folds ± after all, depicting men and 

women from different angles in dance enabled a painter to display costumes from 

different angles. As a predominantly fashion painter, dance and the game of hot cockles 

were the ultimate subjects that enabled Janssens to display his skill.  

The elegance of the dancing couple in Dancing Scene (SLIDE 71) can be contrasted 

ZLWK�-DQVVHQV¶�Merry Company in an Interior (SLIDE 60). In this painting, which is a 

representation of a brothel or a prodigal-son scene,1239 the man is depicted from the 

                                                      
1237 Klessmann interpretes the scene as the opening of the dance: Klessmann 2003, p. 63. 
1238 Many high-born daughters mastered the instrument, as is very frequently shown in Netherlandish 
painting: Godelieve Spiessens and Irene Cornelis, Zuid-Nederlandse Klavecimbelmuziek. Drie 
handschri ften uit het Rijksarchief Antwerpen: Arendonk, Dimpna Isabella en Maria Therese Reijnders 
17de eeuw, Leuven/ Peer, 1998, pp. IX-X; Moens 1986, p. 54; dance music and harpsichord music was 
also combined in the writing of Susanne van Goldt (1599): Grijp 2001, p. 220, p. 225. 
1239 As no reference to the biblical storyline is made, it is unclear which figure is the prodigal son. For 
this same reason added by Seeling, I also am more inclined to identify it as a mere brothel scene: Seelig 
2013, p. 146. Riether 1996, p. 164; Finckh and Hartje-Grave 2009, p. 364. 
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back, and dances in an unusual manner, very different from the earlier examples of a 

man making an elegant reverence or élevé. The man wears the fashionable petticoat 

breeches and short doublet. His feet are turned outwards, and he stands on the tips of 

his toes. Moreover, his right hand and fingers move elegantly. However, the major 

difference lies in his legs and his left hand. His left knee is not elegantly stretched, nor 

is the supporting leg. The left knee makes a strange bend, not often depicted by 

Janssens. It brings to mind the knee movements of peasants dancing instead of being a 

noble dancing style.1240 Moreover, in his left hand, held up high above his own head, 

the man holds a drink (a reference to drunkenness, cf. the seventeenth-century moralists 

who also connect dance to alcohol abuse). The man shows no self-control and discipline 

necessary to perform a noble dance.1241 This is, despite Schröder-.ODDVVHQ¶V� IXWLOH�

attempt to compare this with torch dancing, not the conventional tradition to depict 

danFH�� DQG� WKH� PDQ¶V� EHKDYLRXU� DQG� GDQFLQJ� VW\OH� H[SOLFLWO\� UHIHUV� WR� WKH� XQUXO\�

character of the company depicted.1242 By showing a few elements of elegance (the feet, 

the fingers, the upright position), Janssens identif ies the dancer as a member of the high 

society, who has had a good upbringing. However, by toying with the rules of the body 

language, known by the seventeenth-century audience, the dancing posture of the man 

indicates this dance was far from elegant, and consequently suggests drunkenness and 

sin ± aspects that do not have much to do with the elegant dancing scenes mostly 

depicted by Janssens.  

In the highly decorated and luxurious interior in Interior with an Elegant Couple 

Dancing and Playing Cards (c. 1675, Epiarte, private collection, SLIDE 100), Janssens 

painted a gathering of young elegantly dressed wealthy youngsters enjoying music, 

                                                      
1240 Regarding bending knees as an ungraceful dancing style, see Bouffard-Veilleux and Roodenburg 
2011, p. 37. About rough and wilde dances, see: Ravelhofer 2000, p. 36. The jumping, and making 
many kicking steps may also be a reference to the (older) Italian dancing style (Sparti 2011, p. 157 
description), which Janssens normally never depicted. Moreover, this may explain the similar figure in 
WKH������SURGLJDO�VRQ�VFHQH�� WKDW�-DQVVHQV�KDG�XVHG�IURP�&RUQHOLV�GH�:DHO¶V�GHVLJQ� ± an Italianate 
scene par excellence (see chapter 3). In the January scene the prostitute dances with a client. The male 
GDQFHU�KDV�D�IOH[HG�IRRW�DQG�NQHH��µEHQW�DOPRVW�DW�D�ULJKW�DQJOH¶��µ,Q�RWKHU�ZRUGV��WKLV�LV�QRW�WKH�µQREOH¶�
VW\OH¶��6SDUWL�������S������ 
1241 About such self control, see: Muchembled 1991, pp. 220-221. 
1242 The man is considered a repoussoir figure; see Riether 1996, p. 164 (about the contrast of light and 
dark, see also Seelig 2013, p. 146); Finckh and Hartje-*UDYH�������S�������7KH�ZRPDQ¶V�HOHJDQW�SRVWXUH�
FRQWUDVWV�ZLWK�WKH�PDQ¶V� Riether 1996, p. 164 
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dance, playing cards and conversing with each other. The scene has a clearly amorous 

atmosphere (in the back a man offers a woman a flower, a man sits on his knees and is 

expressing his love, etc.). Next to dance, Janssens also added a card game, played by 

men and woman at the table in the back. In a comparable manner Janssens sometimes 

added such board or card games in the back of his scenes, such as the game of 

backgammon in The Game of Hot Cockles (SLIDE 73) or a card game in Ball in an 

interior (c. 1660, SLIDE 49). Card games had become part of both the world of peasants 

and high society and their entertainments. Again, playing cards was not a form of 

entertainment approved by most moralists. In many paintings, the addition of playing 

cards on the floor indicated the sinful character of the scene. Next to references to sin, 

card games also sometimes symbolized luck in love (which coincides with the important 

meaning of a couple dancing as an amorous symbol).1243 That the high society played 

VXFK�JDPHV�� GHVSLWH� WKH�PRUDOLVWV¶� REMHFWLRQV�� LV� FOHDU� IURP� WKH� VHYHQWHHQWK-century 

descriptions of games, responding to the fondness for games of both the aristocracy and 

the bourgeoisie (obviously condemned by the moralists). An example was La Maison 

des Jeux Académiques (originally published in 1654, and often republished).1244 The 

frontispiece of the volume edited in Paris in 1668 shows not only the games that are 

being discussed (such as chess, cards, etc.), but also exhibits how the figures that played 

VXFK�JDPHV�ZHUH�RI�FRPSDUDEOH�VWDWXV�DV�-DQVVHQV¶�SDLQWLQJV��WKH�ILJXUHV�ZHDU�WKH�ODWHVW�

fashion styles, and display ± see the couple in the front, with the man making a reverence 

± the elegance of the high society (FIG. 77).  

The figures in Interior with an Elegant Couple Dancing and Playing Cards (SLIDE 

100) again show their elegance and civilit y in their movements. Despite the world of 

elegance, refinement and civil conversation Janssens created in his painting, he 

nevertheless added an element that brings a moralising judgement over the entire scene; 

on the wall on the right, Janssens added a painting depicting the penitent Mary 

                                                      
1243 Roberts and Groenendij k 2005, pp. 332-�����+DQV�9OLHJKH�� µ'H� NDDUWVSHOHQGH� VROGDWHQ� YDQ� GH�
Antwerpse schilder Theodoor Rombouts (1597-�����¶�� Taxandria, LXVII (1995), pp. 172-174. 
Moreover, playing cards was also considered an activity that drove away feelings of melancholy: Ève 
Netchine, Jeux de princes. Jeux de vilains, exh.cat., Paris, Bibliothèque Nationale de France, Paris, 
������S������,Q�������3LHUUH�%HUJDLJQH�SDLQWHG�µ/D�PRGH�GH�O¶KRPEUH¶��������$UUDV��0XVpH�GHV�%HDX[-
Arts) representing an elegant company playing at cards, pp. 146-147. 
1244 6RILH�'XERLV� DQG� ÊYH�1HWFKLQH�� µ-HX[� DX� VDORQ�� RX� OHV� pOLWHV� MRXHQW«HW� JDJQHQW¶��Annales de 
Bourgogne, 82-3 (2010), pp. 301-302. 
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Magdalene (compare with FIG. 78). The addition of this saint may refer to a negative 

MXGJHPHQW�RYHU�WKH�GDQFLQJ�VFHQH��0DU\�0DJGDOHQH¶V�OLIH�ZDV�RULJLQDOO\�ILOOHG�ZLWK�VLQ��

as she enjoyed all worldly pleasures. In the visual tradition, Mary Magdalene is depicted 

DV� WKH� VLQIXO�GDQFLQJ�ZRPDQ�� DV� LQ�/XFDV�YDQ�/H\GHQ¶V�Dance of Mary Magdalene 

(1519, Rijksprentenkabinet Amsterdam). The addition of this painting would then 

SHUKDSV�FDVW�D�PHDQLQJ�µLQ�PDOR¶�RYHU�-DQVVHQV¶�SDLQWLQJ��LQGLFDWLQJ�WKH�VLQIXO�FKDUDFWHU�

of dance that Mary Magdalene also enjoyed before her calling.1245  The consequence of 

WKH� GDQFLQJ� FRPSDQ\� DQG�� HYHQWXDOO\� UHSHQWDQFH�� LV� WKXV� VKRZQ� QH[W� WR� -DQVVHQV¶�

dancing scene.  

However, Janssens painted many dancing scenes without moralizing elements or a 

comical or jester-like figure. In the 1660s and 1670s, he painted ballroom scenes of 

larger groups of people, crowded around the dancing couple. Sometimes, he added 

reference to a court dance, as, most obviously, in Charles II Dancing at a Ball at Court 

(c. 1660, Royal Collection, SLIDE 45).1246 Janssens painted yet another elegant 

                                                      
1245 )RU�PRUH�RQ�0DU\�0DJGDOHQH�GDQFLQJ��VHH��$QGUHD�5RXVRYi��µ7Ke Motif of Dance in the Fine Arts 
of the 16th-18th &HQWXULHV�� $QG� D� %ULHI� 2XWOLQH� RI� LWV� ,FRQRJUDSK\¶�� LQ�� 5RXVRYi� ������ SS�� ��-12. 
Depictions of Mary Magdalene and the Prodigal Son dancing, eventually evolved into depictions of 
sinful merry company paintings: Karel Moens and I. Kockelbergh catalogue notes in: Karel Moens and 
Iris Kockelbergh, Muziek & Grafiek, Burgermoraal en muziek in de 16de- en 17de-eeuwse 
Nederlanden, exh.cat., Antwerp, Hessenhuis, Antwerp, 1994, pp. 86-97. 
1246 7KH�SDLQWLQJ�E\�-DQVVHQV¶�hand was very popular, as is evidenced by the many copies with variations 
PDGH�E\�OHVVHU�KDQGV��$Q�H[DPSOH�LV�µ$�%DOO�JLYHQ�WR�&KDUOHV�,,¶��ZURQJIXOO\�DWWULEXWHG�WR�*RQ]DOHV�
Coques in ArtStor with source Frick Art Reference Library, c. 1660, present whereabouts unknown). 
7KH�SDLQWLQJ�ZDV�VROG�LQ�&KULVWLH¶V�/RQGRQ����-XQH�������ORW����0DQ\�VLPLODULWLHV�FDQ�EH�IRXQG��+HUH��
WKH�FRXUW�RI�WKH�)UHQFK�NLQJ�LV�GHSLFWHG��VHH�GH�µIOHXU�GH�O\V¶�RQ�WKH�NLQJ¶V�UREH���$QRWKHU�FRS\�ZLWK�
HYHQ�PRUH� VLPLODULWLHV� WR� -DQVVHQV¶ painting, again made by a lesser hand, is The Dance (circle of 
+LsURQ\PXV�-DQVVHQV������[�������FP��&KULVWLH¶V�6RXWK�.HQVLQJWRQ����-XO\�������ORW�����± information 
from the Royal Collection Library Documentation). Appearantly, the painting was extremely popular, 
as was the topic of depicting royalty dancing at court. As these paintings were not made on commission, 
we can be sure that the audience was keen on looking at the dances of the highest aristocracy of the 
early modern world. The popularity of the scene is reflected in the many copies of lesser hands. The 
scene on Charles II  Dancing at a Ball  at Court (SLIDE 45) is very often identified as a representation 
of a ball at the court of The Hague in the house of Prince Maurice of Nassau (Mauritshuis) on 30 May 
1660, which was organised in honor of the king and his return to England. Another possible occasion 
was the entertainment thrown by Don Esteban de Gamarra (Spanish ambassador) on his residence for 
the royal family. However, these identifications are questionable (White 2007, pp. 128-129; Härting; 
Van Beneden and De porter 2005, p. 176). White also notes how the figures are reused as standard 
FRPSRVLWLRQV�LQ�WKLV�SDLQWLQJ�DQG�RWKHU�SDLQWLQJV��VXFK�DV�ZRPHQ�LQ�-DQVVHQV¶ Elegant figures dancing 
on a Terrance of a Country Villa (1656(?), signed, SLIDE 36): White 2007, p. 129. Schröder-Klaassen 
DGGHG�WKDW��REYLRXVO\��LQ�-DQVVHQV¶�Charles II  dancing at court (SLIDE 45), the king and nobilit y are 
shown. She also considered Elegant company dancing at court (SLIDE 16) as a depiction of a court 
ball at The Hague (p. 222, p. 229). The identification of a ball  at the Orange court of this scene is 
contradicted by Zoege v. Manteuffel 1932 and Von Schneider 1932 (information from museum notes). 
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company painting with an indoor ball, of which the interior is so (fictitiously) richly 

decorated there is no doubt that a scene at a court was referred to: Dance in an interior  

(SLIDE 47)1247 or Dancing company in a palace (SLIDE 48). The rich decorations, the 

many musicians, the large crowd of bystanders, and the decorative statues of the angels 

holding onto a crowned coat of arms (?) in the ceiling decorations all indicate this is not 

D� UDQGRP� JDWKHULQJ�� EXW� D� EDOO� DW� D� FRXUW�� $QRWKHU� H[DPSOH� LV� -DQVVHQV¶� Elegant 

Company at a Ball at Court (1676, Münster, Westfälisches Landesmuseum für Kunst 

und Kulturgeschichte, SLIDE 101). The main clue (next to the lavish interior design, 

the maQ\�PXVLFLDQV��WKH�GUHVVHV�DQG�WKH�µIRUHLJQ¶�DPEDVVDGRU�RU�YLVLWRU��LV�REYLRXVO\�

the throne in the back of the painting, reserved for the royal couple. Unfortunately, the 

specific court or kings/princes/archdukes cannot be identified as the figures do not 

appear to be portraits, nor can a reference to a coat of arms be found. It is clear that 

-DQVVHQV�RQO\�ZDQWHG�WR�FUHDWH�WKH�µLGHD¶�RI�FRXUWO\�HQWHUWDLQPHQWV��ZLWKLQ�WKH�JHQUH�RI�

genre painting). The figures are, in general, depicted in the latest French fashion styles, 

and thus must have been appealing to the audience of that time (see chapter 5). The 

paintings made in and around 1679 (Elegant figures dancing in an interior, 1679, 

private collection © Epiarte, SLIDE 106; (Attributed to) Hiëronymus Janssens, Elegant 

                                                      
Eymert-Jan Goossens on his turn identifies this scene as the marriage of 1638 of Johan Wolfert van 
Brederode and Louise Christine van Solms (a sister of Amalia van Solms): Eymert-Jan Goossens, Paleis 
1RRUGHLQGH�� YLHUKRQGHUW� MDDU� µKRII� YDQ� 2UDLJQHQ¶, Zwolle 2008. Moreover, W.S. argues that the 
painting most probably originated from the collection of Amalia van Solms. It is compared to the 
dancing scene in the royal collection, and it is added that both paintings show a party at the court of 
Orange. Though the author assumes that portraits were painted by Janssens in this work of art, no 
identification of the figures on the Oranienbaum painting is given: Jens Mobius, Oranienbaum Huis 
van Oranje, Wiederrerwerckung eines anhaltischen Fürstenschlosses Oranische Bildnisse aus fünf 
Jahrhunderten, exh.cat., Schloss Oranienbaum Landesausstellung Sachsen ± Anhalt, Kataloge und 
Schiften der Kulturstiftung Dessau Wörlitz, vol. 21, ed. by Thomas Weiss, Munich/ Berlin, 2003, pp. 
335-336 However, there is, in my view, no reason to believe this and the many variants of this painting, 
show a king or queen or a ball at court that can be identified. A very similar painting is Ball in a castle 
(SLIDE 17). Again, this painting is made with the same composition in mind. In the window a 
decoration is added ± perhaps a coat of arms to identify the noble descent of the figures? Schröder-
Klaassen also suggestes that it is not clear that in Dancing Scene (c. 1665-1670, private collector art 
dealer Düsseldorf, SLIDE 71) the nobilit y or bourgeois society is shown, as the gold leather wall  
hanging depicted in the painting was part of both palatial and bourgeois houses: p. 222. She considers 
the companies in the paintings (next to the division of inner and outer scenes) as a mixture of noble and 
bourgeois (p. 223). However, there is no difference in dresses or gestures, and the figures are more or 
less the same in interior and exterior paintings.  
1247 The painting was identified as a depiction of Charles II  and the princess of Orange at a ball at The 
Hague in the auction of 1966. Unfortunately, the present whereabouts of the painting is unknown and 
no thorough research can be performed.  
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Company in a Dancing Room, c. 1675-1680, present whereabouts unknown, SLIDE 

107) also depict a dance at court. 

Despite the clear attention Janssens usually paid to make sure he depicted the figures in 

their elegant postures, not all the figures in his paintings follow the rules of the conduct 

manuals: Janssens frequently adopted a man leaning backwards with his leg crossed 

over his knee (for example SLIDES 75-77). According to the rules of etiquette, as was 

also discussed by Erasmus and later on by De Courtin, legs should not be crossed while 

sitting. De Courtin added that the body was to remain in control at all times, upright and 

elegant. Swaying your feet and arms or lif ting them too high, or crossing the legs over 

the other, was not acceptable.1248 Roodenburg notes how not all portraitists have taken 

LQWR�DFFRXQW�WKLV�UXOH��DV�LV�HYLGHQFHG�LQ�)UDQV�+DOV¶�Portrait of Willem van Heythuisen 

(FIG. 79), who is portrayed with his legs crossed over each other. Roodenburg 

concludes that the posture was most probably a sign of relaxation.1249 Janssens also 

added such figures in his elegant company scenes. Even though Janssens paid attention 

to depicting elegant, graceful dances (apart from his prodigal son scenes), and elegant 

men and women making reverences or greeting each other politely, he also added 

UHIHUHQFHV�WR�UHOD[DWLRQ�ZLWKLQ�RQH¶V�RZQ�JURXS�RI�SHHUV��(YHQ�WKRXJK�D�UHIHUHQFH�WR�

amusement and relaxation may have been an association Janssens raised in the minds 

of his audience, many of them will also have realised that this was not the way the ideal 

µKRQQrWH�KRPPH¶�ZDV�WR�EHKDYH�± it is striking that Janssens did not add such figures 

in his depictions of courtly balls (SLIDE 101). Perhaps this would have been too much 

of a violation of ideal, noble behaviour.   

Janssens mostly depicted a couple dancing, though a few exceptions can be found in 

which Janssens depicted a group dance (SLIDE 106) and a chain dance. A unique 

H[DPSOH�LQ�-DQVVHQV¶�RHXYUH�RI�WKH�ODWWHU�GDQFLQJ�VW\OH�LV�Dance in a Garden (c. 1650-

1655, present whereabouts unknown, SLIDE 12). The scene is in a garden next to a 

                                                      
1248 +HUPDQ�5RRGHQEXUJ��µ'H�µKDQG�YDQ�YULHQGVFKDS¶�2YHU�KHW�KDQGHQ�VFKXGGHQ�HQ�DQGHUH�JHEDUHQ�LQ�
de Republiek der zeven Verenigde PrRYLQFLsQ¶�� LQ�� -DQ� %UHPPHU� DQG� +HUPDQ� 5RRGHQEXUJ� �HGV����
Gebaren en lichaamshouding van de Oudheid tot heden, Nijmegen, 1993, pp. 178-179, pp. 182-183. 
1249 Roodenburg 1993, p. 182. 
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Renaissance country house (a reference to the ownership of such countryhouses by the 

elite, cf. supra).1250  Six people are dancing in two rows and hold hands.  

The dance is one of tKH�FKDLQ�GDQFHV�WKDW�DUH�DOO�QDPHG�µEUDQOH¶�GDQFHV�1251 Schröder-

Klaassen argued these dances only become part of aristocratic society in the eighteenth 

century,1252 DOWKRXJK� VXFK� ULQJ� GDQFHV� RU� µEUDQOHV¶� �RULJLQDOO\� UXVWLF� GDQFHV�� ZHUH�

already danced at European courts in the sixteenth century. 1253 In, for example, the 

anonymous sixteenth-century Ball at the Court of Henry III  (or Ball of the Duke of 

Alençon) (Paris, Louvre) the elite group of dancers are enjoying such a branle dance. 

2Q�/RXLV�GH�&DXOOHU\¶V�Palace Garden with Dancing Company and Musicians (private 

collection, FIG. 81) elite men and women have also adopted such a ring dance, or 

µEUDQOH¶�1254 In the branle dances, people mostly direct their dancing steps to the left, 

ZLWK�D�µSLHG�HQ�O¶DLU¶�1255 Although the figures do not entirely move according to these 

rules (the man in black is positioned in a different manner than in a normal chain dance) 

-DQVVHQV�VWUHVVHG�WKLV�µSLHG�HQ�O¶DLU¶��7KH�ILJXUHV¶�SRVWXUH�DQG�PRYHPHQWV�UHIOHFW�KRZ�

well educated the company was in dance: they stand on the tips of their toes, their legs 

are extended, and they (mostly) stand in an upright position.  

Mostly, Janssens adapted the dancing style (or the game of hot cockles) into an elegant 

and refined activity, as he added elegant movements according to the rules of civilit y. 

There is one painting in which Janssens did not change the corporal movements into 

refined civil behavior, although the figures on display were clearly members of high 

society: The farandole (c. 1680, present whereabouts unknown).1256 The figures dancing 

                                                      
1250 Timmermans 2008; Dreher 1978, p. 691, p. 693. 
1251 Rousová 2008, p. 157; Schröder-Klaassen 2007, pp. 40-41. 
1252 Schröder-Klaassen 2007, pp. 40-41. 
1253 Buijsen and Grijp 1994, p. 162 (catalogue note nr. 9) 
1254 Dalesme 2004-2005, p. 59; Buijsen and Grijp 1994, pp. 162-164 (catalogue note). In the seventeenth 
FHQWXU\��VXFK�JURXS�GDQFHV�RU�µEUDQOHV¶�ZHUH�GDQFHG�DW�WKH�RSHQLQJ�RI�D�EDOO��Roodenburg 2004, p. 92. 
5LFKDUG�6HPPHQV��µ%UDQOHV��*DYRWWHV�DQG�&RQWUHGDQFHV�LQ�WKH�ODWHU�VHYHQWHHQWK�DQG�HDUO\�HLJKWHHQWK�
FHQWXULHV¶��Dance Research: The Journal of the Society for Dance Research, 15, 2: Papers from the 
Dance to Honour Kings Conference (1997), pp. 36-37 (more information about these dances, passim). 
The branle was considered by Michel de Pure in 1668 as a mixture of gravity and gaiety, and more 
suited for men, as a great deal of jumping and running was involved. 
1255 Salmen 1988, p. 64.  
1256 The painting was auctioned Brussels, auction A.de L. de L. a.e., Galerie Fiévez, 8 april  1930, nr. 
78, canvas 60 x 87 (RKD) Unfortunately the current whereabouts is unknown, and thus it cannot be 
attributed to Janssens with any certainty. The image of the painting is now preserved in the rkd. An 
attribution to Janssens or his studio is very li kely. The dresses and the hairstyles of the men and the 
woman indicates the painting can be dated around 1685.  
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in this painting wear fashionable dresses and have à la mode hairstyles, but their dance 

moves and body postures are similar to those of the Italianate peasants and mythological 

figures dancing depicted in -DQVVHQV¶�VRXUFH��The Peasant Dance (Madrid, Prado) by 

Peter Paul Rubens. This depiction of the elite dancing in a peasant attitude may have 

been considered inappropriate,1257 but also may have had a comical effect on the 

audience.1258   

Even though Janssens was clearly aware of the etiquette and dancing rules (as were his 

colleagues), Janssens did not add much novelty to his own depictions of elegant dancing 

scenes. He mostly followed the visual traditions set by his predecessors. One evolution 

that may indicatH�KH�ZDV�FRQFHUQHG�DERXW�WKH�µj�OD�PRGH¶�FKDUDFWHU�RI�WKH�GDQFLQJ�VW\OH�

KH�GLVSOD\HG�ZDV�KLV� UHMHFWLRQ�RI�GHSLFWLQJ�D�SDYDQH�DIWHU�������7KH�PDLQ�µQRYHOW\¶�

Janssens has added concerning the depiction of dance, was his addition of an elegant 

company dancing in the genre of painted art galleries. 

In his two painted art galleries now preserved in the Musée Girodet in Montargis 

(SLIDES 81-82), Janssens has added this remarkable element: an elegant dancing 

company in the back room or on a terrace adjoining the room with art works and 

connoisseurs central to the painting. As I have already elaborated on in chapter 3, 

Janssens used the inventions and compositions of his predecessors in his painted art 

galleries as well. Although Frans Francken the Younger, Cornelis de Baeillieur and 

Hans III  Jordaens did add a music making company and men and women elegantly 

greeting each other in the back of the painted art galleries, none of them had added a 

dancing scene as such (see, Cornelis de Baeillieur, Interior of a Gallery with Paintings 

and Art Objects, 1637, Paris, Louvre, FIG. 35; Frans Francken the Younger, Cornelis 

de Baeillieur and Hans III Jordaens, Gallery of a Collector, c. 1635, Sammlung 

Schönborn Buchheim, now on loan at the Liechtenstein Museum, FIG. 34). 

In his painted art galleries with a dancing scene, Janssens represents two forms of 

µOHLVXUH¶��HOLWH�GDQFLQJ�DQG�WKH�MXGJLQJ�RI�DUW���The entertaining meaning of judging art 

LV�FOHDU�IURP�6DPXHO�YDQ�+RRJVWUDWHQ¶V�GLVFXVVLRQ�RI�FRQQRLVVHXUVKLS��µ=RR�LV¶W�GDQ��

dat de Konstenaeren elk als tot iets eygens gedreven worden, waer door men, als door 

                                                      
1257 Roodenburg and Bouffard 2012 
1258 Bouffard-Veilleux and Roodenburg 2011. 
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HHQ�E\]RQGHU�PHUN��KDHUH�ZHUNHQ�NHQW��JHOLMN�PHQ�GH�]ZHHPLQJHQ�>«@�HQ�µW�NURRVW�GHU�

ouderen in de kinderen gemeenlijk gewaer wort. En al hoewel deze byzonderheden eer 

afwijki ngen, dan volkomene vasticheden der konst kunnen genoemt worden, zoo zijnze 

«� GHQ� OLHIKHEEHUV� HHQ� EHNRRUOLMNH� YHUPDHNOLMNKH\W�¶� �6DPXHO� YDQ� +RRJVWUDWHQ��

Inleyding tot de hooge schoole der schilderkonst, 1678).1259 However, as was dancing, 

judging art and displaying connoisseurship was a far from permissive activity.1260 

Many scholars have noted the addition of dance in the painted art galleries by 

Janssens,1261 but until now, only Becker has interpreted it in more depth. In his view, 

both arts had equal cultural value, even though the judgment of art is given precedence. 

Becker argues that despite the fact that no moralising or negative connotations are 

connected to the dancing scene, the art of judgment loses its scientif ic potency as a 

result. The scene has thus become just a depiction of people spending their time simply 

looking at paintings, as if  it were just another every day activit y, next to dancing: 

  

µ�,QGHVVHQ�ZLUG�DQ�GLHVHU�*HJHQ�EHUVWHOOXQJ�>GDQFLQJ�DQG�MXGJLQJ�DUW@�VHKU�ZRKO�

deutlich, daß die Kunstbetrachtung trotz aller positiven Konnotationen, wie sie 

die Verwendung in repräsentativen Zusammenhängen ja hinlänglich belegt, 

längst nicht mehr den Stellenwert eines Erkenntnisinstruments hat. Sie ist eher 

ein Zeitvertreib unter vielen, wenn auch kein rein sinnliches Vergnügen, sondern 

HLQHV��GDV�HLQ�JHZLVVHV�0D��DQ�9HUVWDQG�XQG�%LOGXQJ�YRUDXVVHW]W�µ1262  

 

Despite agreeing with this view, I feel this idea requires further examination. The 

addition of the dancing scene does not diminish the importance of connoisseurship, nor 

were either activities considered to be pure pastimes. Both activities require serious 

training and connoisseurship. Janssens did not lower the importance of connoisseurship 

                                                      
1259 T. Weststeijn, 7KH�9LVLEOH�:RUOG��6DPXHO�YDQ�+RRJVWUDWHQ¶V�$UW�7KHRU\�DQG�WKH�/HJLWLPDWLRQ�RI�
Painting in the Dutch Golden Age, translated by B. Jackson and L. Richards, Amsterdam, 2008, p. 401. 
1260 Tummers 2010; Fili pczak 1987; Van Suchtelen and Van Beneden 2009; Magnus 2012. 
1261 Honig 1998; Zeder 1993; Filipczak 1987; Foucart 1977. 
1262 Heinrich Silvester Johannes Becker, Studien zur ikonografie des kunstbetrachters im 17., 18. Und 
19. Jahrhundert, unpublished doctoral thesis, Rheinisch-Westfälischen Technischen Hochschule 
Aachen, 2005, p 84. Becker sees this evolution in the 1630s. It is true, as I have mentioned before, that 
the scientific interpretation had ceased. However, connoisseurship was still  considered very important 
and was much more than just a pastime (as was dance).  
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LQWR�µMXVW�DQRWKHU�IRUP�RI�HQWHUWDLQPHQW¶��,Q�KLJK-society Antwerp, dance was more than 

just entertainment or a means to find a suitable marriage partner, it was a form of social 

GLVWLQFWLRQ��$ULVWRFUDWLF�GDQFLQJ�H[KLELWHG�D�SHUVRQ¶V�ZHOO-to-do upbringing and cultural 

background (cf. infra). Therefore, the presence of a dancing scene does not diminish the 

importance of judging art ± indeed, it stresses even further, the aristocratic aspirations 

of the figures involved. 

As I have elaborately discussed earlier, many positive charactertistics were ascribed to 

dancing: promoting digestion, preparation of the body for more strenuous exercise, 

learning how to walk, bend, make reverences and dance with grace.1263 It was 

considered very important for people to know how to dance in public, to not make a 

fool of oneself with a certain µIDX[�SDV¶�RU�FRPSOHWH�LJQRUDQFH��7KXV��VHOI-criticism was 

UHTXLUHG�DV�WKHUH�ZDV�D�QHHG�WR�EH�DEOH�WR�MXGJH�RQH¶V�RZQ�FDSDFLWLHV�DV�D�GDQFHU�1264 

Not only dancers needed to be careful not to make a fool of one-self by committing a 

µIDX[�SDV¶��FRQQRLVVHXUV�RI�artworks also had to make sure, as Van Mander warned, that 

WKH\�GLG�QRW�PDNH�ULGLFXORXV�UHPDUNV�LQ�MXGJLQJ�ZRUNV�RI�DUW�WKDW�ZRXOG�UHYHDO�RQH¶V�

lack of real connoisseurship.1265 

This implies that dancing in public also required judgment, or to put it another way, a 

good dancer was also a connoisseur of the art of dancing. Both arts (dance and judging 

paintings) required exercise, knowledge and impeccable judgment skills. By combining 

these two arts together in one room, Janssens places even more importance on both 

forms of art. People could improve their social status by dancing (cf. supra). Rich or 

wealthy burghers could also improve their status by establishing themselves as either a 

collector or connoisseur.1266 Moreover, dancing was not a mindless occupation ± 

dancing was an important art form that cultivated and refined the mind.1267 

In addition, by combining dance and the judgment of art, Janssens is able to combine 

two arts which were seen as remedies against melancholy.  In the sixteenth century, 

                                                      
1263 $OHVVDQGUR�$UFDQJHOL��³'DQFH�DQG�+HDOWK��7KH�5HQDLVVDQFH�3K\VLVLDQV¶V�9LHZ´��Dance Research: 
The Journal of the Society for Dance Research, vol. 18, nr. 1 (Summer 2000), p. 13; Motley 1990, pp. 
56-58, 123-124, 148-150; Roodenburg 2004. 
1264 ;;;���0DUJDUHW�0��0F*RZDQ��³'DQFH�LQ�6L[WHHQWK�DQG�(DUO\�6HYHQWHHQWK-&HQWXU\�)UDQFH´��LQ�
Nevile 2008, p. 97. 
1265 Tummers 2011, p. 170. 
1266 2Q�FRQQRLVVHXUVKLS��VHH��9DQ�6XFKWHOHQ��³(HQ�LQOHLGLQJ´�������S����� 
1267 Rousová 2008, p. 106. 
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Jérome de Monteux, for example, wrote about the positive effects of dancing ± after a 

time of intellectual study. In 1668, Pierre Gontier, also recognised how dance protected 

against rigor.1268 Not only dancing, but the beholding of art and walking around an art 

gallery wDV�EHOLHYHG�WR�KDYH�D�JRRG�HIIHFW�RQ�D�SHUVRQ¶V�SK\VLFDO�DQG�PHQWDO�KHDOWK�1269 

In an engaging study, Gage argues convincingly how dance, walking and the beholding 

of art are connected due to their healthy or therapeutic characteristics. From the 

Renaissance onwards, it was believed that the beholding and creation of art had a 

therapeutic effect. Looking at art would not only heal the mind, but would also help 

alleviate melancholic or choleric humors. The beholding of art was not simply a mental 

form of recreation: walking around in large spaces filled with art works actively 

stimulated the body in a moderate, yet necessary and healthy manner.1270  

By juxtaposing dance and the judgment of paintings or connoisseurship, Janssens  

reflects similar concepts of taking care of both mind and body. In his depiction of the 

art of dancing and the art of discussing and judging paintings, Janssens stressed the 

importance of both forms of entertainments as a means to overcome or fight 

melancholy. Moreover, ± and more importantly ± Janssens stressed that these two 

serious activities (that required training and a good judgement) could make or break one 

social reputation, both were important indicators of that reputation. These paintings 

illustrate how the seventeenth-century Antwerp urban elite (commercial elite) 

considered both dance and art collecting as important expressions of social status. 

$V� -DQVVHQV¶� RZQ� SHUVRQDO� OLIH� GHPRQVWUDWHV�� KH� ZDV� YHU\� DZDUH� RI� WKHVH� FXOWXUDO-

historical interpretations. Janssens confronted two worlds; the world of music and 

dance, and the world of painting. This is not a coincidence. Janssens was not only a 

µOLHIKHEEHU¶�DQG�SDLQWHU�ZKR�ZDV�HYLGHQWO\�LQWHUHVWHG�LQ�SDLQWHG�DUW�JDOOHULHV��EXW�DOVR�

had many connections with the Antwerp and Brussels seventeenth-century musical 

world. 

 

                                                      
1268 Arcangeli 2000 pp. 12-25. 
1269 )UDQFHV�*DJH��³([HUFLVH�IRU�0LQG�DQG�%RG\��*LXOLR�0DQFLQL��&ROOHFWLQJ��DQG� WKH�%HKROGLQJ�RI�
Landscape Painting in the Seventeenth Century´��5HQDLVVDQFH�4XDUWHUO\, 61, 4 (Winter, 2008), pp. 
1167-1207. 
1270 Gage, 2008, pp. 1167-1177. 
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5. Conclusion 

 

Despite the many moralists condemning dance, many Southern Netherlandish members 

of the commercial elite and the aristocracy (mainly Antwerp examples have been 

discussed here) enjoyed dancing, and it had become part of daily lif e. Dance had 

become part of high society education, and dancing masters were frequently hired in 

Antwerp as well. Dancing lessons appear to have been part of the culture of the 

commercial elite of Antwerp, those who also started large art collections, and 

considered next to dancing, the judging of art another important intellectual and social 

activity.  People li ked to dance, and many depictions of dance were made, both in the 

Northern and the Southern Netherlands.1271  

Hiëronymus Janssens specialised in such elegant dancing scenes. Therefore, we can be 

sure his topics and visual language (mostly according to conventional motifs) were 

appreciated by an (international) audience (cf. chapter 2). Janssens and his colleague 

Frans Francken the Younger used pictorial motifs in their dancing companies that were 

LQWHUQDWLRQDOO\�NQRZQ�DQG�DWWUDFWLYH��DV�WKH�VLPLODULWLHV�ZLWK�%RVVH¶V�RU�+ROODU¶V�VFHQHV�

indicate. This is not surprising, as the elegant company paintings (including the dancing 

scenes) were painted for the anonymous market, and were also sold abroad. Therefore, 

Janssens did not need to depict local novelties or differences, but had to stick to the 

ideal, recognisable and iconographical tradition to sell his paintings.1272   

Typological research has indeed shown that Janssens kept on using old pictorial 

conventions to depict dancing companies. Similar to the pictorial tradition of courtly 

dancing scenes, Janssens stressed love making and courting, added dancing scenes in 

prodigal son and brothel scenes, and used well-known motifs (women playing the 

KDUSVLFKRUG��PHQ�O\LQJ�RQ�WKH�IORRU�LQ�IURQW�RI�ZRPHQ��HWF����7KLV�FRQILUPV�.ROILQ¶V�

remarks when he added that in the Southern Netherlands, allegorical and moralising 

motifs, within the limits of genre painting (not turning them into history scenes), were 

± in comparison to the Northern Netherlandish paintings - adopted for a longer period 

                                                      
1271 Kolfin 1999, p. 153. 
1272 Kolfin notes how Van der Lamen used typical motifs, as to make sure his paintings would sell: 
Kolfin, 1999, p. 153; Kolfin 2005. This strategy was also adopted by Janssens. 



333 
 

in paintings by Frans Francken the Younger, Louis de Caullery and Christoffel Jacobsz 

Van der Lamen.1273 It appears that in the second half of the seventeenth century, 

Janssens indeed kept on adding motifs with a sometimes biblical/ moralising storyline. 

$V�-DQVVHQV�VWUHVVHG�WKH�µSRVLWLYH¶�DSSURDFK�RI�GDQFH�LQ�VRPH�SDLQWLQJV��LQ�KLV�FRXUWO\�

dancing scenes or in his painted art galleries), and in his depictions of dance in a relaxed 

context of elegant peers, he also referred to the negative meaning of dance (prodigal-

son scenes, brothel scenes, or small moralising elements).1274 Janssens thus actively 

toyed with these different viewpoints,1275 and his paintings must have thus raised 

different associations in the minds of the audience, such as the depiction of elite ideal 

dance, the interpretation of a scene as sinful, deviated behaviour, or the 

acknowledgement of the dangers of elite dance among youngsters.  

-DQVVHQV¶� HOHJDQW� FRPSDQ\� SDLQWLQJV� ZHUH� GHVFULEHG� LQ� FRQWHPSRUDU\� VHYHQWHHQWK-

FHQWXU\�DUW�LQYHQWRULHV�DV�µFRQYHUVDWLH¶�RU�µEDOHW¶��FI��FKDSWHU�����,Q�WKH�VHFRQG�KDOI�RI�

WKH�VHYHQWHHQWK�FHQWXU\��µEDOOHW¶�ZDV never used to address a low class dance; it referred 

WR� D� µUHILQHG� GDQFH¶�� LQ� DQ� DULVWRFUDWLF� DQG� FRXUWO\� FRQWH[W� DQG� DWPRVSKHUH�1276 The 

GHVFULSWLRQ� RI� -DQVVHQV¶� SDLQWLQJV� DV� µFRQYHUVDWLH¶� RU� � µEDOOHW¶� VFHQHV� FDQ� WKXV� EH�

understood as references to the elegance, courting, and high social status of a well-

HGXFDWHG�DQG�UHILQHG�µKRQQrWH�KRPPH¶�1277 Following the tradition set by earlier genre 

painters and portrait painters, Janssens represented the characteristics of seventeenth-

century French noble dance in the postures of his elegant dancing figures. They display 

the general characteristics of seventeenth-century (French) elite dancing styles 

(reverence, outward turn of the feet, the bending an rising on the tips of the toes, and 

the movements of the arms), and embodied the ideal of honnêteté, civi lit y, and etiquette. 

More than his colleagues from the first half of the seventeenth century, Janssens mainly 

                                                      
1273 .ROILQ�������S�������,PSRUWDQW�H[DPSOHV�DUH�/RXLV�GH�&DXOOHU\¶V�GHSLFWLRQV�RI�WKH�9HQHUDWLRQ�RI�
Venus, as for example in Homage to Venus (c. 1605-1620, private collection) see: Eidelberg (catalogue 
note) 2004, p. 110, p. 114. 
1274 In prodigal son scenes, dance referred to lechery and was already in the sixteenth century, part of 
the depictions of these scenes: Kolfin 1999, p. 155. 
1275 Regarding depictions of the prodigal son and dance, see for example, Kolfin 1999, pp. 155-159 
1276 De Cooman 2000, p. 118. 7KH�WHUP�µEDOOHW¶�ZDV�PRVWO\�XVHG�LQ�WKH�VHFRQG�KDOI�RI�WKH�VHYHQWHHQWK�
FHQWXU\��7KH�GDQFLQJ�VFHQHV�E\�)UDQV�)UDQFNHQ�WKH�<RXQJHU�ZHUH�RIWHQ�QDPHG�µGDQVHULM¶��+lUWLQJ�������
p. 92. 
1277 &RPSDUDEOH�WR�(OLVH�*RRGPDQ¶V�LQWHUSUHWDWLRQ�RI�5XEHQV¶�&RQYHUVDWLH�j�OD�PRGH��(OLVH�*RRGPDQ��
Rubens. The Garden of Love as Conversatie à la mode, Amsterdam/ Philadelphia, 1992. 
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stressed the movements of the arms, left out the old-fashioned pavane dance, and paid 

D�ORW�RI�DWWHQWLRQ�WR�GHSLFWLQJ�WKH�µHOHYp¶�RI�KLV�ILJXUHV��WKH�WLSV�RI�WKHLU�WRHV��� 

The elegant comportment of the figures in the paintings indicate their high social status, 

and Janssens not only used this in his portraits and dancing scenes, but also in his 

depictions of the game of hot cockles. The position of a dancing figure was also a 

method to display wrong behavior, such as the dancing style of the prodigal son in 

-DQVVHQV¶�RHXYUH��7KURXJK�WKH�HOHJDQFH�DQG�UHILQHPHQWV�RI�WKH�ILJXUHV¶�ERG\�SRVWXUHV��

the audience immediately recognised these outward symbols of the Antwerp urban elite 

�WKH�FRPPHUFLDO�HOLWH�DQG�µQHZ¶�QRELOLW\��± though in a fictive setting. 

Archival research reveals that Janssens ± as were his predecessors such as Louis de 

Caullery± NQHZ� DOO� DERXW� WKH� ODWHVW� GDQFLQJ� VW\OHV� DQG� VRFLDO� HWLTXHWWH�� -DQVVHQV¶�

connections with Antwerp (and Brussels) musicians and dancing masters, his presence 

at the Antwerp theatre and opera, and his ability/ knowledge of fencing, indicate his 

knowledge of the art of dancing and of the art of civilit y. It is without doubt that Janssens 

knew all about the latest dancing styles, and ideal corporeal movements. This 

knowledge must have been helpful in his depictions of early modern dance.1278 My 

research has shown that Janssens, in contrast, mostly used elements from the visual 

WUDGLWLRQ�WR�GHSLFW�GDQFLQJ�VFHQHV��0\�DQDO\VLV�KDV�FRQILUPHG�6DOPHQ¶V�DUJXPHQW�WKDW�

the figXUHV�LQ�VXFK�SDLQWLQJV�DUH�SHUVRQLILFDWLRQV�RI�µKRQQrWHWp¶�RI�WKH�QRELOLW\�1279  

Dancing scenes are yet other examples in which Janssens mostly proved himself to be 

D�IROORZHU�RI�YLVXDO�WUDGLWLRQ��UDWKHU�WKDQ�DQ�LQQRYDWRU��-DQVVHQV¶�FORVH�FRQQHFWLRQ�ZLWK�

the world of dance and music is not exactly visible in the way he depicted the dancing 

scenes. Nevertheless, his adoption of a dancing scene in a painted art gallery must have 

been a reference to his understanding of the importance of elite dance for the urban elite. 

3HWHU�%XUNH�DGGUHVVHV�KRZ�YLVXDO�VRXUFHV�GLVSOD\LQJ�VXFK�µOHLVXUHO\¶�DFWLYLWLHV��FDQ�EH�

YHU\�HQOLJKWLQJ�IRU�RXU�XQGHUVWDQGLQJ�RI�µ(XURSHDQ�DWWLWXGHV�WR�DGXOW�OHLVXUH¶��+H�DGGV�

that it is necessary in these cases to understand who bought these paintings, and whether 

WKH� VFHQHV� DUH� D� UHSUHVHQWDWLRQ� RI� µWKHP¶� �WKH� RWKHU� FODVV�� RU� µXV¶� �WKH� FODVV� RI� WKH�

                                                      
1278 Bouffard warns the scholar that not all painters knew the world of dance very well, and thus were 
QRW�QHFHVVDULO\�IDPLOLDU�ZLWK�WKH�GDQFLQJ�PDVWHU¶V�LGHDO��%RXIIDUG�������S������ 
1279 Salmen 1988, p. 44.  
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buyers).1280 The genre of paintings by Janssens (elegant company scenes), and thus the 

depiction of elite dance, was bought by members of different social classes, and must 

have been appealing to both a carpenter and an aristocrat. The associations Janssens 

VWUHVVHG�LQ�KLV�SDLQWLQJV�PXVW�KDYH�HYRNHG�GLIIHUHQW�UHVSRQVHV�LQ�WKH�DXGLHQFH¶V�PLQG��

GHSHQGLQJ�RQ�RQH¶V�RZQ�MXGJHPHQW�RYHU�HOLWH�GDQFH�DQG�\RXWKIXO�FRPpanies (positive 

or negative). My research in the archives of the Antwerp commercial elite classes has 

shown the important role of dance in their education. However, as is clear from the 

process of Lenaert van Hove, dancing masters also had artisans among their audience. 

This may indicate that a large group of society, both the middle classes and the elite, 

knew how to dance, and thus may have recognised the ideal elite dance in the paintings. 

As Janssens stressed the wealth of the interior and the dresses, only the urban elite must 

KDYH�UHFRJQLVHG�WKHLU�µRZQ¶�GDQFLQJ�DFWLYLWLHV�LQ�WKH�SDLQWLQJV��IRU�WKH�ORZHU�FODVVHV�LW�

must have been an ideal).  

-DQVVHQV¶� SDLQWLQJV� ZHUH� RZQHG� E\� WKH� HDUO� RI� %HUJH\FN� DQG� WKH� ZHDOWK\� $QWZHUS�

merchant Nicolaas le Bon (cf. chapter 2). These are people with a high status, and 

undoubtedly knew how to dance. The interior decoration with gold leather so frequently 

adopted by Janssens in his paintings, was known by Le Bon as his own rooms were 

decorated in that manner (cf chapter 2)��-DQVVHQV¶�GDQFLQJ�VFHQHV�WKXV�PXVW�KDYH�EHHQ�

UHFRJQLVDEOH�DV�DQ�µLGHDO¶� 

 

µ>7KH� VFKLOGHUERHNHQ@� DOORZ�XV� WR� KDYH� D� VHFRQG� ORRN�DW� DOO� WKH�SRVWXUHV� DQG�

gestures displayed in contemporary portraiture, genre scenes and history 

painting. In many ways these paintings reflected their owners: mirroring and 

fashioning, as all mirrors do, their elegant uprightness, even through its opposite, 

WKH�VWRRSLQJ�SRVWXUHV�RI�WKH�SHDVDQWV�GHSLFWHG¶�1281  

 

Janssens himself and the buyers of his paintings, knew the reality of elite dance. Most 

of them had learned how to dance and had subjected their own bodies to training in 

JUDFH��HOHJDQFH�DQG�GDQFLQJ�VWHSV�LQ�RUGHU�WR�LQFRUSRUDWH�WKH�µMH�QH�VDLV�TXRL¶�WKDW�PDGH�

                                                      
1280 Burke 1995, pp. 146-147. 
1281 Roodenburg 2004, p. 119. 
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RQH� VWDQG�RXW�� DQG�GLVSOD\�JUDFH� DV� LI� LW� KDG�EHFRPH�D� µFXOWLYDWHG� QDWXUDOQHVV¶��7KH�

HOHJDQFH� DQG� GDQFLQJ� VWHSV� KDG� EHFRPH� SDUW� RI� WKH� µFRUSRUHDO� PHPRU\¶�� DQG� KDG�

EHFRPH� µD� SUH-UHIOH[LYH�KDELWDO� SURFHVV¶�1282 7KH�RZQHUV¶� NQRZOHGJH� �DQG� -DQVVHQV¶�

knowledge) of elite dance, definitely influenced their response to the depictions of elite 

GDQFH�E\�-DQVVHQV��DQG�E\�KLV�SUHGHFHVVRUV���$FFRUGLQJ�WR�WKH�WKHRU\�RQ�µNLQHVWKHWLF�

HPSDWK\¶�WKH�EUDLQV�RI�WKRVH�ZKR�KDYH�PRUH�H[SHULHQFH�LQ�WKH�DFWLYLW\�RQ�GLVSOD\�LQ�WKH�

image (such as in this case dancing), were stimulated much more; dancing companies 

may thus have been much more appealing to those who in fact knew how to dance when 

looking at such elite dancing.1283  

,W� LV�FOHDU� WKDW� -DQVVHQV¶�SDLQWLQJV�DUH�QRW� UHIOHFWLRQV�RI� UHDOLW\� - they are fantastical 

scenes made according to visual conventions. In his elegant company scenes, he 

depicted the fashionable gestures and dancing characteristics, but he barely 

differentiates his compositions. Similar to his colleagues, Janssens always made sure he 

was able to depict the fashionable dresses and accessories of his figures. By using 

dancing scenes, or compositions as in his paintings showing the game of hot cockles, 

-DQVVHQV�ZDV�DEOH�WR�GHSLFW�GLIIHUHQW�VLGHV�RI�WKH�ILJXUHV¶�GUHVVHV�DQG�KDLUVW\OHV��7KH�

idea mentioned by Chloé Dalesme about the sixteenth-century fashion styles depicted 

in the many anonymous dancing scenes from late sixteenth-century France, - i.e.  that 

the ball scenes may have had the same function as the fashion engravings, namely 

spreading costume models, or being a witness to the fashion in a very precise manner ± 

FDQ�DOVR�EH�DSSOLHG�WR�-DQVVHQV¶�SDLQWLQJV��µ$�OD�OXPLqUH�GH�FHWWH�VXFFLQFWH�pWXGH�GHV�

UHFHXLOV�GH�PRGH�JUDYpV��RQ�SHXW�VH�GHPDQGHU�VL�O¶XQH�GHV�IRQFWLRQV�GH�O¶HQVHPEOH�GHV�

WDEOHDX[�GH�EDOV�Q¶pWDLW�SDV�pJDOHPHQW�GH�GLIIXVHr des modèles de costumes, ou de moins 

GH� WpPRLJQHU� GH� OD� PRGH� G¶XQH� IDoRQ� SUpFLVH�¶1284 I wil l discuss this element of 

-DQVVHQV¶�GHSLFWLRQ�RI�IDVKLRQ��LQ�WKH�IROORZLQJ�DQG�ODVW�FKDSWHU�RI�WKLV�GLVVHUWDWLRQ� 

 

 

                                                      
1282 Roodenburg 2007/2013, p. 331-333; Roodenburg 2004. 
1283 )RU�WKH�LGHDV�RQ�µNLQHVWKHWLF�HPSDWK\¶��VHH��(WKDQ�0DWW�.DYDOHU��µ*RVVDHUW¶V�%RGLHV�DQG�(PSDWK\¶��
Journal of Historians of Netherlandish Art, 5, 2 (Summer 2013). Many thanks to Prof. Dr. Herman 
Roodenburg for pointing this out to me. 
1284 Dalesme 2004-2005, p. 80. 0RUHRYHU��DV�ZDV� WKH�FDVH� IRU� -DQVVHQV¶�SDLQWLQJV�� WKH� VFHQHV�ZHUH�
mainly used as ill ustrations and information about costume (Dalesme 2004-2005, p. 7). 
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&KDSWHU�9��µ(Q�]RR�GHQ�QLHXZHQ�VQXI�QDHUDHSWH�GRRU�¶W�SHQVHHO¶�± Hiëronymus 

-DQVVHQV¶� µj� OD� 0RGH¶� )LJXUHV� DV� 9LVXDO� ([SRQHQWV� RI� WKH� (YROXWLRQ� RI� (OLWH�

Fashion in the Southern Netherlands (1650-1690)*  

 

1. Introduct ion 

 

On 12 March 1725, London art lovers could buy paintings from the collection of a 

certain µ$QGUHZ�+D\¶�LQ�WKH�DXFWLRQ�URRP�RI�&KULVWRSKHU�&RFN�LQ�3RODQG�6WUHHW��7KH�

DGGLWLRQDO�VDOHV�FDWDORJXH�GUDZQ�XS�IRU�WKH�RFFDVLRQ�LQFOXGHG��µ���$�&RQYHUVDWLRQ��ZLWK�

Dancing by Janssen, the Alamode Painter but the Ground and Architecture by P.De 

:LW�¶1285 One of the painters to which this specific painting depicting a conversation 

ZLWK� D� GDQFH� �RU� PHUU\� FRPSDQ\�� ZDV� DWWULEXWHG�� ZDV� GHVFULEHG� DV� µ-DQVVHQ�� WKH�

$ODPRGH�3DLQWHU¶��1HLWKHU�WKH�ILUVW�QDPH��QRU�WKH�QDWLRQDOLW\�RI�WKLV�SDLQWHU�LV�VSHFLILHG��

The painter was only described by his last name and his nickname; that is, a painter of 

fashion (or a painter of fashionable scenes).1286   

In 1771, the Antwerp author and poet Jacob van der Sanden finished his overview of 

the most important Antwerp painters,1287 entitled Oud konst-toneel van Antwerpen, of 

                                                      
* I am very grateful to Dr. Irene Groeneweg for her valuable discussions and ideas concerning the 
depiction of fashion in the paintings by Hiëronymus Janssens, and for helping me with identifications 
of some garments and dresses. 
1285 A collection of fine pictures, brought from abroad by Mr. Andrew Hay >/RQGRQ�����@��LQ�µ7KH�DUW�
ZRUOG�LQ�%ULWDLQ������WR�����¶��� 
http://artworld.york.ac.uk/sourceView.do?sourceUrn=5.0155.6.0055&start=1&ft=alamode&ba=on&c
r=on&co=on&cp=on&dm=on&hb=on&in=on&il=on&mi=on&ne=on&pa=on&ps=on&sc=on&ss=on
&sp=on&ta=on&tt=on&tc=on&to=on&vn=on&wi=on&tl=on&bl=on&dc=all&dr=on&st=on&tp=on 
[access 6 July 2014]; Chin--XQJ�&KHQ�� µ)URP�JHQUH�WR�SRUWUDLW��7KH�HW\PRORJ\�RI�WKH�µFRQYHUVDWLRQ�
SLHFH¶¶��The Briti sh Art Journal, XIII , 2 (2012), p. 83. Though the author is aware of the genre of 
paintings by Van der Lamen and Janssens, Chen does not connect this quote to the Antwerp genre 
painter Hiëronymus Janssens (1624-1693), as I will  do here. 
1286 2Q�WKH�PHDQLQJ�RI�µj�OD�PRGH¶�DV�µIDVKLRQDEOH¶�RU�µDFFRUGLQJ�WR�WKH�ODWHVW�IDVKLRQ�VW\OHV¶��VHH�Dmong 
others: Elise Goodman, Rubens. The Garden of Love as Conversatie à la mode, Amsterdam/ 
Philadelphia, 1992, p. 39, passim. One may also interpret the nickname as a reference to a fashionable 
painter or a popular painter. However, due to the further description in 1771, I do not think this is the 
intended meaning here.  
1287 During his li fetime, Van der Sanden had been secretary of the Academy of Fine Arts in Antwerp, 
and had worked as the editor of the Antwerp news paper, Gazette van Antwerpen, see: M.P. Génard, 
De boekdrukkunst in Antwerpen. Verslag eener conferentie gegeven, Antwerp, s.d., pp. 17-18; Tom 
Verschaffel, De hoed en de hond. Geschiedschri jving in de Zuidelijke Nederlanden 1715-1794, 
Hilversum, 1998, p. 211. 
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historische denkschriften op de academische instellingen (cf. chapter 1).1288 In the 

VHFRQG�YROXPH�RI�WKH�PDQXVFULSW��WKH�ZRUN�RI�D�FHUWDLQ�µ-DQVVHQV¶��DQG�LQ�SDUWLFXODU�KLV�

depiction of fashion, is given attention:  

 

µ-DQVVHQV�NQHZ�KRZ�WR�GHSLFW�KLV�HOHJDQW�ILJXUHV�LQ�QHZ�DQG�IDVKLRQDEOH�GUHVVHV�

LQ�ODQGVFDSHV�DQG�LQ�EXLOGLQJV¶�>«@�µ+H�SDLQWHG�ODUJH�FRPSDQLHV�RI�ILJXUHV�LQ�

FKXUFK��DW�FRXUW��DW�KRPH�DQG�LQ�KDOOV��+H�SDLQWHG�WKH�µGHFHDVH�RI�IDVKLRQ¶�YHU\�

ingeniously, and imitated the latest fashion style with his pencil, in scenes of 

visits, childbirth, balls, concerts and parties. In his paintings, the nobility and 

wealthy gather together happy in spirit. He dresses his figures beautifully with 

bows, ruffs, and lace, both PHQ� DQ� ZRPHQ�� LQ� WKH� ODWHVW� IDVKLRQ� VW\OHV¶>«@�

µ$ERXW�WKLV�-DQVVHQV��DOVR�FDOOHG�µGHQ�D-la-PRGH�VFKLOGHU¶��QRWKLQJ�LV�PHQWLRQHG�

in the artist biographies, and our oldest witnesses do no know anything about 

KLP��DSDUW�IURP�WKLV�QDPH�DQG�KLV�RHXYUH¶�>«@�1289 

 

7KH� PDQXVFULSW� GLVFXVVHV� -DQVVHQV¶� IUHTXHQW� FROODERUDWLRQ� DV� D� ILJXUH� SDLQWHU� ZLWK�

architectural painters.1290 In his essay, Van der Sanden describes the oeuvre of a certain 

SDLQWHU�FDOOHG�-DQVVHQV��ZKR�ZDV�LQ������RQO\�UHPHPEHUHG�E\�KLV�UHSXWDWLRQ�DV�WKH�µD-

la-PRGH� SDLQWHU¶�� $OWKRXJK� 9DQ� GHU� 6DQGHQ� DSSHDUV� WR� EH� JHQXLQHO\� LQWHUHVWHG� LQ�

                                                      
1288 Antwerp, FelixArchief, 3 vols, PK#171-PK#173. 
1289 µ1X�-DQVVHQV�QD�GH�GUDJW�HQ�QLHXZHQ�VZLHU�GHU�W\GHQ��LQ�/DQGVFKDS�HQ�*HERXZ�ZLVW�ILJXUH�XLMW�WH�
EU\GHQ���>«@�-DQVVHQV�GXV�OXVWLJ�ZLVW�NRQVWVWXFNHQ�DI�WH�PDOHQ���(Q�JH]HOVFKDSSHQ�JURRW>H@�LQ�.HUFN��
Hof, Huijs en zaelen./ Hij  uijt  de Mode-quael ook geestrij k [trok] zij n deel,/ En zoo den nieuwen snuf 
QDHUDHSWH�GRRU�¶W�SHQVHHO���,Q�EH]RHN��.LQGHUEHG��%DOV��&RQFHUWV�HQ�LQ�IHHVWHQ���=RR�DGHO�HQ�IUDLM-volk 
verzaemen blij  van geesten./ Hij  kleedzels aerdig gaf met stricken, kraeg en kant,/ den Mans en vrouw 
JHVODJW���DO�QD�GH�QLHXZVWHQ�WUDQW��>«@��=RQGHU�GDW�LQ�GH�OHYHQVEHVFKULMYLQJHQ�ZRUG��JHZDJ�JHPDHNW�
van dezen Janssens, bij genaemd den a-la-mode schilder,/ welken onze oudste konstkundige getuijgen 
niet te kennen, als door dien naem, en door zijn ZHUNHQ�¶��$QWZHUS��)HOL[DUFKLHI��3.������-DFREXV�YDQ�
der Sanden, Oud Konst-Tooneel van Antwerpen [1771], unpublished, part 2. For an entire transscription 
RI�9DQ�GHU�6DQGHQ¶V�GLVFXVVLRQ�RI�WKLV�DUWLVW��VHH�FKDSWHU���LQ�WKLV�GLVVHUWDWLRQ� 
1290 The collaboration of Janssens with architecture painters is repeatedly added in general art-historical 
overviews, see, amongst others: Legrand 1963, p. 94-95; Wilenski 1960, vol. 1, p. 582; Jacques Foucart, 
catalogue note in Le siècle de Rubens, exh.cat., Paris, Grand Palais, Paris, 1977, p. 100. However, in 
JHQHUDO��QR�DUFKLYDO�HYLGHQFH�LV�XVHG�LQ�RUGHU�WR�YHULI\�WKLV��([HPSODU\�LV�WKH�QRWLRQ�RI�-DQVVHQV¶�VR-
called collaboration with Bartholomeus van Bassen, though absolutely no reason for this assumption 
can be presented: Achim Riether, Die sichtbare Welt. Niederländische Bilder des 16. und 17. 
Jahrhunderts. Sammlung Christoph Müller Tübingen, exh.cat., Ulm, Ulmer Museum, Tübingen/ Berlin, 
1996, p. 164. For more on collaboration, see also chapter 3 of this dissertation.  
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-DQVVHQV�� KH� VWDWHV� WKDW� KLV� NQRZOHGJH� RQ� -DQVVHQV¶� ELRJUDSK\� ZDV� OLPLWHG�� DQG� KH�

makes some assumptions that cannot be verif ied (namely, that his first name must be 

Jacobus or Franciscus, or that he had been a pupil of Gonzales Coques). Van der Sanden 

rightly adds that no previous artist biographer had paid any attention to this Janssens, a 

forgotten talented painter of fashion, dress, fabrics and all kinds of accessories. Thanks 

WR�9DQ�GHU�6DQGHQ¶V�H[WHQVLYH�GHVFULSWLRQ�RI�WKH�WRSLFV�UHSUHVHQWHG�LQ�WKH�RHXYUH�RI�WKLV�

µXQNQRZQ¶�-DQVVHQV��GDQFLQJ�VFHQHV��JDWKHULQJV��EDOOV��ELUWKV��HWF���� WKH� µj� OD�PRGH¶-

painter can be identified as the Antwerp genre painter Hiëronymus Janssens (1624-

1693).1291 Other scholars have noticed the attention Janssens paid to the depiction of 

dress, though they never investigated this aspect in-GHSWK��$V�%DQNV�SXW�LW��µ-DQVVHQV�LV�

far more concerned with exaggerated refinements of dress than the passions of the 

KHDUW¶�1292 Thus, in the eighteenth century, the age in which elegant genre painting was 

mostly connected to the French rococo fêtes galantes by Antoine Watteau, or Nicolaas 

/DQFUHW��-DQVVHQV¶�RHXYUH��RQH�RI�:DWWHDX¶V�LPPHGLDWH�VRXUFHV��ZDV�VWLOO�NQRZQ�DQd 

valued for its depiction of fashion and dress. It is generally acknowledged in literature 

that Hiëronymus Janssens and the other Northern and Southern Netherlandish, 

                                                      
1291 Christiaan Kramm and Theodoor van Lerius have been the first, and so far only authors to identify 
9DQ�GHU�6DQGHQ¶V� µ-DQVVHQV� WKH�j� OD�PRGH�SDLQWHU¶�DV�+LsURQ\PXV�-DQVVHQV��&KULVWLDDQ�.UDPP��De 
levens en werken der Hollandsche en Vlaamsche Kunstschilders, Beeldhouwers, Graveurs en 
Bouwmeesters, van den vroegsten tot op onzen tijd, aanhangsel A-Z, Amsterdam, 1864, p. 89; 
&RPPHQWDU\�DIWHU�WKH�DUWLFOH�E\�-�-��*XLIIUH\��µ8Q�PDvWUH�IODPDQG�LQFRQQX��+HQUL�-DQVVHQV¶��Journal 
des Beaux-Arts et de la Littérature, 7, 15-16 (1865), p. 122. See also the comments by Theodoor van 
Lerius after this text, who - inspired by Pierre Antoine Verlinde - FRQVLGHUV�9DQ�GHU�6DQGHQ¶V�Peintre 
à la mode was a pupil of Van der Lamen (p. 123). In these texts, the collaboration with Ghering and 
Van Ehrenberg and the two nicknames are also mentioned (cf. chapter 1 and 2). In general overviews 
-DQVVHQV¶�QLFNQDPH�µWKH�j-la-PRGH�SDLQWHU¶�LV�VRPHWLPHV�DGGHG��EXW�ZLWKRXW�PHQWLRQLQJ�WKHVH�VRXUFHV��
see for example: Adolphe Siret, Dictionnaire historique des peintres de toutes les écoles depuis 
O¶RULJLQH�GH�OD�SHLQWXUH�MXVTX¶D�QRV�MRXUV��VHFRQG�UHYLHZHG�HGLWLRQ, Paris, 1866, p. 1056; Achim Riether, 
Die sichtbare Welt: niederländische Bilder des 16. Und 17. Jahrhunderts : Sammlung Christoph 
Müller, exh.cat., Ulm, Ulmer Museum, Tübingen/ Berlin, 1996, p. 164; Alfred von Wurzbach, 
Niederländisches Künstler-Lexicon, vol. 1, Amsterdam, 1963, p. 750. Wilenski 1960, vol. 1, p. 582: 
:LOHQVNL�VHHPV�WR�VXJJHVW�WKDW�ERWK�RI�-DQVVHQV¶�QLFNQDPHV��µ/H�'DQVHXU¶�DQG�µ3HLQWUH�j�OD�PRGH¶��
originated in the seventeenth-century, though no seventeenth-FHQWXU\�XVH�RI�WKH�QLFNQDPH�µSHLQWUH�j�OD�
PRGH¶�LV�IRXQG�� 
1292 Oliver T. Banks, Watteau and the North. Studies in the Dutch and Flemish Baroque Influence on 
French Rococo Painting, New York ± London, 1977, p. 210. Hiëronymus Janssens is described as a 
peintre of fashion and elegant manners in �� $QRQ\PRXV�� µ'HX[� RHXYUHV� FDSLWDOV� GH� +LHURQ\PXV�
-DQVVHQV�OH�'DQVHXU�SHLQWUH�GH�OD�PRGH�HW�GH�O¶pOpJDQFH�DX�;9,,H�VLqFOH¶��Les Beaux-Arts (22 May 1959, 
Brussels). 
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seventeenth-century painters of elegant or merry company paintings, were the 

predecessors of the eighteenth-FHQWXU\�µIrWH�JDODQWHV¶��FI��FKDSWHU����1293  

The remaining seventeenth-FHQWXU\�DUFKLYDO�GRFXPHQWV�RQ�-DQVVHQV¶�OLIH�GR�QRW�UHIHU�LQ�

DQ\�ZD\�WR�-DQVVHQV¶�DVFULEHG�VSHFLDOL]DWLRQ�DV�D�µIDVKLRQ�SDLQWHU¶��-DQVVHQV�ZDV�QRW�WKH�

only seventeenth-century Flemish painter who was praised for his depiction of dress in 

the eighteenth century. In 1776, the author (M.P.D.L.F) of Extrait des Différens 

Ouvrages publiés sur la vie des peintres (vol. 2, Paris, 1776) stresses that the figures in 

the oeuvre of the  Brussels artist François Duchatel (1625 or 1616 ± 1679 or 1694)1294 

ZHUH�GUHVVHG�DFFRUGLQJ�WR�WKH�IDVKLRQV�RI�WKH�WLPH��µ6HV�ILJXUHV�KDELOOpHV�j�OD�PRGH�GX�

WHPV¶���$FFRUGLQJ�WR�WKH�DXWKRU��'XFKDWHO�FKDQJHG�KLV�VXEMHFWV�RYHU�WLPH��HYROYLQJ�IURP�

low-lif e VFHQHV�WRZDUGV�µVHV�WDEOHDX[�GDQV�OD�PHLOOHXUH�FRPSDJQLH��	�QH�ILW�SOXV�TXH�

des assem-EOpHV��GHV�EDOV��	�GHV�SRUWUDLWV�GH�IDPLOOH¶�1295 His oeuvre thus evolved into 

paintings with subjects similar to those by Janssens.1296 'XFKDWHO¶V�LQWHUHVW�DQG�H\H�IRU�

the depiction of fashion and dress is clear in his painting Gentlemen on a Horse and 

with a Chariot in Front of a Monumental Porch (Paris, Musée du Louvre, FIG. 82).  

In the painters register written by the Amsterdam physician Jan Sysmus between c. 1669 

and 16781297 a reference to the genre painter Janssens is added: 1298 µ-DQVHQ��%UDEDQGHU��

                                                      
1293 $�VDPSOH�RI�OLWHUDWXUH�RQ�WKLV�PDWWHU��8O\VVH�0RXVVDOL��µ/HV�VRXUFHV�IODPDQGHV�GH�$��:DWWHDX¶��
%HOJLVFK�7LMGVFKULIW�YRRU�RXGKHLGNXQGH�HQ�NXQVWJHVFKLHGHQLV��5HYXH�EHOJH�G¶DUFKpRORJLH�HW�G¶KLVWRLUH�

GH� O¶DUW, XXIV, 1-2 (1955), pp.77-79; Mary Tavener Holmes, Nicolas Lancret. Dance before a 
Fountain, Los Angeles, 2006, pp. 13-����)�-�%��:DWVRQ�� µ1HZ�/LJKW�RQ�:DWWHDX¶V� µ/HV�3ODLVLUV� GX�
%DO¶¶�� The Burl ington Magazine, 95, 604 (July 1953), p. 241; Banks 1977, pp. 211-212, passim; 
GuilODXPH�*ORULHX[��µ:DWWHDX�HW�OH�1RUG¶��LQ��3DWULFN�5DPDGH��0DUWLQ�(LGHOEHUJ��%DUEDUD�$QGHUPDQ�
a.o., Watteau et la fête galante, exh.cat., Valenciennes, Musée des Beaux-Arts, Paris, 2004, p. 49; Mary 
Vidal, :DWWHDX¶V�3DLQWHG�&RQYHUVDWLRQV, New Haven/ London, 1992, pp. 65-72.  
1294 Wilenski 1960, p. 546; Legrand 1963, p. 103 (date biography is according to Legrand 1616-1694). 
Regarding this painter, see: Katrien Ghysebrecht, )UDQFRLV�'XFKDVWHO�����������µVFKLOGHU�YDQ�%UXVVHO�
die ten deele fijn VFKLOGHUFRQVW�X\WEHHOGW¶��(HQ�PRQRJUDILVFKH�EHQDGHULQJ, unpublished li centiate thesis, 
KU Leuven, 1999.   
1295 Extrait des Différens Ouvrages publiés sur la vie des peintres, par M.P.D.L.F, vol. 2, Paris, 1776, 
p. 263. 
1296 'XFKDWHO¶V� SDLQWLQJV� ZHUH� DOVR� FRQVLGHUHG� µFRQYHUVDWLH¶� SDLQWLQJV� �FKDSWHU� ���� &RUQHOLV� GH� %LH�
discussed how Gilli s van Tilborgh painted conversation pieces which were also similar to those by 
Duchatel: Cornelis de Bie, Het Gulden Cabinet vande edel vry schilder const inhoudende den lof vande 
vermarste schilders, architecten, beldthowers ende plaetsnyders van dese eeuw, Lier, 1661, p. 399. 
1297 $��%UHGLXV��µ+HW�VFKLOGHUVUHJLVWHU�YDQ�-DQ�6\VPXV��6WDGV�'RFWRU�YDQ�$PVWHUGDP¶��Oud Holland, 8, 
1 (1890), pp. 1-2. 
1298 Bredius 1890, p.13 (Bredius also identifies the reference as one to Hiëronymus Janssens). See also: 
$OEHUW� %ODQNHUW�� µ9HUPHHUV� µPRGHUQH¶� RQGHUZHUSHQ¶�� LQ�� $UWKXU� .�� :KHHORFN� -U�� �HG���� Johannes 
Vermeer, exh. cat., The Hague, Mauritshuis/ Washington, National Gallery of Art, Zwolle, 1995, p. 32. 
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PR\��LQ�]DOHWMHV�YRO�MRIIHUWMHV�HQ�MRQNHUWMHV��IORUHHUGH�����¶� 1299 (cf. chapter I and II). 

7KH� WHUP� µMRIIHUWMHV� HQ� MRQNHUWMHV¶� LQGLFDWHV� WKDW� OLWWOH� IDVKLRQDEOH� \RXQJVWHUV� ZHUH�

depicted.1300 This terminology was used to indicate thar the aristocratic youth (or the 

bourgeoisie with aristocratic aspirations) was depicted.1301  

$V�µ-DQVVHQV¶�ZDV�D�YHU\�FRPPRQ��ODVW�QDPH��FI��FKDSWHU�����LW�LV�UDWKHU�KDUG�WR�ILQG�

paintings in inventories that can be attributed to Hiëronymus Janssens with absolute 

certainty. As I have discussed in chapter 2, no painting by Janssens is explicitly 

GHVFULEHG�DV�µFRQYHUVDWLH�à la mode¶��*LYHQ�-DQVVHQV¶�RHXYUH��ZH�PD\�DVVXPH�WKDW�WKH�

µFRQYHUVDWLHV¶� DQG� µEDOOHW¶� E\� -Dnssens are, nevertheless, depictions of high-lif e 

OHLVXUHO\� DFWLYLWLHV�� µ&RQYHUVDWLH¶� DIWHU� DOO� PHDQW� LQ� WKH� VHYHQWHHQWK� FHQWXU\� µVRFLDO�

LQWHUFRXUVH��D� FLUFOH�RI�DFTXDLQWDQFH�� VRFLHW\��RU�FRPSDQ\¶� >«@� µ,W� EUHDWKHG�FLYLOLW\��

gentility, and politeness, and iWV� UXOHV� ZHUH� LPLWDWHG� DOO� RYHU� (XURSH¶�1302 The term 

Conversatie à la mode LV�PRVWO\�NQRZQ�DV�WKH�WLWOH�RI�3HWHU�3DXO�5XEHQV¶�ZHOO-known 

Conversatie à la mode (c. 1630-1635, Madrid, Prado, FIG. 75),1303 but was in fact a 

term to describe the genre of paintings depicting elegant companies at leisure in general. 

Moreover, it is known that paintings by Christoffel Jacobsz Van der Lamen (described 

by Cornelis de Bie as a conversation-painter par excellence) were also entitled 

µFRQYHUVDWLHV¶��j�OD�PRGH��RU�µD�OD�PRGH VWXFNHQ¶��VHH�FKDSWHU����1304 7KH�DGGLWLRQ�RI�µj�

OD�PRGH¶��ZKLFK�ZDV�DOVR�XVHG�WR�GHVFULEH�-DQVVHQV�LQ�WKH�HLJKWHHQWK�FHQWXU\��LQGLFDWH�

that the paintings depict the latest fashionable garments, etiquette and attitudes.1305   

                                                      
1299 Bredius 1890, p. 13; Blankert 1995, p. 32.  
1300 Blankert 1995, p. 33, p. 43; Cornelis de Bie describes the figures in Christoffel Jacobsz Van der 
/DPHQ¶V�SDLQWLQJV��DV�µPDOOH�MRQFNHUV¶��DQG�µ-RIIHUV¶�RU�µ-RXIYURXZHQ¶���LGHP��S������'H�%LH�������S��
159. 
1301 Kolfin 1999, p. 155;   
http://gtb.inl.nl/iWDB/search?actie=article&wdb=WNT&id=M028960&lemmodern=jonker WNT 
(access 14 May 2015). The information also adds that sometimes the word was also used for a non-
aristocrat, and the use of the diminutive may indicate sarcasm. Blankert, however, also noted the 
possible interpretation of the term as a reference to young members of the wealthy bourgeois. He 
considers that the diminutive refers to the small size of the figures: Blankert 1995, pp. 32-33, p. 43 (note 
10). 
1302 Elise Goodman, Rubens. The Garden of Love as Conversatie à la mode, Amsterdam/ Philapdelphia, 
1992, p. 7. 
1303 Goodman 1992. 
1304 See, among others, Goodman 1992, p. 8,  pp. 13-16, passim; Legrand 1963, p. 84 (Van der Lamen 
DV�WKH�µFRQYHUVDWLH-VFKLOGHU¶��VHH�DOVR�'H�%LH�������S������� 
1305 Lydia De Pauw-De Veen, 'H�EHJULSSHQ�µVFKLOGHU¶��µVFKLOGHULM¶�HQ�µVFKLOGHUHQ¶�LQ�GH�]HYHQWLHQGH�
eeuw, Brussels, 1969, p. 173; Goodman 1992, p. 7, passim. 
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In this chapter I will discuss in more detail the depiction of fashion in the paintings by 

Hiëronymus Janssens. In scholarly literature, it is often mentioned that the genre of 

Southern Netherlandish elegant company paintings reflect the seventeenth-century 

latest fashion styles.1306 In his discussion of paintings by Hiëronymus Janssens, 

Gonzales Coques and Karel Emmanuel Biset (though probably not all genre paintings) 

whose paintings were wrongly attributed to Gerard ter Borch, Hofstede de Groot 

DFNQRZOHGJHG� WKH� W\SLFDO� µ)OHPLVK¶� FKDUDFWHU� RI the paintings, and their careful 

attention to the depiction of accessories and dress.1307 Despite these suggestions, 

thorough iconographical research on the representation of fashion in these Southern-

Netherlandish genre paintings (elite scenes) has never been the subject of in depth 

study. The focus has always been on Northern Netherlandish works of art.1308  

The merry company scenes by Dirck Hals and Willem Buytewech, for example, were 

JLYHQ�WKH�DGMHFWLYH�µPRGHUQ¶��,Q�WKH�ORWWHU\�RUJDQL]HG�E\�+DOV�LQ�������+DOs described 

the figures in his own paintings as such. The figures in his paintings are always dressed 

DFFRUGLQJ�WR�WKH�ODWHVW�IDVKLRQ�VW\OHV��DQG�+DOV¶�LQWHUHVW�LQ�IDVKLRQ�LV�LOOXVWUDWHG�E\�KLV�

                                                      
1306 Legrand 1963, p. 87, p. 94: Legrand stresses that Janssens was mostly interested in depicting 
garments, as Banks adds as well (cf. before); Hans Vlieghe, Flemish Art and Architecture 1585-1700, 
New Haven/ London, 1998, pp. 150-�����0RXVVDLOOL�������S������/RXLV�GH�&DXOHU\¶V�ILJXUHV�FDQ�DOVR�
EH� LGHQWLILHG� DV� µQREOHVVH� j� OD� PRGH¶��0DUWLQ� (LGHOEHUJ� FDWDORJXH� QRWH� LQ : Eidelberg, Anderman, 
Glorieux a.o. 2004, p. 110.  
1307 G. Hofstede de Groot, A Catalogue Raisonné of the works of the Most Eminent Dutch Painters of 
the Seventeenth Century Based on the Work of John Smith, vol. 5, translated and edited by Edward G. 
Hawke, London, 1913, p. 5. 
1308 5R]HPDULMQ�+RHNVWUD��µ,PDJHV�RI�'UHVV�LQ�WKH Golden Age of Dutch Painting. A Methodology of 
5HVHDUFK�LQWR�:RPHQ¶V�&RVWXPH�LQ�WKH�1HWKHUODQGV�RI�WKH�6HYHQWHHQWK�&HQWXU\¶��Costume, 33 (1999), 
pp. 36-����,UHQH�*URHQHZHJ��µ&RXUW�DQG�&LW\��'UHVV�LQ�WKH�$JH�RI�)UHGHULN�+HQGULN�DQG�$PDOLD¶��LQ��
Marika Keblusek and Jori Zijl mans (eds.), Princely Display. The Court of Frederik Hendrik of Orange 
and Amalia van Solms, exh.cat., The Hague, Historical Museum, Zwolle, 1997, pp. 201-232; Linda 
Stone-Ferrier, Images of Textiles: The Weave of Seventeenth-Century Dutch Art and Society, Ann 
$UERU��0,���������FKDSWHU�RQ�µILMQVFKLOGHUV�D�OD�PRGH¶���%ODQNHUW�������SS����-45; Marieke de Winkel, 
µ0RGH��PRPPHULM�	�PDVNHUDGH�� )HHVWNOHGLQJ� LQ� GH�*RXGHQ�(HXZ¶�� LQ��$QQD�7XPPHUV� �HGV����De 
Gouden Eeuw viert feest, exh.cat., Haarlem, Frans Halsmuseum, Rotterdam, 2011, pp. 40-49; Marieke 
GH�:LQNHO��µ7KH�,QWHUSUHWDWLRQ�RI�'UHVV�LQ�9HUPHHU¶V�3DLQWLQJV¶��LQ��,YDQ�*DVNHOO�DQG�0LFKLHO�-RQNHU��
Vermeer Studies, New Haven/ London, 1998, pp. 327-�����%LDQFD�GX�0RUWLHU��µ&RVWumes in Gabriel 
0HWVX¶V� 3DLQWLQJV��0RGH� DQG�0DQQHUV� LQ� WKH�0LG-6HYHQWHHQWK� &HQWXU\¶�� LQ��$GULDDQ� (��:DLERHU��
Gabriel Metsu, exh.cat., Dublin, National Gallery of Ireland/ Amsterdam, Rij ksmuseum/ Washington, 
National Gallery of Art, New Haven/ London, 2010, pp. 127-�����$OLVRQ�0F1HLO�.HWWHULQJ��µ*HUDUG�
WHU�%RUFK�HQ�GH�PRGHUQH�YRUP¶��LQ��$UWKXU�.��:KHHORFN�-U���Gerard ter Borch, exh.cat., Washington, 
National Gallery of Art/ Detroit, Detroit Institute of Arts, Zwolle, 2004, p. 20, p. 24: In the merry 
company paintings from the North, the figures are dressed in fashionable and recognisable dresses. 
0F.HWWHULQJ�FRQVLGHUV�VXFK�VFHQHV�DV�µPRGHUQ¶�SDLQWLQJV�LQ�WKH�VHYHQWHHQWK�FHQWXU\��VHH�IXUWKHU�LQ�WKLV�
text).  
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VHULHV�RI�SULQWV�UHIOHFWLQJ�(XURSHDQ�FRVWXPHV��µ0RGHUQ¶�SDLQWLngs, therefore, were the 

elegant company paintings with figures in contemporary fashion styles:1309 µLW�>modern] 

was more and more used to designate a particular kind of modern painter, one who 

specialized in scenes with contemporary figures, that is, with contemporary 

IDVKLRQV¶�1310 Scholars have argued that Northern Netherlandish merry company 

SDLQWHUV��IRFXVLQJ�RQ�WKH�ILUVW�KDOI�RI�WKH�VHYHQWHHQWK�FHQWXU\��DQG�WKH�µILMQVFKLOGHUV¶�

(second half of the seventeenth century) always depicted their wealthy youngsters in 

garments and dresses when these were highly fashionable. Painters of these scenes were 

thus aware of the latests fashion styles.1311 Kolf in has argued that the updating of fashion 

styles in these genre scenes was a typical feature.1312 

7KH�LGHD�RI�µPRGHUQ¶�Sainting was described by Gerard de Lairesse in 1707. Painters of 

µPRGHUQ¶�VFHQHV�GHSLFWHG�VFHQHV�RI�ILJXUHV�LQ�FRQWHPSRUDU\�GUHVVHV�DQG�VXUURXQGLQJV��

2EYLRXVO\��DV�D�FODVVLFLVW��'H�/DLUHVVH�PRVWO\�DSSURYHG�RI�GHSLFWLRQV�RI�WKH�µDQWLTXH¶��

DV�µPRGHUQ¶�LPDJHV easily become old-fashioned and thus too ephemeral (the problem 

RI�WHPSRUDOLW\���(YHQ�WKRXJK�'H�/DLUHVVH�PRVWO\�FRQGHPQHG�µPRGHUQ¶�VFHQHV�VXFK�DV�

                                                      
 1309 Wayne Franits, Dutch Seventeenth-Century Genre Painting, New Haven and London, 2004, p. 2; 
/LVD�9HUJDUD��µ$QWLHN�DQG�0RGHUQ�LQ�9HUPHHU¶V�/DG\�:ULWLQJ�D�/HWWHU�ZLWK�+HU�0DLG¶��LQ��,YDQ�*DVNHOO�
and Michiel Jonker (eds.), Vermeer studies, New Haven, 1998, p. 245; McNeil  Kettering 2004, pp. 20-
����'LUFN�+DOV¶ SDLQWLQJV�GHSLFW�WKH�ODWHVW�IDVKLRQV�LQ�GUHVV��DQG�ZHUH�FDOOHG�µPRGHUQ¶��$QQD�7XPPHUV�
FDWDORJXH�QRWH�LQ��7XPPHUV�������S������7KH�µMRQNHUWMHV¶�DQG�µMXIIHUWMHV¶��WKH�ILJXUHV�E\�9DQ�GHU�/DPHQ�
and Janssens were also described as such, cf. infra) in the merry company paintings by, for example, 
Dirck Hals, Willem Duyster and Pieter Codde, also display the elitarian young in their latest fashionable 
and expensive dresses: Blankert 1995, p. 33. Arie Wallert stresses the depiction of large silk dresses 
worn by the amorous men and women in the merry company scenes from the first half of the seventeenth 
FHQWXU\��$ULH�:DOOHUW��µ+HW�ZRQGHUOLMNH�VDWLMQ�YDQ�*HUDUG�WHU�%RUFK¶��LQ��:KHHORFN�-U��������S������+DOV¶�
colleague Will em Buytewech (a painter of elegant company sceQHV�DV�ZHOO��DOVR�PDGH�VRPH�µFRVWXPH�
SULQWV¶� DV� ZHOO�� %�/�'�� ,KOH�� µ'H� ³(GHOOLHGHQ´� YDQ� :LOOHP� %X\WHZHFK� HQ� DQGHUH� 1HGHUODQGVH�
FRVWXXPUHHNVHQ¶�� Boymans bijdragen Opstellen van medewerkers en oud-medewerkers van het 
Museum Boymans-van Beuningen voor J.C. Ebbinge Wubben, Rotterdam, 1978, pp. 51-58.  
1310 Nanette Salomon, Shifting Priorities. Gender and Genre in Seventeenth-Century Dutch Painting, 
6WDQIRUG�&DOLIRUQLD��������S������DOVR�D�UHIHUHQFH�WR�'LUFN�+DOV¶�µPRGHUQ¶�SDLQWLQJ��SS����-67). 
1311 Tummers 2011, p. 73, p. 86 (catalogue note); the figures als show they knew the fashionable dances 
and elegant etiquette (p. 73) (cf. chapter 5 on dance and the article by Mickaël Bouffard-Veilleux and 
Herman Roodenburg in the above mentioned exhibition catalogue); Roberts 2012, p. 63; Kolfin 2005, 
S�������$OEHUW�%ODQNHUW�� µ:KDW� LV�'XWFK�6HYHQWHHQWK�&HQWXU\�*HQUH�3DLQWLQJ"�$�'HILQLWLRQ�DQG� LWV�
/LPLWDWLRQV¶��LQ��+HQQLQJ�%RFN�DQG�7KRPDV�:��*DHKWJHQV��HGV����Holländische Genremalerei im 17. 
Jahrhundert Symposium Berl in 1984, Berlin, 1987, p. 26. Stone-Ferrier suggests that the depiction of 
fashion, dress and accessories was one of the main goals of these Northern Netherlandish genre painters 
�µILMQVFKLOGHUV¶�� IURP� WKH� VHFRQG� KDOI� RI� WKH� VHYHQWHHQWK� FHQWXU\�� 6WRQH-Ferrier 1985 (chapter 
µFijnschilders¶�3DLQWLQJV�j�OD�0RGH¶���S������ 
1312 Kolfin 2005, p. 116. 
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peasant genre paintings, he nevertheless acknowledged the opportunity to display the 

emotions/ passions in a modern bourgeois and civil scene ± such modern painters were 

Van Mieris and Gabriel Metsu (cf. infra).1313 ,Q�WKH�µHOHJDQW�PRGHUQ�IRUP¶�RI�JHQUH�RU�

µPRGHUQ¶� SDLQWLQJV�� XUEDQ� FLWL]HQV� DUH� GHSLFWHG� LQ� IDVKLRQDEOH� GUHVV�� WKRXJK� LQ�

combination with modest and correct behaviour. McKettering argues that it is the 

elegant modern form that a genre painter such as Gerard ter Borch had made his own. 

%ODQNHUW� DOVR� GHVFULEHV� 'H� /DLUHVVH¶V� WKHRU\� RQ� DQWLTXH� DQG� PRGHUQ� LQ� RUGHU� WR�

XQGHUVWDQG�-RDQQHV�9HUPHHU¶V�µPRGHUQ¶�VXEMHct choices.1314 Blankert suggested that the 

µMRQNHUWMHV�DQG�MRIIHUWMHV¶�WKH�HDUOLHU�PHQWLRQHG�-DQ�6\VPXV�XVHG�WR�GHVFULEH�-DQVVHQV¶�

SDLQWLQJV�� EXW� DOVR� RWKHU� SDLQWHUV� RI� µFRQYHUVDWLRQ� VFHQHV¶� PHDQW� WKH� VDPH� DV� 'H�

/DLUHVVH¶V� LGHD�RI� µPRGHUQ¶��7KRXJK�%ODQNHUW�Eriefly mentions the Flemish painters 

Van der Lamen and Janssens,1315 mostly, the Southern Netherlandish counterparts of 

these Northern Netherlandish merry company painters are absent in these discussions 

on modern paintings, genre scenes and dress. However, the figures described as 

µMRQNHUV¶� DQG� µMXIIHUWMHV¶�ZRXOG� KDYH� EHHQ� FRQVLGHUHG� GHSLFWLRQV� RI� WKH� DULVWRFUDF\��

From this point of view, these figures do not necessarily match with the bourgeois 

scenes described by Gerard de Lairesse. 

Not only the depiction of fashion in Southern Netherlandish sources has been neglected. 

Since scholars of historical costume were mostly interested in French, German, Italian, 

Scandinavian, English, and Northern Netherlandish histories of fashion,1316 the history 

                                                      
1313 %ODQNHUW�������/LVD�9HUJDUD��µ$QWLHN�DQG�0RGHUQ�LQ�9HUPHHU¶V�/DG\�:ULWLQJ�D�/HWWHU�ZLWK�KHU�
0DLG¶��LQ��,YDQ�*DVNHOO�DQG�0LFKLHO�-RQNHU��HGV����Vermeer studies, New Haven, 1998,  pp. 245-249; 
De Pauw-De Veen 1969, p. 173-174; McNeil  Kettering 2004, pp. 20-22; &ODXV�.HPPHU��µ,Q�VHDUFK�RI�
FODVVLFDO�IRUP��*HUDUG�GH�/DLUHVVH¶V�*URRW�VFKLOGHUERHN�DQG�VHYHQWHHQWK-FHQWXU\�'XWFK�JHQUH�SDLQWLQJ¶��
Simiolus: Netherlandish Quarterly for the History of Art, 26, ½ (1998), pp. 87-115; Gerard De Lairesse, 
¶W�*URRW�6FKLOGHU-Boek, Amsterdam, 1707, pp. 167-204, passim (he also addresses the importance of a 
SDLQWHU¶V�NQRZOHGJH�RI�IDVKLRQ�DQG�GUHVV�� 
1314 McNeil  Kettering 2004, pp. 20- 22, p. 29; Blankert 1995, p. 31. See also Salomon 2004, p. 67; De 
Pauw-De Veen 1969, p. 173-174. +RXEUDNHQ�DOVR�XVHG�µPRGHUQ¶�LQ�RUGHU�WR�GHVFULEH�WKH�FRPSOH[�DQG�
reflecting surfaces of fabrics, and, in a broader view, the merry companies by Eglon van der Neer or 
the modern dresses in the paintings by Ter Borch: McNeil Kettering 2004, p. 27, p. 29, p. 194 (note 15).  
1315 Blankert 1995, pp. 32-33. 
1316 Examples are: Louise Godard de Donvill e, Signification de la Mode sous Louis XIII , Aix-en-
Provence 1978; Diana de Marly, Louis XIV & Versailles (Costume and Civili zation), London, 1987; 
Daniel Roche, The Culture of Clothing Dress and Fashion in the Ancien Regime, translation, 
Cambridge/ New York/ Melbourne/ Paris, 1996; Denis Bruna, La Mécanique des Dessous. Une histoire 
indiscète de la silhouette, exh.cat., Paris, Arts Décoratifs/ New York, Bard Graduate Center: Decorative 
Arts Design History, Material Culture, Paris, 2013; Kathryn Norberg and Sandra Rosenbaum (eds.), 
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of dress in the Southern Netherlands under Spanish rule has remained terra incognita 

for a long time.1317 Only a few costume scholars showed interest in Flemish 

paintings.1318 $QWKRQ\�YDQ�'\FN¶V�SDLQWLQJV�UHFHLYHG�PRVW�DWWHQWLRQ�E\� LQWHUQDWLRQDO�

scholars for his depiction of fabrics and dress. However, as is discussed by Gordenker 

DQG�PDQ\�RWKHU�DXWKRUV��WKH�LPDJHV�RI�IDEULFV�DQG�GUHVVHV�LQ�9DQ�'\FN¶V�SRUWUDLWV�DUH�

YHU\�RIWHQ�E\�QR�PHDQV�D�UHIHUHQFH�WR�DQ�H[LVWLQJ�JDUPHQW��EXW�GHSLFW� WKH� LGHD�RI�µD�

FDUHOHVV�URPDQFH¶�DQG�µWLPHOHVVQHVV¶�1319 In addition, attention has been devoted to the 

depiction of dress and fashionable accessories, hairstyles, and fabrics in the paintings 

                                                      
Fashion Prints in the Age of Louis XIV. Interpreting the Art of Elegance, Lubbock, Texas, 2014 (I am 
very grateful to Elizabeth McFadden (UC Berkeley) for pointing out the existence of this book to me); 
Aileen Ribeiro, Fashion and Fiction. Dress in Art and Literature in Stuart England, New Haven/ 
London, 2005; Anna Reynolds, In Fine Style. The Art of Tudor and Stuart Fashion, Royal Collection 
Trust, 2013; Johannes Pietsch and Karen Stolleis, Kölner Patrizier- und Bürgerkleidung des 17. 
Jahrhunderts. Die Kostuümsammlung Hüpsch im Hessischen Landesmuseum Darmstadt, Riggisberger 
Berichte 15, 2008;  Lena Rangström et al., Modelejon Manligt Mode 1500-tal 1600-tal 1700-tal, 
exh.cat., Stockholm, Livrustkammaren, Värnamo, 2002 (I have used the additional translation: Lena 
Rangström et al., Lions of Fashion. Male Fashion of the 16th, 17th, 18th centuries, exh.cat., Stockholm, 
7KH�5R\DO�$UPRXU\��9lUQDPR���������,UHQH�*URHQHZHJ��µ5HJHQWHQ�LQ�KHW�]ZDUW��YURRP�HQ�GHIWLJ"¶��
Nederlands Kunsthistorisch Jaarboek, 56 (1995), pp. 198-�����5R]HPDULMQ�+RHNVWUD��µ,PDJHV�RI�'UHVV�
in the GoldHQ�$JH� RI�'XWFK� 3DLQWLQJ��$�0HWKRGRORJ\� RI�5HVHDUFK� LQWR�:RPHQ¶V�&RVWXPH� LQ� WKH�
1HWKHUODQGV� RI� WKH� 6HYHQWHHQWK� &HQWXU\¶��Costume, 33, 1 (1999), pp. 36-45; Marieke De Winkel, 
)DVKLRQ�DQG�)DQF\��'UHVV�DQG�0HDQLQJ�LQ�5HPEUDQGW¶V�3DLQWLQJV� Amsterdam, 2006. Evelyn Welch, 
Shopping in the Renaissance: Consumer Cultures in Italy, 1400-1600, New Haven, 2009; Eugenia 
Paulicelli  (ed.), Wri ting Fashion in Early Modern Italy. From Sprezzatura to Satire, Farnham, 2014; 
Tove Engelhardt Mathiassen, Marie-Louise Nosch, Maj Ringgaard, Kirsten Toftegaard and Mikkel 
Venborh Pedersen (eds.), Fashionable Encounters. Perspectives and Trends in Textile and Dress in the 
Early Modern Nordic World, Oxford, 2014.  
1317 A unique exception was the exhibition 'H�0RGH� LQ�5XEHQV¶�7LMG, exh.cat., Deurne, Provinciaal 
Museum Sterckshof, Schoten, 1977.  
1318 Marie Risselin-6WHHQHEUXJJHQ��µ/D�'HQWHOOH�GDQV�OHV�3D\V-%DV�0HULGLRQDX[�G¶DSUqV�OHV�3RUWUDLWV�
GDWpV��ILQ�;9,H�6LqFOH��������¶��LQ : $FWHV�GX�,HU�&RQJUqV�,QWHUQDWLRQDO�G¶+LVWRLUH�GX�&RVWXPH, Centro 
Internazionale delle Arte e del Costume, organized in Venice, 1952, pp. 137-150; Marij ke Detremmerie, 
Het burgerlij k kostuum te Antwerpen en meer in het bijzonder van 1699 tot 1660��XQSXEOLVKHG�PDVWHU¶V�
thesis UGent, 1974. Frieda Sorber is one of the only researchers focusing on the history of fashion in 
seventeenth-century Antwerp by discussing archival sources, visual sources and existing garments or 
IDEULFV��VHH�IRU�H[DPSOH��)ULHGD�6RUEHU��µ.OHGLM�LQ�$QWZHUSVH�DUFKLHYHQ�XLW�GH�]HYHQWLHQGH�HHXZ¶��LQ��
Antwerpen in de XVIIde eeuw, Antwerp, 1989, pp. 451-484. Sarah Lefevre also addresses Antwerp 
fashion in the archives in: Sarah Lefevere, De boedelinventaris op de letter en tussen de regels: Kleding 
in Antwerpen van 1600 tot 1640�� XQSXEOLVKHG� PDVWHU¶V� WKHVLV� �VXSHUYLVHG� E\� .DWOLMQH� 9DQ� GHU�
Stighelen), KU Leuven 2003.  
1319 ,UHQH� *URHQHZHJ�� µ3RUWUHWNRVWXXPV�� .DQWWHNHQLQJHQ� ELM� HHQ� ��GH-eeuws Nederlands 
YURXZHQSRUWUHW� LQ�µDQWLTXH�NOHHGLQJ¶¶��Kostuum (1997), pp. 5-23; Emili e E.S. Gordenker, Van Dyck 
and the Representation of Dress in Seventeenth-Century Portraiture, Pictura Nova Studies in 16th- and 
17th-Century Flemish Painting and Drawing, Hans Vlieghe and Katlij ne Van der Stighelen (eds.), 
7XUQKRXW�� ������ SDVVLP��0DULHNH� GH�:LQNHO�� µ'HU�.�QVWOHU� DOV� &RXWXULHU�� 'DV� ��3RUWUlWLHUHQ¶¶� YRQ�
.OHLGXQJ� LP� *ROGHQHQ� =HLWDOWHU¶�� LQ�� 5XGL� (NNDUW� DQG� 4XHQWLQ� %XYHORW�� Holländers im Porträt. 
Meisterwerke von Rembrandt bis Frans Hals, exh.cat., The Hague, Koninklij k Kabinet van Schilderijen 
Mauritshuis/ London, National Gallery, Stuttgart, 2007, p. 73. 
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by Peter Paul Rubens.1320 Recently, a growing interest in the history of early modern 

fashion in the Low Countries (both the Southern and the Northern Netherlands) is 

evidenced by the appearance of the volume Netherlandish Fashion in the Seventeenth 

Century (edited by Johannes Pietsch and Anna Jolly, 2012),1321 and the organisation of 

the international symposium (Un)dressing Rubens. Fashion and Painting in 

Seventeenth-Century Antwerp organised in May 2014 in Antwerp. Historians mostly 

discussed dress and fashion in the early modern Southern Netherlands not from an art-

historical point of view, nor from the point of view of the history of fashion, but from a 

socio-economic view point, as it played an important role in the patterns of early modern 

urban consumption.1322 Apart from these unique examples, costume historians have not 

devoted much attention to the history of fashion in the early modern Southern 

Netherlands.1323 In addition, for the Southern Netherlands, and in particular the second 

                                                      
1320 Kristin Lohse Belkin, The Costume Book, Corpus Rubenianum Ludwig Burchard Part XXIV, 
Brussels, 1980; Corinne Thépaut-&DEDVVHW��µ/D�PRGH�GDQV�OHV�SRUWUDLWV�GH�5XEHQV¶��LQ��%ODLVH�'XFRV��
et al., /¶(XURSH�de Rubens, exh.cat., Lens, Musée du Louvre, Paris, 2013. Goodman has studied the 
LQIOXHQFH� RI� WKH� FXOWXUH� RI� IDVKLRQ� LQ� JHQUH�SDLQWLQJV�� EXW� RQO\� EHFDXVH� RI� KHU� LQWHUHVW� LQ�5XEHQV¶V�
conversatie-à-la-mode paintings. However useful, she did not study the general influence of fashion on 
other genre paintings in the seventeenth century: Elise Goodman, Rubens The Garden of Love as 
Conversatie à la mode, Amsterdam/ Philadelphia 1992. Most recently, Cordula van Wyhe paid close 
attention to the depiction of dress iQ�WKH�SDLQWLQJV�E\�5XEHQV�DV�ZHOO��&RUGXOD�YDQ�:\KH��µ'H�DPELWLHV�
van de kunstenaar en zij n vrouwen. ,GHQWLWHLW�HQ�NOHGLQJ� LQ�5XEHQV¶� IDPLOLHSRUWUHWWHQ¶�� LQ��%HQ�YDQ�
Beneden (ed.), Rubens privé. De meester portretteert zijn famili e, exh.cat., Antwerp, Rubenshuis, 
Brussels, 2015, pp. 98-121. 
1321 Johannes Pietsch and Anna Jolly (eds.), Netherlandish Fashion in the Seventeenth Century, Abegg-
Stiftung, Riggisberg, 2012. In this volume, Marguerite Coppens and Frieda Sorber discuss in-depth 
Southern Netherlandish eOHPHQWV�RI�IDVKLRQ��0DUJXHULWH�&RSSHQV��µ7KH�7UDGH�DQG�3URGXFWLRQ�RI�/DFH�
in the Southern Netherlands During the Seventeenth Century: New Data, in Particular on the Subject of 
%ODFN�/DFH¶�DQG�)ULHGD�6RUEHU�� µ&ORWKLQJ� LQ�$QWZHUS�$UFKLYHV�LQ� WKH�)LUVW�+DOI�Rf the Seventeenth 
&HQWXU\¶�� 
1322 Harald Deceulaer, Pluriforme patronen en een verschill ende snit. Sociaal-economische, 
institutionele en culturele transformaties in  Antwerpen, Brussel en Gent, ca. 1585 ± ca. 1800, 
Amsterdam, 2001; Ilj a Van Damme, Verleiden en Verkopen. Antwerpse kleinhandelaars en hun klanten 
in tijdens van crisis (ca. 1648-ca. 1748), Amsterdam, 2007; Veerle De Laet, Brussel binnenskamers. 
Kunst- en luxebezit in het spanningsveld tussen hof en stad, 1600-1735, Amsterdam, 2011. Earlier, 
Alfons Thijs had discussed the production of sil k in Antwerp as well:  Alfons Thij s, De zijdenijverheid 
te Antwerpen in de zeventiende eeuw, Brussels, 1969. About the production of dress and fashion see 
also: Levefere 2003, pp. 85-114. 
1323 This was also remarked oQ�E\��IRU�H[DPSOH��*RUGHQNHU�������S�����+DUDOG�'HFHXODHU��µ)DVKLRQ��
innovation and regional distribution. The clothing trades in Brussels, sixteenth-HLJKWHHQWK�FHQWXULHV¶��
in: Katlij ne Van der Stighelen, Leen Kelchtermans and Koenraad Brosens (eds.), Embracing Brussels. 
Art and Culture in the Court City, 1600-1800, Turnhout, 2013, p. 22; Lefevere 2003. 
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half of the seventeenth century, genre scenes and also portraits1324 have barely been 

adopted in the scholarly research to the history of early modern costume.  

This chapter consists, apart from the methodological section following this introduction, 

RI�WKUHH�PDLQ�SDUWV��)LUVWO\��DV�,�ZLOO�FRQQHFW�-DQVVHQV¶�GHSLFWLRQV�RI�GUHVV�WR�WKH�H[LVWLQJ�

socio-economical reality of fashion production in seventeenth-century Antwerp, a 

general cultural-historical survey on the history of fashion in the Southern Netherlands 

is given which will contribute to a better understanding of the images and the role of 

fashion and dress in seventeenth-century society. SeconGO\��-DQVVHQV¶�SRVLWLRQ�ZLWKLQ�

the world of early modern fashion will be discussed. I will shortly unravel his 

connection with the world of fashion, tailors and garments, indicating how he may have 

been able to get in touch with the latest fashion styles of the upper (middle) classes of 

VRFLHW\��7KLUGO\��LQ�WKH�DQDO\VLV�RI�WKH�GHSLFWLRQ�RI�GUHVV�LQ�-DQVVHQV¶�SDLQWLQJV��,�ZLOO�

establish, a) whether the depicted dress represents sartorial reality, and b) whether the 

dress in the paintings reflects the latest fashionable styles. I will use other paintings, 

portraits, genre scenes, prints, and existing garments as reference material. In addition, 

etiquette books, information from letters, diaries etc. also function as touchstones,1325 

and will be addressed as well.  

 

 

 

 

 

 

 

                                                      
1324 Portraits are of key importance in the study of the history of dress and costume. Fabrics, accessories, 
dress etc. all contribute to the construction of the identity reflected in a portrait. Moreover, the fabrics 
and garments very often cover the largest part of the surface of the portrait, and the painterly quality of 
these areas is very often of high quality. Dress played a much larger and even determining role in 
portraits, than many scholars have cared to admit in the past. For such views, see: Ribeiro 2005, p. 32; 
De Winkel 2007, p. 65. 
1325 Reynolds 2013, p. 28-29. (See the methodology mentioned above in this introduction) 
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2. Methodological Remarks: Dress and painting, Balancing on the Tight-Rope 

 

Due to the limited amount of early modern garments and fabrics preserved for us 

today,1326 visual sources ± next to literary1327 and archival documents ±1328, such as 

(fashion) prints, paintings and sculptures are highly necessary for the study of historical 

costume.1329 

                                                      
1326 For the Southern Netherlands, only fragments of fabrics, jewell ry and garments remained. They 
come from historical cesspits and litter, providing us with information from different classes of society: 
)ULHGD�6RUEHU��µ'H�PRGH�LQ�GH�WLMG�YDQ�1LFRODDV�5RFNR[¶��LQ��Frisschelyck gedost. Een verhaal over 
mode van de 16de tot halfweg de 17de eeuw, exh.cat., Antwerp Rockoxhuis, 2001, p. 11 (the limited 
amount of costumes in general preserved today was also mentioned in the foreword of the catalogue); 
Sorber 1989, p. 466. In her lecture during tKH�FRQIHUHQFH�µ�8Q�GUHVVLQJ�5XEHQV¶���-9 May 2014) at the 
Rubenianum (Antwerp), Sorber also discussed some examples of parts of garments, fabrics, and 
jewellery that were found in Antwerp excavations. Bert Watteeuw also addresses this problem in his 
discussion of dress in sixteenth-century portraits form the Southern Netherlands ± he considers the 
portraits and many other iconographical sources consequently of great importance for the study of the 
history of (sixteenth-century) costume in the Southern NetheUODQGV�� %HUW� :DWWHHXZ�� µµ*URRWHU�
RQJKHUHJKHOWKH\W�HQGH�RYHUGDHG�YDQ�FOHHGHUHQ¶�,HWV�RYHU�SRUWUHWWHQ�HQ�ZHHOGHZHWWHQ�LQ�GH�]HVWLHQGH�
HHXZ¶��LQ��7LOO-Holger Borchert and Koenraad Jonckheere (eds.), Renaissance-portretten uit de Lage 
Landen, Lichtervelde, 2015, p. 49. 
1327 Such as novels, plays, moralistic essays, etc. 
1328 Such as housekeeping journals with information on expenditures for the acquisition, the mending, 
the manufacturing and maintenance of garments, fabrics and jewellery, inventories, bill s and all kinds 
of documents from tailors, second-hand dealers, schoemaNHUV��µDOOHPRGHQZLQNHOV¶�RU�j-la-mode-shops; 
journals, dictionaries, dowries, letters, etc: Sorber 1989, p. 451, p. 466 (also the importance of 
descriptions in literary sources); De Winkel 2007, pp. 66-67. 
1329 These references discuss the written, archival and visual sources mentioned here. See for example: 
Roche 1996, pp. 7-9 (the garments and fabrics), pp. 10-21; Ribeiro 2005; De Winkel 2007, pp. 65-68, 
SDVVLP��5R]HPDULMQ�+RHNVWUD��µ,PDJHV�RI�'UHVV�LQ�WKH�*ROGHQ�$JH�RI�'XWFK�3DLQWLQJ��$�0HWKRGRORJ\�
of ReseaUFK�LQWR�:RPHQ¶V�&RVWXPH�LQ�WKH�1HWKHUODQGV�RI�WKH�6HYHQWHHQWK�&HQWXU\¶��Costume, 33, 1 
��������S������(PLOLH�(�6��*RUGHQNHU��µ$VSHFWV�RI�&RVWXPH�LQ�9DQ�'\FN¶V�(QJOLVK�3RUWUDLWV¶��LQ��+DQV�
Vlieghe (ed.), Van Dyck 1599-1999. Conjectures and Refutations, Turnhout, 2001, p. 211; Karen 
6WROOHLV�� µ,,�� 3DWULFLDQ� DQG�%RXUJHRLV� &RVWXPHV� LQ� &RORJQH� LQ� (DUO\�0RGHUQ� 7LPHV¶�� LQ�� -RKDQQHV�
Pietsch and Karen Stolleis, Kölner Patrizier- und Bürgerkleidung des 17. Jahrhunderts. Die 
Kostümsammlung Hüpsch im Hessischen Landesmuseum Darmstadt. Translation of Chapters I-III , 
5LJJLVEHUJ�� ������ S�� ���� %LDQFD� GX�0RUWLHU�� µ.RVWXXPV� RS� *DEULsO�0HWVX¶V� VFKLOGHULMHQ�0RGH� HQ�
PDQLHUHQ�RPVWUHHNV�����¶�� LQ��$GULDHQ�(��:DLERHU��HW�DO���Gabriel Metsu, exh.cat., Dublin, National 
Gallery of Ireland/ Amsterdam, Rij ksmuseum/ Washington, National Gallery of Art, New Haven and 
London, 2010,  pp. 127-�����(OL]DEHWK�'DYLV��µ+DELW�GH�TXDOLWp��6HYHQWHHQWK-Century French Fashion 
3ULQWV�DV�6RXUFHV�IRU�'UHVV�+LVWRU\¶��Dress, 40, 2 (2014), p. 119 (many thanks to Elizabeth Davis for 
sending her article to me); Sorber 1989, p. 451. Sorber focuses on the use of housekeeping journals or 
account books from the Moretus family. Archival documents on three generations of this Anwerp 
family in the seventeenth century are still  preserved for us today, and are an enormous and important 
VRXUFH�IRU� WKH�KLVWRU\�RI�GUHVV�LQ� WKH�6RXWKHUQ�1HWKHUODQGV��)ULHGD�6RUEHU�� µ'H�PRGH� LQ�GH� WLMG�YDQ�
1LFRODDV�5RFNR[¶��LQ��Frisschelyck gedost. Een verhaal over mode van de 16de tot halfweg de 17de 
eeuw, exh.cat., Antwerp Rockoxhuis, 2001, pp. 10-11; Reynolds 2013 pp. 25-����$LOHHQ�5LEHLUR��µ5H-
)DVKLRQLQJ�$UW��6RPH�9LVXDO�$SSURDFKHV�WR�WKH�6WXG\�RI�WKH�+LVWRU\�RI�'UHVV¶��Fashion Theory, vol. 
2, nr. 4 (1998), p. 316, p. 321: Ribeiro specifies that each source has its own methodological approach. 
Tarrant stresses the importance of portraits due to the absence of surviving garments. She remarks how 
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Despite the unmistakable importance of these visual sources, many methodological 

dangers that accompany the use of these sources have to be taken into account: painters 

could, for example, have invented the dresses on their canvases, or might deliberately 

depict old-fashioned clothing, etc.1330 Moreover, paintings, and in particular portraits, 

GR�QRW� QHFHVVDULO\� UHIOHFW� UHDOLW\�� RU� WKH� µUHDO¶�ZD\�SHRSOH� GUHVVHG�� EXW�ZHUe mostly 

idealized representations of how people wanted to be perceived.1331 Portraits were 

                                                      
paintings that have littl e value for current art dealers, can be extremely important for the study of 
historical costume. Differences can be drawn between artists who paid a lot of attention to the depicting 
dress accurately and clearly, and those who did not. Her article focuses mainly on the use of eighteenth-
century Briti sh portraits as sources for costume history. She discussed the diff iculties that arise for 
FRVWXPH� KLVWRULDQV� LQ� WKHLU� XVH� RI� SRUWUDLWV�� 1DRPL� (�$�� 7DUUDQW�� µ7KH� 3RUWUDLW�� WKH� $UWLVW� DQG� WKH�
&RVWXPH�+LVWRULDQ¶��Dress. The Annual Journal of the Costume Society of America, 22 (1995), pp. 69-
70, passim. It should be remarked, however, that seventeenth-century prints should also be threated 
carefully; they could also mix existing and fictive dresses - for fashion plates and their importance for 
our understanding of early modern dress, see: Roche 1996, pp. 11-13; Reynolds 2013, pp. 25-29; Davis 
2014, pp. 117-143. Norberg and Rosenbaum 2014 is a very recent discussion of fashion plates. It is 
acknowledged that due to the limited amount of garments still  present today, fashion prints are 
important sources for costume historians: Norberg and Rosenbaum 2014, p. xv (introduction). This is 
DOVR� GLVFXVVHG� LQ�� (PLOLH� (�6�� *RUGHQNHU�� µ,V� WKH� +LVWRU\� RI� 'UHVV� 0DUJLQDO"� 6RPH� 7KRXJKWV� RQ�
Costume in Seventeenth-&HQWXU\�3DLQWLQJ¶��Fashion Theory: The Journal of Dress, Body & Culture, 3, 
2 (June 1999), pp. 219-�����.XXV�� LQ�KHU�GLVFXVVLRQ�RI� FKLOGUHQ¶V�JDUPHQWV�� DOVR� DFNQRZOHGJHV� WKH�
importance and the pitfalls in using visual sources for costume research, since not many costumes have 
survived. She also adds that next to portraits, written and archival sources are extremely important: 
6DVNLD�.XXV��µ.LQGHUHQ�RS�KXQ�PRRLVW��.LQGHUNOHGLQJ�LQ�GH�]HVWLHQGH�HQ�]HYHQWLHQGH�HHXZ¶��LQ��-DQ�
Baptist Bedaux and Rudi Ekkart (eds.), Kinderen op hun mooist. Het kinderportret in de Nederlanden, 
exh.cat., Haarlem, Frans Halsmuseum/ Antwerp, Koninklij k Museum voor Schone Kunsten, 2000, 
Ghent/ Amsterdam, p. 75. In his methodological introduction, Herman Roodenburg, though he 
considers visual sources very important for the study of costume, also points to the methodological 
pitfalls in the use of visual sources as reflections of daily li fe. He also addressed the need to connect 
visual sources with other (written) documents from the early modern period (moreover a general 
cultural history should be taken into account without limiting the view to one country): Herman 
5RRGHQEXUJ�µ9HUV�XQH�KLVWRLUH�YUDLPHQW�FXOWXUHOOH�GH�OD�PRGH��O¶H[DPSOH�GH�OD�SHLQWXUH�QpHUODQGDLVH�
DX� ;9,,H� VLqFOH¶��Apparence(s), 2 (2008) [online], online since 28 August 2008, consulted URL: 
http://apparences.revues.org/index783.html (paper version Rubenianum access 12 November 2009). 
1330 (see previous note as well ) Du Mortier 2010, p. 127; Ribeiro 1998, pp. 321-322, p. 323; Reynolds 
2013, p. 25. For a discussion of the methodological problems of dress in paintings, see: De Winkel 
2007. 
1331 ,Q� WKH� µURPDQWLF¶� GUHVV� LQ� 9DQ� '\FNLDQ� DQG� RWKHU� SRrtraits in the same tradition, no correct 
GHSLFWLRQV�RI�GUHVV�LV�JLYHQ��FI��VXSUD��+HUPDQ�5RRGHQEXUJ�µ9HUV�XQH�KLVWRLUH�YUDLPHQW�FXOWXUHOOH�GH�OD�
PRGH��O¶H[DPSOH�GH�OD�SHLQWXUH�QpHUODQGDLVH�DX�;9,,H�VLqFOH¶��Apparence(s), 2 (2008) [online], online 
since 28 August 2008, consulted URL: http://apparences.revues.org/index783.html (paper version 
Rubenianum access 12 November 2009)). On the other hand, the costumes depicted in portraits are not 
always the costumes the sitters wore in the reality of daily li fe, but their best outfit: Reynolds 2013, p. 
���� .XXV� ������ S�� ���� +HUPDQ� 5RRGHQEXUJ�� µ2YHU� NRUVHWWHQ�� OLFKDDPVKRXGLQJ� HQ� JHEDUHQ�� Een 
FXOWXXUKLVWRULVFKH� YHUNHQQLQJ� YDQ� GH� µQLHXZH� IDWVRHQHQ¶� WXVVHQ� UXZZHJ� ����� HQ� ����¶��
Textielhistorische Bijdragen, 31 (1991), pp. 20-21; Reynolds 2013, p. 26. Regarding motivation of the 
SDLQWHU�� WKH�SDWURQ¶V�GHVLUH� WR�EH�GHSLFWHG� LQ� H[LVWLQJ�JDUPHQWV�� WKH�SDLQWHU¶V�GHSLFWLRQ�RI� UHDOLW\�RU�
imagination, the studio practice, the idealized representations of dress and faces, etc., see: De Winkel 
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constructed realities by an artist who freely (or dictated by the patron) choose how to 

represent dress, who may have added fantasy elements, or played upon the popularity 

RI�µXQGUHVV¶��µ$UFDGLDQ¶��µFODVVLFDO¶��µSDLQWHUO\¶�RU�µ5RPDQ¶�GUHVVHV�RU�µWLPHOHVVQHVV¶�LQ�

portraits (Anthony van Dyck).1332 In addition, portraits only reflect one part of society; 

those people rich enough to have their portraits made.1333  

Emilie Gordenker warns the scholar of the vicious circle; i.e. using portraits that are 

themselves dated on the basis of the depicted fashion style,1334 to understand/date 

dresses in other paintings.1335 Moreover, it is not always clear whether a painter was 

entirely aware of the construction and cut of a certain garment, which obviously 

influenced his depiction of dress. In each instance, it is necessary to investigate whether 

the different dresses on display were in fact worn in the manner depicted, or whether 

they were just D�µSDLQWHUO\¶�DGGLWLRQ�RI�WKH�DUWLVW�1336   

The important role of fashion in portraits and in visual sources in general makes sure 

the history of costume, i.e. a correct knowledge of early modern associations and habits 

                                                      
2007, passim. A painter also had some artistic freedom in the depiction of dress and in the depiction of 
the portrayed faces, see p. 72. 
1332 Gordenker 1999; De Winkel 2007 p. 73. Regarding the dress styles in portraits following the Van 
Dyck-tradition (thus no fashionable dresses), see: Groeneweg 1997, pp. 5-23 (here, Groeneweg also 
asserts the importance of portraits as sources of information for costume historians, though she warns 
that FRVWXPHV�LQ�SRUWUDLWV�DUH�QRW�DOZD\V�GHSLFWLRQV�RI�UHDOLWLHV����,UHQH�*URHQHZHJ��µ&RXUW�DQG�&LW\��
'UHVV� LQ� WKH�$JH� RI� )UHGHULN�+HQGULN� DQG�$PDOLD¶�� LQ��0DULND�.HEOXVHN� DQG� -RUL� =LMOPDQV� �HGV����
Princely Display. The Court of Frederik Hendrik of Orange and Amalia van Solms, exh.cat., The Hague, 
Historical Museum, Zwolle, 1998, pp. 212-214; Ribeiro 2005, p. 217. Hoekstra 1999, p. 40; Gordenker 
������S�������'LDQD�GH�0DUO\��µ'UHVV�LQ�%DURTXH�3RUWUDLWXUH��7KH�)OLJKW�IURP�)DVKLRQ¶��The Antiquaries 
Journal, 60 (1980), pp. 271-272, p. 283. 
1333 Roche 1996, p. 9. Roche also discusses some methodological diff iculties in the use of visual sources. 
+H�DGGV�WKDW�GUHVV�LQ�SDLQWLQJV�VRPHWLPHV�IXQFWLRQHG�DV�D�PHDQV�RI�µGUDPDWL]DWLRQ�RI�JHVWXUH�DQG�ERG\¶� 
1334 In his discussion of the cultural-historical context and background of ruffs, Bert Watteeuw also 
notes that ruffs (as part of the depicted dress) are often used in order to date portraits. However, he 
agrees with Marieke de Winkel who stated that using general overviews of historical costume to date 
SDLQWLQJV� LV� UDWKHU�GDQJHURXV��VLQFH�VRPH�IDVKLRQ�VW\OHV�VSUHDG�VORZHU�RU�IDVWHU��GHSHQGLQJ�RQ�µDJH��
VRFLDO�FLUFOH��GHQRPLQDWLYH�RULHQWDWLRQ�RI� WKH� VLWWHU¶��%HUW�:DWWHHXZ��µ)UDPLQJ� WKH�)DFH��3DWWHUQV�RI�
Presentation and RepresentDWLRQ�LQ�(DUO\�0RGHUQ�'UHVV�DQG�3RUWUDLWXUH¶��LQ��&DWULHQ�6DQWLQJ��%DUEDUD�
Baert and Anita Traninger (eds.), Disembodied Heads in Medieval and Early Modern Culture, 
Intersections. Yearbook for Early Modern Studies, 28, Leiden, 2013, pp. 247-248. 
1335 Gordenker 1999. 
1336 Sorber 1989, p. 465-466; Kuus 2000, p. 75; De Winkel 2007. Pictorial sources, therefore, have to 
EH�ORRNHG�DW�ZLWK�FDUH��VLQFH�WKH\�DUH�µD�PHDQV�RI�UHSUHVHQWLQJ�DQG�FRPPXQLFDWLQJ�FXOWXUDO�VWDQGDUGV��
desires, concepts, forms of resistance and straWHJLHV¶��*DEULHOH�0HQWJHV�� µ(XURSHDQ�)DVKLRQ� �����-
�����¶� European History Online. http://ieg-ego.eu/en/threads/models-and-stereotypes/the-spanish-
century/gabriele-mentges-european-fashion-1450-
1950#CourtlypresentationandmiddleclassfashionstylesFranceasfashionleader (access 17 February 
2015)  
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concerning dress and the evolution of historical fashion, is indispensable for the art-

historical discussion.1337 In 2005, Irene Groeneweg (rightfully) gave art historians tit for 

tat, as she listed a few examples of interpretative mistakes that have been made, caused 

by a false identification of garments or an incomplete or wrong understanding of the 

cultural-historical function of a particular sartorial object.1338 

Despite the methodological pitfalls that have to be taken into account, genre paintings, 

market scenes, city scenes, and landscapes with figures, provide an opportunity to 

LPDJLQH� � WKH�GUHVV�RI�GLIIHUHQW� VRFLDO� FODVVHV�� LQFOXGLQJ� µLQIRUPDO� DWWLUH�RI�ZHDOWKLHU�

FODVVHV¶�LQ�WKH�HDUO\�PRGHUQ�SHULRG�1339 According to De Winkel, the depictions of dress 

in portraits are more often idealized and formal,1340 whereas dresses in genre scenes 

appear less formal, and have many similarities with, for example, inventories of dress. 

She conceives genre painting as a justifiable visual source for the study of historical 

dress.1341 Reynolds, in addition, stresses how genre scenes sometimes offer scholars the 

                                                      
1337 See for example: De Winkel 2007, p. 68; +HUPDQ�5RRGHQEXUJ��µ2YHU�NRUVHWWHQ��OLFKDDPVKRXGLQJ�
HQ� JHEDUHQ�� (HQ� FXOWXXUKLVWRULVFKH� YHUNHQQLQJ� YDQ� GH� µQLHXZH� IDWVRHQHQ¶� WXVVHQ� UXZZHJ� ����� HQ�
����¶��Textielhistorische Bijdragen, 31 (1991), pp. 20-21. 
1338 Irene GrRHQHZHJ��µ.XQVWKLVWRULFL�HQ�KXQ�YULMH�LQWHUSUHWDWLHV�YDQ�GH�PRGH�LQ�GH�]HYHQWLHQGH�HHXZ¶, 
Kunstli cht, 26, ¾ (2005), pp. 4-����S�����µ(U�]LMQ�PDDU�ZHLQLJ�NXQVWKLVWRULFL�GLH�GH�JHVFKLHGHQLV�YDQ�GH�
mode serieus nemen. Het komt dan ook nogal eens voor dat zij  met onbeteugelde fantasie te werk gaan 
ZDQQHHU�]LM�NRVWXXPV�EHWUHNNHQ�ELM�KHW�LQWHUSUHWHUHQ�YDQ�HHQ�NXQVWZHUN�¶�>«@�µZDQQHHU�HHQ�KLVWRULFXV�
onbekend is met zeventiende-eeuwse modes en gebruiken in kleedgedrag, kan de duiding van een 
kunstwerk makkelij k ontVSRUHQ¶�� RU�S�� ��� µ'H�QRQFKDODQWH�RPJDQJ�YDQ� NXQVWKLVWRULFL�PHW�PRGH�HQ�
kleedgedrag geeft aanleiding om eens enkele van hun interpretaties van kunstwerken te voorzien van 
NRVWXXPKLVWRULVFKH� FRPPHQWDDU¶��Earlier, in 1934, F.M. Kelly had also felt the need to stress the 
importance of a knowledge of the history of costume, in order to date and interpret paintings. She does 
QRW�DGG�WR�WKH�PHWKRGRORJLFDO�GDQJHUV�RI�XVLQJ�FRVWXPHV�LQ�RUGHU�WR�GDWH�SDLQWLQJV��)�0��.HOO\��µ7KH�
,FRQRJUDSK\�RI�&RVWXPH¶��The Burl ington Magazine for Connoisseurs, 64, 375 (June 1934) pp. 278-
279, pp. 281-282. A decade earlier, Irene Groeneweg discusses an example of what might go wrong in 
art-historical interpretation of the depicted garments in her article on the black costumes in many 
seventeenth-century Northern Netherlandish portraits; she argues against the ruling (mis)interpretations 
of black dresses as reflections of sobriety and religious piety, but interpretes this phenomenon as a 
reflection of social status and wealth. Irene GroHQHZHJ�� µ5HJHQWHQ� LQ�KHW�]ZDUW��YURRP�HQ�GHIWLJ"¶��
Nederlands Kunsthistorisch Jaarboek, 56 (1995), pp. 198-251. See also Reynolds 2013, p. 161-162. 
1339 'H�:LQNHO�������S������$QQH�5H\QROGV�KDV�DUJXHG��LQ�KHU�GLVFXVVLRQ�RI�-DQVVHQV¶�Charles II  dancing 
at a Ball  (c. 1660, Royal Collection, SLIDES 45), that genre paintings more often depict shoes than 
portraits do: Reynolds 2013, p. 64. 
1340 2QH�KDV�WR�NHHS�LQ�PLQG�WKDW�LQ�SRUWUDLWV�GUHVV�LV�D�µSHUVRQDO�H[SUHVVLRQ�RI�D�VLWWHU¶V�DVSLUDWLRQV�DQG�
DWWDLQPHQWV¶��'H�:LQNel 2006, p. 19. 
1341 De Winkel 2006, p. 16. Nevertheless, earlier she adds the need for caution in the use of genre 
SDLQWLQJV�DV�VRXUFHV�RI�NQRZOHGJH�RI�WKH�KLVWRU\�RI�FRVWXPH��'H�:LQNHO�������S�������µ$QRWKHU�HVVHQWLDO�
problem is the question of whether or nRW�JHQUH�SDLQWLQJ�GHSLFWV�FORWKHV�WKDW�ZHUH�DFWXDOO\�ZRUQ¶� 
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opportunity to study dresses from different angles, or in different activities, whereas 

portraits do not. 1342  

Not all costume historians are convinced of the usefulness of genre scenes for 

investigations to the history of costume.1343 Du Mortier adds that, despite the value of 

such paintings in order to understand the clothing worn at home, at work or in the streets, 

genre scenes show a fictitious reality, and therefore are only useful in general 

discussions of dress.1344 In her research on the garments depicted in merry company 

scenes from the second half of the seventeenth century, Hoekstra uncovered many 

reasons why these paintings are no reliable visual sources for the study of the history of 

costume.1345 Despite the fact that genre paintings show cloths that are not visible in 

portraits but discernable in inventories, Hoekstra notices how fantasy elements such as 

entirely slitted sleeves (an old fashion), draperies and the absence of fashionable details, 

often turned Northern Netherlandish genre scenes after 1660 into unreliable visual 

sources. She argueds that the idea of timeless costume (coming from the portrait 

tradition at that time) had entered genre imagery as well.1346  

My analysis will show that in contrast to GabrieO�0HWVX¶V�JHQUH�SDLQWLQJV�1347 Janssens 

depicted the latest fashion styles and consciously updated the fashion styles of his 

ILJXUHV� RYHU� WKH� FRXUVH� RI� KLV� FDUHHU�� -DQVVHQV¶� SRUWUDLWV� DQG� JHQUH� SDLQWLQJV� ZHUH�

illustrations of the idealized seventeenth-century fashion and dresses of the Antwerp 

middle classes and the (new) aristocracy (the buyers of this genre of paintings, see 

chapter 2).  

                                                      
1342 Reynolds 2013, p. 25.  
1343 Groeneweg notes the methodological diff iculties in using genre paintings as sources of information 
concerning the history of costume as the scenes are not always depictions of an existing reality (reusing 
figures, adding fantasy elements). However, she also adds that painters such as Dirck Hals and Will em 
Buytewech always followed the international fashion styles: Groeneweg 1995, p. 234. I shall  argue in 
this chapter that the same is true for Janssens. 
1344 Du Mortier 2010 (Dutch), p. 150.  
1345 +RHNVWUD�������5R]HPDULMQ�+RHNVWUD��µ0RGH�RI�IDQWDVLH�LQ�GH���H�HHXZ��(HQ�RQGHU]RHN�QDDU�KHW�
realiteitsgehalte van het vrouwenkostuum op 17e eeuwse genrestukken en portretten aan de hand van 
KHW� ZHUN� YDQ� *HUDUG� 7HU� %RUFK¶� Kostuum (1991), pp. 37-41; De Winkel 2006, p. 275, p. 16. 
Detremmerie, in her discussion about fashion of Antwerp civil  costume in the first half of the 
seventeenth century, DUJXHV�WKDW��RQ�DGYLFH�RI�SURI��G¶+XOVW��VKH�GRHV�QRW�XVH�JHQUH�SDLQWLQJV�DQG�SULQWV�
as the first often show fantasy elements and the latter old-fashioned elements: Detremmerie 1974, p. iv 
(introduction). 
1346 Hoekstra 1999, p. 40, p. 44 (passim) 
1347 According to Du Mortier, these do not reflect a larger evolution of costume in the seventeenth 
century: Du Mortier 2010 (Dutch), p. 150. Janssens paintings, as I will  show, do. 
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µ)DVKLRQ¶�LQ�HDUO\�PRGHUQ�WLPHV�H[FHHGV�WKH�PHDQLQJ�RI�PHUHO\�GUHVV�RU�JDUPHQWV��$V�

$QWMH�6WDQQHN�GHVFULEHV�µIDVKLRQ�WUDQVmits moral codes, social etiquette, and individual 

self-SURPRWLRQ��LW�WUDQVIHUV��WKHUHE\��D�FRGHG�V\VWHP�RI�PHDQLQJ¶�1348 The ideas of moral 

codes and social etiquette are similar to how it was conceived that a gentilhomme had 

to behave; this is a reference to the conversation culture that had come up in the 

seventeenth century, consisiting of civilité, wit and politeness (cf. chapter dance). I will  

use different terminologies (fashion, dress, garments, clothing) in a similar manner, 

though in this entire dissHUWDWLRQ�� WKH� PHDQLQJ� RI� µIDVKLRQ¶� DV� EHLQJ� a la mode is 

definitely taken into account  

 

3. Fashion and the Antwerp Upper Class 

 

3.1. Early  Modern Elite Fashion as Status Symbol 

 

Early modern dress and fashion were important markers of social status and 

distinction.1349  Garments were the most visible reflections of high (or low) society lif e. 

                                                      
1348 $QWMH� 6WDQQHN�� µ9HVWLV�9LUWXP� )DFLW : Fashion, Identity, and Ehtnography on the Seventeenth-
&HQWXU\�*UDQG�7RXU¶��Journal of Early Modern History, 7, 3 (2003), p. 333. 
1349 Roche 1996, p. 3; Roberts 2012, pp. 65-66; Roodenburg 1991, pp. 22-24 (dress as a form of 
conspicuous consumption WR�HQKDQFH�RQH¶V�VRFLDO�SUHVWLJH�DQG�GLVWLQFWLRQ���5XIIV�ZHre also examples 
of conspicuous consumption, and their constructions made sure people could not do any labour while 
wearing them - WKH\�ZHUH�WKXV�WRNHQV�RI�OHLVXUH��:DWWHHXZ�������S�������/HVOH\�(GZDUGV��µ¶'UHV¶W�/LNH�
a May-3ROH¶�$�6WXG\�RI�7ZR�6XLWV�RI�F� 1660-��¶��Costume�������������S������7KH�µLPSUDFWLFDOLW\¶�RI�
DOO�NLQGV�RI�ODFH�DFFHVVRULHV�PDGH�WKHVH�REMHFWV�DOVR�µDQQRXQFHPHQWV�WR�WKH�ZKROH�ZRUOG�WKDW�RQH�KDG�
QR�QHHG�WR�SHUIRUP�D�VLQJOH�SUDFWLFDO�DFWLYLW\�IRU�RQHVHOI¶��3DW�(UQVKDZ��µ/DFH�IRU�<RXU�6KRHs: The 
,PSUDFWLFDO�9DQLW\¶��The Bulletin of the Needle and Bobbin Club, 70, 1-2 (1987), p. 21. Dressing up 
was necessary in order to fit within the preferred community; after all , the Antwerp printer Balthasar II  
Moretus noted that, during his trip to Paris in 1660, people visited the royal court at the Louvre to see 
the royal family. People could enter the Louvre, and later Versaill es, and witness the royal liturgy, as 
long as they were decently dressed and wore a sword (these swords could be hired at the doorkeeper): 
'��9DQ�GHU�&UX\VVH�� µ%OLNNHQ� XLW� GH� ODJH� ODQGHQ�RS� KHW� 3DULMV� YDQ� GH� HHUVWH�%RXUERQYRUVWHQ��3�&��
+RRIW¶V� ³5HLV-KHXFKHQLV´� ������� HQ� %DOWKDVDU� ,,� 0RUHWXV¶� ³,WLQHUDULXP� 3DULVLHQVH´� ������¶�� LQ��
Cultuurgeschiedenis in de Nederlanden van de Renaissance naar de Romantiek, Liber amicorum, J. 
Andriessen s.j., A. Keersmaekers, P. Lenders, Leuven/ Amersfoort, 1986, p. 331. Together with dress, 
WKH� HQWLUH� VLOKRXHWWH� RI� WKH� HDUO\�PRGHUQ� SHUVRQ�ZDV� D�PDUNHU� RI� VRFLDO� VWDWXV��$XURUH� 3LHUUH�� µ'X�
pourpoint au justaucorps. /D�VLOKRXHWWH�PDVFXOLQH�DX[�;9,,H�HW�;9,,,H�VLqFOHV¶��LQ��'HQLV�%UXQD��La 
Mécanique des Dessous. Une histoire indiscète de la silhouette, exh.cat., Paris, Arts Décoratifs/ New 
York, Bard Graduate Center : Decorative Arts Design History, Matieral Culture, Paris, 2013, pp. 105-
106. The silhouette of men and women, though comparisons could be made, also stressed gender 
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Social hierarchy was (ideally in early modern minds) maintained by different forms of 

consumption and, consequently, its material display. That fashionable dress, fabrics and 

accessories were conceived as status symbols, with a power to change social hierarchy, 

can be seen in the rise and repetition of sumptuary laws in late medieval and early 

modern times. These laws regulated who was allowed to wear what kind of dresses, 

fabrics, colours, etc. to restore social order in society. Moreover, it was considered to 

be a bad state of affairs when dress no longer allowed for differentiation between social 

classes; sumptuary laws and the consumption of luxury products (clothing being a very 

clear outward indicator of wealth) had to make sure the process of emulation was 

stopped. The authors of pamphlets and moralising books were scandalized that there 

was no longer a difference between a gentleman and an artisan, since both dressed in 

comparable manner. Similar ideas and concerns were vented throughout the early 

modern period, and the repetitive introduction of sumptuary laws, which focused more 

and more on dress, indicates the edicts were not lived by.1350  

                                                      
differences. However, the elegant posture of both aristocratic men and women would make sure that 
both men and women were identified as belonging to the highest social class of society: Pierre 2013, 
pp. 105-�����/X[XU\�LQ�JHQHUDO�LV�D�V\PERO�RI�RQH¶V�VRFLDO�VWDWXV�RU�DVSLUDWLRQV��5HQJHQLHU�&��5LWWHUVPD��
µ3XWWLQJ�6RFLDO�6WDWXV� DQG�6RFLDO�$VSLUDWLRQV�RQ�'LVSOD\��$�3DQRUDPLF�6WXG\�RQ�0anifestations of 
/X[XU\�LQ�WKH�/RZ�&RXQWULHV�������WR�WKH�3UHVHQW¶��LQ��Luxury in the Low Countries. Miscellaneous 
Reflections on Netherlandish Material Culture, 1500 to the Present, Brussels, 2010, p. 14. In addition, 
clothing reflects social and cultural GLIIHUHQFHV� EXW� DOVR� µGHPRQVWUDWHV� WKH� PHFKDQLVPV� RI� VRFLDO�
LQFOXVLRQ¶��*DEULHOH�0HQWJHV��µ(XURSHDQ�IDVKLRQ������-�����¶��European History Online,  
http://ieg-
ego.eu/search?SearchableText=breeches&submit=+&portal_type=Document&Title=freigabe&set_lan
guage=en �DFFHVVHG���-XO\��������7KH�LGHD�RI�µWKH�SRZHU�RI�GUHVV¶�LQ�UR\DO�FLUFOHV��IURP�WKH�VHYHQWHHQWK-
century until  this present day, connected with the politi cal and social importance of appearance of the 
monarchy cannot be denied: Philip Mansel, Dressed to Rule: Royal Court and Court Costume from 
Louis XIV to Elizabeth II , New Haven, 2005, passim. In 1660, dress played an immensely important 
UROH�DW�FRXUW��S��[YL��)RU�FRXUWLHUV�DW�/RXLV�;,9¶V�FRXUW��GUHVV�ZDV�DOVR�D�PHDQV�WR�UHIOHFW�VWDWXV�DQG�
wealth: Mansel 2005, pp. 5-6. New, fashionable clothing was very expensive: Sorber in Sorber 2001, 
pp. 27-28; Sorber 1989, p. 451. Elizabeth Honig notes that buying fashionable garments was more 
expensive than merely collecting paintings (and it was thus the display of connoisseurship about these 
paintings that contributed to status improvement rather than merely collecting): Elizabeth Honig��µ7KH�
%HKROGHU� DV� D�:RUN� RI� $UW�� $� 6WXG\� LQ� WKH� /RFDWLRQ� RI� 9DOXH� LQ� )OHPLVK� 3DLQWLQJ�¶� Nederlands 
Kunsthistorisch Jaarboek 46 (1995), p. 280. Moreover, expensive dress revealed that the wearer did not 
KDYH�WR�ODERXU��EXW�µGHYRWH�HQHUJLHV�WR�SOHDVXUH�DQG�DPXVHPHQW¶��DV�µVSOHQGLG�FORWKLQJ�FHUWDLQO\�ZDV�
SDUW�RI�D�OHLVXUH�ZRUOG�¶��6WRQH-)HUULHU�������S�������.D\�6WDQLODQG��µ6DPXHO�3HS\V�DQG�KLV�:DUGUREH¶, 
Costume. The Journal of the Costume Society�������������S������GUHVVLQJ�PDQQHU�GHSHQGHG�RQ�RQH¶V�
function in society). 
1350 6WDQQHN�������S�������&DUOR�0DUFR�%HOIDQWL�DQG�)DELR�*LXVEHUWL��µ&ORWKLQJ�DQG�VRFLDO�LQHTXDOLW\�LQ�
early modern Europe��LQWURGXFWRU\�UHPDUNV¶��Continuity and Change, 15, 3 (2000), pp. 359-365. On 
sumptuary laws and economic regulations on dress, see also: Maria Giuseppina Muzzarelli , 
µ5HFRQFLOLQJ�WKH�3ULYLOHJH�RI�D�)HZ�ZLWK�WKH�&RPPRQ�*RRG��6XPSWXDU\�/DZV�LQ�0HGLHYDO�DQG�Early 
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Early modern conduct manuals described how one should behave, hold the body, how 

to move elegantly and discuss agreeably and with wit, etc.1351 A clear example is one 

of the most well -NQRZQ�DQG�LPSRUWDQW�YHUVLRQV�RI�WKHVH�ERRNV��%DOWKDVDU�&DVWLJOLRQH¶V�

Il Cortegiano (1527, Venice). In Il Cortegiano it is stressed that, because of the many 

differences between national fashion styles, there is no exact rule on how a courtier 

should dress. It is argued that one always has to dress according to the habits of the 

PDMRULW\�RI�WKH�SHRSOH�LQ�RQH¶V�SUHsence.1352 The idea of modesty in dress functioned as 

a guide line for the well-to-do and the civilized, and was repeated well into the 

seventeenth-century Southern Netherlands.1353 

                                                      
0RGHUQ�(XURSH¶��Journal of Medieval and Early Modern Studies, 39, 3 (2009), pp. 597-617; Aileen 
Ribeiro, Dress and Morality, London, 1986, p. 74; De Marly 1980, pp. 269-�����.DUHQ�6WROOHLV��µ,,��
Patrician and Bourgeois Costumes in Cologne in Early MoGHUQ�7LPHV¶��LQ��-RKDQQHV�3LHWVFK�DQG�.DUHQ�
Stolleis, Kölner Patrizier- und Bürgerkleidung des 17. Jahrhunderts. Die Kostümsammlung Hüpsch im 
Hessischen Landesmuseum Darmstadt. Translation of Chapters I-III , Riggisberg, 2008, pp. 12-13; 
&KULVWRI�-HJJOH��µ(FRQRPLHV�RI�4XDOLW\�DV�D�&RQFHSW�RI�5HVHDUFK�RQ�/X[XU\¶��LQ��5LWWHUVPD�������SS��
29-39; Goldstein 2012, p. 54; Groeneweg 1995, pp. 211-213; Mansel 2005, pp. 6-7. De Laet 2011, p. 
159. Recently, Bert Watteeuw gave a beautiful introduction on sumptuary laws in the Southern 
1HWKHUODQGV� �VL[WHHQWK� FHQWXU\��� %HUW� :DWWHHXZ�� µµ*URRWHU� RQJKHUHJKHOWKH\W� HQGH� RYHUGDHG� YDQ�
FOHHGHUHQ¶�� ,HWV� RYHU�SRUWUHWWHQ� HQ�ZHHOGHZHWWH� LQ�GH�]HVWLHQGH� HHXZ¶�� LQ��7LOO-Holger Borchert and 
Koenraad Jonckheere (eds.), Renaissance-portretten uit de Lage Landen, Lichtervelde/ Brussels, 2015, 
pp. 49-57. The importance of dress as an expression and an aid for social mobility in the seventeenth 
century, is ill ustrated by Samuel Pepys. His diary shows how he adapted his wardrobe depending on 
KLV�RIILFLDO�SURIHVVLRQDO�IXQFWLRQV��6WDQLODQG�DUJXHV�WKDW�3HS\V¶�Fhanges in costume, and his acquisition 
RI�QHZ�GUHVVHV��DFFHVVRULHV�RU�ZLJV��DUH�QRW�H[SUHVVLRQV�RI�H[WUDYDJDQFH��WKH\�DUH�µFDOFXODWHG�PRYHV¶�
ZKLFK�ZRXOG�KDYH�EHHQ�XQGHUVWRRG�DV� VXFK�E\�KLV�FRQWHPSRUDULHV�� ,I� RQH¶V� VRFLDO� VWDWXV� LQ� VRFLHW\�
changed, so did oQH¶V�GUHVVLQJ�VW\OH��VHH��6WDQLODQG�������S������:DWWHHXZ�������S�������6HH�DOVR�'H�
Marly 1980, p. 276. The adoption of a wig and the whole drama by Samuel Pepys about it is ultimate 
SURRI�RI�KLV�VRFLDO�DPELWLRQ��0LFKDHO�.ZDVV��µ%LJ�+DLU��$�:LJ�+LVWRU\�RI�Consumption in Eighteenth-
&HQWXU\�)UDQFH¶��American Historical Review (June 2006), pp. 642-643.  
1351 Roodenburg 1991, pp. 23-����+HUPDQ�5RRGHQEXUJ��µ2Q�³6ZHOOLQJ´�WKH�+LSV�DQG�&URVVLQJ�WKH�/HJV��
Distinguishing Public and Private in Paintings and Prints from WKH�'XWFK�*ROGHQ�$JH¶��LQ��$UWKXU�.��
Wheelock, Jr. and Adele Seeff  (eds.), The Public and the Private in Dutch Culture of the Goden Age, 
/RQGRQ��7RURQWR��������S�� ����5RRGHQEXUJ�������+HUPDQ�5RRGHQEXUJ�µ9HUV�XQH�KLVWRLUH�YUDLPHQW�
FXOWXUHOOH�GH�OD�PRGH��O¶H[DPSOH�GH�OD�SHLQWXUH�QpHUODQGDLVH�DX�;9,,H�VLqFOH¶��Apparence(s), 2 (2008) 
[online], online since 28 August 2008, consulted URL: http://apparences.revues.org/index783.html 
(paper version RubenianuP�DFFHVV����1RYHPEHU��������*HRUJHV�9LJDUHOOR��µ7KH�8SZDUG�7UDLQLQJ�RI�
WKH�%RG\�IURP�WKH�$JH�RI�&KLYDOU\�WR�&RXUWO\�&LYLOLW\¶��LQ��0LFKHO�)HKHU��5DPRQD�1DGGDII�DQG�1DGLD�
Tazi (eds.), Fragments for a History of the Human Body Part Two, New York, 1990, pp. 150-155, 
passim. 
1352 Baldessare Castiglione, Het boek van de hoveling, translated by Anton Haakman, Amsterdam 1991, 
p. 115 
1353 'UHVV�VKRXOG�QRW�EH�WRR�H[WUDYDJDQW��QRU�LQ�FRQIOLFW�ZLWK�RQH¶V�SURIHVVLRQ��LW�KDV�WR�EH�DGMXVWHG�WR�
WKH�ZHDUHU¶V�WDVWH��DQG�VKRXOG�QRW�EH�WRR�H[DJJHUDWHG��)UHQFK�IDVKLRQ�LV�WRR�ZLGH��*HUPDQ�IDVKLRQ�LV�
too tight); it is preferred to be rather austere and serious (preferable black or a dark colours exept for 
IHVWLYH�RFFDVVLRQV��� ,W�ZDV�EHOLHYHG� WKDW� WKH�ZD\�D�SHUVRQ�GUHVVHV�� LV�D� UHIOHFWLRQ�RI�RQH¶V� LQQHU� OLIH�
(Stannek 2003, p. 336). Modest elegance is necessary but not in a feminine or vain manner; one has to 
be clean and think about the impression one wants to leave behind: Baldessare Castiglione, Het boek 
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Other conduct manuals or etiquette books also stress the importance of modesty in dress 

and manners.1354 In a Latin and Dutch translated book Communis Vitae inter homines 

scita urbanitas à Mussipontana Academia Latinitate donate/ De welvoeghinghe ofte 

Beleeftheyt in den gemeynen handel on-der de menschen, vertaelt door Franssois Bellet 

�<SUHV��������� \RXQJ�PHQ�DUH�DGYLVHG�QRW� WR�GUDZ�DWWHQWLRQ� WR�RQH¶V�DSSHDUDQFH�E\�

FRQVWDQWO\� �UH�DUUDQJLQJ� RQH¶V� FROODU�� RU� E\� UHSHDWHGO\� SXOOLQJ� XS� DQG� GRZQ� RQH¶V�

stockings.1355 A man should not be decorated like a woman, and should not pay too 

much attention to his collar, hair and beard. A form of modesty is praised; a man should 

stay away from perfumed ointments, should make sure he wears his hat in the right 

manner, and never presumptuously check whether he is elegantly dressed. From a 

medical and hygienic point of view, men are recommended to wash their faces and 

KDQGV��DQG�WR�FRPE�WKHLU�KDLU�HDFK�PRUQLQJ��$�PDQ¶V�FORWKLQJ�VKRXOG�QHYHU�EH�VWDLQHG��

nor torn, and has to be cared for with a clothes brush and checked for dirt and folds.1356  

In the translated educational essay on how to live a devout lif e entitled Aen-leydinghe 

oft onderwys tot een devoot Godtvruchtigh leven (Antwerp, 1631), the French man 

)UDQFRLV�GH�6DOHV�GHYRWHG�D�FKDSWHU�RI� WKLV�RHXYUH� WR�µWKH�VXLWDELOLW\�RI�GUHVV¶��µ9DQ�

geschicktheden in cleHGHUHQ¶��RI�ERWK�PHQ�DQG�ZRPHQ��+H�WROHUDWHG�VRPH�GHFRUDWLRQ��

but in all times moderation and decorum had to be taken into account.1357 De Sales also 

stressed the importance of cleanliness, since outward purity is a reflection of the 

                                                      
van de hoveling, translated by Anton Haakman, Amsterdam 1991, p. 116-117. The idea of modesty and 
RI� OLYLQJ� DQG� ZRUNLQJ� DFFRUGLQJ� WR� RQH¶V� RZQ� VRFLDO� VWDWXV� LQ� &DVWLJOLRQH¶V� DQG� ODWHU� LQ� (U\LFLXV�
3XWHDQXV¶�ZULWLQJ��VHH��'H�/DHW�������S�������0DQVHO�������S��[YLL� 
1354 De Winkel 2006, p. 128. The same observations can also be found in writings from other countries, 
such as England, see: Ribeiro 2005.  
1355 Communis Vitae inter homines scita urbanitas à Mussipontana Academia Latinitate donate/ De 
welvoeghinghe ofte Beleeftheyt in den gemeynen handel on-der de menschen, vertaelt door Franssois 
Bellet, Ypres, 1624, p. 32: µ(Q�ZLOW�X�QLHW��RP�X�FLHUO\FN�WH�WRQHQ��W¶HOFN�ZRRUG�HQGH�GDHGW�XZ�NUDJKH�
VFKLFNHQ��QRFK�X�QHHUNRXVHQ�RS�HQ�QHGHU�WUHFNHQ>GH@�RP�KHW�ZHOVWDHQ¶�� 
1356Communis Vitae inter homines scita urbanitas à Mussipontana Academia Latinitate donate/ De 
welvoeghinghe ofte Beleeftheyt in den gemeynen handel on-der de menschen, vertaelt door Franssois 
Bellet, Ypres, 1624, pp. 60-62, p. 66. 
1357 Franciscus de Sales, Aen-leydinghe oft onderwys tot een devoot Godtvruchtigh leven. Beschreven 
door den Eerweerdichsten heer Franciscus de Sales Bisschop ende Prince van Gheneven. Overgheset 
by M. Adriaen van Meerbeeck in desen druck veel verbetert��$QWZHUS������S�������µ6LQWH�3DXOXV�EHODVW�
GDW�GLH�EHNRRUW�YURXZHQ��¶W�VHOYH�ZRUGW�RRFN�YDQ�GH�PDQV�YHUVWDHQ��]LMQ�JHVFKLFNWHOLMFN�JH-cleet/ haer 
vercierende met eerbaerheydt ende mDWLFKH\W¶�� ,GHP��SS�����²334. De Sales reprehended that one 
cannot see, because of their extreme decorations and dresses, whether women are clean or not. To more 
moderate contemporaries who considered that fashion in fact meant no harm, he replied that fashion is 
dangerous, and evil .  



357 
 

immaculacy of the inner soul.1358 The author added that the expedience of wearing 

specific fabrics and a specific design of dress depended upon different parameters; era, 

age and the company one is in.1359 De Sales endorsed that on special occasions, such as 

feast-days or weddings, people should dress up more, or wear dresses suitable for the 

occasion (wedding dress, funeral garments, etc.).1360  

In the well-known and influential French conduct manual that was often republished 

DQG�DOVR�HGLWHG�LQ�%UXVVHOV��$QWRLQH�GH�&RXUWLQ¶V�Nouveau Traité de la Civilité (1671), 

FOHDQOLQHVV�DQG�PRGHVW\�LV�DOVR�SUDLVHG��EHLQJ�WRR�HFFHQWULF�RU�WRR�H[FHVVLYH�LQ�RQH¶V�

fashion style are both considered ridiculous. Moreover, he adds that dress and fashion 

KDV�WR�EH�FRQIRUP�RQH¶V�VWDWXV���D�PDQ�RI�WKH�ZRUOG�RU�D�PDQ�RI�WKH�FOHUJ\���RQH¶V�DJH��

DQG�DOVR�RQH¶V�ERG\�SURSRUWLRQV��RQH�GRHV�QRW�KDYH�WR�ZHDU�D�ZLGH�EULPPHG�KDW�EHFDXVH�

it is fashionable if  one is too small for it ± this would cause him to look like a walking 

hat).1361  

Dress was also unmistakably part of a larger culture concerning the body, civilit y and 

elegance. As I have discussed earlier (cf. chapter IV) the elegant bodily movements and 

the display of an ideal upright posture made it possible for a person to engage in civil  

conversation and be part of high society. The achievement of such a posture and bodily 

elegance was, obviously, closely related to garments and dress and their molding 

function.1362 The exhibition La Mécanique des Dessous. Une histoire indiscrète de la 

                                                      
1358 De Sales 1631, pp. 331-�����µ'LH�JHVFKLFNWKH\GW�GLH�PRHW�ELMFDQV�DOWRV�HHQH�]LMQ�LQ�RQVH�FOHHGHUH��
op welcke wy so veel het doen-lij ck is niet en moghen lateen eenighe vuylicheyt/ die uytwendige 
reynelij ck-heyt geeft eenichsins te kennen die in-wendighe reynelyckheydt. Godt selve vereyscht 
eerbaerheyt des li chaems in-de ghene die tot zij ne Autaren comen/ ende die last hebben om die devotie 
WH�RQGHUKRXGHQ�¶ 
1359 'H�6DOHV�������S�������µ1RSHQGH�GH�VWRIIHQ�HQGH�¶W�IDWVRHQ�YDQGH�FOHederen/ die geschickt-heydt 
ZRUGW� LQ� YHHOH� VDNHQ� EHPHUFNW�� WH� ZHWHQ� YDQ� GHQ� WLMGW�� GHQ� RXGHUGRP�� GLH� JKHVWHOWHQLVVH� YDQ� ¶W�
geschelschap/ van-GH�RRUVDNH"¶�� 
1360 'H�6DOHV�������µ0HQ�YHUFLHUW�KHP�PHHU�RS�KH\OLJKH�GDJKHQ��QDHU�GDW�GLH�JURRWHU�]LMQ��,Q�GDJKHQ�
van penitentien/ als inde vasten/ soo berootmoedightmen hem selven/ op Bruyloften draught men 
bruyloftscleederen/ ende in wtvaerden roucleederen: Bijde Princen vermeer-dert men den staet 
ZHOFNPHQ� LQ�KX\V�PRHW�YHUPLQGHUHQ�¶� In early modern times, mourning dresses were an important 
aspect of funerals: Sorber 1989, p. 477. 
1361 Antoine De Courtin, Nouveau Traité de la Civilit é qui se pratique en France, Et aill eurs, parmy les 
Honnestes Gens, Brussels, 1671, pp. 89-95. 
1362 Roodenburg 1991, pp. 23-25, pp. 30- 31, pp. 34-����+HUPDQ�5RRGHQEXUJ��µ2Q�³6ZHOOLQJ´�WKH�+LSV�
and Crossing the Legs: Distinguishing Public and Private in Paintings and Prints from the Dutch Golden 
$JH¶��LQ��$UWKXU�.��:KHHORFN��-U��DQG�$GHOH�6HHII��HGV����The Public and the Private in Dutch Culture 
of the Goden Age��/RQGRQ��7RURQWR��������S������5RRGHQEXUJ�������+HUPDQ�5RRGHQEXUJ�µ9HUV�XQH�
KLVWRLUH� YUDLPHQW� FXOWXUHOOH� GH� OD� PRGH�� O¶H[DPSOH� GH� OD� SHLQWXUH� QpHUODQGDLVH� DX� ;9,,H� VLqFOH¶��
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silhouette (2013) also stressed this connection between body and garments; throughout 

the ages, undergarments, both male and female, have formed the body to fit the beauty 

ideals of the time - fashion creates the body.1363 In addition, seventeenth-century fashion 

created an artificial silhouette for men; the wide petticoat breeches, the bulging shirts, 

and the high periwigs etc. (cf. supra). do not stress the natural structure of the human 

body, but are artificial constructions.1364  

  

3.2. The Socio-Economic History  of Dress  in the Southern Netherlands 

(1650-1700) 

 

If  you were to go shopping in early modern Antwerp, as elsewhere, you could buy 

fabrics, garments and accessories from different people of different professions, 

gathered in different guilds. The production of clothing in Antwerp was mainly 

concentrated in the hands of the Antwerp tailors. People would buy their own fabrics 

and bring them to the tailor who would then cut and sew them into dresses and 

accessories.1365 2QH¶V�RZQ�VWDII�RU�GDXJKWHUV�RI��ZHDOWK\��IDPLOLHV�ZKR�KDG�OHDUQHG�KRZ�

                                                      
Apparence(s), 2 (2008) [online], online since 28 August 2008, consulted URL: 
http://apparences.revues.org/index783.html (paper version Rubenianum access 12 November 2009); 
*HRUJHV�9LJDUHOOR��µ7KH�8SZDUG�7UDLQLQJ�RI�WKH�%RG\�IURP�WKH�$JH�RI�&KLYDOU\�WR�&RXUWO\�&LYLOLW\¶��
in: Michel Feher, Ramona Naddaff  and Nadia Tazi (eds.), Fragments for a History of the Human Body 
Part Two, New York, 1990, pp. 150-155, passim. An example in which deformity was molded back 
into shape by µJDUPHQWV¶��LV�WKH�FDVH�RI�WKH�(QJOLVK�PDQ�(GPXQG�9HUQH\������-1688). Verney had a 
FRQJHQLWDO�VSLQDO�GHIRUPLW\�DQG�ZRUH�µVSHFLDO�ERGLHV¶�DQG�HYHQ�DQ�LURQ�KDUQHVV��(GZDUGV�������S������
Metal corsets even existed from the sixteenth century onwards: Denis Bruna and Sophie Vesin, 
µ/¶pQLJPH�GHV�FRUVHWV�GH�IHU¶��LQ��%UXQD�������SS����-69 (on the orthopedical use of these corsets). On 
the molding function of swaddling babies: Mark Motley, Becoming a French Aristocrat. The Education 
of the Court Nobilit y 1580-1715, New Jersey, 1990, p. 25; Roodenburg 2000, pp. 66-67; Roodenburg 
2004, p. 81; Kuus 2000, p. 76; Watteeuw 2013, p. 256-258, pp. 260-261, p. 270 (ruffs also moulded a 
SHUVRQ¶V�SRVWXUH�LQWR�WKH�GHVLUHG�IRUP�DQG�ZHUH�WKXV�µDFWLYH�IRUPHUV¶���3LHUUH�������S����2; Sorber 2001, 
p. 9; Reynolds 2013, p. 46, p. 81. 
1363 'HQLV�%UXQD��µ,QWURGXFWLRQ¶��LQ��La Mécanique des dessous. Une histoire indiscrète de la silhouette, 
exh.cat., Paris, Arts Decoratifs/ New York, Bard Graduate Centre : Decorative Arts Design History, 
Material Culture, Paris, 2013, pp. 19-21 (comparable view on the molding of the body through 
XQGHUJDUPHQW�VWUXFWXUHV��VHH�DOVR�%pDWULFH�6DOPRQ¶V�IRUHZRUG���2Q�FRPPHQWV�RQ�FRUVHWV��VHH��0LFKHO�
'HORQ��µ/¶$QFLHQ�5pJLPH�GX�&RUSV¶��S�����DQG�IROORZLQJ��0DQ\�WKDQNV to Bert Watteeuw for signalling 
this exhibition catalogue to me. For this interaction between the body and dress, see also: Anne 
Hollander, Seeing Through Clothes, New York/ London/ Victoria/ Markham/ Auckland, reprint, 1988, 
p. 314, pp. 86-87, pp. 108-109, pp. 110-111. 
1364 Pierre 2013, p. 99. 
1365 Deceulaer 2001, p. 27; Sorber 1989, p. 459. 
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to sew could also take care of smaller or less fashionable dresses.1366 The little girls 

&DWKDULQD�DQG�$QQD�0DULD�&URHV��ZKRVH�MXGLFLDO�JXDUGLDQ�DIWHU�WKHLU�IDWKHU¶V�GHDWK�ZDV�

Hiëronymus Janssens, also learned how to sew, and were given a new or repaired 

sewing pillow from time to time, as is evidenced in the bills of Janssens preserved in 

WKH�DUFKLYH�RI�WKH�µ2USKDQ�5RRP¶�1367 The production but mostly the selling of garments 

was also controlled by the oudkleerkopers, or the sellers of second-hand goods.1368 It is 

not the aim of this thesis to discuss the economic side of the production and selling 

process, as this has already been the subject of extensive research by Harald 

Deceulaer1369 and Ilja Van Damme.1370  

In seventeenth-century Antwerp, the rich social elite of society constituted a limited 

number of families of whom those with political and economical power were the most 

influential. Over the course of the seventeenth century, a shift in society can be 

discerned: more and more members of the commercial elite adopted political power and 

a noble title, or at least, aspired to achieving one. Both the ennobled and those with 

aristocratic aspirations adopted a noble lif estyle (two groups of Antwerp society that 

were closely intertwined through business and familial relations), including the display 

of possessions, conspicuous consumption and elegant and refined behavior (cf. 

introduction).1371 )DVKLRQDEOH�GUHVV�ZDV�RQH�RI�WKH�H[WHUQDO�LQGLFDWRUV�RI�WKHVH�µQHZ¶�

                                                      
1366 Sorber 1989, p. 460; Sorber 2001, p. 26. 
1367 $QWZHUS�� )HOL[$UFKLHI�� µ:HHVNDPHU¶��:.������� µ6WDWHQ� HQ� 5HNHQLQJHQ¶� ���� )HEUXDU\� ������
[Appendix 34]: µ5HNHQLQJH�GLH�PLGWV�GHVHQ�LV�GRHQGH�-HURQLPXV�-DQVVHQV�DOV�PRPERLU�RXHU�GH�NLQGHUHQ�
van wylen Jeronimus Croes ende Hendrina vander Vliet genaempt Catharina Croes tsedert het passeren 
vanden staet den vierthiensten Januarij  1682 ter weescamere welcke rekeninge wordt ouergegeuen aen 
GHQ�ILVFXV�GHVHU�FDPHUH�DOV�WRW�GHVHQ�>«@�SDUWLFXOLHUO\FN�HQGH�YRRUGHUV�QLHW�JHDXWKRULVHHUW�HQGH�LV�DOV�
YROJKW¶>«@�µ%HWDHOW�DHQ�HHQ�ZHUFNFXVVFKHQ�>FUXVVHQV@�HQGH�VFKRHQHQ��- ��¶�>DGGHG�LQ�PDUJLQV��µELM�
TXLWDQWLH@�µYRRU�QHJHQ�PDHnden montcosten leeren lesen ende wercken [ende] schrijuen betaelt 13-��¶�
>«@�µ$QGHUH�UHNHQLQJKH�YDQ�$QQH�0DULD�&URHV¶� >«@�µAen repareren van haer werck cussen 0-��¶��
Daughters of the well-known and wealthy Moretus family also learned how to sow: Sorber 1989, p. 
460. 
1368 Deceulaer 2001, p. 47, passim; Sorber 2001, p. 28; Van Damme 2007, pp. 63-69 and passim.  
1369 Deceulaer studied the professions of tailors, second hand dealers, stocking makers, etc. in early 
modern guilds Deceulaer 2001. 
1370 In his chapter on commercial circuits in Antwerp, Van Damme has provided the reader with a 
beautiful ill ustration of the different types of shops, market places, and all kinds of retail trades that can 
be found in Antwerp, see: Van Damme 2007, pp. 63-101. 
1371 %HUW� 7LPPHUPDQV�� µThe Elite as Collectors and Middlemen in the Antwerp Art World of the 
6HYHQWHHQWK� &HQWXU\¶�� LQ��Munuscula Amicorum: Contributions on Rubens and his Colleagues in 
Honour of Hans Vlieghe, vol. 2, ed. by Katlij ne Van der Stighelen, Pictura Nova, X, Turnhout, 2006, 
pp. 344-345; Timmermans 2008. In France, the process of aristocratization amongst merchants and 
DULVWV�DOVR�H[LVWHG��7KH�QHZ�QRELOLW\�DOVR�WRRN�XS�D�OLIHVW\OH�FRPSDUDEOH�WR�WKH�QRELOLW\¶V��DQG�WKXV�DOVR�
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noblemen or members of the wealthy commercial elite employed to justify their new or 

desired status in this hierarchical society.1372 These are (cf. introduction, chapter dance) 

WKH�ILJXUHV�WKDW�DUH�UHSUHVHQWHG�LQ�-DQVVHQV¶�RHXYUH�� 

Members of such rich Antwerp families would buy an entirely new outfit on an annual 

basis. New accessories and dress components were purchased on a monthly basis. In 

general, a lot of money was spent on dress and fabrics, in high society circles, as is 

evidenced by, for example, the Moretus famil y in Antwerp.1373  

:KHUHDV�LQ�HDUOLHU�WLPHV��ELUWK�LQGLFDWHG�RQH¶V�SRVLWLRQ�LQ�VRFLHW\��WKH�VRFLDO�SRVLWLRQ�RI 

a particular person became more and more dependent on his display of manners and 

JRRG�WDVWH��7KH�XSFRPLQJ�PLGGOH�FODVVHV�WKXV�JDLQHG�PXFK�IURP�WKLV�µFXOWXUDO�VKLIW¶��

and it is said this evolution can be connected to the changing consumer patterns from 

the ODWH� VHYHQWHHQWK� FHQWXU\� �D� µFRQVXPHU� UHYROXWLRQ¶� LQ� 1RUWK-Western Europe). 

0HPEHUV�RI�WKH�PLGGOH�FODVVHV�WRRN�SDUW�LQ�WKLV�µFRQVXPHU�UHYROXWLRQ¶�DV�LW�SURYLGHG�

them with signs of respectability, trustworthiness, wealth, etc.1374 In early modern 

Antwerp, the elegant, fashionable savoir-vivre (which in fact also meant the buying of 

dress) was introduced and spread mainly by the mercantile elite and urban middle 

classes.1375  

During the second half of the seventeenth century, after The Peace of Münster in 1648, 

the economy of Antwerp went downhill.1376 Nevertheless, Bruno Blondé and Ilja van 

                                                      
dressed in a similar manner: Carl Goldstein, Print Culture in Early Modern France. Abraham Bosse 
and the Purposes of Print, Cambride, 2012, pp. 54-55. ( introduction of this thesis) 
1372 Roodenburg 1991; De Laet 2011, p. 189. 
1373 Sorber 1989, p. 451. In her study of the housekeeping book of Elisabeth Moretus, Caroline De 
Staelen concluded that dress (and accessories, shoes, etc.) was the third largest group of expenditures: 
Caroline De Staelen, Levenswijze en consumptiepatroon van een Antwerpse weduwe: Het 
huishoudjournaal van Elisabeth Moretus (1664-1675), XQSXEOLVKHG�PDVWHU¶V�WKHVLV��8*HQW��������S��
137.  
1374 -RKDQ�3RXNHQV�DQG�1HOH�3URYRRVW��µ5HVSHFWDELOLW\��0LGGOH-Class Material Culture, and Economic 
Crisis: The Case of Lier in Brabant 1690-����¶��Journal of Interdisciplinary History, XLII, 2 (2010), 
p. 160, pp. 162-�����FI��P\�UHPDUNV�DERXW�WKH�µHYROXWLRQ¶�RI�DULVWRFUDF\��WKH�FKDQJH�LQ�RXWZDUG�GLVSOD\�
of civilit y etc. references in chapter 5). Deceulaer, however, argues that due to the economical problems 
in the second half of the seventeenth century, there was a need for cheaper, standard textile products, 
causing the middle classes to wear more fashionable dress: Deceulaer 2001, p. 1593 
1375 De Laet 2011, p. 147. 
1376 For the economic problems of the Antwerp industries in the second half of the seventeenth century, 
see Deceulaer 2001, p. 159; Van Damme 2007; Deceulaer 2013, p. 26; Bruno Blondé and Ilj a Van 
'DPPH��µ(HQ�FULVLV�DOV�XLWGDJLQJ"�.OHLQKDQGHOVUHYROXWLHV�HQ�YHUEUXLNVYHUDQGHULQJHQ�WH�$QWZHUSHQ��FD��
1648- FD�������¶��Tijdschri ft voor Sociale en Economische Geschiedenis, 4, 1 (2007), p. 61; Bruno 
%ORQGp��/DXUD�9DQ�$HUW�DQG�,OMD�9DQ�'DPPH��µµ$FFRUGLQJ�WR�WKH�/DWHVW�DQG�0RVW�(OHJDQW�)DVKLRQ¶��
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'DPPH� UHFHQWO\� DUJXHG� WKDW� WKH� µJUHDW� HFRQRPLF� FULVLV¶� RI�$QWZHUS�� VWDUWLQJ� LQ� WKH�

second half of the seventeenth century, should be discussed in a much more nuanced 

manner. Though Antwerp indeed lost its leading position as an international metropolis, 

it still had an important role to play in the retail trade in terms of its local and regional 

markets.1377 ,W�ZDV�WKH�FRQVXPHU¶V�SUHIHUHQFHV�DQG�WDVWH�WKDW�FKDQJHG�LQ�WKH�VHFRQG�KDOI 

of the seventeenth century; the taste for all things French, which had previously 

conquered the Netherlands, continued to spread even more.1378  

French was equal to all things new and modern,1379 and consumers were more and more 

sensitive to these changing fashion styles.1380 French fashions were already present in 

the Southern Netherlands in the first half of that century, as can be seen in the Flemish 

portraits and paintings from the 1630s.1381 Inhabitants of the Netherlands were intrigued 

                                                      
Retaili ng Textiles and Changes in Supply and Demand in Seventeenth- and Eighteenth-Century 
$QWZHUS¶��LQ��-RQ�6WREDUW�DQG�Bruno Blondé (eds.), Selli ng Textiles in the Long Eighteenth Century. 
Comparative Perspectives from Western Europe, London, 2014, p. 139. 
1377 Blondé and Van Damme 2007, pp. 62-63; Van Damme 2007, p. 39-43. In his book Van Damme 
merely discussed the period between 1684-1748 as an era with many changes in consumption, p. 46. 
)RU�LQIRUPDWLRQ�DERXW�WKH�$QWZHUS�µUHWDLO�SDUDGR[¶��L�H��µD�VKULQNLQJ�HFRQRPLF�KRUL]RQ�UXQQLQJ�SDUDOOHO�
to material culture and retail transformations, usually connected to expanding urban economies and 
VRFLHWLHV¶��DQG�LWV�H[SODQDWLRQ��µFKDQJLQJ�UHWDLO�DQG�FRQVXPHU�SUDFWLFHV¶���VHH�DOVR��%UXQR�%ORQGp�DQG�
,OMD�9DQ�'DPPH��µ5HWDLO�JURZWK�DQG�FRQVXPHU�FKDQJHV�LQ�D�GHFOLQLQJ�XUEDQ�HFRQRP\��$QWZHUS������-
�����¶��The Economic History Review, 63, 3 (2010), pp. 638-663; Blondé, Van Aert and Van Damme 
2014, pp. 138-�����(ULN�$HUWV�� µ:HOYDDUW�HQ�ZHO]LMQ� LQ�GH�]RJHQDDPGH�2QJHOXNVHHXZ¶�� LQ��5��9DQ�
Uytven, C. Bruneel, A.M. Koldewey e.a. (eds.), Geschiedenis van Brabant van het hertogdom tot heden, 
Zwolle, 2004, pp. 431-�����PDQ\�WKDQNV�WR�'UV��$VWULG�6OHJWHQ��.8�/HXYHQ��IRU�VKDULQJ�$HUW¶V�DUWLFOH�
with me ± she and Drs. Klara Alen have been very sharing with their helpful discussions on the 
economic situation in the second half of the seventeenth century). 
1378 Van Damme 2006, p. 61; Van Damme 2007, p. 52, p. 62, pp. 187-190; Blondé and Van Damme 
������S������,OMD�9DQ�'DPPH��µ0LGGOHPHQ�DQG�WKH�&UHDWLRQ�RI�D�µ)DVKLRQ�5HYROXWLRQ¶��7KH�([SHULHQFH�
RI�$QWZHUS�LQ�WKH�/DWH�6HYHQWHHQWK�DQG�(LJKWHHQWK�&HQWXULHV¶��LQ��%HYerly Lemire (ed.), The Force of 
Fashion in Politi cs and Society. Global Perspectives from Early Modern to Contemporary Times, 
Surrey ± Burlington, 2010, p. 29; p. 21-����S������,OMD�YDQ�'DPPH��µ=RWWH�YHUZDDQGKHLG��Over Franse 
verleiding en Zuid-Nederlands onbehagen, 1650-����¶��LQ��5DI�GH�%RQW�DQG�7RP�9HUVFKDIIHO��HGV����
Het verderf van Parijs��/HXYHQ��������SDVVLP��,OMD�9DQ�'DPPH��µ(HQ�VWDG�LQ�WUDQVLWLH��$QWZHUSHQ�QD�
����¶�� LQ��%HQ�9DQ�%HQHGHQ�DQG�1RUD�'H�3RRUWHU��Vorstelijke Vluchtelingen. Willi am en Margaret 
Cavendish in het Rubenshuis 1648-1660, exh.cat., Antwerp, Rubenshuis, Schoten, 2006; Alfons K.L. 
Thijs, Van Geuzenstad tot katholiek bolwerk. Antwerpen en de contrareformatie, Turnhout, 1990, pp. 
188-189; Aerts 2004, p. 443; Deceulaer 2001, pp. 163-17���*DEULHOH�0HQWJHV�� µ(XURSHDQ� )DVKLRQ�
(1450-�����¶� European History Online. http://ieg-ego.eu/en/threads/models-and-stereotypes/the-
spanish-century/gabriele-mentges-european-fashion-1450-
1950#CourtlypresentationandmiddleclassfashionstylesFranceasfashionleader (access 17 February 
2015) ± for information on the spread of French fashion.  
1379 Van Damme 2004, p. 189. 
1380 Van Damme 2010, p. 22. Van Damme 2007, p. 188; Deceulaer 2001, p. 159. 
1381 Deceulaer 2001, p. 165; Deceulaer 2013, p. 24; De Laet 2011, pp. 171-172 (French fashions in 
%UXVVHOV���*RUGHQNHU�������S������*RRGPDQ�������&RUGXOD�YDQ�:\KH��µ%HWZHHQ�&KDVWLW\�DQG�3DVVLRQ��
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and largely influenced by the French way of lif e, language, dress and leisure.1382 This 

is not surprising, since in the seventeenth century the fashion for French dress 

conquered many parts of what we now call Europe.1383 France, and in particular Paris 

was, despite the political tendencies, the cultural model in the Southern Netherlands.1384 

French dancing masters and tailors conquered the Antwerp market,1385 whilst from the 

sidelines, furious and scandalised moralistic writers and/or clergymen blamed the 

influences of the so-FDOOHG�µLQFRQVWDQW�)UHQFK¶�DQG�WKHLU�IULYRORXV�FORWKLQJ�DQG�OLIHVW\OHV�

for the indecencies and liberties they saw being spread amongst the Antwerp 

youngsters. Despite the importance of dress as mentioned above, not much 

contemporary literature with a positive approach to it can be found. An enormous 

amount of moralising texts forbidding and condemning French fashion and the 

importance of beauty is still available to us today.1386  

                                                      
The Impact of the French exiles on the Cult of Courtly Love at thH�%UXVVHOV�&RXUW�LQ�WKH�����V¶��LQ��
Anselm Steiger (ed.), Passion, Affekt und Leidenschaft in der frühen Neuzeit, Wolfenbütteler Arbeiten 
zur Barockforschung, 11, Wiesbaden, 2005, pp. 951-980 (I am very grateful to Prof. Dr Johan 
Verberckmoes ( KU Leuven) for referring to this publication). Van Damme does not take into account 
the important French influence in the 1630s, but mainly focusses on the second half of the seventeenth 
century, as for example in: Van Damme 2004, p. 188, p. 190. He claims that only in the second half of 
the seventeenth century the Spanish fashion styles were left for the French, though this happened earlier 
(see above). On the dominance of French, in particularly, Paris fashions in he seventeenth and 
eighteenth centuries in Europe, see: Roche 1996, p. 44. On the French influence in terminology used to 
describe dress in the second half of the seventeenth century, see: Sorber 1989, p. 474 
1382 Van Damme 2004, pp.187-203, pp. 308-310; Van Damme 2010, pp. 25-27; Van Damme 2006; Van 
Damme 2007, pp. 187-������ SDVVLP�� %UXQR� %ORQGp� DQG� +LOGH� *UHHIV�� µ:HUN� DDQ� GH� ZLQNHO�� De 
$QWZHUSVH� PHHUVHQLHUV�� DVSHFWHQ� YDQ� GH� NOHLQKDQGHO� HQ� KHW� YHUEUXLN� LQ� GH� ��GH� HQ� ��GH� HHXZ¶��
Bijdragen tot de Geschiedenis, 84 (2001), p. 221; Deceaulaer 2001, pp. 163-180; De Laet 2011, pp. 
189-192. 
1383 Jeggle 2010, p. 29; Edwards 1985, p. 79 (In England as well , this is only one of the many 
publications in which the French influence of English clothing is discussed ± see more recently also: 
Gesa Stedman, Cultural Exchange in Seventeenth-Century France and England, Farnham, 2013); 
Mansel 2005, p. 8; Ribeiro 2005, p. 257. Roodenburg 1991, p. 27. In England, the French fashion style 
was also imitated: De Marly 1980, p. 268. 
1384 Van Damme 2007, p. 190; Van Damme 2004, pp. 188-189. 
1385 Antwerp inhabitants took French servants, dancing masters, teachers, and connoisseurs of the 
French savoir-de-vivre in their service: Deceulaer 2001, p. 176; Van Damme 2010, p. 25 (also on French 
influence in theatre); Van Damme 2004, p. 194 (passim); Van Damme 2007, pp. 189-191; Deceulaer 
2001, pp. 163-179 (passim).  
1386 Thijs 1990, pp. 188-193; Blondé and Greefs 2001, p. 221; Deceulaer 2001, pp. 159-178; Van 
Damme 2004, pp. 190, pp. 194-199; Van Damme 2006; Van Damme 2007, pp. 189-192, p. 221; Van 
Damme 2010, pp. 21-22, pp. 24-25; Deceulaer 2013, p. 24. French fashions were also spread in Brussels 
through French armies, p. 25. Many moralist essays not only warn against vanity etc., but also for the 
loss of outward difference between the social layers of society: De Laet 2011, pp. 162-164, pp. 167-
176. A well-known example in (the here mentioned) scholarly research is Adriaen Poirters, Het Masker 
vande wereldt afgetrocken (Antwerp, 1646), p. 70, 151, 191 (French language), p. 261. In general, there 



363 
 

 

Together with a rapid succession of new fashion styles,1387 Southern Netherlandish 

consumers exhibiWHG�D�QHHG�WR�EH�µj�OD�PRGH¶�1388 %HLQJ�µj�OD�PRGH¶�ZDV�YHU\�RIWHQ�DQ�

adjective employed to describe idealised French fashions, morals and language.1389 This 

is evidenced by, for example, the writings of Balthasar Moretus the younger, who 

travelled to Rozendaal in 1668. He stayed in a lodging house with rather remarkable 

company. Next to a decent preacher who had run away from his wife, Moretus also met 

a very civil and experienced à la mode PDVWHU�RI�WKH�)UHQFK�ODQJXDJH�DQG�PDQQHUV��µHQ�

                                                      
were many seventeenth-century authors discussing dress and fashion in the light of ideas on luxury, 
excess, wealth etc. From a moralist, economical, and theological (both Calvinist and Catholic) point of 
view such treatises were written: Roche 1996. For a discussion of moralist writings in other countries 
about fashion (I have not adopted a comparison, as this is beyond the scope of this chapter), see among 
others: Ribeiro 2005; Aileen Ribeiro, Dress and Morality��/RQGRQ��������VSHF��FKDSWHU�HQWLWOHG�µ5DJV�
of Sin, Robes RI�6KDPH�DQG�3URYRFDWLRQV�RI�/XVW¶��SS����-�����%HWKDQ\�:LJJLQ��µ*OREDOL]DWLRQ�DQG�WKH�
:RUN�RI�)DVKLRQ�LQ�(DUO\�0RGHUQ�*HUPDQ�/HWWHUV¶��Journal for Early Modern Cultural Studies, 11, 2 
(Fall 2011), pp. 35-����)UDQoRLVH�:DTXHW��µ/D�PRGH�DX�;9,,H�VLqFOH��GH IROLH�j�O¶XVDJH¶��Cahiers de 
O¶$VVRFLDWLRQ�LQWHUQDWLRQDO�GHV�pWXGHV�IUDQFDLVHV� 38 (1986), pp. 91-104; Hoekstra 1999, p. 38, p. 43; 
De Winkel 2006. Dutch moralists also condemned the French fashion styles: Kimberlee A. Cloutier-
%OD]]DUG��µ7KH�(OHSKDQW�LQ�WKH�/LYLQJ�5RRP��-DQ�6WHHQ¶V Fantasy Interior as Parodic Portrait of the 
6FKRXWHQ�)DPLO\¶��Aurora, XI (2010), pp. 100-101.  
1387 Van Damme 2010, p. 22, p. 30, pp. 34-36. Van Damme 2007, p. 213-214, p. 213. Deceulaer 2013, 
p. 27. &KDQJH�DQG�DGDSWLRQ�ZDV�D�VWUDWHJ\�LQ�RUGHU�WR�NHHS�WKH�PDUNHW�DQG�WKH�µIORZ�RI�QHZ�IDVKLRQV¶�
alive: Roche 1996, p. 44. In this dissertation, I focus on the situation in the second half of the seventeenth 
century. Obivously, remarks about the fast changing fashion styles already existed much earlier ± going 
back to the sixteenth century. This acceleration of the fashion styles is thus not new or unique, but is, 
nevertheless, of importance for our understanding of the depiction of dress in the paintings by Janssens 
as these show exactly these rapid changes of fashion in the second half of the seventeenth century. The 
PRVW�FOHDU�H[DPSOH�RI�WKH�LGHD�RI�WKH�IDVW�FKDQJLQJ�FKDUDFWHU�RI�IDVKLRQ�DQG�LWV�µILFNOHQHVV¶��LV�DOVR�FOHDU�
LQ�.DUHO�YDQ�0DQGHU¶V�GHVFULSWLRQ�Rf Lucas de Heere, who ± when painting an Englishman ± painted a 
nude man with a cloth and a pair of scissors, as the fashions changed too fast to depict. A picture of 
VXFK�D�PDQ�E\�'H�+HHUH�LV�VWLOO�SUHVHUYHG��VHH��0LFKDHO�*DXGLR��µ7KH�7UXWK�LQ�&ORWKLQJ��7he Costume 
6WXGLHV�RI�-RKQ�:KLWH�DQG�/XFDV�GH�+HHUH¶��LQ��.LP�6ORDQ��HG����European Visions: American Voices, 
London, 2009, pp. 26-27. I want to thank Irene Groeneweg for pointing out to me this picture by De 
Heere. 
1388 Van Damme 2010, p. 30, pp. 34-37. Van Damme 2007, pp. 156-157, p. 214, pp. 220-221, p. 188; 
Blondé and Van Damme 2007, passim, p. 82; De Laet 2011, p. 159; Blondé, Van Aert and Van Damme 
2014, passim. Van Damme 2007, p. 156; Deceulaer 2001; Bruno Blondé and Ilj a Van Damme, 
µ)DVKLRQLQJ� 2OG� DQG� New or Molding the Material Culture of Europe (Late Seventeenth- Early 
1LQHWHHQWK�&HQWXULHV�¶��LQ��%UXQR�%ORQGp��1DWDFKD�&RTXHU\��-RQ�6WREDHUW�DQG�,OMD�9DQ�'DPPH��HGV����
Fashioning Old and New. Changing Consumer Preferences in Europe (Seventeenth- Nineteenth 
Centuries), Turnhout, 2009, p. 3. 
1389 Goodman 1992 
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eenen seer sivielenende hervaren alemoden Meester van de Fransche tale ende 

PDQLHUHQ¶��1390  

$Q�H[WHULRU�HPERGLPHQW�RI�WKH�QHHG�WR�EH�µj�OD�PRGH¶�ZDV�WKH�IDVKLRQ�RI�SDUWLFLSDWLQJ�

LQ�D�µWRXU�j�OD�PRGH¶��2Q�WKHVH�WRXUV��HOLWH�PHQ�DQG�ZRPHQ�URGH�DURXQG�WKH�FLW\�LQ�WKHLU�

coaches, well dressed (à la mode��RQO\�µWR�VHH�DQG�WR�EH�VHHQ¶�± the ultimate display of 

ZHDOWK�DQG�VRFLDO�VWDWXV��6XFK�D�µWRXU¶�ZDV�D�IDVKLRQDEOH�DFWLYLW\�LQ�GLIIHUHQW�FRXQWULHV��

and was thus also to be spotted in seventeenth-century Antwerp and Brussels.1391 The 

activity has often been painted by Erasmus de Bie in his city-scapes,1392 for example, 

his Meir in Antwerp (Antwerp, Koninklij k Museum voor Schone Kunsten, FIG. 83).  

,W�ZDV�FRQVLGHUHG�PRUH�LPSRUWDQW�WR�EX\�µj�OD�PRGH¶�REMHFWV��WKDQ�REMHFWV�ZLWK�D�VLJQHG�

mark proving its quality. The increasing speed at which cheaper and less durable objects 

µj�OD�PRGH¶�ZHUH�SURGXFHG�DQWLFLSDWHG�WKH�FRQVHTXHQWO\�UDSLG�FKDQJLQJ�IDVKLRQ�WDVWHV�

of the consumers. These rapidly changing tastes for novelties was strengthened and 

anticipated by middlemen such as retailers. In this period, fashionable objects reached 

a larger group of potential consumers; the middle classes of society also became 

                                                      
1390 0�� 6DEEH�� µ'H�0RUHWXVVHQ� RS� 5HLV� LQ� ����� GRRU� GH� %UDEDQGVFKH� .HPSHQ�� GH�0HLHULM� YDQ� ¶V�
+HUWRJHQERVFK��=HHODQG�HQ�9ODDQGHUHQ¶��Uit het Plantijnsche huis, Antwerp, 1923 p. 142. For more on 
µj�OD�PRGH¶��VHe: Goodman 1992 
1391 For more on the tour in Brussels, see: In his Het masker vande wereldt afgetrocken (Antwerp, 1646), 
3RLUWHUV�DJDLQ�UHIHUV� WR�WKH�µWRXU�D�OD�PRGH¶��$GULDHQ�3RLUWHUV�GHVFULEHG� WKH�µ7RXU�YDQ�j� OD�PRG¶�RU�
µ9HQXVSURFHVVLH�GRHQ¶�LQ�D�PRUH�DPRURus and fli rtatious context (though, obviously, he considered this 
a foolish and vain activity) (p. 313). Together with playing dice, playing cards, dancing and ballets, the 
WRXU�ZDV�MXVW�DQRWKHU�PDQQHU�WR�VTXDQGHU�SUHFLRXV�WLPH���S������µGHQ�7RXU�YDQ�j�OD�mode, die hier te 
lande is inghevoert, heeft dien oock niet wel soo veel tijdt-verlies, ydelheydt ende li chtveerdigheydt, 
dat wy oock wel eenen Sot moghten op de Vaert-brugh van Brussel stellen, of op de Nieuw-brugh, om 
altemael eenen wegh uyt te doen rijden? Ick moet u hier Alder-liefste Philothea, een weijnigh desen 
Tour à la Mode in dicht af-maelen, niet dat ick berisp die om ghesontheydt, eerlij cke recreatie, of om 
hun vrinden en gasten hier worden ghesien en ghevonden: ver-re zy dat vanmy, ick hebt alleen teghen 
een deel kaele vlie-ghen, die even-wel den Ioncker maecken, ende teghen som-mighe, die uyt een quade 
PH\QLQJKH�WRW�VFKDQGDHO�HQGH�YDO�YDQ�G¶DQGHUH�KHQ�VHOYHQ�KLHU�DOV�JDHQ�YH\OHQ��HQ�VFKRRQ�YRRU-doen 
RP�LHPDQW�WH�EHGULHJKHQ�>«@¶��SS����-24. At the end of his treatise Het masker van de wereldt, Poirters 
aigain refers to the tour in a negative manner: pp. 317-318. For more information about this moralising 
GHVFULSWLRQ��DQG�)LW]ZLOOLDP¶V�QRWLRQ�RI�LW�DQG�JHQHUDO�LQIRUPDWLRQ�DERXW�WKH�µWRXU�j�OD�PRGH¶�LQ�WKH�
1RUWKHUQ�DQG�WKH�6RXWKHUQ�1HWKHUODQGV��VHH�%LDQFD�'X�0RUWLHU��µµ+HUH�RQH�FRPHV�WR�VHH�DQG�WR�EH�VHHQ¶�
)OkQHULH�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶, The Rijksmuseum Bulletin, 62, 2 (2014), pp. 137-�����µ$QWZHUSHQ�
in de boeken van Lady Margaret of NewcaVWOH��XLW�KHW�5XEHQVKXLV¶��Antwerpiensia (1939), p. 215; Van 
Damme 2004, pp. 194-195; De Laet 2011, pp 164-165; Van Damme 2006, p. 55; Ursula Härting, 
catalogue note in: Van Beneden and De Poorter 2006, p. 171; Van Damme 2010, pp. 23-24; Karel 
3RUWHPDQ�� µ$ few literary-historical vedute of seventeenth-FHQWXU\�%UXVVHOV¶�� LQ��9DQ�GHU�6WLJKHOHQ��
Kelchtermans and Brosens 2013, pp. 50-51; Kees van Strien, Touring the Low Countries. Accounts of 
British Travellers, 1660-1720, Amsterdam, 1998,  p. 53, p. 55. 
1392 Another example, see: Härting catalogue note in Van Beneden and De Poorter 2006, p. 171. 
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fashion-conscious.1393 Nevertheless, the Southern Netherlandish aristocracy also 

enjoyed buying fashionable garments and accessories. Koen de Vlieger-de Wilde 

argued that the nobilit y themselves and not their servants bought the dresses and 

DFFHVVRULHV��DV�WKH\�PDGH�µVKRSSLQJ�WULSV¶�WR�3DULV�RU�%UXVVHOV��'XH�WR�WKH�ODUJH�DPRXQW�

of garments it had become more difficult to know what dresses were up to date and 

fashionable. Precisely by showing good taste and knowledge of the world, the well-

GUHVVHG� QRELOLW\� GLIIHUHQWLDWHG� WKHPVHOYHV� IURP� WKH� µFRPPRQ� SHRSOH¶� ±1394 this 

technique was also used by the wealthy commercial elite with aristocratic aspirations 

(cf. supra the Moretus famil y).  

 

7KH�UHDVRQV�IRU�UDSLGO\�FKDQJLQJ�IDVKLRQ�F\FOHV�DQG�FRQVXPHUV¶�SUHIHUHQFHV�DUH�UDWKHU�

hard to elucidate. Though Van Damme acknowledges that many view points can 

provide us with clues (sociological, historical), he argues that we must look more 

closely to the so-FDOOHG� µUHWDLOHU¶V� UHYROXWLRQ¶� WR� H[SODLQ� WKLV� SKHQRPHQRQ��%HWZHHQ�

1648-1748, Van Damme notes that not only fashion production underwent change 

(faster and shorter fashion cycles, changes in production, the use of different materials 

(of lesser quality), etc.), but also marketing strategies.1395 Due to the fast changing 

                                                      
1393 Van Damme 2010, p. 30, pp. 34-37. Van Damme 2007, pp. 156-157, p. 214, pp. 220-221, p. 188; 
Blondé and Van Damme 2007, passim, p. 82; De Laet 2011, p. 159; Poukens and Provoost 2011; 
Blondé, Van Aert and Van Damme 2014, passim. In the seventeenth and eighteenth century, there was 
DQ�LQWURGXFWLRQ�RI�QHZ�SURGXFWV��EXW�WKHUH�ZDV�DOVR�DOZD\V�WKH�SRVVLELOLW\�WR�µXSGDWH¶�ROGHU�REMHFWV�DQG�
change them: Van Damme 2007, p. 156; Deceulaer 2001; Bruno Blondé and Ilj a Van Damme, 
µ)DVKLRQLQJ� 2OG� DQG� 1HZ� RU� 0ROGLQJ� WKH� 0DWHULDO� &XOWXUH� RI� (XURSH� �/DWH� 6HYHQWHHQWK- Early 
1LQHWHHQWK�&HQWXULHV�¶��LQ��%UXQR�%ORQGp��1DWDFKD�&RTXHU\��-RQ�6WREDHUW�DQG�,OMD�9DQ�'DPPH��HGV����
Fashioning Old and New. Changing Consumer Preferences in Europe (Seventeenth- Nineteenth 
Centuries), Turnhout, 2009, p. 3. 
1394 De Vlieger-De Wilde 2005, p. 77; Van Damme 2007, pp 171-172 (processes of distinction and 
civili sation)  
1395 Van Damme 2007, pp. 214-217. Novelties in fashion were spread by news papers, dolls and plates: 
'HFHXODHU�������S�������&DUOR�0DUFR�%HOIDQWL�DQG�)DELR�*LXVEHUWL��µ&ORWKLQJ�DQG�VRFLDO�LQHTXDOLW\�LQ�
HDUO\�PRGHUQ�(XURSH��LQWURGXFWRU\�UHPDUNV¶��Continuity and Change, 15, 3 (2000). p. 362. Mannequins 
appeared in Amsterdam in the 1620s, Roodenburg 1991, pp. 26-27; Deceulaer 2001, p. 174. On this 
history of fashion dolls going back to the fourteenth century, and fashion plates, see: Yollande 
Hollebosch-9DQ�5HFN��µ0RGHSRS��PRGHMRXUQDDO�HQ�PDQQHTXLQ��RI�KRH�GH�PRGH�DDQ�GH�³PDQ´�JHEUDFKW�
ZHUG� �8LW� GH� YHU]DPHOLQJHQ� YDQ� KHW� 0XVHXP� YRRU� 9RONVNXQGH� WH� *HQW�¶�� Oostvlaamse Zanten. 
Tweemaandelij ks tijdschrift voor volkskunde, 58, 5-6 (September-December 1983), pp. 162-174. These 
dolls were used in order to display the latest fashion styles. They were the primary method used to 
VSUHDG�IDVKLRQDEOH�LGHDV�RQ�GUHVV��,W�ZDV�DOVR�D�PDQQHU�WR�SUHVHQW�DQ�µLGHDO�VHOI¶��µD�PRGHO�WR�ZKLFK�WR�
DVSLUH¶�¶D�SRVVLELOLW\�WR�PDQLSXODWH¶��0DQVHO�������SS���-9; Sara Wilson McKay and Denise Baxter, 
µ³<RXU�.LGV�6D\�µ0RP¶��<RXU�&ORWKHV�6D\�2WKHUZLVH�´�3UHJQDQW�)DVKLRQ�'ROOV�DQG�9LVXDO�&XOWXUH¶, 
Visual Culture & Gender, 2 (2007), pp. 56-57. In letters, people also spread news about the current 
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fashion styles, the enormous amount of possible accessories and the need for consumers 

to be up to date, guidance in their acquisitions became necessary: i.e. the intermediation 

of a connoisseur or adviser who knew his facts. Van Damme stresses how this important 

role was played by the Antwerp retailers.1396 The retailers presented themselves as 

experts and connoisseurs of the latest (French) fashion styles and changes, of material 

culture in general, and French lif estyle, manners, language and morals, directly 

discussing nouveautés with their clients.1397 

 

The desired French goods could thus be bought in the late seventeenth century in the 

shops of tailors, meerseniers, and in the so-called à la mode shops. They often had a 

French name, or referred to France or Paris. In that manner, they reflected their status 

as centres of knowledge in terms of French habits, language and fashion. In these shops, 

fabrics and fashionable little accessories such as ribbons, bows, periwigs, snuffboxes, 

fans, gloves, belts, scarfs, etc. were for sale. The rise of these shops and their popularity 

went hand in hand with the changing fashion cycles and growing fashion-consciousness 

(for French fashions).1398 Such shops rose in the 1660s and would become very popular 

in the eighteenth century.1399 ,Q�������$QWZHUS�KRXVHG����RI�WKHVH�µj�OD�PRGH¶�VKRSV��

Mostly, women managed these shops.1400 Similar to Van 'DPPH¶V� LQWHUSUHWDWLRQ�RI�

retailers as mediators, who persuasively tried to sell the latest fashionable products, 

Coppens addressed the same persuasive characteristics to the women working in such 

                                                      
fashion styles in Paris and sometimes sent out garments and dolls as well:  Roodenburg 1991, pp. 26-
28. Dolls see: Groeneweg 1995, p. 251. 
1396 Van Damme 2007, pp. 53-54, p. 188, p.  217; Van Damme 2010, pp. 23-25, p. 30-37. 
1397 Blondé and Van Damme 2007, pp. 76-77; Van Damme 2010, p. 22, pp. 32-37; Van Damme 2007, 
pp. 152-169, passim; Van Damme 2004, p. 194. In general, the quality of all  kinds of (French) luxury 
products had to be discussed by connoisseurs: Jeggle 2010, p. 36; Blondé, Van Aert and Van Damme 
2014. 
1398 Van Damme 2004, p. 191; Van Damme 2006, pp. 61-62; Van Damme 2007, p. 55, p. 198, p. 191; 
Blondé and Van Damme 2007, p. 72; Van Damme 2010, p. 25; Blondé, Van Aert and Van Damme 
2014, p. 143 (fashion shops); Sorber 1989, p. 461. 
1399 Blondé and Greefs 2001, p. 222; Van Damme 2010, p. 25. 
1400 0DUJXHULWH�&RSSHQV��³�©$X�0DJDVLQ�GH�3DULV�ª��8QH�ERXWLTXH�GH�PRGHV�j�$QYHUV�GDQV�OD�SUHPLqUH�
moitié du XVIII e siècle", Belgisch Tijdschrift voor Oudheidkunde en Kunstgeschiedenis/ Revue belge 
G¶$UFKpRORJLH� HW� G¶+LVWRLUH� GH� O¶$UW, LI I (1983), p. 85; Sorber 2001, p. 16, p. 18 (on fashionable 
accessories). An example of such a shop in the eighteenth century in Antwerp is already been discussed 
in-depth by Coppens 1983, pp. 81-107. For information about women in these shops, see: Laura Van 
$HUW��µ6HNVH�DOV�VOHXWHO�WRW�VXFFHV"�Vrouwen en de verkoop van textile in de Noordelij k en Zuidelij ke 
Nederlanden 1650-����¶��Textielhistorische bijdragen, 47 (2007), pp. 7-32. 
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stores. The ladies not only had to be persuasive, they also needed to have a keen sense 

RI�IDVKLRQ��7KH�JLUOV�KDG�WR�NQRZ�KRZ�D�ZRPDQ¶V�IDVKLRQDEOH�KDLUVW\OH�ZDV�FRQVWUXFWHG��

and how robes were to be decorated perfectly.1401 These fashion stores would meet the 

demand of the consumer who was asking for the latest fashLRQ�VW\OHV��WR�EX\�µFH�TX¶LO�

\D�DYDLW�GH�SOXV�QRXYHDX�HW�GH�SOXV�JDODQW¶�1402  

 

In moralist contemporary writings, the topic of rapidly changing fashion styles was 

frequently adopted.1403 It was mostly the French that were stereotyped as being frivolous 

and fickle, and many Southern Netherlandish examples of such a condemnation of the 

changeability of fashion cycles can be found. The Antwerp Jesuit priest Adriaen Poirters 

illustrates this when he condemns the rapidly changing modern fashions, as French 

phenomena (1646).1404 Poirters advises that the Frenchman is to be depicted with cloth 

and scissors, since his fashions change continuously, and one cannot depict the French 

PDQ�ZLWKRXW� DQRWKHU� IDVKLRQ� KDYLQJ� DOUHDG\� FRPH� XS�� µ,W� LV� LQFUHGLEOH� KRZ� )UHQFK�

fashions have IORZQ� WKURXJK� (XURSH� LQ� VXFK� D� VKRUW� DPRXQW� RI� WLPH¶�1405 In 1643, 

Archbishop Antonius à Burgundia also devoted an emblem in his book to dress and 

vanity. He described the many visible French fashion styles discussing wide collars, the 

many colours, the different cuts and manners in which the fabrics were made, the many 

sorts of hats that evolved daily, the different styles of doublets (closed, open, tight, or 

µLQ�DQRWKHU�IDVKLRQ¶�- µRS�DQGHU�VQXI¶���HWF�1406 His text illustrates that next to French 

fashion, Spanish fashion was also still present in the Southern Netherlands; in his 

ZULWLQJ�KH� DUJXHG� WKDW� RQH� GD\�SHRSOH�ZRUH� EUHHFKHV� LQ� WKH�)UHQFK�PDQQHU� �µRS� V\�

                                                      
1401 Coppens 1983, p. 83, 86, 88. 
1402 This is a reference to an eighteenth-century source on the store of the Hoffinger family, discussed 
by Coppens 1983, p. 93. 
1403 De Laet 2011, pp. 165-168 (changing French fashions). 
1404 Van Damme 2004, p. 190; Deceulaer 2001; De Laet 2011. 
1405 µ0HW�JRHGH�UHGHQ�ZRUGW�GHQ�)UDQVPDQ�GDQ�JKHVFKLOGHUW�PHW�HHQHQ�ODS�ODNHQV�RQGHU�G¶HUPHQ��HQGH�
PHW�HHQ�VFKHUH�LQGH�KDQGW��ZDQW�DOWLMGW�ZDW�QLHXZV��HQGH�VHOGHQ�ZDW�JRHGWV��¶7�LV�RQJKH-looffelij ck hoe 
dat dese [i.e. French] Mode op korten tijdt gheheel Europa is door-JKHYORJKHQ¶��$GULDHQ�3RLUWHUV��Het 
masker vande wereldt afgetrocken, Antwerp, 1646, p. 70. For this reference to the Frenchman see many 
other publications, such as Deceulaer 2001, p. 165; Van Damme 2007, p. 189; De Laet 
2011;Nevertheless, Poirters also added references to other, foreign fashions conquering the Southern 
1HWKHUODQGV��µ'DQ�NUDJKHQ�j�O¶$(J\SWLHQ��(Q�DOV�GLW�ZHGHU�LV�JKHPHHQ��'DQ�NRPSWHU�ZDW�j�OD�&URDHW�¶��
Poirters 1646, p. 60, p. 70. 
1406 Burgundia 1643, p. 109.  
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)UDQVFK¶���ZKHUHDV�WKH�GD\�DIWHU�WKH\�ZHUH�ZRUQ�LQ�6SDQLVK�VW\OH��µ6SDHQV-ZLMV¶�� 1407 

The use of days as a timeframe for the introduction of new styles, though exaggerated, 

indicates he wanted to stress the speed with which fashion styles changed.1408  Jan de 

*ULHFN�DGGUHVVHG�PDQ\�UHDVRQV�WR�FRQGHPQ�VW\OLVK�GUHVV��DQG�RQH�RI�WKHP�ZDV�IDVKLRQ¶V�

fleeting or rapidly changing nature. De Grieck, longing for the old days in which women 

ZRXOG�ZHDU�WKHLU�GUHVVHV�XQWLO�WKH\�FRXOG�EH�XVHG�DV�D�UDJJHG�WRZHO��µGH�YOLHJHU�GURHJHQ�

WRW� GDWVH� GLH� LQ� HHQ� SLVODS� YHUZLVVHOGHQ¶��� FULWLFL]HG� KRZ�ZRPHQ�� LQIOXHQFHG� E\� WKH�

µ)UHQFK�IROO\¶��ZRXOG�EX\�IRXU�GUHVVHV�LQ�RQH�\HDU��µQX�KHHIW�GH�)UDQVFKH�6RWKH\GW�DHQ�

GH�YUDXZHQ�YLHU�WDEEDHUWV�LQ�HHQ�MDHU¶��1409 Many authors thus noticed, discussed and 

condemned the rapid changes of fashion, or its instability and changeability.1410 

Archival information il lustrates that the idea of the rapidly changing nature of fashion 

was a wide spread phenomenon. The annual changes in fashion styles at the end of the 

seventeenth century in Antwerp is referred to in an undated letter (c. 1694-1696) to 

Gisberto Van Colen in Antwerp,1411 most probably written by Emberto van Colen in 

Vienna. In an explanation about the amount of fabrics necessary to make a justaucorps, 

                                                      
1407 Burgundia 1643, p. 111. On p. 112 Burgundia described how people own many different stockings, 
and wore their shoes very high. He criti cised that these shoes were of littl e use in snow or rain, since 
they were largely slashed. On p. 113, Burgundia vividly sums up vain accessories. In this he sees French 
styles, and he li sts all  kinds of descriptions that were used and known at the time (at least, according to 
%XUJXQGLD��IRU�VXFK�IDVKLRQDEOH�DFFHVVRULHV�DQG�GUHVV��µ5RE¶j�EHQG¶��j�OD�SULQFHVVH��5RE¶�j�SRLQFW��j�
JHQWLOHVVH��5RE¶j�OD�FRPPRGLWp�5RE¶D�VDFT��	�VDFT�SOLVVp¶��S������ 
1408 Burgundia 1643, pp. 109-110.  
1409 Jan De Grieck, De Sotte Wereldt ofte Den Waeren af-druck der Wereldsche Sottigheden, Brussels, 
1682, p. 17. 
1410 Deceulaer 2001; De Laet 2011. Will em van der Borcht, Spiegel der eygen kennisse, Brussels, 1643, 
p. 11. For another source criti cizing the continuous changes in fashion styles, see: Joannes Ferdinandus 
van Beughem, 'LVFRXUV�LQVWUXFWLIV�,PSULPH]�SDU�O¶RUGRQDQFH�GH�0RQVHLJQHXU�O¶LOOXVWULVVLPH�HYHTXH�
G¶$QYHUV, Antwerp 1686, p. 116, p. 119, 120. Joseph of the Holy Barbara also addressed this problem 
in 1666: Joseph of the Holy Barbara +HW�*KHHVWHOLMFN�.DHUWVSHO�PHW�+HUWHQ7URHI�RIW�7¶6SHO�GHU�/LHIGH, 
Antwerp, 1666, p. ����� µVHJKW� GHQ�:LMVH-man dat den Sot de-ser werelt is ghelij ck aen de maen, 
gheduerigh veran-GHUHQGH¶��S�������µZDQW�YROJKHQV�GH�PRGH�HHQ�QDXZH�EURHFN�SDVWH�HHUWLMWV�ZHO�DHQ�
PLMQ�-RQFNHU��ZDQW�W¶ZDV�GDQ�GH�PRGH��PDHU�GH�PRGH��GH�VRWWLFKH\GW�JURH\HQGH�WHQ�paste niet meer, 
daer naer soo heeftmen een ander mode ghedraeghen, welcke seer wel ghinck, ende men is soo verre 
ghekomen datmen draeght broecken wijder als vrouwe rocken. [This is a reference to the petticoat 
breeches popular in the 1660s, see further] Soo dat in dese Jonckers wel volbracht wort de sententie van 
den Wijsen-PDQ�GHQ�6RW�YHUDQGHUW�DOV�GH�0DHQ¶� 
1411 $QWZHUS��)HOL[$UFKLHI��,QY�������µ'H�LQVROYHQWH�ERHGHOVNDPHU���GH�HHXZ�± FD�������,QYHQWDULV¶��
Antwerp, 1999: Gisberto van Colen was a merchant in wool, linen, lace and books, and li ved in Antwerp 
at the Meir. He was Lord of Wijtvliet: p. 18. 



369 
 

a vest and breeches, the writer of the letter noticed how the justaucorpses are to be made 

wider than last yeDU��µPHQ�PDHFNW�GH�MXVWDXFRUSV�EUHHGHU�DOV�KHW�YRRUOHGHQ�MDHU�¶1412  

For early modern portrait painters, the rapidly changing fashion cycles were rather 

disturbing; portraits of the sitter dressed à la mode in the year of production, would 

inevitably, over the course of time, become old-fashioned, and, consequently, 

ridiculous. This may be precisely the reason why seventeenth-century portraitists in 

England and the Northern Netherlands have frequently adopted variations of classical 

and unrealistic, imaginative dress. The fashion to depict unreal dress in portraits, was 

started by Anthony Van Dyck (1599-1641), during his stay at the English court in the 

1630s. Though inspired by the contemporary fashion, he changed the outlook; he left 

out all fashionable decorations such as lace, bows and ribbons; he added draperies and 

VFDUYHV��ORRVH�SLHFHV�RI�IDEULFV�HOHJDQWO\�GUDSHG�RYHU�WKH�VLWWHU¶V�ERG\��DV�LI�WKH�VLWWHUV�

ZHUH� LQ� D� VWDWH� RI� µXQGUHVV¶�� 6XFK� SDLQWLQJV�ZHUH� FRQVLGHUHG� WR� EH� LQ� WKH� µDQWLTXH¶�

manner. Northern Netherlandish portraits from the second half (and even already in the 

����V��RI�WKH�VHYHQWHHQWK�FHQWXU\�YHU\�RIWHQ�DGRSWHG�WKLV�µ9DQ�'\FNLDQ¶�FRVWXPH�LQ�

WKHLU� SRUWUDLWV�� 7KH� DGRSWLRQ� RI� VXFK� µWLPHOHVV¶� FRVWXPH�� ZDV� D� UHVSRQVH� WR� DUWLVWV¶�

concerns about the consequences of the rapidly changing fashion cycles. This manner 

of depicting men and women in so-called Roman, romantic, painterly or antique style, 

                                                      
1412 $QWZHUS��)HOL[DUFKLHI��µ,QVROYHQWH�%RHGHOVNDPHU¶��,%������XQGDWHG�OHWWHU�WR�µ0RQVLHXU�*LVEHUWR�
9DQ� &ROHQ� D� $QYHUV¶�� PRVW� SUREDEO\� ZULWWHQ� E\� (PEHUWR� YDQ� &ROHQ LQ� 9LHQQD� �PDS� µYDQ� &ROHQ��
Emberto Van/ s.d/1694-1696 1698-������ V�O�� :HQHQ� ����¶��� µ,Q� DQWZRRUGH� YDQ� 8H� ODHVWHQ� VHHU�
aengenamen soo sijnde hierinneeen sta[e]ltie laeken van het couleur gelij ck den vriendt wel desireerden 
dat het laeken moghte wesen oft diergelij ke couleur. hij heef hier aengesproken eene vande beste 
cleermaekers tot het cleedt te weuen justau-corps, veste, en broeck, soo het laeken breedt is negen 
vierendeelen oft daer ontrent sal de [?] moeten wesen 7 ½ ellen. het laecken maer breedt wesene 2 ellen 
dan soude [mo]eten wesen 8 ellen laeken, men maeckt de justaucorps breeder als het voorlede jaer. tot 
het voeder van jutaucorps en veste salder moeten wesen 6 ellen ratine oftewel elf ellen flanelle. La 
ratine est plus ch[er ?]e que la flanelle, mais [v.] la ratine est plus noble et plus profitable alsoo de ratine 
can dienen tot het voeder van 3 cleederen, daer toe contrarie la flenelle ind eerste [mael] met het cleedt 
versleten is voor het voeder van de broeck neemt men [hier] 2 stuexkens [seeme] leders dat dient tot 
het voeder van 2 ofte 3 broecken, de 2 veelen leders comt te costen 8 schelli ngen. Voor de knoppen, 
maeckloon en alle het resterende als garen, sij de [&tce.] daer eijsche de cleermaeker van [vij f[ thien 
guldern. Dat de vrienden oock de goedtheijt hadde voor eene peruque, dan soude de vriendt wel in orde 
ZHVHQ�HQ�YRRU�ODQJHQ�WLMGW�>���@¶��The letter ends with another request; if the receiver would also buy 
their friend a periwig, their friend would be entirely suited for a long time. The letter also clarifies that 
not always cheap materials were chosen ± sometimes people preferred to use more valuable and useful 
materials, that would last longer. In 1661, Lady Wright told Samuel Pepys the reason for the continuous 
changes in fashion was SHRSOH¶V�VQREELVKQHVV�DQG�VRFLDO�FRPSHWLWLRQ��,Q�WKH�VHYHQWHHQWK�FHQWXU\�WKH�
changeabilit y of fashion was often criti cised: De Marly 1980, p. 268 -269. She uses English texts as 
examples (already in the 1620s).  
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turns the paintings into those of no use as source material for costume-historians, since 

the costumes do not refer to reality at all.1413  

In 1707, the painter Gerard de Lairesse wrote Het Groot Schilderboek.1414 According to 

De Lairesse, paintings could be divided into two categories: the antique, which are 

paintings with noble subjects originating from mythological, biblical or historical 

sources, and the modern, paintings with contemporary or modern subjects.1415 As a 

FODVVLFLVW�KH�REYLRXVO\�SUHIHUUHG�WKH�ILUVW�FDWHJRU\�DQG�FRQGHPQHG�µPRGHUQ¶�SDLQWLQJV�

as they depended on the everyday and the ephemeral. They are not dressed in 

contemporary fashions, as these change continuously and make paintings look 

ridiculous. De Lairesse sharply condemned painters who represented figures in biblical, 

historical or mythological scenes in contemporary dress. De Lairesse stressed how the 

ideas of decorum and probability are bound to each other. It is therefore unthinkable 

that a painter would offend decorum by creating an improbable situation. With regard 

to dress, the mixture of contemporary fashion style and the antique was thus considered 

µWKH�PRVW�VHULRXV�RIIHQVH¶��3DLQWLQJ�GUHVV�LQ�KLVWRULFDO�VFHQHV�RU�LQ�SRUWUDLWV�LQ�WKH�9DQ�

Dyckian manner did not depend upon fleeting fashions styles. Moreover, by displaying 

undress together with the expensive social markers such as a wig or a Japanese robe, 

the sitters in seventeenth-century Dutch portraits stressed their social status as men and 

ZRPHQ�RI�OHLVXUH�LQ�WKHLU�µXQGUHVV�DQG�ORRVH¶�JDUPHQWV��'H�/DLUHVVH�DOVR�FRQGHPQHG�

WKH�µPRGHUQ¶�JHQUH�SDLQWHUV�ZKR�GHSLFWHG�SHDVDQWV�HQJDJHG� in rude, bawdy behavior. 

Though he rejected non-KLVWRULFDO�VFHQHU\��KH�FRXOG�DSSUHFLDWH�µHOHJDQW�PRGHUQ¶�JHQUH�

painters, depicting contemporary dress of the bourgeois elite, as they can also reflect 

                                                      
1413 Many thanks to Irene Groeneweg for pointing this out to me. Groeneweg 1997, pp. 5-23, spec. pp. 
11-12; Groeneweg 1998, pp. 212-216; Hoekstra 1999, p. 40; De Winkel 2006, pp. 219-225; De Winkel 
2007 p. 73; De Marly 1980, pp. 271-272, p. 283; Wieseman (catalogue note) in: Wheelock Jr. 2004, p. 
144; McNeil  Kettering 1997, p. 46; Marjorie E. Wieseman catalogue note in: Arthur K. Wheelock Jr., 
Gerard ter Borch, exh.cat., Washington, National Gallery/ Detroit Institute of Art, Zwolle, p. 144; De 
Marly 1980, pp. 271-273 (Félibien also discussed how contemporary fashion styles were immediatly 
outdated and became eventually ridiculous; he also added that dress distinguishes different nations, 
indicates social status and age and period. He supported the depiction of classical dress as it was the 
most stable fashion style), p. 283; Gordenker 1999, pp. 231. 
1414 Lyckle de Vries, Gerard de Lairesse. An Artist between Stage and Studio, Amsterdam, 1998, p. 71. 
1415 Vergara 1998, p. 245, p. 246. 
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human emotions or passions (as in classicist scenes). In these elegant scenes as those 

by Ter Borch, decency and moderation was necessary.1416  

1HYHUWKHOHVV��GUHVVLQJ�WKH�GHSLFWHG�RU�SRUWUD\HG�ILJXUHV�LQ�VXFK�D�FODVVLFDO��µURPDQWLF¶��

µSDVWRUDO¶�PDQQHU��RU�LQ�D�VWDWH�RI�µXQGUHVV¶�ZDV�QRW�WR�HYHU\ERG\¶V�WDVWH�DV�LV�Hvidenced 

by the remarks of the English traveller Martin Lister.1417 The Frenchman De Chantelou 

discussed the marble bust of Louis XIV depicting a lace collar. This fashionable item 

was criticized but De Chantelou replied that French heroes did not need to be depicted 

as Greeks or Romans; moreover, it would serve history as it reflected contemporary 

fashion.1418  

Southern Netherlandish portrait painters such as Gonzales Coques, Charles Emmanuel 

Biset, Franchois Duchatel, Gillis van Tilborgh, Jacob van Oost de Oude, and, indeed, 

+LsURQ\PXV�-DQVVHQV��GLG�QRW�DGRSW�WKLV�µ9DQ�'\FNLDQ¶�PRGH��-DQVVHQV�DQG�WKH�RWKHU�

painters of elegant of merry company paintings also reflected the latest fashion styles 

in their genre scenes.  

                                                      
1416 De Vries 1998, p. 105; McNeil Kettering 1997, pp. 46-47; McNeil Kettering 2004, p. 22; Vergara 
1998, pp. 246-247; De Winkel 2006, p. 219, p. 225; Kremmer 1998, pp. 87-115. 
1417 *URHQHZHJ�������µ¶7LV�FHUWDLQ�WKH�JRRGQHVV�RI�&RORXUV�ZDV�RQ�WKH�RI�WKH�JUHDW�&DUHV�DQG�6WXGLHV�
of the late fa-mous Painters; and that which seems most to have obliged them to it, was the necessity 
they put themselves upon, to Paint all their own Designs, and more particularly the present Dresses. 
And though Rubens in his History is too much a Libertine in this respect, yet there is in this very place, 
which we now describe, much truth in the habit of his principal figures, as of Kind Henry the Fourth, 
the Queen, her Son, the 3 Daughters and the Cardinal; though indeed the Allegoric assistants in all the 
Tableaux are very airy and fancifully set out. His Scholar Sr. Ant. Vandyke did introduce this No-velty 
too much in England, where the Persons would bear it; as the Female Sex were very willi ng to do, who 
VHHP�LQ�KLV�WLPH�WR�KDYH�EHHQ��PLJKW\�IRQG�RI�EHLQJ�3DLQWHG�LQ�GLVKDELOOH��µ7ZDV�WKLV�WKDW�FXW�RXW�RI�
business the best English Painter of his time, Cornelius Johnson, and shortned his Li fe by Grief. It is 
certain with a littl e Patience all Dress becomes dishabill e; but I appeal, whether it is not better and much 
more pleasing to see the Old Fashion of a dead Friend, or Relation, or of a Man of Distinction, Painted 
as he was, than a foppish Night-Gown, and odd Quoifure, which never belonged to the Person Painted. 
But that which led me into this Re-flection was, that the Modern Painters have hereby an opportunity 
to be idle, and to have others to work under them; it is sufficient to finish the Face, and to send it out to 
be Drest at the Block; where-as were they obliged in Honour to Paint the whole Dresses, this would 
make them accurate in Colouring, through the great variety which would daily occur, and and [sic] that 
noble Art be in a far greater esteem: Martin Lister, A journey to Paris in the Year 1698, London, 1699, 
pp. 39-40. This source was also mentioned in: Marjorie E. Wieseman, catalogue note in: Arthur K. 
Wheelock Jr., Gerard ter Borch, exh.cat., Washington, National Gallery of Art/ New York, American 
Foundation of Arts, Zwolle, 2004, p. 144; Gordenker 2001, p. 97, note 199. 
1418 µ>«@�P¶D�GLW�TXH�FHV�PHVVLHXUV�HXVVHQW�VRXKDLWp�TX¶LO�Q¶\�HXW�SRLQWH�HX�GH�FROlet au buste. Je lui ai 
GHPDQGp�FRPPH�LOV�O¶HXVVHQW�YRXOX��LO�D�GLW�����OH�FRO�GpFRXYHUW�SRXU�rWUH�j�OD�IDoRQ�GHV�KpURV���-H�OXL�DL�
dit que le héros français ne devaient pas être à la romaine ou à la grecque ��TX¶LO�pWDLW�ERQ�TX¶LO�SDU�W�
dans ce buste de qXHOOH�VRUWH�O¶RQ�pWDLW�DX�WHPSV�TX¶LOV�D�pWp�IDLW��TXH�FHOD�VHUYDLW�j�O¶KLVWRLUH�GHV�WHPSV¶��
De Winkel 2007, p. 73, p. 233 (note 43). 
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3.3. Fashion and Courtin g  

 

As usual in merry compaQ\�SDLQWLQJV��WKH�GHSLFWHG�\RXQJVWHUV�LQ�-DQVVHQV¶�SDLQWLQJV�

(and also in those by his predecessor Van der Lamen) are dressed in colourful costumes, 

as this was considered appropriate for young people, courtiers and soldiers. Colours in 

dress indicate youth, and informality (an element Janssens also stressed in some of his 

elegant company paintings). A seventeenth-century French etiquette shows that formal 

dress was mostly black, as informal dress were colourful.1419  

Colorful dresses were connected with youth and being young ± it was only once a man 

started to take on responsibilities in lif e that he would wear the (wealthy and 

fashionable) black suit. Colorful dress was thus a feature of youth, as can be deduced 

IURP�6DPXHO�YDQ�+RRJVWUDWHQ¶V�UHPDUN�WKDW�LW�ZDs as ridiculous for an elderly man to 

ZHDU�DQ�µDVK-JUH\¶�VXLW�DGRUQHG�ZLWK�UHG�DQG�\HOORZ��DV�IRU�D�\RXQJ�FRXUWLHU�WR�DOZD\V�

GRQ�µVRPEUH�EODFN¶�1420 In many seventeenth century portraits, children and youngsters 

are displayed wearing colourful dress whereas the responsible adult is depicted in black 

± he had reached the age to be part of public lif e and had responsibilities.1421 This 

difference is very clear in Southern-Netherlandish portraits. In portraits, the elderly are 

mostly dressed in traditional garments, whereas the young are dressed according to the 

latest fashion styles.1422 Painters used colours in depictions of dress in order to stress 

the characteristics of the group of people on display: merry young gentry enjoying 

courting and entertainment suitable to their age (cf. introduction). Janssens did not just 

add colourful dress in order to stress his figures were young and unmarried; he also 

played with the importance of dress in the courting process. 

In seventeenth-century Southern Netherlandish moralising sources, dressing up and 

being à la mode was very often connected to the courting activities of the young ± which 

ZDV��QRW�VXUSULVLQJO\��RIWHQ�WKH�PDLQ�VXEMHFW�RI�+LsURQ\PXV�-DQVVHQV¶�HOHJDQW�FRPSDQ\�

                                                      
1419 Groeneweg 1995, pp. 228-�����SDVVLP���+RHNVWUD�QRWHG�WKDW�LQ�7HU�%RUFK¶V�JHQUH�VFHQHV�ZRPHQ�
wear more colourful dresses than in his portraits: Hoekstra 1991,  p. 40; Hoekstra 1999, pp. 38-39. 
1420 De Winkel 2006, p. 100; Groeneweg 1995, p. 230. 
1421 Groeneweg 1995, p. 230; Roberts 2012, p. 67. 
1422 Discussion of this theory by using a painting by Gonzales Coques, see: Karen Stolleis��µ,,��3DWULFLDQ�
DQG�%RXUJHRLV�&RVWXPHV�LQ�&RORJQH�LQ�(DUO\�0RGHUQ�7LPHV¶��LQ��-RKDQQHV�3LHWVFK�DQG�.DUHQ�6WROOHLV��
Kölner Patrizier- und Bürgerkleidung des 17. Jahrhunderts. Die Kostümsammlung Hüpsch im 
Hessischen Landesmuseum Darmstadt. Translation of Chapters I-III , Riggisberg, 2008, pp. 29-30. 



373 
 

paintings (cf. chapter dance/introduction).1423 Being fashion conscious also depended 

RQ�µDJH��VRFLDO�FLUFOH��GHQRPLQDWLYH�RULHQWDWLRQ�RI�WKH�VLWWHU¶�1424 It is not surprising to 

see it were the young who were mostly fond of being à la mode. 

,Q�FRQWHPSRUDU\�VRXUFHV��PRVWO\�\RXQJ�PHQ�DQG�ZRPHQ��µ'H�VRWKH\GW�GHU�opgetoyde 

-RQFNHUV�HQ�-RIIHUV�j�OD�PRGH¶�1425 are described as dressing up in beautiful and lavishly 

decorated garments with many accessories in order to seduce a lover, or even to find 

possible marriage partners. They were also the ones who were to be blamed for their 

admiration and obsession with French fashions (moralising sources).1426 Mostly, 

women are accused of these vain occupations. According to the moralist writers, 

dressing up and paying attention to fashion did not constitute decent behaviour for a 

pious young woman, who should be strictly watched by her parents, and focus on 

God.1427 Van der Borcht and Adriaen Poirters also connect dressing up, flirting and 

FRXUWLQJ�WR�WKH�SXEOLF�HYHQW�RI�WKH�µWRXU�j�OD�PRGH¶��RQ�WKLV�RFFDVLRQ�HOHJDQWO\�GUHVVHG�

men and women got to know each other in an amorous manner:  

                                                      
1423 As is stated in many art-KLVWRULFDO�RYHUYLHZV��DQG�FDQ�EH�GHULYHG�IURP�&RUQHOLV�GH�%LH¶V�GLVFXVVLRQ�
RI�9DQ�GHU�/DPHQ¶V�SDLQWLQJV��FRXUWLQJ�KDELWV�DQG�ORYH�JDPHV�DUH�WKH�PDLQ�VXEMHFWV�LQ�WKHVH�HOHJDQW�
FRPSDQ\�SDLQWLQJV��7KH�ZRPHQ�LQ�-DQVVHQV¶�SDLQWLQJV��DV they were in their Northern Netherlandish 
counterparts (Hoekstra 1999, p. 38), are depicted as young unmarried women of courting ageFor thethe 
amorous meanings of dance and the game of hot cockles: cf. chapter dance and Hannelore Magnus, 
µ7KH�VHYHQWHHQWK-century young gentry at hot cockles: Investigating a Southern Netherlandish novelty 
DV�D�SUHOXGH�WR�WKH�URFRFR�µIrWHV�JDODQWHV¶¶��Dutch Crossing �LQ�SUHVV���������µ,W�>IDVKLRQ@�LV�SUHFLVHO\�LQ�
the domain of Venus and sensual pleasures that elegant apparel EHORQJHG¶��6WRQH-Ferrier 1985, p. 172, 
connection between love making and fashion: p. 182-187. In (French) literature, dress very often plays 
an important part of the amorous scenes; they build the desire and play a role in act of seduction: Roche 
1996, p. 20. 
1424 Watteeuw 2013, pp. 247-248; De Winkel 2006, p. 144. 
1425 Jan de Grieck, De Sotte Wereldt ofte den waeren af-druck der Wereldtsche sottigheden, Brussels, 
1682, p. 16. 
1426 For example, in 1666, Joseph of the Holy Barbara described how women decorated themselves with 
beautiful, fashionably coloured dresses, in order to lure men and make them fall in love: Joseph van de 
H. Barbara 1666, p. 130. A similar view can also be found in: Van Wolsschaten 1654, pp. 26-27, p. 34, 
p.44; Van der Borcht 1643 and Gabriel à S. 1686. For the seducing (and thus condemned) characteristics 
of fashion and beauty, see also early modern English sources: Ribeiro 1986, p. 80. For more on this in 
the Northern Netherlands: Hoekstra 1999, p. 44 (women dressing up to find a marriage partner); 
*URHQHZHJ�������S�������0DULHNH�'H�:LQNHO�� µ0RGH��0RPPHULM�	�0DVNHUDGH��)HHVWNOHGLQJ� LQ�GH�
*RXGHQ� (HXZ¶�� LQ�� $QQD� 7XPPHUV� �HG���� De Gouden Eeuw viert feest, exh.cat., Haarlem, Frans 
Halsmuseum, Rotterdam, 2011, p. 41 (in the same catalogue, see also catalogue note p. 90); Elmer 
Kolfin, The Young Gentry at Play. Northern Netherlandish scenes of merry companies 1610-1645, 
Leiden, 2005, p. 100.  
1427 Poirters 1646; Gabriel à S. Joanne Baptista, Den Gheestelycke Juwelier voorsien van kostelycke 
ghesteenten van ryck-OHHUHQGH� OHVVHQ� >«@� Ghent/ Antwerp, 1686, p. 113. Comparable judgements 
about those who care about their looks, see pp. 6-7. Van Wolsschaten also addressed the problematic 
behavior of such young women: Van Wolsschaten 1654, pp. 38-41. 
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 µ(Q�GHQ�>'DHU�LV�HHQHQ�GUDH\�JKHYLHUW��JHQDHPW�GHQ�7RXU�j�OD�PRGH��GDHU�DO�ZDW�

den naem van Jufferen voeren dert schier ghenoodtsaeckt is te verschijne: gelijck 

de Koop-m[an]s op hunne borsse, daer watter om-gaet eerlijcker te bedencken is 

als schandelijck voor te stellen] treyn die was gheweken Naer den à la mode 

draey, Daer de staghe circkel-streken Langhs de NIeuw-straet en de Kaey 

%UHQJKHQ� -XII¶UHQ� DHQ� KHW� SDUHQ�� .RSS¶OHQ� PHQLJK¶� +RYHOLQJK�� 0HQLJh 

0H\VNHQV�GRHQ�EHVZDUHQ�¶1428 

 

&RXUWLQJ�DFWLYLWLHV�ZHUH�FRQVLGHUHG�YHU\�GDQJHURXV� WR�D�ZRPDQ¶V�VRXO��LQ�PRUDOLVWV¶�

minds). Poirters wrote about a young woman who, guided by her curiosity, went out 

XQVXSHUYLVHG�DQG�ZLWKRXW�KHU�SDUHQW¶V�NQRZOHGJH�� WR�VHH�RWKHU ZRPHQ¶V�IDVKLRQDEOH�

dresses. As always, such things end badly: eventually, she was surrounded by bad 

FRPSDQ\�DQG�ORVW�KHU�µODXUHO�RI�YLUJLQLW\¶�1429 Further on in his treatise, Poirters repeats 

the same advice towards young girls: be careful and chaste, stay at home with your 

mother, stay away from streets and dark corners in the evening, and do not mingle with 

those girls who in the morning curl their hairs, and in the evening play music or cards. 

The girls in such companies sit on their doorsteps, decorated with colours and bows, 

and are fond of the Parisian fashion styles.1430  

                                                      
1428 Van der Borcht, p. 73; Deceulaer 2001; Van Damme 2007; De Laet 2011; Porteman 2013. 
1429 µV\�JLQFN�VRQGHU�JKHVHO-schap, buyten weet van haere Ouders, om te sien de Jonghe Jouffrouwen 
van dat landt, ende de nieu-we mode diese droeghen, ende eerse perijcken ver-hoedde, soo is het 
onnoosel schaep den wolf inden mondt gheloopen, ende is haer, ofe sy w oude, oft niet, den Maeghden-
NUDQV�YDQ�KHW�KRRIW�JKHWURFNHQ�¶��$GULDHQ�3RLUWHUV��Den alderheylichsten Naem voor een nieu-jaer-gift 
Geschoncken aen de ionckheyt, gehoude weduwen, geestelyke, Antwerp, 1647, pp. 64-65. 
1430 Adriaen Poirters, Den alderheylichsten Naem voor een nieu-jaer-gift Geschoncken aen de 
ionckheyt, gehoude weduwen, geestelyke, Antwerp, 1647, pp. 88-����µ,RQJKH\GW�VFKRXZW�GLH�DYRQGW-
straetjens, En breckt af die fesel-praetjens, Steckt u in gheen doncker gaetjens; Die dat doen zijn vuyl 
/DXGDHWMHQV�� 7URWVH� 6ORRUNHQV�� +RIVFKH�0DHUWMHQV�� 'LH� YDQ� µVPRUJHQV� NUROOHQ� KDHUWMHQV�� µ6DFKWHU-
QRHQV�VODHQ�RS�GH�VQDHUWMHQV��µ6DYRQGWV�VSHOHQ�PHW�GH�NDHUWMHQV��'LH�GDHU�sitten aen de deurkens Vol 
van stricken en van coleurkens, En soo prat zijn met faveurkens, Van die nieuw Parijssch leurkens; Die 
daer draghen armosijntjens, Bloemen, tuylkens, roosmarijntjens, Spreken schier als Seraphijntjens, En 
sy leven als de swijntiens. Dat en doen gheen Philaretjens, Op haer wanghen vol roosetjens, Noch haer 
FOHHUHQ�YRO�FLYHWMHQV��0DHU�KDHU�VLHOHQ�GLH�]LMQ�QHWKHQV��,FN�ELGG¶X�2XGHUV�OHW��OHW�RS�GLH�WHHUH�VSUX\WHQ��
:DQW�NLQGHUV�]LMQ�VRR�EURRV�DOV�]LMQ�JKHODVHQ�UX\WHQ��,FN�ELGG¶�X�2XGHUV�OHW��OHW�RS�RQQRRVHO�MHXJKW��µ7LV�
GDQ¶W�RSUHFKW�VDLVRHQ�YDQ�¶W�SODQWHQ�YDQGH�'HXJKW�¶ 
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Moralists often warn lovers about the deceitful nature of make-up, dress, and in general, 

the fleeting nature of beauty and fashion.1431  ,Q�-DQ�'H�*ULHFN¶V�GHVFULSWLRQ�RI�\RXQJ�

women wasting their time on fashions, flaunting, dress, make up, the tour, etc., he also 

added an often repeated warning; (French) men are charming flatterers but cannot be 

WUXVWHG��ZRPHQ�VKRXOG�EH�FDUHIXO�DV�WKH\�DUH�HDVLO\�EOLQGHG�E\�WKHVH�IRSV¶�FKDUPV�DQG�

looks.1432 Not only women, but also men should be attentive to the deceitful nature of 

fashion. Gabriel à S. Ioanne Baptista describes how an ugly, small, and toothless young 

girl disguised all her flaws with beautiful dresses, hair pieces and whitening of her face, 

ZKLFK� PDGH� KHU� WKH� REMHFW� RI� D� QREOHPDQ¶V� DIIHFWLRQ�� 2Q� WKHLU� ZHGGLQJ� QLJKW�� WKH�

woman took off her high heeled shoes, her clothes, took out her teeth, and removed her 

false hair piece. When seeing his newly-ZHG�ZLIH��WKH�KXVEDQG�GLG�QRW�ZDQW�WR�µVHUYH�

thH�PDULWDO�FRQWUDFW¶�DV�KH�FRQVLGHUHG�KLPVHOI�WR�EH�GHFHLYHG�1433 Poirters also warned 

young lovers not to be blinded by beauty and splendid dresses. Physical beauty is 

passing, and chosing a woman because of her à la mode dress does not offer prospects 

for a good marriage. Af ter such women get married, they will stil l only be occupied 

with dressing up, having fun, going out and showing off.1434  

                                                      
1431 De Laet also addressed these concerns in the writings of Will em Van der Borcht: De Laet 2011, p. 
166; Van Damme 2004, p. 190; Gabriel à S. Ioanne Baptista 1686, p. 339, 343, 350-351. 
1432 De Griek 1682 s.d. See also De Laet 2011. 
1433 Gabriel à S. Ioanne Baptista, Den gheestelycken juwelier voorsien van kostelycke ghesteenten van 
ryck-leerende lessen, Ghehaelt uyt de Schadt-kamer van de seven wyse van Griecken-landt, 
Gheschoncken tot Cieraet der zielen, *KHQW��%\�G¶+RLUV�YDQ�0D[LPLOLD�>HQ@�*UDHW�LQ�GHQ�(QJKHO��������
PHW�ZLQWVH�WH�FRRS�7¶$QWZHUSHQ��E\�$XJXVWLQXV�*UDHW��%RHFN-verkoo-per op de Groote Merckt, in de 
Sy-bael: fol. 338: µDaer was, seght hy, een dochter, de welcke uyt de natuere kleyn, leelyck, bultachtigh, 
scheel, en sonder tanden was: alle dese ghebreken wist sy nochtans soo met kleederen, locken, en blanc-
ketsels te bedecken, datse van eenen rycken Edel-man ghevryt ende ghetrouwt wiert: wanneer sy 
savondts in de kamer waren, waer sy slaepen moe-sten, dede haer hooghe schoenen uyt: leyde hae-re 
schoone kleederen af: trock haere in-ghesette tanden uyt, en nam haere valsche locken af; den 
Bruydegom van verre syn Bruyt siende, meynde datse knielde, en ghebiede haer op te staen: maer doen 
hy naerder quam, en sagh datse metter daet soo kleyn, berompelt, scheel, bultachtih en on-ghetant was, 
wilde het contract van Houwelyck te niet dien, segghende, dat hy over den helft be-GURJKHQ�ZDV�¶�
Again, this idea of condemning women dress and accessories since they disguise women under the false 
teeth and hair pieces, is not unique ± the same idea can also be found in English sources: Ribeiro 1986, 
p. 92. A comparable idea see: Het graf der Wereltse Vermaeckinghen; met de Morgen-Wekker der 
Jonck-vrouwen. Uyt het Françousch Van den Aller-wel-spreeckendste P: De la Serre, Vertaelt, door 
J.D., Antwerp: By de Weduwe van I. Knobbaert, 1642, pp. 33-38. 
1434 Poirters 1646, 149-156. Hoekstra also notes how in moralist, fictional sources it is often added that 
young women are the ones who constantly are up to date with fashion, only care and talk about dresses, 
and do so in order to find a man. The texts thus warn men against such women. Hoekstra, unfortunately, 
does not name the sources she uses. Since her research addresses Northern Netherlandish genre scenes, 
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This resulting unhappy marriage is also a concern of Cauwe in 1676. He warns young 

women: if  you want an honorable and happy marriage, you have to dress and behave in 

such a manner that you attract a decent man with whom you can find happiness. If , 

however, you keep on wearing such imprudent dresses, with jewellery, naked arms and 

breasts, and whitening your face, men will  only come to you for your looks. 

Consequently, you run the risk that he will easily find other women he finds more 

beautiful and go after her.1435 Mothers should supervise their daughters, making sure 

that they are dressed according to their social status, but never appear dressed too 

extravagantly, or fall victim to vanity.1436 

Though moderation should always be held in high esteem, the French author Francois 

de Sales did have a more moderate view on youngsters, courting and fashion. The 

amorous connotations of fashionable dress and its role in the courting becomes clear to 

De Sales advise to married women. They should only dress up and decorate themselves 

if  their husband is present and pleased by it. If  her husband is not with her, De Sales 

warned, a married wRPDQ�VKRXOG�QRW�GUHVV�XS��VLQFH�E\VWDQGHUV�FRXOG�DVN�µZKRVH�H\HV�

VKH� ZDQWV� WR� SOHDVH�� LI� QRW� WKRVH� RI� KHU� KXVEDQG¶�1437 The clergyman allowed an 

unmarried young woman to decorate herself during the courting process. Obviously, 

                                                      
I assume she refers to texts from the Northern Netherlands as well. The content is thus very similar to 
what can be found in the Southern Netherlandish written sources. Hoekstra 1999, pp. 43-44 
1435 P.F. Franciscus Cauwe, Teghen-verghift teghen een groote peste van het Christendom, te weten: de 
Ydelheyt, Oneerbaerheyt, ende Overdaet des vrouwelycke kleederen ende cieraeten op-ghedraghen Aen 
mijn Doorluchtighste ende Eerweerdighste Heeren Aerts-Bisschoppen, ende bisschoppen van het 
Nederlant, Ghent, 1676, p. 13, pp. 51-52.  
1436 Joffrouw M.I.B.I., Vermaen van de moeder des huys-ghesins Aen alle jonghe dochters/ ende nieuw-
huyshoudende vrouwen/ in dit teghen-woordigh jaer ons Heeren 1636, Leert Vrouwen hoe-men 
menagiert, ´Thuysghesin regeert in vreden: Naer reden u dochters manier, Verciert met deughd ĺij cke 
seden, Die heden te li chtveerdigh gaen, Om wijse Jonghmans aen te staen, Ghent, 1636: µ�6\�UHFKWHQ�
uyt veel nieuwigheyt/ ´T (b)rageren haer te wel ghereyt/ Sy moeten stracx een jouffrouw zijn/ Met 
kerrels/ keurs van armosijn/ gheboort met silv´re kanten sijn/́ t gouden gallon souw den boort zij n. Het 
KRRIW�EHJKLQW�JKHORFNW�WH�VWDHQ��*KHVWUHFNW��JKHVQRHUW��PHW�SRHU��«��&URS-ravatten van frans fatsoen/ 
met goude haerckens sy aen-doen/ daer vijti gh gulden werck aen staet. De rest naer advenant al gaet. 
Twee borstkens bloot/ som pertinent Op t́ schoonste stellen sy ter vent/ De waer de cooplien wencken 
moet. Men siet den winckel open-staen; CooplieQ�JKHUHHW�RP�LQ�WH�JDHQ��«�WRRQW�KDHU�JRHW��HQ�ORRIW�
haer waer/ d´ander die t́ siet die bieter naer. Wat voordt meer in de rest passeert/ Laet ick´t segghen aen 
die t́ toucheert/ Hoe dat de sonde is als floreert/ Die ziel en li chaem ruineert. Wel moeders die den 
handel kent/ Zydy nu simpel oft verblendt/ Op u dochter niet bet en let/ De luys self inde pelse set? Ghy 
stelt haer op de rechte baen/ Om haer wellusten na te gaen/ Een sotte liefd  ́ter handt te staen/ Oft een 
quaedt houwlij ck aen te gaen. Als ghy daQ�VXOW�V\Q�LQ�W�YHUGULHW��>«@�,Q�DOV�LV�JRHGW�GH�PLGGHO-maet/ 
Daer die regiert/ alles wel gaet . U dochter eerlij ck clerden laet/ Van stoffen goet na haren staet. Voordts 
EDQW�YDQ�KDHU�DOO�LMGHOKH\W��/D�PRGH�HQ�OLFKWYHHUGLJKH\«�¶ 
1437 De Sales 1631, p. 332.  
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the main goal was an honorable and holy marriage. De Sales also advised widows to 

dress up if  they wanted to find a suitable partner again, but they should beware of not 

to getting too carried away.1438 Poirters was much harsher: he forbids widows to dress 

stylishly.1439 Nevertheless, it appears to be largely acknowledged that young women 

would dress up in order to find a suitable marriage partner.1440 However, young men 

have no excuse for these vain occupations. 

In the sixteenth, seventeenth and eighteenth centuries, different versions of Hendrik 

$HUWV� YDQ� %R[WHO¶V� VFKRRO� ERRN� Spieghel der Jonckheydt were edited. The book 

described the ideal behavior of boys and young men.1441 This educational treatise also 

DGGUHVVHV� WKH� LGHDO�PDQQHU� LQ�ZKLFK�D�ER\�ZDV� WR�GUHVV� DQG� ORRN� �µ+RH�KHP�HHQHQ�

Jonghelingh in VLMQ�KDELMW�HQGH�LQ�DOOH�WHGHQ�VLMQV�OLFKDHP�GUDJKHQ�VDO¶���1H[W�WR�SURSHU�

hygiene, the author mainly adds that dress and fashion styles have to be honorable, 

modest, simple and clean, making sure there is no room for pride.1442  

The different interpretations, positive and negative, of early modern fashionable dress 

must have been clear in the minds of the seventeenth-century audience. Obviously, the 

scenes stressed the youthful and amorous characters of the wealthy figures, and their 

                                                      
1438 'H�6DOHV� ������ µ0HQ� ODHU�PHHUGHU� FLHUDHW� WRH� GHQ� MRQJKHQ� GRFK-teren/ om datse veele moeten 
behaghen/ hoe wel dit maer en mach gheschieden/ om eenen te crij ghen door een heylich houwelij ck. 
¶W� ,V� RRFN� JRHW� GDW�ZHGXZHQ� GLH� QRFK� KRXZHQ�ZLOOHQ� KDHU� RRFN� YHUFieren in-dien sy daer gheene 
VRWWHUQLMH�LQQH�HQ�EHGULMYHQ¶� 
1439 Poirters, Den alderheylichsten naem, p. 212-�����µ(HQ�ZDHUDFKWLJKH�:HGXZH�HQ�ZHHW�YDQ�JKHHQ�
Mode, sy is dat altemael verstorven, sy en droomt niet met de jonghe Jouf-IURXZHQ�YDQ�FROHXU�G¶$XURUD� 
de Citroen, du Feu, du Vill a-gie: noch sy en brecht haer-selven het hooft met den friseer-priem om inde 
locken dry crollekens, ghe-lij ck een verckens-steertjen te crommen, noch met het palleersel A la 
commodité, ende Ie ne scay quoy, en dierghelij cke andere meer dièr noch soo veel sullen volghen als 
sy hayren op het hooft draghen. Het staen voor den spieghel dat zij n haer minste ghedachten, sy soeckt 
eenen Bruydegom te behaghen, die nim-mermeer en sal sterven. Sy weet dat die hare traent-jens 
aenghenamer zij n, en beter bevallen als allen de perlen van de nieuwe wereldt. Sy is alleen sorgh-
vuldigh om het inwendigh cieraet der sielen, dat is, de deught, eensaemheydt, ende ootmoedigheydt, 
KHW�JHEHGW�HQGH�GH�OLHIGH�GHV�QDHVWHQ�¶� 
1440 Castiglione argued that women are allowed to pay more attention to their looks than men. A woman 
should have the capacity to judge correctly what type of dress and accessories suit her well for what 
kind of occasion. Her dresses should also be conform her character or mood: if she is happy, her dress, 
words and gestures should reflect this. If  she looks fatter or skinnier, paler or darker than the average 
woman does, she has to compensate for this in the most unremarkable manner. However, as always, it 
should not be clear that it took her great efforts to look attractive: Castiglione, Boek van de hoveling, 
pp. 188-189. 
1441 The earliest edition dates back to 1576: http://www.flandrica.be/items/show/528/ (access 20 January 
2015). In this dissertation I have used the 1683 edition, published in Antwerp. 
1442 Aert Van Boxtel 'HQ�VSLHJKHO�GHU�-RQFNKH\GW��GLHQHQGH�YRRU�DOOH�-RQFNKH\GW�G¶HHUEDHUKH\GW�HQ-
de deucht beminnende tot een spieghel, Antwerp, 1683, pp. 6-9. 
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fashion styles were an extra symbol of this (which would have been condemned by the 

PRUDOLVWV��� $V� -DQVVHQV¶� SDLQWLQJV� GLVSOD\� WKH� ZHDOWK\� HOLWH� IDVKLRQDEO\� GUHVVHG�

discussing art, playing games, and dancing in an aristocratic context, dress was yet 

another outward symbol Janssens could use to identify the figures on his paintings as 

belonging to the highest circles of the urban elite (the commercial elite and the recently 

ennobled). The combination of elegant dance and the consequent upright position and 

the fashionable, molding dresses must have shown the elite character of the fashion 

VW\OH��1HYHUWKHOHVV��LQ�-DQVVHQV¶�EURWKHO�VFHQHV�RU�SURGLJDO�VRQ�VFHQHV��LQ�ZKLFK��WKH�

IDVKLRQ�VW\OHV�DUH�QR�GLIIHUHQW�IURP�WKH�µQRUPDO¶�FRPSDQ\�VFHQHV���HYHU\�YLHZHU�ZRXOG�

have also understood that the garments played a role and were symbols of vanity (the 

negative connotations mentioned above). Janssens also stressed this element of vanity, 

dressing up and mirroring oneself (as was condemned by Poirters) in his garland of 

mixed flowers adorning a stone cartouche surrounding an allegory of vanity (c. 1665, 

SLIDE 62.A.). 

 

4. Hieronymus Janssens and the Production of Fashion 

 

To avoid unnecessary ± and probably very tedious ± sessions of sitting for a portrait, 

painters first addressed the correct represHQWDWLRQ�RI�WKH�VLWWHU¶V�IDFH�DQG�JHVWXUHV��2QO\�

in the second phase, did they pay attention to the clothing. For this, the sitter no longer 

had to be present. Often, the sitter left their beautiful dresses or jewellery in the studio 

of the painter who could then paint the clothing. The garments were draped on a lay 

figure. Sometimes another person posed instead of the sitter. Painters also kept 

FRVWXPHV�DQG�GUHVV�LQ�WKHLU�VWXGLR¶V�WKHPVHOYHV��WR�GHFRUDWH�WKH�VLWWHUV��RU�WR�VWXG\�WKH�

foldings of the fabrics.1443 3DLQWHUV¶� RIWHQ� XVHG� GUHVVHG� GROOV� RU� PDQQHTXLQV�� 7KH�

VWLIIQHVV�RI�-DQVVHQV¶�ILJXUHV�PD\�LQGLFDWH�KH�DOVR�XVHG�VXFK�OD\�ILJXUHV�LQ�KLV�VWXGLR�1444 

                                                      
1443 De Winkel 2007, pp. 68-69, passim; Reynolds 2013, p. 180-182; De Marly 1980, p. 282. 
1444 7KLV�LV�DOVR�EHHQ�WKH�UHDVRQ�ZK\�/HJUDQG�DUJXHG�WKDW�9DQ�GHU�/DPHQ¶V�ILJXUHV�DUH�SDLQWHG�LQ�D�
stiff  manner ± she proposes he may have used such a mannequin: Legrand 1963. For more on dressed 
GROOV�LQ�D�SDLQWHU¶V�VWXGLR��VHH��(ULN�'XYHUJHU��µ7KH�$QWZHUS�3DLQWHU�-RDQQD�9HUJRXZHQ������-
�����¶��Jaarboek Koninklijk Museum voor Schone Kunsten (2000), pp. 50-51 
 (note 40). 
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For important commissions, a master painter would add the clothing and jewellery 

himself. On other occasions, a master painter with a large studio could rely on a talented 

assistant or specialist working in his service to paint the garments.1445 Some painters 

HYHQ�VSHFLDOL]HG�LQ�DGGLQJ�WKH�GUHVVHV�WR�RWKHU�SDLQWHU¶V�ZRUNV�RI�DUW�1446 According to 

Karel van Mander, Joachim Beukelaer would have painted some dresses on other 

SDLQWHU¶V�SRUWUDLWV��VXFK�DV�WKRVH�E\�$QWRQLV�0RU�1447 *LYHQ�-DQVVHQV¶�DWWHQWLRQ�WR�GUHVV��

garments and jewellery, we may assume that in his studio such fashionable objects were 

also kept and studied. Though Hiëronymus Janssens painted a small number of portraits, 

KH�LV�PDLQO\�NQRZQ�IRU�KLV�JHQUH�VFHQHV��)RU� WKLV��QR�VLWWHU¶V�IDFH�KDG�WR�EH�VWXGLHG��

though (as will become clear through further analysis) the dress, costumes and 

accessories were depicted with care. Janssens must have owned dresses and fabrics in 

his own studio, or at least had them at his disposal while painting scenes. An often 

recurring dress is, for example, the red dress Janssens very frequently painted his 

women in (for example,�Dancing Scene, c. 1665-1670, SLIDE 71; The game of hot 

cockles,  c. 1665-1670, SLIDE 73; Elegant company dancing on a terrace, 1665-1670, 

SLIDE 75; A company on the terrace of a palace, 1665-1670, SLIDE 76; Elegant 

Company with music and dance on a terrace, c. 1665-1670, SLIDE 77; A dance in a 

palace, c. 1665-1670, SLIDE 78; A picture gallery with fashionable Visitors, c. 1665-

������6/,'(������7KLV�GUHVV�PXVW�KDYH�EHHQ�EHHQ�RQH�RI�-DQVVHQV¶�VWXGLR�SURSV�1448 as 

it so often reappears in paintings that can be dated c. 1665-1670.1449 

Early modern painters, in order to depict the dresses in the correct manner or in the right 

colour, gave some extra clues in their preparatory sketches (for themselves or their 

assistants) by writing the fabrics and colours that had to be represented or used next to 

                                                      
1445 De Winkel 2007, p. 69; Reynolds 2013, pp. 177-178; De Marly 1980, p. 271.  
1446 Reynolds 2013, pp. 177-�����2Q�µGUDSHU\�SDLQWHUV¶�VHH�DOVR��IRU�H[DPSOH��7DUUDQW�������SS����-72. 
1447 Miedema 1994, p. 213; De Winkel 2007, p. 69. 
1448 +RHNVWUD�DOVR�VXJJHVWHG�WKDW��DV�D�VSHFLILF�JDUPHQW�RIWHQ�UHDSSHDUV�LQ�*HUDUG�WHU�%RUFK¶V�RHXYUH��
this garment may have been amongst his own possessions in his studio: Hoekstra 1991, p. 38. 
1449 These paintings display garments with many similarities with JaQVVHQV¶�VLJQHG�SDLQWLQJV��VXFK�DV�
the short wide sleeves of the womens dresses (sleeves shortened towards 1670, cf. infra) with wide 
sleeves of the chemise worn underneath visible. Janssens depicted such short and wide sleeves between 
1666 (and 1670. In 1671 this style was no longer seen. In addition, in the above mentioned paintings 
and the other examples that I have dated in the same period, man start to the long coat ± a novelty of 
1666 (cf. infra).  
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the depicted garments. Well-known examples are Anthony van Dyck and Rubens.1450 

Genre painters had an interest in fashion as well; Northern Netherlandish painters such 

as Dirck Hals and Willem Buytewech are known for their fashion prints. In the Southern 

1HWKHUODQGV��RQH�RI�-DQVVHQV¶�SUHGHFHVVRUV��WKH�$QWZHUS�SDLQWHU�6HEDVWLDDQ�9UDQF[��FI��

chapter 3), is also known for a series of costume prints.1451 Thus, the interest of painters, 

not only portrait painters but also genre painters, in fashion cannot be denied. 

Recently, Reynolds thus rightly stressed the relationship between painters and tailors or 

other producers or sellers of fashionable objects. She discusses a few examples of 

painters who were related to tailors or other people involved in the making, buying or 

selling of garments, jewellery and accessories. She argues that it is not surprising that 

painters with these connections excelled in depicting fashion and garments. She remains 

rather careful in making general assumptions, but she did identify frequent re-ocurring 

and important relationships between painters and tailors or shopkeepers, and the 

importance of real garments, dress, fabric, jewellery and fashion culture in general as 

sources of inspiration for contemporary painters.1452 

A well-known example of a Southern Netherlandish painter with an immediate, 

personal connection to fabrics, accessories, and dress, was Anthony van Dyck (1599-

1641). As a child, he must have already been familiar with beautiful fabrics and fashion 

accessoriHV��$IWHU�KLV�JUDQGIDWKHU¶V�GHDWK��ZKR�ZDV�D�KDEHUGDVKHU���KLV�JUDQGPRWKHU�

and father traded in galanteriewaren such as ribbons, laces, needles, bed linen, under 

JDUPHQWV�� DOO� NLQGV� RI� OLQHQ�� FRVWXPH� DFFHVVRULHV�� HWF�� 9DQ� '\FN¶V� PRWKHU� ZDV� DQ�

embroideress.1453  

                                                      
1450 Reynolds 2013, p. 182 
1451 Ihle 1978, p. 54  
1452 Reynolds 2013, p. 29; Gordenker 2001, p. 3. For more examples, see also: Ribeiro 2005, pp. 32-34; 
Tarrant 1995, p. 70.   
1453 .DWOLMQH� 9DQ� GHU� 6WLJKHOHQ�� µ9DQ� '\FNV� HHUVWH� $QWZHUSVH� SHULRGH�� 3URORRJ� YDQ� HHQ� EDURN�
OHYHQVYHUKDDO¶�� LQ�� &KULVWRSKHU� %URZQ� DQG� +DQs Vlieghe (eds.), Van Dyck 1599-1641, exh.cat., 
Antwerp, Koninklij k Museum voor Schone Kunsten/ London, Royal Academy of Arts, 
/RQGRQ�$QWZHUS�� ������ S�� ����.DWOLMQH�9DQ� GHU� 6WLJKHOHQ�� µ<RXQJ�$QWKRQ\��$UFKLYDO�'LVFRYHULHV�
5HODWLQJ�WR�9DQ�'\FN¶V�(DUO\�&DUHHU¶��LQ��6XVDQ�-��%DUQHV�DQG�$UWKXU�.��:KHHORFN�-U���Van Dyck 350, 
Studies in the History of Art, 46, Symposium Papers XXV I, Hanover/ London, 1994, pp. 19-20; 
Katlij ne Van der Stighelen, Van Dyck, Tielt, 1998, pp. 9-10; Gordenker in: Vlieghe 2001, p. 211; 
Gordenker 2001, p. 3; Reynolds 2013, p. 29. 
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In a city such as Antwerp, painters would have easily been able to feel fabrics, to buy 

them, to see them and to keep up to date with the latest fashion styles and influences. 

Even though the street, church and theatre must have been good solutions for those 

painters who did not have immediate contacts with the fashion industry,1454 archival 

research reveals that Janssens must have had the opportunity to study fabrics and dress 

more closely.  

Firstly, as I have discussed in chapter 1, Janssens was inscribed as a lover of theatre, 

and later on also visited the theatre of the almoners which would eventually turn into 

the opera.1455 2Q�HDUO\�PRGHUQ�VWDJH��D�ORW�RI�DWWHQWLRQ�ZDV�GHYRWHG�WR�WKH�DFWRU¶V�DQG�

SHUIRUPHU¶V� FRVWXPHV��9HU\� RIWHQ�� WKH\� UHIOHFWHG� H[LVWLQJ� IDshion styles as well.1456 

However, many times exotic and strange elements certainly also entered the stage, 

which must have been completely different from contemporary fashions and 

etiquette.1457 Secondly, Hiëronymus Janssens was appointed judicial guardian of the 

step-FKLOGUHQ� DQG� FKLOG� RI� )UDQFLVFXV� *LMVHOV� �µFOHHUPDHFNHU� YDQ� VLMQHQ� VWLHOH¶��1458 

Thirdly, Janssens certainly knew in person the (important) tailor Thomas de 

Formentrou.1459  This tailor provided dresses and fabrics for the rich merchant 

classes,1460  including the Moretus famil y,1461 DQG�EHFDPH�GHDQ�RI�WKH�$QWZHUS�WDLORU¶V�

guild.1462 7KRPDV�GH�)RUPHQWURX¶V�IDWKHU��-DQ�GH�)RUPHQWURX��ZDV�D�WDLORU�KLPVHOI��DQG�

                                                      
1454 Gérard de Lairesse advised painters to mingle with elegant people in their companies, gatherings 
etc. to study  elegant and upright posture and their manners. Those who did not have that opportunity 
were to look for such elegant figures in the streets during their walks, at the theatre or in church and 
study them closely: Herman Roodenburg, The Eloquence of the Body. Perspectives on Gesture in the 
Dutch Republic, Zwolle, 2004, p. 127; De Vries 1998, p. 110. For dress a comparable solution is 
obvious. 
1455 Cf. chapter 1 
1456 Ribeiro 2005, p. 39. 
1457 See for more about fashion on stage: Reynolds 2013, pp. 269-285.  
1458Cf. chapter 1. 
1459 $QWZHUS��)HOL[$UFKLHI��3DULVK�5HJLVWHUV����������%DSWLVP�&KXUFK�µ2Q]H-Lieve-Vrouw-Zuid 
1624-����¶��IRO����U������$XJXVW��������$QWZHUS��)HOL[$UFKLHI��1RWDULDO�$FWV��1�������&RUQHOLV-
)UDQV�YDQ�2XGHQKRYHQ��µ3URWRFROOHQ�HQ�VWDWHQ������-����¶���������������V�IRO� 
1460 Antwerp, FelixArchief, Insolvente boedelskamer�� ,%� ����� µ6WHGHOLMNH� UHFKWEDQNHQ��0XVVRQ��'H�
:DHO¶��µ.OHGLQJ�)-/¶��µ)RXUPHVWUDX[��7KRPDV�GH�����-��������¶��]�IRO���LGHP��,%�������µ)RUFKRQGW�
(firma) 1611-����¶��µ.OHGLQJ¶��µ)RXUPHVWUDX[��7KRPDV�GH���HFKWJ���1686-���������¶� 
1461 I am very greatful to Tom De Roo (University of Antwerp) for sharing this information with me. 
1462 $QWZHUS��)HOL[$UFKLHI��1RWDULDO�$FWV��1������µ*HHUDHUW�%HUWULMQ��QRWDULsOH�JHVFKULIWHQ�������¶��IRO��
69.   
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had become a burgher of Antwerp in 1623 (he moved from Bussau in France).1463 Two 

RI�WKH�)UHQFK�WDLORU¶V�VRQV� 7KRPDV�DQG�DOVR�-RDQQHV�IROORZHG�LQ�WKHLU�IDWKHU¶V�IRRWVWHSV�

and became tailors as well.1464 Hiëronymus Janssens knew Thomas and Jan de 

Formentrou because both of them were also members of the Antwerp swordsmen or 

IHQFHU¶V�JXLOG��7RJHWKHU�ZLWK�7KRPDV��-DQVVHns is mentioned in a document on guild 

regulations.1465  

Thomas and Jan de Formentrou are not only interesting as sources for Janssens to study 

garments and the latest fashion trends, but they also formed a bridge between Janssens 

and another painter, their brother, Jacob de Formentrou (1629-after 1695).1466 Another 

FRQWHPSRUDU\�SDLQWHU�ZKR�KDG�PRYHG�WR�%UXVVHOV�DURXQG�WKH�VDPH�WLPH�DV�-DQVVHQV¶V�

daughter did, was the Antwerp painter Jacob de Formentrou (1629-after 1695).1467 As I 

shall discuss further in this chaptHU� �FI�� VZRUGVPDQ¶V�JXLOG�� DQG� LQ� FKDSWHU� IDVKLRQ���

Janssens must have known the Antwerp painter Jacob de Formentrou and his work. De 

Formentrou was the son of the Antwerp tailor Jan de Formentrou and Catharina 

Coenrarts.1468 In 1639-1640, De Formentrou was a pupil in the guild of Saint-Luke in 

Antwerp. In 1658-1659 he was registered as a master painter in the same guild.1469 On 

26 March 1665, this painter married Joanna van Santvoort.1470 Seven months later, on 

                                                      
1463 $QWZHUS��)HOL[$UFKLHI��µVierschaar 155 1 mei 1620-���GHFHPEHU�����¶�in: Antwerp, FelixArchief, 
Poortersboeken 1609-1759�� ]�G��� S�� ���� +�� )UHPDX[�� µ+LVWRLUH� JpQpDORJLTXH� GH� OD� IDPLOOH� 'H�
)RXUPHVWUDX[¶��6RFLpWp�G¶pWXGHV�GH�OD�SURYLQFH�GH�&DPEUDL�%XOOHWLQ, X (1907), p. 282.  
1464 Joannes: Antwerp, FelixArchief, Parish Registers, 355#12: BDSWLVP� µ2Q]H-Lieve-Vrouw-Zuid 
1624-����¶�� IRO�� ���U� ��� 1RYHPEHU� ������� -RDQQHV� GH� )RUPHQWURX� LV� GHVFULEHG� DV� D� µPHHVWHU�
FOHHUPDHFNHU¶�LQ��$QWZHUS��)HOL[$UFKLHI��1RWDULDO�$FWV��1������µ*��%HUWULMQ��3URWRFROOHQ��HQ�VWDWHQ�HQ�
rekeningen, 1695-����¶�����������, fol. 60r.  
1465 Cf. chapter 1. Tailor Jan de Formentrou owned a weapon, which may refer to his membership of 
WKH�VZRUGVPDQ¶V�JXLOG��0DQ\�WDLORUV�RZQHG�ZHDSRQU\�LQ�WKHLU�VKRSV��0RVW�RI�WKH�WLPH��WKLV�PD\�KDYH�
been a reference to their membership of a weaponed guild, though it may also have been a defense 
mechanism as many tailors were often robbed: Deceulaer 2001, p. 91; Van Damme 2007, p. 147. 
1466 $QWZHUS��)HOL[$UFKLHI��3DULVK�5HJLVWHUV����������%DSWLVP�µ2Q]H-Lieve-Vrouw-Zuid 1624-����¶��
(28 maart 1629) [fol. 48v.] 
1467 The biographical information is based on archival research in Antwerp (index Godelieve van 
Hemeldonck) and Brussels, and my bachelor paper, which is partly published in: Hannelore Magnus, 
³6FKLOGHUV�� FRQQRLVVHXUV� HQ� KXQ� �6DORPRQV�RRUGHHO�� Het Schilderijenkabinet (1659) van Jacob de 
Formentrou en Erasmus II Quellinuś ��'H�=HYHQWLHQGH�HHXZ, 28, 1 (2012), pp. 40-56. 
1468 Antwerp, FelixArchief, Parish Registers, PR#14: Baptisms Parish Our-Lady (28 March 1629), fol. 
48v.�� 2Q� ���0DUFK� ����� µ-DQ� )RUPHQVWUDX[¶� KDG� EHFRPH� LQVFULEHG� DV� µEXUJKHU¶� RI� $QWZHUS�� +H�
originally came from Busseau. His father was also named Jacques. Jan was a tailor: Antwerp, 
FelixArchief, Poortersboeken (Modern Edition), LZ 29, part 4, Vierschaar 155, 1620-1636, p. 18. 
1469 Rombouts and Van Lerius 1961, vol. 2, p. 112 and p. 292.  
1470 Antwerp, FelixArchief, Parish Registers, PR#206: Marriages Parish Our-Lady North, 1651-1689, 
(26 March 1665) fol. 78v. 
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1 October 1665, his oldest daughter Catharina was baptized.1471 On 6 February 1667 he 

had become father of his second daughter, Joanna Maria.1472 Two years later, on 1 June 

1669, his son, Thomas Engelbertus, was baptized in the in the Church of Saint 

Magdalena and Saint Gudula, i.e. the same parish of Isabella Catharina Janssens and 

Guillaume Le Cocq.1473 On 15 June 1671 Jacob de Formentrou has his new-born 

daughter Clara Maria baptized in the same Brussels parish church.1474 Unfortunately, so 

far, no more information about the activities of this painter in Brussels is known. It is 

nevertheless very likely that Janssens knew this artist closely. 

The Antwerp painter Jacob de Formentrou was immersed in a culture of fashion. As a 

painter, he also specialised in elegant company scenes and depictions of art galleries. 

'H�)RUPHQWURX¶V�DUW�JDOOHU\�VFHQH�IURP�DURXQG�F������-1665 shows an example of the 

highly decorated petticoat breeches that were fashionable from the 1660s onwards 

(private collection, FIG. 12).1475 We can thus conclude that genre painters such as 

Janssens and, even more so, De Formentrou, had the opportunity to study, learn and 

gain knowledge about the latest fashions in Antwerp. 

 

 

 

 

 

                                                      
1471 Antwerp, FelixArchief, Parish Registers, PR#35: Baptisms Parish Our-lady North 1663-1687, fol. 
27r. (1 October 1665).   
1472 Idem, fol. 111r. 
1473 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV����-XO\�������µ7KRPDV�(QJHOEHUWXV��ILOLXV�OHJLWLPXV�-DFREL�GH�IRXUPHQWUDXV��HW�-RDQQD�0DULD�YDQ�
Santvoort Suscep: Do minicus Engelbertus Bernaerts [once?] Brabantse Aduocatus, et Maria Alexia de 
$VVR>P@YLOOH¶�� 
1474 Brussels, State Archives, Parish Registers Brussels Church of St Gudula and St Michael, online 
DFFHVV�����-XQH�������µ&ODUD�0DULD�ILOLDOHJLWLPD�-DFREL�de formentraux, et Joanne Maria van Zantvoort 
Suscept. Dominicus Antonius van Predelles et Catharina van >«�@¶�� 
1475 Regarding petticoat breeches, see further chapters in this dissertation. For more information about 
WKH� RHXYUH� RI� SDLQWHG� DUW� JDOOHULHV� E\� -DFRE� GH� )RUPHQWURX�� VHH�� +DQQHORUH� 0DJQXV�� µ6FKLOGHUV��
connoisseurs en hun (Salomons)oordeel. Het Schilderijenkabinet (1659) van Jacob de Formentrou en 
(UDVPXV� ,,� 4XHOOLQXV¶�� De Zeventiende Eeuw. Cultuur in de Nederlanden in interdisciplinair 
perspectief, 28, 1 (2012), pp. 40-65. 
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5. Fashion into Focus 

 

5.1.  µ¬-la-PRGH¶-Paintings by Van der Lamen 

 

$V� ,� KDYH� GLVFXVVHG� LQ� FKDSWHU� ��� 9DQ� GHU� /DPHQ¶V� ZRUNV� RI� DUW� ZHUH� HQWLWOHG� LQ�

seventeenth-century inventories as conversaties à la mode RU�µà la mode stucken. The 

DGGLWLRQ�RI�WKH�WHUP�µj�OD�PRGH¶ stresses that his paintings were considered, even years 

after their creation, to be  depictions of the latest fashionable garments and attitudes of 

the time. A short analysis of his paintings indicate that this appears to be a correct 

interpretation.  

In An Elegant Company Making Merry (c. 1640s, present whereabouts unknown, FIG. 

15), Van der Lamen depicted an elegant company at a banquet playing music and 

HQMR\LQJ�ZLQH�DQG�IRRG��7KH�FRPSRVLWLRQ�LV�YHU\�SRSXODU�LQ�9DQ�GHU�/DPHQ¶V�RHXYUH�± 

in particular the woman leaning on the table and the man standing with his back to the 

fireplace often reoccur.1476 'tD]� 3DGUyQ¶V� LGHQWLILFDWLRQ� RI� WKH� VLPLODU� SDLQWLQJV� DV�

scenes with soldiers included is not far-fetched, as the figure on the far right of An 

Elegant Company Making Merry (fig. 14) may in fact be identified as a military man ± 

perhaps a high ranked officer.1477 7KLV�PDQ¶V�RXWILW� LQGLFDWHV�KLV�PDVFXOLQLW\� DQG�RU�

refers to his milit ary occupations: he wears a shoulder belt, a broad sash around his 

waist, and a buff leather jerkin.1478  

                                                      
1476 See also: Soldier Scene, second quarter of the seventeenth century, Madrid, Museo Nacional del 
Prado, (FIG. 13); Reunion of Soldiers and Ladies, Bordeaux, Musée des Beaux-Arts; Banquet of 
courtiers and soldiers, in Madrid, Museo del Prado (FIG. 13). Regarding these paintings and their 
SRSXODU�FRPSRVLWLRQ��VHH��0DWtDV�'tD]�3DGUyQ��µ8na table de Christophe Van der Lamen atribuida a 
3DODPHGHV�HQ�HO�0XVHR�GH�%HOODV�$UWHV�GH�%XUGHRV¶��Archivo español de arte, 56, 223 (July/September 
1983), pp. 270-272; Matías Díaz Padrón, mus.cat., Prado, I, p. 173 (inv.rn. 1555). For more on the 
popular composition of the paintings in the Prado and museum of fine arts in Bordeaux (and other 
variants), see also: Olivier Le Bihan, /¶RU�HW� O¶RPEUH��&DWDORJXH�FULWLTXH�HW� UDLVRQQp�GHV�SDLQWXUHV�
hollandaises au Musée des Beaux-Arts de Bordeaux, mus.cat, Bordeaux, 1990, p. 385. 
1477 In other compositions, Van der Lamen also depicts the man with the same sartorial characteristics, 
see for example the Concert in an interior (Valencia, Collection Cantos), reproducted in: Pedro Pablo 
Rubens, exh.cat., Madrid, Palacio de Velàzquez, 1977-1978, p. 74, nr. 58.  
1478 For more on masculine elements adapted from milit ary costume, see: C. Willett Cunnington and 
Phillis Cunnington, Handbook of English Costume in the Seventeenth Century, Boston, 1972, p. 78; 
Jane Ashelford, The Art of Dress. Clothes Through History 1500-1914, London, 1996, p. 69. 
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The figure and his posture brings to mind compositions in the paintings of soldiers in 

guardroom scenes.1479 The scenes may thus be seen in the same tradition as the many 

µFRUWHJDHUGMHV¶�RU�JXDUG�URRP�VFHQHV�GHSLFWHG�LQ�WKH�1RUWKHUQ�1HWKHUODQGV�1480 After 

DOO��WKH�µPHUU\¶�FKaracter of the scene could refer to soldiers, followed by women who 

SURYLGHG�GLIIHUHQW�µVHUYLFHV¶�WR�WKHP�1481  

Very early in his carreer, in his Elegant Figures Playing Cards (c. 1650, private 

collection, SLIDE 14) did Janssens add a cuirass worn by a military at a table. The 

playing of the card, the improper behaviour of the man reaching out for a woman and 

the bed in the back may indicate this is a brothel scene, or guardroom scene with a 

soldier entertained by women. Janssens also added a cuirass worn by a soldier in his 

µFRXUWO\¶�GDQFLQJ�VFHQHV��6/,'(6���-48). In his other paintings, Hiëronymus Janssens 

mostly depicted high ranking officers, though combined and in the presence of many 

RWKHU�µJHQWLOKRPPHV¶�ZLWKRXW�DQ\�PLOLWDU\� UHIHUHQFH�1482 Roberts noted how wearing 

garments referring to the military had gained popularity among the civilian youth 

already in the fif teenth century. In early modern time, the civilian youth (not the 

aristocracy) adopted such elements (jerkins) in their dress indicating the privilege of the 

nobility to wear weaponry faded.1483  

7KH�PDQ¶V� GUHVVLQJ� VW\OH� LQ�9DQ� GHU�/DPHQ¶V�An Elegant Company Making Merry  

(FIG. 15), however, also brings to mind the members of the weaponed guilds of the city 

of Antwerp (cf. chapter 1 on the high social status of the members of these weaponed 

JXLOGV� RI� $QWZHUS��� 7KH� VLPLODULWLHV� EHWZHHQ� WKH� PDQ¶V� GUHVV� LQ� 9DQ� GHU� /DPHQ¶V�

                                                      
1479 Jochai Rosen, Soldiers at Leisure: The Guardroom Scene in Dutch Genre Painting of the Golden 
Age, Amsterdam, 2010, pp. 65-70. 
1480 For more on these scenes, see: David Kunzle, From Criminal to Courtier. The Soldier in 
Netherlandish Art 1550-1672, Leiden/ Boston, 2002, pp. 359 and following. The soldiers in these scenes 
are mostly depictions in a modest scenery, not depictions of the high society as shown by Janssens, 
though he sometimes also referred to the milit ary. Moreover, apart from the outfits and swords, nu 
further references to milit ary accessories (flags, trumpets, etc.) are made. For more about this genre of 
paintings, see: Jochai Rosen, Soldiers at Leisure: The Guardroom Scene in Dutch Genre Painting of 
the Golden Age, Amsterdam, 2010. 
1481 Rosen 2010. 
1482 Jochai Rosen has noted an evolution in the Flemish guardroom scene. Though the genre of paintings 
never became as popular as their counterparts in the Northern Netherlands, after the middle of the 
seventeenth century even lesser guardroom scenes are produced. In the Northern Netherlands, the 
FKDUDFWHU�RI�WKH�JXDUGURRP�VFHQH�KDV�FKDQJHG��LW�EHFDPHU�µGHYRLG�RI�YLROHQFH�DQG�EHJJLQJ SULVRQHUV¶�
DQG�QR�PRUH�µWUHDVXUH�FKHVWV�DQG�ERRW\�LWHPQV¶�ZHUH�DGGHG��5RVHQ�DUJXHG�SDLQWLQJ�VXFK�VFHQHV�ZDV�
µHQWUDQFKHG�LQ��1RUWKHUQ�1HWKHUODQGLVK��FRQWHPSRUDU\�VWXGLR�SUDFWLFH¶��5RVHQ�������S������ 
1483 Roberts 2012, p. 55. 
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SDLQWLQJ� �),*�� ���� DQG� WKH� ILJXUHV� LQ�'DYLG�7HQLHUV� WKH�<RXQJHU¶V�The guild of the 

Antwerp old Arbalest (de oude voetboog) (1643, Sint Petersburg, Hermitage, FIG. 84) 

are striking.1484 The members of the weaponed guild of the old arbalest also wear buff 

coats (some of the same colour) and have red sashes draped horizontally around their 

waists.1485 Costumes of the same kind are also added in the depictions of the guards 

PHQ�LQ�1LFRODHV�9DQ�(\FN¶V�Parade of the Antwerp weaponed guilds and civil guards 

in the Meir in Antwerp (1673, Museum Vleeshuis, FIG. 85) and in the costumes of the 

DUTXHEXVLHUV� RU� WKHLU� DVVLVWDQWV� LQ� &RUQHOLV� GH� 9RV¶� Portrait of the Antwerp 

Arquebusiers (Modello) (1644, Sudeley Castle, Winchcombe, Gloucestershire, FIG. 

86).1486  

9DQ�GHU�/DPHQ¶V�SDLQWLQJ�DOVR�LQGLFDWH�KRZ�WKH�JHQUH�RI�SDLQWLQJ�RULJLQDWHG�IURP�D�

many levelled pictorial tradition, which used to include the allegory of the senses as 

well:1487 sight in adding a painting in the back, taste in the addition of drinks, hearing 

in the playing of the lute, and touch by the man warming himself in front of a chimney. 

In addition, the chosen subject of the painting in the back,1488 Perseus fighting the 

monster in order to free Andromeda, illustrates the amorous meaning that has to be 

attached to the gathering of the youngsters around the table.1489 As I will discuss further, 

the contemporary viewer must have realized that the à la mode dresses of these 

youngsters only contributed to the idea of courting and love that is put central in the 

                                                      
1484 David Teniers the younger freed himself from milit ary service by making this painting: De 
Poorter 1988, p. 207. 
1485 For this painting and the weaponed guilds, see: Margret Klinge, David Teniers de Jonge. 
Schilderijen Tekeningen, exh.cat., Antwerp, Koninklij k Museum voor Schone Kunsten, Ghent, 1991, 
pp. 94-97. For more on the Antwerp weaponed guilds, see chapter 1. For buff coats, see: Reynolds 
2013, pp. 238-241; De Winkel 2006, p. 108 (part of riding garments). 
1486 )RU�D�UHSURGXFWLRQ�RI�WKLV�LPDJH��VHH��%HDWULMV�:ROWHUV�YDQ�GHU�:H\��µ)HHOLQJs Unveiled with Regard 
WR� &LYLF� *URXS� 3RUWUDLWV¶�� LQ�� +DQQHORUH� 0DJQXV� DQG� .DWOLMQH� 9DQ� GHU� 6WLJKHOHQ� �HGV���� Facts & 
Feelings. Retracing Emotions of Artists, 1600-1800, Turnhout, 2015, p. 139. Nicolaas van Eyck was 
captain of the civic guard and members oI�WKH�µ2XGH�9RHWERRJ¶��,Q�WKH�DERYH�PHQWLRQHG�SDLQWLQJ��KH�
depicts the representatives of the civic guard: De Poorter 1988, p. 207. For information about Van 
(\FN¶V�ELRJUDSK\��VHH�DOVR��/HJUDQG�������S������ 
1487 See for example about the senses in the elegant company paintings, Kolfin 2005. 
1488 Mostly, Southern Netherlandish painters of merry company scenes added moralizing biblical 
scenes in the paintings in the back of the interiors on display: Kolfin 2005, p. 57. 
1489 For a discussion of the amorous meaning in Perseus and Andromeda, see : Joanna Woodall, 
µ:WHZDHO¶V�3HUVHXV�DQG�$QGURPHGD��ORRNLQJ�IRU�ORYH�LQ�VHYHQWHHQWK-FHQWXU\�'XWFK�SDLQWLQJ¶��LQ��
Caroline Arscott and Katie Scott (eds.), Manifestations of Venus. Art and Sexuality, Manchester/ New 
York, 2000, pp. 39-68. 
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painting. The posture of the woman nevertheless suggests this is not a depiction of 

honourable, courtly love making. 

In 1638, Van der Lamen signed and dated his Interior scene (1638, Strasbourg, Musée 

des Beaux-Arts, FIG. 18). Four men and a woman are gathered around a table.1490 This 

painting is not only of interest as an extremely early example of a so-FDOOHG�µJHQUH�RU�

FRQYHUVDWLRQ�SRUWUDLW¶��VRPH�RI�WKH�IDFHV�are clearly individualized, cf. chapter 3), but 

also for its depiction of historical male costume. The men wear their doublets with the 

fashionable high waist, buttoned only above, and opened below. The linen shirt worn 

underneath the doublet becomes visibOH��,Q�DGGLWLRQ��WKH�OLQHQ�VKLUW¶V�VOHHYHV�DUH�DOVR�RQ�

GLVSOD\�WKURXJK�WKH�VOLWV�RQ�WKH�VHDPV�RI�WKH�GRXEOHW¶V�VOHHYHV�1491 Over the collars of 

WKHLU� GRXEOHWV��9DQ� GHU�/DPHQ¶V� ILJXUHV�ZHDU� HODERUDWH� ODFH-trimmed falling bands, 

which were stylish in the  1630s and 1640s.1492 Comparable lace collars are also 

depicted by other painters, such as Anthony Van Dyck in, for example, his Portrait of 

John Borlase (1638, Kingston Lacy).1493 Though Coques used fewer colours, the man 

LQ� WKLV� SDLQWHU¶V�Portrait of a young couple in an interior (1640, Kassel, Staatliche 

                                                      
1490 For more information about this painting, see: Joel Hubrecht, Michèle Lavallée, Sandrinen Le 
Bideau-Vincent, e.a., Collection du musée des Beaux-Arts: peinture flamande et hollandaise: XVe-
XVIII e siècle, mus.cat., Strasbourg, Musées de la vill e de Strasbourg, Strasbourg, 2009, p. 122. 
1491 For this fashion style, see: Cunnington and Cunnington 1972, p. 49; Norah Waugh, The Cut of 
0HQ¶V� &ORWKHV� ����-1900, New York, 1964, pp. 14-15 Pierre 2013, p. 96 (the evolution of male 
silhouette). This depiction can be compared to the preserved (QJOLVK�PDQ¶V�GRXEOHW (c. 1635-1640, 
Victoria and Albert museum, FIG. 112), although in this example the doublet only fastens from the 
waistline to the neck (see: Avril  Hart and Susan North, Seventeenth and Eighteenth-Century Fashion 
in Detail��/RQGRQ���������S�������S�������ZKHUHDV�LQ�9DQ�GHU�/DPHQ¶V������SDLQWLQJ�WKH�EXWWRQV��WKRXJK�
not fastened are also visible below the waistline. Another existing and very similar doublet as those on 
GLVSOD\� LQ� 9DQ� GHU� /DPHQ¶V� SDLQWLQJ� LV  the Cologne doublet (made in Cologne, c. 1640-1645, 
Darmstadt, Hessisches Landesmuseum, FIG. 113): Johannes Pietsch and Karen Stolleis, Kölner 
Patrizier- und Bürgerkleidung des 17. Jahrhunderts. Die Kostümsammlung Hüpsch im Hessischen 
Landesmuseum Darmstad, Riggisberger Berichte, 15, Riggisberg, 2008, pp. 266-271. For a discussion 
RI�WKLV�IDVKLRQ�RI�GRXEOHWV��VHH�DOVR��-RKDQQHV�3LHWVFK��µ,,,��The Art of Tailoring in the Seventeenth 
&HQWXU\¶�� LQ�� -RKDQQHV� 3LHWVFK� DQG� .DUHQ� 6WROOHLV�� Kölner Patrizier- und Bürgerkleidung des 17. 
Jahrhunderts. Die Kostümsammlung Hüpsch im Hessischen Landesmuseum Darmstadt. Translation of 
Chapters I-III , Riggisberg, 2008, pp. 46-55. These kinds of doublets, buttoned on the top and worn open 
below, were very often depicted by Van der Lamen, as for example in his print made by Schelte à 
%ROVZHUW�DIWHU�9DQ�GHU�/DPHQ¶V�GHVLJQ�DV�ZHOO��),*�������)DVKLRQDEOH�KLJK�ZDLVWV�LQ�����V��'H�0DUO\�
1980, pp. 281-282. 
1492 Hart and North 2009, p. 72; Cunninton and Cunnington 1972, p. 37. 
1493 )RU� WKLV� SDLQWLQJ�� VHH��$VKHOIRUG� ������ S�� ����2Q� VXFK� IDOOLQJ� EDQGV� LQ�9DQ�'\FN¶V� DQG� RWKHU�
(English) portraits, see Reynolds 2013, pp. 87-90. 
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Museen, FIG. 87)  is dressed in a very similar outfit.1494 Both Van der Lamen and 

Coques chose to depict rather narrow breeches, closed with garters decorated with 

rosettes at the knee (FIG. 16, 18, 87).1495 Such garters were also worn in reality:1496 in 

1644, Balthasar II Moretus spent 30 guilders on a hat, silk stockings, a garter, roses1497 

DQG�JORYHV��µYRRU�HHQHQ�KRHW��VLMGH�FDXVHQV��FDXVVHEDQG��URRVHQ�HQGH�KDQGWVFKRHQHQ�I��

��¶��1498 The rosettes, as they are frequently depicted on the garters and shoes of men in 

9DQ�GHU�/DPHQ¶V�GHVLJQV��ZHUH�FRPSOH[�ERZV�RI� ULEERQV��DQG�ZHUH�VRPHWLPHV�DOVR�

attached to hats and sleeves. When fastened to the shoes of men, they were clearly 

LQGLFDWRUV�RI�RQH¶V�ZHDOWK�� WKHLU� LPSUDFWLFDO� QDWXUH� LQGLcated that the wearer did not 

have to walk, but was driven in a coach, or owned a horse.1499 Van der Lamen, in 

addition, also gave his young men long hairs, which was fashionable in the 1640s for 

youngsters.1500 

9DQ� GHU� /DPHQ¶V� EUHHFKHV� FRQIRUP� WR� WKH� ODWHVW� IDVion styles: the breeches (high 

waistline) are straight and end under the knee.1501 It was these breeches that were 

FRQVLGHUHG�UDWKHU�QDUURZ��,Q�������3HDFKDP�GHVFULEHG�EUHHFKHV�DV�µ<RXU�ORQJ�EUHHFKHV��

QDUURZ�WRZDUGV�WKH�NQHH¶�1502 Indeed, the examples by Van der Lamen and Coques I 

discussed here show how the breeches grew more narrow towards the knee.1503  This is 

the fashion style the Southern-1HWKHUODQGLVK� DXWKRU� µ-RVHSK�YDQ�GH�+��%DUEDUD¶�KDG�

condemned in 1666 as a popular fashion style 28 years earlier (therefore precisely in 

                                                      
1494 0RUHRYHU��WKH�PDQ¶V�SRVLWLRQ�RI�WKH�IHHW�DQG�XSSHU�ERG\�LV�DOVR�YHU\�VLPLODU��DQG�PXWXDO�LQIOXHQFHV�
may not be too far-fetched (see biographical connections, cf. chapter 1). 
1495 For this fashion style, see: Cunnington and Cunnington 1972, p. 49. 
1496 Cunnington and Cunnington 1972, p. 63. 
1497 ,Q�GRFXPHQWV��µURVHV¶�DUH�RIWHQ�PHQWLRQHG�WRJHWKHU�ZLWK�JDUWHUV��&XQQLQJWRQ�DQd Cunnington 1972, 
p. 63. 
1498 Sorber 1989, p. 453. 
1499 Earnshaw 1987, p. 21. These accessories are referenced in the Moretus archives between 1630-
1645: Sorber 1989, p. 468. 
1500 Benjamin B. Roberts, 6H[�DQG�'UXJV�EHIRUH�5RFN�µQ�5ROO��<RXWK�&XOWXUH�DQG�0DVFXOLQLWy during 
+ROODQG¶V�*ROGHQ�$JH� Amsterdam, 2012, p. 51. 
1501 Pierre 2013, p. 96; Cunnington and Cunnington 1972, p. 49. 
1502 Cunnington and Cunnington 1972, p. 49. 
1503 Reynolds recently argued that Van Dyck was the first artist in England to depict the wrinkles in the 
PDQ¶V�VWRFNLQJ��5H\QROGV�������S�������DV�LV�HYLGHQFHG�E\�9DQ�GHU�/DPHQ¶V�DQG�-DQVVHQV¶�SDLQWLQJV�
(see the examples I disucuss further), these painters also displayed the wrinkled stockings ± thus, in a 
naturalistic manner.  
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1638).1504 ,Q�FRPSDULVRQ�WR�WKH�ZLGH�µSHWWLFRDW�EUHHFKHV¶�RI�WKH�����V��FI��LQIUD��WKLV�

was indeed a rather narrow dress style.  

,W�LV�QRW�WKH�DLP�RI�WKLV�GLVVHUWDWLRQ�WR�VWXG\�9DQ�GHU�/DPHQ¶V�GHSLFWLRQ�RI�IDVKLRn, but 

we can be sure that Van der Lamen also knew about fashion, and depicted their figures 

µj�OD�PRGH¶��,W�LV�WKHUHIRUH�KLJKO\�OLNHO\�WKDW�-DQVVHQV�OHDUQHG�DERXW�WKH�LPSRUWDQFH�RI�

IDVKLRQ�LQ�9DQ�GHU�/DPHQ¶V�VWXGLR�DV�ZHOO�1505 

 

5. 2. Hiëronymus Janssens: Updating Fashion Styles µà la mode¶ 

 

6LQFH�D�FRPSOHWH�DQDO\VLV�RI�HYHU\�JDUPHQW�GHSLFWHG�LQ�DOO�RI�-DQVVHQV¶�SDLQWLQJV��RU�LQ�

those made by his followers, would not only exceed the limits of this dissertation, but 

would also become tedious for the reader, and, in my view, not contribute to the general 

point, - i.e. illustrating that Janssens consciously XSGDWHG� WKH� ILJXUHV¶� GUHVVHV� LQ� KLV�

paintings and consequently illustrated the changes in the (general) fashion styles ± the 

analysis focuses on a few importaQW�H[DPSOHV�LQ�-DQVVHQV¶�SDLQWLQJV�� 

At some points in the analysis of the paintings, it will become clear that, due to the 

limited knowledge of seventeenth-century (Southern Netherlandish) costume history, 

no clear-cut interpretations and identifications of the depicted costumes can be given. 

Moreover, Janssens seems to have sometimes presented garments in between two 

fashion styles as they are adopted in general costume historical overviews. Therefore, 

the garments cannot be easily identif ied. Af ter all, as Ribeiro remarked, there is no 

definite history of fashion, as it exists in a complex web of regional, gender and social 

differences and variations.1506  

 

                                                      
1504Joseph of the Holy Barbara 1666, p. 127 (cf. supra) 
1505 Kolfin argued that the merry company paintings by Frans Francken the Younger seem to depict 
old-fashioned dresses: Kolfin 2005, p. 57. As the study of the paintings by Francken are not the topic 
of this dissertation I will  not address this problem further.   
1506 Ribeiro 2005, p. 19. 
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5.2.1. Methodological Difficulties  of Using Paintings as Sources for the 

History  of Costume: A Case Study   

 

In this section, an analysis of the paintings by Janssens and his depiction of fashionable 

dress will be discussed. However, as I have discussed in the method section of this 

chapter on dress and fashion, the use of paintings as sources for our knowledge of the 

history of dress in the second half of the seventeenth century is not without its dangers. 

7KLV� SUREOHP� FDQ� EH� LOOXVWUDWHG� E\� RQH� SDUWLFXODU� SDLQWLQJ� LQ� -DQVVHQV¶� RHXYUH��An 

Outdoor Banquet (1649, private collection, SLIDE 3).1507  

At first glance, the rather large (113.6 x 144.7 cm) painting is far from unique in 

-DQVVHQV¶�RHXYUH��WKH�FDQYDV�GHSLFWV�DQ�HOHJDQW�FRPSDQ\�LQ�WKH�JDUGHQ�RI�D�YLOOD��$�PDQ�

and a woman are welcomed by another man as they enter the garden. Centrally within 

the painting, people are gathered around a table filled with wine and food. The figures 

enjoy wine, food, music, conversation and kisses. They are being served by two young 

pages on the far left of the scene, next to a wine cooler.1508 An Outdoor Banquet is 

signed and dated below the peacock on the lower right of the canvas: 

µ-DQVVHQV�IHFLW������¶���'HVSLWH�WKLV�GDWH��QRW�DOO�WKH�GUHVVHV�RQ�WKH�FDQYDV�UHSUHVHQW�WKH�

current fashion styles in c. 1650. A closer look at some examples and at the canvas 

itself, illustrates the problems that arise.  

The depiction of wide sleeves and high collars, as represented by the woman on the left 

of the canvas looking back to the woman playing the lute, appears to be in accordance 

with the latest fashionable styles. The woman is holding up her skirt with her left hand 

while holding two little red flowers in her right hand. Her right sleeve is wide and plain. 

A kerchief is draped over her shoulders and fastened in front with a brooch. The bodice 

is not the high-waisted bodice, but is instead nRZ� D� µWLJKWO\� ODFHG� VWRPDFKHU� DQG� D�

                                                      
1507 Hiëronymus Janssens, An Outdoor Banquet��������RLO�RQ�FDQYDV��³-DQVVHQV��)HFLW������´��6RWKHE\¶V�
LondoQ�����$SULO�������ORW������7KH�VDPH�SDLQWLQJ�ZDV�DXFWLRQHG�D�\HDU�EHIRUH��6RWKHE\¶V�/RQGRQ����
$SULO�������ORW�������)XUWKHU�SURYHQDQFH�ZHEVLWH�6RWKHE\¶V���DFFHVV����0D\������ 
http://www.sothebys.com/en/auctions/ecatalogue/2014/old-master-british-paintings-
l14030/lot.758.html ;  
1508 For more on these water coolers, see: Aude Cordonnier, Mirroir de Lill e et des Pays-Bas XIIIe-
XXe siècle, Musée de O¶+RVSLFH�&RPWHVVH, Lill e, 1994, pp. 112-113. 
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ZDLVWOLQH� WKDW� GLSSHG� WR� D� ORZ�� URXQGHG� SRLQW¶�1509 +RZHYHU�� RQ� WKH� ZRPDQ¶V� ULJKW�

sleeve, pentimenti become apparent (FIG. 124). The pentimenti show that later on, a 

painter tried to alter and change the depicted left sleeve. Another example of the many 

changes that were made is evident in pentimenti added to the dress of the woman on the 

right of the canvas who enters the garden. She holds a fan with her right hand, and lif ts 

up her upper skirt with her left hand. This woman exemplifies the complete 

unusefulness of this painting as a source of costume history: both her sleeves are of a 

completely different cut and length. Whereas her right sleeve is still the typical plain 

wide sleeve from the 1640s, the sleeve of her left arm is very short, displaying the linen 

sleeves with folds worn underneath. This was a fashion style that was popular c. 1670 

LQ�ZRPHQ¶V�GUHVV�1510 Janssens also painted these sleeves in his later compositions (cf. 

infra). In addition, it was not only the sleeves that are adapted; the long bodice of the 

ZRPHQ¶V�GUHVV�LV�XVHG�WR�GLVSOD\�WKH�ZDLVWOLQH�HQGLQJ�LQ�D�URXQGHG�SRLQW��(YHQWXDOO\��

the later additions pushed the stomach back, and a line of ornaments are added 

underneath the brooch. The change in the woman¶V�ERGLFH�FRQVWUXFWLRQ�FDQ�EH� VHHQ�

even more clearly in the figure woman playing the lute. Here, the wide sleeves of the 

1640s can still be seen, though later pentimenti reveal somebody added a short sleeve 

RI�WKH�XSSHUJRZQ�DV�ZHOO��7KH�ZRPDQ¶V�JRZQ�HQGV�Ln a V-shaped neckline, and the 

shoulders are covered by the dress. The bodice seems to be comparable to the many 

GHSLFWLRQV�RI�-DQVVHQV¶�PDQWXD�GUHVV��D�IDVKLRQ�WKDW�KDG�EHFRPH�SRSXODU�DW�WKH�HQG�RI�

the 1670s and in the 1680s.1511 

Taking these deliberate and conscious changes into account (I have not listed them all, 

though the general point is clear), we can only conclude that the original 1649-

composition was probably overpainted and changed in the 1670s or 1680s, since the 

alterations reveal the knowledge oI�WKH�PDQWXD�GUHVV¶V�FXW�DQG�GLVSOD\V�VKRUW�VOHHYHV�

(cf. infra). This case study illustrates the problems a painter of fashionable dress faced: 

the fast evolution of the fashion styles, and, consequently, the quickly outdated 

character of his dress on display. For portraits, these problems were overcome by many 

                                                      
1509 A similar dress depicted in another painting (c. 1645): Ashelford 1996, pp. 71-72. Sorber 1989, p. 
475 (on the kerchief worn by the members of the Moretus family). 
1510 Groeneweg 2005, p. 9; Cunnington and Cunnington 1972, p. 172. 
1511 cf. infra about the mantua. 
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SDLQWHUV�ZKR�FKRVH�WR�GHSLFW�WKH�ILJXUHV�LQ�µWLPHOHVV¶�GUHVV��RU�µXQGUHVV¶�DV�ZDV�GRQH�E\�

the large number of Northern Netherlandish and British portrait painters from the 

second half of the seventeenth century (cf. supra). 

7KLV� H[DPSOH� VKRZV� KRZ� -DQVVHQV¶� SDLQWLQJV�ZHUH� LQGHHG� DW� ULVN� RI� EHFRPLQJ� ROG-

IDVKLRQHG��DV�IDVKLRQ�SODWHV�HDVLO\�EHFDPH�µSDVVp¶�1512 In this case, an artist (perhaps 

Janssens himself) tried in vain to change and alter the dress into new fashion styles. It 

is possible that Janssens had not sold this painting in 1649, and had started to change 

and alter the dresses in order to make the paintings à la mode in the 1670s and 1680s 

again. Janssens paintings were only in this case changed and adapted to the latest 

fashion styles. However, the transformation never finished. Even though,  old-fashioned 

elegant company paintings by Van der Lamen were sold long after his death in Antwerp 

and abroad (chapter II) , this case study indicates the importance of depicting the latest 

fashion styles in elegant company paintings by Janssens. I will mention in the further 

analysis a few other similar problems, but this case is the best example.  

As fashion cycles changed rapidly, the paintings also lost their value as depictions à la 

mode. Depicting dress à la mode was an issue in this painting, and when old-fashioned, 

it had to be changed, and adapted again in order to be à la mode. This was what people 

expected of these genre scenes: to represent the latest fashion styles.  

 

�������'UHVV�DQG�)DVKLRQ�LQ�-DQVVHQV¶�(DUO\�:RUNV������-1655) 

 

The oldest dated paintings by Hiëronymus Janssens are beautiful representations of 

seventeenth-century fashion in the middle of the 1640s and 1650s. In the signed and 

dated (1647) The Minuet (present whereabouts unknown, SLIDE 1) Janssens depicts 

the typical dressing style of that period: men wear capes, trunk hoses with ribbons, 

feathered hats, and boots with bucket-tops (boots with wide legs, which increasingly 

widened from 1648 onwards) a fashion that had come to the fore in the 1640s. 

                                                      
1512 µ>«@� LPDJHV� SLFWXULQJ� WKH� ODWHVW� IDVKLRQ� WKDW� TXLFNO\� EHFDPH� SDVVp� DQG� QRW�ZRUWK� SUHVHUYLQJ¶��
Goldstein 2012, p. 9. 
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Eventually, the extreme width of the bucket-top disabled men to walk elegantly.1513 

However, if  a man was able to move about elegantly, it displayed his skill very well. 

Moreover, the impracticality of the boots also indicates the wealth of the wearer who 

did not have to walk much, but was mostly driven around or rode his horse.1514 Janssens 

also added such wide boots worn by the man in the comical scene (cf. chapter 3) Seven 

ZRPHQ�ILJKWLQJ�IRU�D�PDQ¶V�EUHHFKHV (c. 1650, Ghent, Museum voor Schone Kunsten, 

SLIDE 11),1515 and in The game of hot cockles (1655, present whereabouts unknown, 

SLIDE 32). Janssens added such boots until the late 1650s, as in Janssens The Ball 

(1658, Lille, Musée des Beaux-Arts, SLIDE 43), after which, he did no longer adopt 

them. 

In The Minuet (1647, SLIDE 1) but also in other paintings made in the same period such 

as The Prodigal Son (1648, SLIDE 2), The Garden Party (c. 1650, SLIDE 4), Dancing 

Company (c. 1650, SLIDE 7), An interior scene with an elegant company dancing 

(SLIDE 10), 6HYHQ�ZRPHQ� ILJKWLQJ� IRU�D�PDQ¶V�EUHHFKHV� (c. 1650, SLIDE 11), and 

Elegant company in an interior feasting and playing music (1652, SLIDE 26), Janssens 

DGGHG�WKH�W\SLFDO�IDVKLRQDEOH�IHDWXUHV�RI�GUHVV��7KH�PHQ¶V�RSHQ�EUHHFKHV�DW�NQHH�OHQJWK�

were trimmed with many ribbons. This type of breeches grew wider from 1645 onwards, 

and would eventually evolve into the so-FDOOHG�µSHWWLFRDW�EUHHFKHV¶��FI��LQIUD��1516 The 

breeches of the dancing man in The Minuet (1647, SLIDE 1) have open ended, wide 

legs decorated with fashionable ribbons. This fashion style contrasts deeply with the 

fashion depicted by his master Van der Lamen five years earlier (1642, FIG. 16); here, 

                                                      
1513 L. van Beurden, Tien eeuwen kostuumgeschiedenis, 2nd edition, Amsterdam 2004, p. 93; De mode 
LQ�5XEHQV¶�WLMG, exh.cat., Deurne, Het Sterckshof, 1977, p. 49; Cunnington and Cunnington 1972, p. 57-
59, p. 68. 7KLV�ZDV� WKH� IDVKLRQ�RI�µFDQRQV¶�ZKLFK�ZRXOG�HYHQWXDOO\� IDOO�RYHU� WKH�FXSIRUPHG�ERRWV��
Earnshaw 1987, pp. 22-23. Pierre 2014, p. 104. 
1514 Earnshaw 1987. 
1515 In this painting, the breeches (fashionable as they are trimmed with many ribbons) themselves 
symbolise the husband the seven women desire to have. For more on this topic, see: Aby Warburg, 
µ$UWLVWLF� ([FKDQJHV� EHWZHHQ� 1RUWK� DQG� 6RXWK� LQ� WKH� )LIWHHQWK� &HQWXU\� �������¶� LQ� $E\�:DUEXUJ��
introduced by W. Forsters, translated by David Britt, The Renewal of Pagan Antiquity, Los Angeles, 
1999, pp. 275-277, pp. 468-469. Sirgid Metken, Der Kampf um die Hose: Geschlechterstreit und die 
Macht im Haus. Die Geschichte eines Symbols, Frankrfurt, 1996.  
1516 Pierre 2013, p. 96; Ribeiro 2005, pp. 224-227; De Marly 1987, pp. 23-25, p. 39; Cunnington and 
Cunnington  1972, p. 150; Ashelford 1996, p. 90. 
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the men wear high waisted breeches, closed below the knee. Such breeches were 

fashionable until 1645.1517  

7KLV� HYROXWLRQ� WRZDUGV�ZLGH� SHWWLFRDW� EUHHFKHV� �DV� FDQ� EH� VHHQ� LQ� -DQVVHQV¶� HDUOLHU�

works) happened gradually, and much earlLHU�WKDQ�WKH�µRIILFLDO¶�DSSHDUDQFH�RI�SHWWLFRDW�

breeches (1658, cf. infra), a comment on the many ribbons on wide breeches can be 

IRXQG�� ,Q� ������ :LOOHP� 2JLHU¶V� SOD\� Gramschap (Wrath) was performed in 

Antwerp.1518 One of the dramatis personae was a fashionablH�SHGODU��µ.UDPHU��$�OD-

PRGH¶�1519 In his description, Ogier ill ustrates how fashionable breeches looked like 

according to the pedlar (who considered the fashion style to be foolish):  

 

µ%HFDXVH�QRZDGD\V�RQH�ZHDUV�EUHHFKHV�QDUURZ�RQ�WRS��DQG�ZLGH�EHORZ��:LWK�an 

amount of ribbons, and [decorations?] that are so expensive they would provide 

for six poor people: however, one penny to the poor is more lamented about than 

the hundred guilders spent on the fashion one wears on his trousers. The 

quintessence of the fRROV�LV�QRW�WR�EH�ORRNHG�IRU�LQ�D�IRRO¶V�FDS�DQ\PRUH��DV�LW�KDV�

VXQN�GRZQZDUGV�WR�WKH�EUHHFKHV¶�1520 

 

The men wear short doublets with the seams of the sleeves opened up, revealing their 

white linen shirts. Moreover, the doublet is unbuttoned from the middle from their chest 

downwards (cf. discussion fashion Van der Lamen). The abundant white linen shirt 

coming out of the sleeves and from underneath the doublet becomes visible not only in 

-DQVVHQV¶�JHQUH�SDLQWLQJV��EXW�DOVR�LQ�6RXWKHUQ�1HWKHUODQGLVK�SRUWUDLWV�from the middle 

                                                      
1517 Cunnington and Cunnington 1972, p. 49. 
1518 $��.HHUVPDHFNHUV��µ'H�MRQJH�ORVERO�*XLOOLDP�2JLHU�EUHQJW�QLHXZ�OHYHQ�RS�KHW�$QWZHUSV�WRQHHO��
Komedie en rederij kers in zeventiende-HHXZV�$QWZHUSHQ¶��LQ��5�/��(UHQVWHLQ��'��&RLJQHDX��H�D���HGV����
Een theatergeschiedenis der Nederlanden. Tien eeuwen drama en theater in Nederland en Vlaanderen, 
Amsterdam, 1996, p. 213; Van den Branden 1914, p. 67-68. 
1519 Here, the Antwerp fashion scene is also discussed: Will em Ogier, De seven hooft-sonden speels-
ghewijs vermakelyk ende leersaem voor-gestelt door G. Ogier van Antwerpen, Antwerp, 1682, pp. pp. 
292-293. Keersmaeckers 1996, p. 213. 
1520 Ogier 1682, pp. 292-293: µ:DQW�PHQ�GUDHJKW�QX�%URHFNHQ�ERYHQ�HQJK��HQ�RQGHU�Z\W��0HW�VRR�YHHO�
quisquassen van Linten, en tuyveringen Dat op den Oncost van dien ses Arm menschen li cht de kost 
RQVLQJHQ�6RR¶W�YRRU�KXQ�ZHUW�EHVWHHW��GDQ�HHQHQ�VWX\YHU�DHQ�GHQ�$UPHQ�ZRUW�PHHU�EHFODHJKW�'DQ�
hondert Guldens diemen voor de Mode aen syn Broeck in sleet draeght. Die Quintecentie vande Sotten 
en moetmen QX�LQ�JKHHQ�&DS�VRHFNHQ��:DQW�V¶LV�QHGHUZDHUWV�JHVRQFNHQ�V\�OHHW�QX�LQGH�%URHFNHQ�¶�
[translations are mine if not mentioned otherwise]. 
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of the seventeenth century onwards. An unsigned though dated (1650) portrait of a 

collector of shells (attributed to Peter Franchoys, present whereabouts unknown, FIG. 

88) illustrates the fashion for slit sleeves, or in Lucas Franchoys the <RXQJHU¶�Portrait 

of a Man with his Doublet half openend ( c. 1650, Paris, Musée du Louvre, FIG. 89).1521 

Janssens did not paint the broad lace falling band spread from one shoulder to the other 

as his master had frequently adopted and which has been fashionable in the 1630s and 

1640s.1522  

:RPHQ¶V�GUHVVHV�ZHUH�DOVR�YHU\�µXS�WR�GDWH¶�LQ�WKHVH�HDUO\�ZRUNV�E\�-DQVVHQV��&�������

WKH�IDEULF�RI�D�ZRPDQ¶V�GUHVV�ZDV�VHZQ�LPPHGLDWHO\�RQWR�WKH�FRUVHW��WXUQLQJ�LW�LQWR�D�

boned and tight bodice. The bodice consists of a middle part and two side parts, which 

are connected to each other in a (very often decorated) seam reaching from the armholes 

to the waist. The waist was lowered and the bodice ended at the front in a round or deep 

point. The oval neckline fell low on the shoulders. The skirt opens in the front and 

reveals an (often embroidered) underskirt.1523 The women wear lace decorated kerchiefs 

around their shoulders which are held together with a brooch.1524 The sleeves of the 

dancing woman are rather wide and reach the elbow. A lace and frilled sleeve of the 

VKLUW�LV�YLVLEOH��DV�ZDV�IDVKLRQDEOH�LQ�ZRPHQ¶V�GUHVV�IURP�WKH�����V�XQWLO������1525  

In this painting, The Prodigal Son (1648, SLIDE 2), one of the men carries a woman on 

his lap. She is obviously seducing him by caressing his chin. References to lust, 

indecency, and sexuality are clearly part of the iconography. The sitting man on the 

right is a high ranking mil itary officer: he wears a light brown buff coat with sleeves 

covered with applied metal.1526 The woman on his lap wears a tippet. A lace or lawn 

tippet (a kind of cape that reaches to the waist) could be worn as a négligé.1527 Such a 

state of undress is not surprising ± WKH�ZRPDQ¶V�VWRFNLQJV�DUH�DOVR�YLVLEOH�±  as this is a 

                                                      
1521 Oil  on canvas, 118 x 93 cm. The date is suggested by Heidi Colsoul by using the history of the 
depicted costume, in pDUWLFXODU� WKH� RSHQHG� GRXEOHW� DQG� WKH� VSOLW� VOHHYHV�� +HLGL� &ROVRXO�� µ/XFDV�
Franchoys de Jonge (1616-������2HXYUHFDWDORJXV��GHHO��¶��Handelingen van de Koninklij ke Kring voor 
Oudheidkunde, Letteren en Kunst van Mechelen, 93 (1989 [1990]), pp. 213-214.  
1522 Cunnington and Cunnington 1972, p. 35. 
1523 Groeneweg 2005, p. 8; Cunnington and Cunnington 1972, pp. 170-172. 
1524 A portrait with a comparable cut and accessories, see: Ashelford 1996, pp. 71-72. 
1525 Cunnington and Cunnington 1972, p. 172. 
1526 On this milit ary outfit: Reynolds 2013, pp. 238-241.  
1527 Cunnington and Cunnington 1972, p. 105. 
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brothel scene. Af ter all, next to the couple on the right, a man tries to get another women 

into the bed. The other women in this painting wears fashionable dresses as well (similar 

to the dancing scene from 1647, SLIDE 1). The seated man wears boots with bucket 

tups, and boot-hose tops.1528  

 

5.2.3. Dress and )DVKLRQ�LQ�-DQVVHQV¶�3DLQWLQJV�������DQG������ 

 

In 1658, Hiëronymus Janssens painted one of his most famous works of art: The Ball  

(1658, Li lle, Musée des Beaux-Arts, SLIDE 43) Janssens depicted the women in typical 

dresses of that time (cf. FIG. 90, SLIDE 45): the sleeves are set low in the armholes of 

the very stif f bodice that was pointed towards the centre front and displayed a low 

neckline. This neckline was outlined by a large collar of lace or thin silk.1529 Janssens 

stressed this horizontal lace collar from 1655 onwards (SLIDES 32, 33, 43) and also 

added it in 1659/1660 (SLIDE 44) and in other examples (SLIDES 50, 52-55, 57, 16). 

The bodices contrasted with the colours of the underskirts. The cuffs of the sleeves were 

covered by the linen smock worn underneath the bodice. Janssens very frequently 

depicted this female fashion style, as in Charles II dancing at a ball at court (c. 1660, 

Royal Collection, SLIDE 45).1530 This painting is said to show a ball organized to 

FRPPHPRUDWH�WKH�UHVWRUDWLRQ�RI�WKH�PRQDUFK\�LQ�(QJODQG�DIWHU�&KDUOHV�,,¶V�H[LOH�LQ�WKH�

Netherlands (cf. chapter dance).1531 In the exhibition In fine style, curator Anna 

                                                      
1528 For this style of footwear, see: Cunnington and Cunnington 1972, pp. 57-59. 
1529 ,Q�-DQVVHQV¶�SDLQWLQJ��6/,'(�����WKH�ILJXUHV�VWLOO�ZHDU�FROODUV�WKRXJK�HYHQ�PRUH�décolleté would 
have been considered appropriate in courtly circles: Reynolds 2013, p. 48 (discussion SLIDE 45). 
Discussion of a bodice of the 1660s with the same characteristics: Hart and North 2009, p. 192. For 
PRUH� RQ� WKH� µOLEHUDO¶� GUHVV� VW\OH� DSSUHFLDWHG� E\� WKH� DULVWRFUDF\� Groeneweg 1995, pp. 214-216; 
*URHQHZHJ�������S�������*URHQHZHJ�������S�����7KH�GUHVV�ZRUQ�E\�-DQVVHQV¶�ZRPHQ�ZHUH�IDU�IURP�
indecent.  
1530 Reynolds described the main features of the fashionable bodice of the 1660s by using this painting 
from the Royal Collection: Reynolds 2013, pp. 46-47.  
1531 Ribeiro 2005, p. 217; Eymert-Jan Goossens, 3DOHLV� 1RRUGHLQGH�� YLHUKRQGHUG� MDDU� µKRII� YDQ�
2UDLJQHQ¶, Zwolle 2008; C. White, The Later Flemish Paintings in the Collection of Her Majesty the 
Queen, 2007, p. 127.  According to Hayward, Charles II  is dancing with his sister Mary (before the 
UHVWRUDWLRQ� RI� WKH�PRQDUFK\���0DULD� +D\ZDUG�� µ'UHVVLQJ� &KDUOHV� ,,�� 7KH�.LQJ¶V� &ORWKLQJ� &KRLFHV�
(1660-���¶��LQ��,VDEHOOH�3DUHV\V�DQG�1DWDFKD�&RTXHU\��HGV����Se vêtir à la Cour en Europe (1400-1815), 
Lil le, 2011, p. 159. 
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Reynolds has been able to connect and compare such a painted bodice in this latter 

work, to an existing example (FIG. 90).1532  

7KH�FHQWUDO�ZRPDQ¶V�GUHVV�LQ�-DQVVHQV¶�An elegant company celebrating the birth of a 

child (c. 1660, private collection, SLIDE 52) displays the embroidered patterns on the 

ERGLFH�DQG�VOHHYHV��VLPLODU�WR�WKRVH�LQ�WKH�ZRPHQ¶V�GUHVVHV�LQ�Charles II dancing at a 

ball at court. She has a very low neckline, a large décolleté and bare shoulders. The 

wide sleeves are set very low in the bodice, making sure the woman keeps an upright 

position. The garment that molded the body into the correct posture by its cut and 

construction FIG. 90).1533 7KH� ERGLFHV� JDYH� ZRPHQ� µD� YHU\� HORQJDWHG�� VOLP�

VLOKRXHWWH¶�1534 7KLV�W\SH�RI�ZRPDQ¶V�ERGLFH��XVXDOO\�VLON�VDWLQ��Zorn by the central lady 

in yellow is à la mode at the end of the 1650s and the early 1660s, and was repeatedly 

depicted in genre paintings in the Northern Netherlands, such as those by Frans van 

Mieris, Jan Steen, Johannes Vermeer or Gerard ter Borch.1535  

A slightly younger example (shorter sleeves, cf. infra) of such a bodice, is preserved in 

the Museum of Costume in Bath (FIG. 91). The cut of the bodice, including the short 

sleeves slit at the seam in front, bring to mind the many paintings by Janssens from 

between 1665 and 1670. This dress shows rather short sleeves, in comparison to 

-DQVVHQV¶�GHSLFWLRQV�RI�WKH�ODWH�����V�DQG�DURXQG�������,UHQH�*URHQHZHJ�KDV�QRWLFHG�

WKDW�GXULQJ� WKH� FRXUVH� RI� WKH�����V� DQG� WRZDUGV� WKH�����V��ZRPHQ¶V� VOHHYHV� WXUQHG�

shorter,1536 DQG� WKLV� LV�HYLGHQW� LQ� -DQVVHQV¶�SDLQWLQJV�DV�ZHOO� �FRPSDUH�� IRU�H[DPSOH��

1658 SLIDE 43, 1666 SLIDE 67 and 1668 SLIDE 72). Janssens often combined these 

shorter sleeves with the very wide frills of the lace smock worn underneath. These lose 

width from 1672 RQZDUGV��0DQ\�SDLQWLQJV�FDQ� WKXV�EH�GDWHG�E\�XVLQJ� WKH�ZRPHQ¶V�

                                                      
1532 Reynolds 2013, pp. 46-48. 
1533 Reynolds 2013, p. 46. 
1534 De Winkel 1998, p. 331. 
1535 Pietsch and Stolleis 2008, pp. 276-277 (this is a catalogue note and an image of a very similar 
bodice, now preserved in the Hessischen Landesmuseum). For the construction of female bodices c. 
1660, see also: .DUHQ�6WROOHLV�� µ,,�� 3DWULFLDQ� DQG�%RXUJHRLV�&RVWXPHV� LQ�&RORJQH� LQ�(DUO\ Modern 
7LPHV¶�� LQ�� -RKDQQHV� 3LHWVFK� DQG� .DUHQ� 6WROOHLV�� Kölner Patrizier- und Bürgerkleidung des 17. 
Jahrhunderts. Die Kostümsammlung Hüpsch im Hessischen Landesmuseum Darmstadt. Translation of 
Chapters I-III , Riggisberg, 2008, pp. 28-29 
1536 Groeneweg 2005; Cunnington and Cunnington 1972, p. 172. 
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sleeves c. 1665-1670. An additional element for the dating of these paintings is 

-DQVVHQV¶�GHSLFWLRQ�RI�WKH�ORQJ�FRDW�IRU�PHQ��FI��LQIUD�� 

In The Ball  (1658, Lille , Musée des Beaux-Arts, SLIDE 43), Janssens also added a man, 

standing behind a pillar, wearing a hat and his cape in front of his mouth while looking 

at the central event.1537 As is observed by Ursula Härting, Frans Francken the Younger 

often added figures who cover their faces with their capes, and stand in the back looking 

to the action in the centre. An example is his Music and dancing scene (FIG. 71). 

Härting argued that these figures were exponents of the earlier presence of 

Carnivalesque figures or fools.1538  

-DQVVHQV¶�Charles II Dancing at a Ball at Court (SLIDE 45) is known for its depiction 

par excellence of the fashion for the so-called petticoat breeches and short doublet with 

cut sleeves (white linen is visible through the sleeves). Moreover, the painting also 

clearly illustrates the female fashion for decorated and fashionable bodices, gloves, and 

shoes.1539 +RZHYHU��-DQVVHQV¶�GHSLFWLRQV�RI�KDWV�LQ�WKLV�SDLQWLQJ�LV�UHPDUNable. 

Charles II and two other male members of the royal famil y wear hats with a turned-up 

brim (the first step in the evolution towards the tricorne hat from c. 1675).1540 Though 

the hats with turned-up brims were fashionable, in this painting other hats are also 

GHSLFWHG�� 'XULQJ� WKH� FRXUVH� RI� WKH� VHYHQWHHQWK� FHQWXU\�� KDWV� EHFDPH� µVKDOORZHU�

FURZQHG¶�DQG�µZLGHU�EULPPHG¶�1541 From the 1640s onwards, the so-FDOOHG�µVXJDU-loaf 

KDWV¶�ZHUH�à la mode; these had high conical crowns with flat and wide brims decorated 

witK� IHDWKHUV� �GHSLFWHG� LQ� -DQVVHQV¶�SDLQWLQJV� IURP� WKH�����V�DQG�����V��6/,'(�����

However, in 1665 a so-FDOOHG�µERDWHU-VKDSH¶�KDW�DOVR�H[LVWHG��WKHVH�ZLGH-brimmed hats 

were trimmed with feathers or ribbons. In the same period hats with low crowns and 

very broad brims were worn as well.1542   

                                                      
1537 In some of his older paintings, Janssens also depicts a larger group of such men. They sometimes 
seem to be wearing masks. 
1538 Härting 1989.  
1539 See among others: Edwards 1985, pp. 79-80; Ribeiro 2005, pp. 217-218; Reynolds 2013; Hayward 
2011. 
1540 Reynolds 2013, p. 110. Reynolds discussed how the men have their hats removed according to the 
etiquette (in presence of royalty the hats had to be removed). 
1541 Reynolds 2013, p. 110. 
1542 Cunnington and Cunnington 1972, p. 162. In 1663, hats with lower crowns had become fashionable 
in England: Groeneweg 2005, p. 4. 
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3UHFLVHO\�WKLV�HYROXWLRQ�WRZDUGV�ORZHU�FURZQV�LQ�KDWV�LV�GHSLFWHG�LQ�-DQVVHQV¶�Charles 

II dancing at a ball at court. On the lower left of the scene a man sits on the ground. 

Next to him, a hat is put on the floor. Darker pentimenti reveal the crown of the hat used 

to be higher. The same change can be discerned in the hat held by the blond man dressed 

in yellow sitting on a chair looking at the dancer next to him. Again, pentimenti reveal 

changes were made to the hat, lowering its crown. In both cases, the tops seem to have 

been overpainted. These changes indicate that the fashion style of hats was considered 

important enough to be adapted, and thus prove the attention paid to fashion in such 

scenes (cf. supra the methodological problem). Unfortunately, we cannot say who 

changed this. 

Hiëronymus Janssens not only paid a great deal of attention to the depiction of 

fashionable hats, but to jewellery and detailed decorations on garments and hairpieces 

as well. Moreover, his figures reflect the beauty ideals of the time. In, for example, The 

Ball (1658, SLIDE 43),  An elegant company celebrating the birth of a child (SLIDE 

52), Elegant company on a terrace dancing (1659/1660, SLIDE 44) Charles II dancing 

at a ball at court (SLIDE 45), A Feast in an Interoir (SLIDE 66) and in the many other 

paintings by Janssens, the women reflect the ideal female beauty of the time, as can be 

deduced from contemporary texts,1543 including a seventeenth-century Dutch recipe 

                                                      
1543 Though moralising texts can provide us with important information, we have to keep in mind that 
LW�LV�QRW�DOZD\V�FOHDU�ZKDW�HOHPHQWV�LQ�SUHDFKHUV¶�WH[WV�DUH�UHDO�DQG�ZKDW�DUH�FOLFKp¶V��H[DJJHUDWLRQV��
and personal interpretations: Groeneweg 1995, p. 216. For information on the female beauty ideal in 
seventeenth-century England, see: Reynolds 2013; Brett Dolman, Beauty, Sex and Power. A Story of 
Debauchery and Decadent Art at the Late Stuart Court (1660-1714), London, 2012; For the Southern 
Netherlands, see the descriptions in: F. Gabriel à S. Ioanne Baptista, Den gheestelycken juwelier 
voorsien van kostelycke ghesteenten van ryck-leerende lessen, Ghehaelt uyt de Schadt-kamer van de 
seven wyse van Griecken-landt, Gheschoncken tot Cieraet der zielen, *KHQW��%\�G¶+RLUV�YDQ�0D[LPLOLD�
[en] Graet in den Enghel, Antwerp, 1686, pp. 32-����µ'RRU�HHQ�,RIIHUV� IUaeye leden, En sy sweiren 
mynen val Schoon ick waer soo hert als stal. Doen hun best om my te vanghe, Door haer schoone sachte 
wanghen, Swaerte ooghten, lippen root, En haer voor-hooft glat en groot. En door haer yvoore tanden, 
Door haer kleyne witte handen, En ghefatsoeneerden neus, My te maecken amoureus. Om myn herte te 
door-ZRQGHQ��+HEEHQ� V\� WRW�P\�JKHVRQGHQ� >«@�6\�ZLOW�P\�KDHU� GRHQ�EHPLQQHQ��(Q� WUDFKW�P\� WH�
overwinnen. Door haer li chaems schoon cieraet, Die haer past, en oock wel staet. Door haer bagghen, 
Diamanten, Peerle-VQRHUHQ��HQ�NDUNDQWHQ��'RRU�KDHU�URFNHQ�YDQ�VDWLMQ��(Q�YDQ�NUDHFNHQG¶�DUPRV\Q��
'RRU�KDHU�VWULFNHQ�HQGH�ORFNHQ�:LOW�V\�VWULFNHQ��HQGH�ORFNHQ�>«@¶��S�������µ6HJKW�P\�ZDQ-neer is een 
li chte-klick, oft Venus-dierken be-sorght om haer met deughden te vercieren? Niet als sy schoon is, en 
hair heeft als gouwe draeden, een voor-hooft als eenen spieghel, ooghen als sterren, wanghen als roosen, 
lippen als coraelen, tanden als yvoor: en gheheele morghens voor den spieghel sich blanket, palleert, en 
friseert, en-GH� QDHU� GH� NHUFNH� JDHW��PHHU� RP� DHQEHGHQ� WH�ZRUGHQ�� DOV� RP� WH� ELGGHQ¶��Het graf der 
Wereltse Vermaeckinghen; met de Morgen-Wekker der Jonck-vrouwen. Uyt het Françousch Van den 
Aller-wel-spreeckendste P: De la Serre, Vertaelt, door J.D., AntZHUS��������S������µ'H�JKHEODQNHWWH�
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book that also describes recipes for beauty products.1544 The women must have been 

considered representations of idealised beauty: their eyebrows are elegantly curved and 

depilated, the lips are red and the cheeks blush softly, contrasting with the whiteness of 

                                                      
VFKRRQKH\GW�GHU�9URXZHQ��]DO�GLH�X�RRFN�W¶DOOHQ�XUHQ�PHW�EOLMGVFKDS��HQ�YHUQRHJKLQJ�LQ�GHQ�DHQVLHQ�
vervullen? doet de moeyte/ en verhael my ten minste een beminnelij ke hoedanigheyd die ghy in haer 
vind/ de-wijl  ick/ sedeUW�GDW�LFN¶HU�NHQQLV�YDQ�JHKDGW�KHE��QLHW�HHQHQ�WUHFN�YDQ�¶W�DHQ-ghesicht zonder 
ghebreck zagh. En ick heb altij d vergeefs gesocht/ onder al de uytverkoorenste schoonheden/ dese zoet-
heden/ aenvalli ckheden/ aentreckin-gen/ betoveringen/ liefs verweckingen [en] p. 34: en dese 
heerelij kheden/ daer de poeeten/ en de minnaers ons de volmaecktheyd soo hoogh van singen. Doch 
ick heb mijn tijd niet qualij ck gebruyckt/ heb-bende in heur plaets wateren ghevon-den/ die behendigh 
ghedisteleert/ met zoo veel li st/ als konst ghestreken zijn op een bond-blauw vel/ met voorneem om dat 
blanck te maecken: en sij ne po-made/ dat is een seeckere zalf/ die van self smelt/ alse gheleyd is/ 
ghelij ck de verf op een bereyden doeck. Het ver-PLOMRHQ� RS� GH� QLHXZH� VQRI�� GDW� G¶DOGHU-subtijl se 
bedrieght. Het poeder om de tanden wit te maken/ amandelkoeken of semel voor de handen/ een masker 
JHYRHUW�PHW�JKHZDVW�OLQQHQ��RP�W¶DHQ-ghesicht niet te ontsteken. Ziet daer de netten daermen hen mee 
vanght. Ziet daer de handen daermen hen mee bind. Ziet daer de ysers daermen hen in sluyt. Ziet daer 
het wercktuyg van hun neerlaegh/ en de stof der toverkruyden/ die hen zoo langh betovert houden. My 
JHORRIW�KHW�GLH�ZLO��LFN�VWHO¶W�DHQ�GH�HHU-YDUHQWKH\GW��PDHU�V\�NRVW�YHHO�¶�In Brusselschen Blom-hof van 
Cupido, written by the Brussels author Will em  van der Borcht (Brussels, 1641) a description of how a 
SDLQWHU�ZDV� WR�GHSLFW�D�PDQ¶V� ORYH��GLVSOD\LQJ� WKH� LGHDO�EHDXW\��SS�����-������ µ9HUVRHFN�DHQ�HHQHQ�
Schilder. Grooten Meester, wiens penceel/ Kan naer-reus¶OHQ� LHGHU� GHHO��� (Q� RQV� WHJKHQZRRUGLJK�
WRRJKHQ����'RRU�µW�YHUGLHSHQ�HQ�YHUKRRJKHQ���$OOH�GLQJK¶��PHW�ULMS�YHUVWDQGW���1HHPW�XZ¶�UHHVFKDS�QX�
ter handt,/ Flux moet ghy my naer het leven/ Wesentlij ck een meysken gheven,/ Al is sy hier niet 
RQWUHQW���6\�LV�P\�VHHU�ZHO�EHNHQW���1HHPW�µW�SDQHHO�LFN�VDO�X�OHHUHQ��9DQ�µW�JKHVWDOWH�WRW�GH�NOHHUHQ��:DW�
JKHVLFKW��YHUI�� HQ�JKHODHW�� ,Q�KDHU�GX\GLJK�RSHQ�VWDHW���6FKLOGHUW� µW�KD\U�JKHOLMFN�GH�.UDH\HQ��6DFKW�
gheleydt, niet om verfraeyen,/ Heel door-luchtigh, sterck ghekrolt,/ Dat haer om de wanghen rolt,/ 
Blinckende ghelij ck van verre,/ VVeder-schijnt een li chte sterre,/ Maeckt haer voor-hooft als een 
sneeuw,/ Sacht van vel, en weynigh dweeuw,/ Met een scheuw, die tusschen beyde/ De swert-hayre 
booghskens scheyde,/ Maeckt de ooghen als een vier,/ Die git-glinsterachtigh schier/ Met den Basiliscus 
VWULMGHQ���'LH�GXQQ¶�VFKHOOHNHQV�EHYULMGHQ��$OV�GH�JXOGH�Venus KHHIW���5HFKW�JKHOLMFN�DHQ�¶W�JKHQ¶�GDW�
leeft./ En des neus-lief-vervigh wesen/ Als een witte roos bevvesen,/ Twee korale lipkens root,/ Niet te 
dick, kleyn, dun, oft groot./ Maer by maten, die man-gierigh/ Haken naer een kusken vierigh,/ Met een 
kinne meepsch van vel,/ Op een lieffelij ck ghestel./ Poes'le kaken, die als roosen/ Tusschen 't sneeu seer 
jeughdigh bloosen:/ Maer siet toe dat haer ghespan/ Ieder mensch' bekoren kan,/ En voordts mooghdy 
't al vercieren,/ Op ghestalten en manieren,/ Als Appelles door sijn konst/ Voor-tij dts Venus hadd' 
begonst,/ Maer het kleedt moet ghy soo setten,/ Datter niet en kan gheletten/ Hare borstjens naeckt te 
sien,/ Kander noch iet fraeyts gheschien,/ Doet het by, want schoonder wesen/ Isser qualij ck op-
JKHUHVHQ�¶� �IRU� PRUH� DERXW� WKLV� DXWKRU�� VHH�� .DUHO� 3RUWHPDQ�� µ$� IHZ� OLWHUDU\-historical vedute of 
seventeenth-FHQWXU\�%UXVVHOV¶��LQ��9DQ�GHU�6WLJKHOHQ��.HOFKWHUPDQV�DQG�%URVHQV�������SS����-52. For 
LQIRUPDWLRQ�DERXW�ZRPHQ¶V�LGHDO�PDNH�XS��.LPEHUO\�3RLWHYLQ��µ,QYHQWLQJ�:KLWHQHVV��&RVPHWLFV��5DFH��
DQG� :RPHQ� LQ� (DUO\� 0RGHUQ� (QJODQG¶�� Journal for Early Modern Cultural Studies, 11, 1 
(Spring/Summer 2011), pp. 59-89; Philippe Perrot, Werken aan de schijn. Veranderingen van het 
vrouwelij k lichaam in de achttiende en negentiende eeuw, Nijmegen, 1987, pp. 31-33. In his paintings, 
Janssens always addressed the traditional element of women being depicted with a fairer and white skin, 
LQGLFDWLQJ�WKHLU�GRPHVWLF�OLIH�LQGRRUV��0HQ¶V�VNLQV�DUH�GDUNHU��LQGLFDWLQJ�WKHLU�RXWGRRUV�OLIH��$ERXW�WKHVH�
gender specific elements in portraits (in the sixteenth century), see: KatOLMQH�9DQ�GHU�6WLJKHOHQ��µµ)RUFHV�
)DVKLRQLQJ¶�$VSHFWHQ�YDQ�JHQGHUGLIIHUHQWLDWLH�LQ�KHW�]HVWLHQGH-eeuwse Zuid-1HGHUODQGVH�SRUWUHW¶��LQ��
Til l-Holger Borchert and Koenraad Jonckheere (eds.), Renaissance-portretten uit de Lage Landen, 
Lichtervelde, 2015, p. 35. 
1544 For example: Simon Witgeest, Het Verbetert en vermeerdert Natuurlyk Toover-ERHN�2I�¶W�1LHXZ�
Speel-Toneel Der Konsten, 6th edition, Amsterdam, 1698. 
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their pale skin. Around their necks, the women wear beautiful pearl necklaces. In the 

seventeenth century pearls were very expensive and had the same aesthetic value as 

diamonds.1545  

In his oeuvre, Janssens paid a great deal of attention to the depiction of decorative lace 

patterns on ZRPHQ¶V�FROODUV�DQG�WR�WKH�UHIOHFWLRQ�RI�OLJKW�RQ�MHZHOOHU\��7R�WKH�FHQWUDO�

woman in yellow of Elegant company celebrating the birth of a child (SLIDE 52), and 

to the dancing woman in The Ball (SLIDE 43) Janssens has added decorative motifs to 

the collar E\�VFUDWFKLQJ�ZHW�SDLQW�ZLWK� WKH�EDFN�RI�KLV�SDLQWHU¶V�� ,Q�������-DFRE�YDQ�

Reesbroeck painted a comparable lace collar with many (painted) decorations in his 

Portrait of Anna Goos in 1659 (Musuem Plantin Moretus/ Prentenkabinet, Antwerp 

FIG 93);1546 a comparison makes clear Van Reesbroeck paid much attention to the 

depiction of a lif elike pattern in the lace collar, as did Gonzales Coques in his Portrait 

of a Woman (Antwerp, Koninklijk Museum voor Schone Kunsten, FIG. 92)1547 In 

contrast, Janssens merely suggested this decorative pattern by adding curly lines, 

without a repetitive motif . This difference in approach can be explained by the 

differences in format of the figures on display (small full-length figures contrasting with 

a portrait focusing on the head and the upper body) and the difference in genre (a genre 

scene with many other activities and a portrait focusing on one figure). The fact that 

Janssens did suggest the lace pattern with his pencil still indicates the importance he 

attained to it. Af ter all, Janssens stressed the brooches, pearls and other jewellery worn 

by the women in the painting, and, as Van Reesbroeck did, paid a great deal of attention 

to the flickering of the light in the brooches worn by the woman (such brooches could 

EH�FDOOHG�µDJUDIIH¶��1548  

All this jewellery, of course, stressed the social status of the wearer. Not only the dress, 

FROODU� DQG� MHZHOOHU\�� EXW� DOVR� WKH� �IHPDOH�� KDLUVW\OH� ZDV� RQH� RI� -DQVVHQV¶� IDGV� DQG�

fancies. His women in paintings from c. 1660 (SLIDES 43, 44, 45, 50, 52, 53, 62) have 

similar hairstyles: the hair divided in two parts is brushed to the back and put together 

                                                      
1545 Groeneweg 1998, p. 205. 
1546 Risselin-Steenebrugen 1952, p. 146. 
1547 ,Q�WKHVH�SRUWUDLWV�DQG�LQ�-DQVVHQV¶�SDLQWLQJV��VLPLODU�KDLU�VW\OHV�DQG�MHZHOOHU\�FDQ�EH�VHHQ� 
1548 2Q�WKH�MHZHOOHU\�RQ�9DQ�5HHVEURHFN¶V�SRUWUDLW�RI�$QQD�*RRV��VHH�6OHJHU�DQG�'H�5RR�������SS����-
16. 
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in a bun. Next to the head, curls fall to the shoulders. Ribbons, bows and pearls were 

sometimes put into the hair as decorations. Sometimes other jewellery was also used.1549  

7KH�KDLUVW\OHV�LQ�-DQVVHQV¶�RHXYUH�FKDQJHG�IURP�WKH�PLGGOH�RI�WKH�����V��DV�WKH\�JUHZ�

much wider (cf. infra) and thus announce another hair style.1550 

Since on portraits figures are mostly depicted in front of the viewer ± the recognisablity 

RI�WKH�VLWWHU�LV�HYLGHQW�DV�D�SRUWUDLW¶V�PDLQ�JRDO�-, the genre scenes from the second half 

RI�WKH�VHYHQWHHQWK�FHQWXU\�SURYLGH�XV�ZLWK�PRUH�GHWDLO�DERXW�WKH�ZD\�ZRPHQ¶V�KDLU�ZDV�

dressed and set up on the back.1551 Hiëronymus Janssens has put a lot of attention to the 

FRQVWUXFWLRQ�RI�WKH�ZRPHQ¶V�KDLUVW\OHV�KH�UHSUHVHQWHG��0DQ\�SDLQWLQJV�RI�KLV�RHXYUH�

show a repouissoir figure. He frequently depicted women from the back, eventually 

making sure he could depict the hairstyles of the women (for example, SLIDE 41, 43, 

50, 52, 73).1552 On their heads, Janssens meticulously (keep in mind the small 

GLPHQVLRQV�RI�KLV�ZRUNV�RI�DUW��UHSUHVHQWHG�WKH�FRQVWUXFWLRQ�RI�ZRPHQ¶V�KDLUVW\OHV��+DLU�

jewellery could even consist of diamond decorations.1553 -DQVVHQV¶�DWWHQWLRQ to depict 

these hairpieces, but also the jewellery, and the ribbons attached to, for example, 

ZRPHQ¶V�JORYHV� DOO� LQGLFDWH�KLV�NQRZOHGJH� DQG� LQWHUHVW� LQ�GHSLFWLQJ�SUHFLVHO\� WKRVH�

elements that were bought in the à la mode shops. 

As I have mentioned earlier, at end of the 1630s and in the 1640s the male doublet 

opened up in the front and the sleeves were slashed, causing the white linen shirt to 

become visible (cf. supra).1554 Male shirts were mostly decorated with embroidery and 

lace.1555 In the middle of the seventeenth century, this already existing trend of 

                                                      
1549 7KH�µMHZHOOHG�RUQDPHQW�URXQG�WKH�µEXQ¶�EHKLQG��QRW�YLVLEOH¶�ZKLFK�ZDV�SRSXODU�EHWZHHQ�����-
1660 is often painted by Janssens (information and quote: Cunnington and Cunnington 1972, p. 120). 
Cunnington and Cunnington 1972, pp. 117-119; description of female hair styles in the paintings by 
Ter Borch used as reference material, see: Hoekstra 1991, p. 38. 
1550 Janssens may have been a littl e slow in the adoption of a wider hairstyle for women, as this 
became fashionable already c. 1660, and he only adopted it from 1666 onwards (information 
hairstyle: Cunnington and Cunnington 1972, p. 181). 
1551 Anna Reynolds has argued that this was exactly one of the positive sides of genre painting; its abilit y 
WR�VKRZ�ZKDW�HOVH�ZRXOG�EH�FRQFHDOHG�VXFK�DV�WKH�EDFN�RI�D�ZRPDQ¶V�KDLUVW\OH��5H\QROGV�������S������
Hollander 1988. 
1552 In a very similar manner, the unknown artist (Pieter Thijs?) also added such jewellery on the 
hairdress of a noble woman in: A gentleman and his wife in a park (Berlin, Saatli che Museen, 
Gemäldegalerie): see: Lisken-Pruss 2013, p. 274, pp. 445-447. 
1553 Slegers and De Roo, p. 14 (a disccusion of the Portrait Anna Goos). 
1554 Cunnington and Cunnington 1972, pp. 21-22, p. 129; Ashelford 1996, p. 70. This fashion style 
already existed in the 1630s: Ribeiro 1986, p. 84. 
1555 Sorber 1989, p. 470. 
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displaying the shirt grew even more popular, and in the 1660s doublets grew even 

VKRUWHU��DQG�PHQ¶V�YROXPLQRXV�VKLUWV�EXONHG�RXW�RI� WKH� VOLWV� LQ� WKH� VOHHYHV�DQG�IURP�

underneath the doublet. The expensive clean white linen shirts became more 

prominent.1556 A preserved example of such short doublet (though without slit sleeves) 

is now preserved in the Hessisches Landesmuseum in Darmstadt (doublet from 

Cologne, c. 1665-1670, FIG. 94).1557 This fashion for slit sleeves and wide shirts is 

discussed by the White Friar Joseph of the Holy Barbara in Het Gheestelijck Kaertspel 

PHW�+HUWHQ7URHI�RIW�7¶6SHO�GHU�/LHIGH´��$QWZHUS��������� 

 

µ1RZDGD\V��SHRSOH�ZHDU�D�MHUNLQ�ZLWK�WKH�VOHHYHV�VOLW�RU�RSHQHG��DQG�RQH�FDQ�VHH�

a clean and fine linen crawling out of the sleeves: it appears that they wear 

EHDXWLIXO��ILQH�VKLUWV�¶1558 

 

,Q�DOO� -DQVVHQV¶�SDLQWLQJV� WKDW�FDQ�EH�GDWHG� IURP������XQWLO� WKH�F������� �IURP������

onwards Janssens often depicted doublets that eventually grew longer into waistcoats, 

cf. infra), he depicted the men in (evolving and ever shortening) doublets unbuttoned 

below and with slashed seams at the sleeves. The most well-known example is Charles 

II dancing at a ball at court (SLIDE 45). Charles II wears a formal though very 

fashionable black, short and high-waisted doublet with petticoat breeches trimmed with 

ribbons. The shirt is very visible through his sleeves and underneath his doublet; Charles 

II is dressed according to the latest French fashion. This is not surprising, as in 1660 the 

French tailor Sourceau worked in his service.1559 An example of the short doublet of the 

                                                      
1556 De Marly 1970, p. 462 ; Reynolds 2013, p. 83, p. 101; James Laver, Cantecleer 
kostuumgeschiedenis Cantecleer, 1980, p. 111; Pierre 2013, p. 96. On the short doublet, see also Tortora 
and Eubank 2005, p. 207; Cunnington and Cunnington 1972, p. 129. 
1557 Pietsch and Stolleis 2008, pp. 302-307. For the fashion of male short doublets, see also: Karen 
6WROOHLV��µ,,��3DWULFLDQ�DQG�%RXUJHRLV�&RVWXPHV�LQ�&RORJQH�LQ�(DUO\�0RGHUQ�7LPHV¶��LQ��-RKDQQHV�
Pietsch and Karen Stolleis, Kölner Patrizier- und Bürgerkleidung des 17. Jahrhunderts. Die 
Kostümsammlung Hüpsch im Hessischen Landesmuseum Darmstadt. Translation of Chapters I-III , 
Riggisberg, 2008, p. 29, and in the same volume the essay by Pietsch, pp. 56-58. 
1558 µ1X�GUDHJKW�PHQ�HHQ�ZDPEDV�PHW�GH�PRXZHQ�GRRUVQHGHQ�RIW�JKHRSHQW��HQ�GDHU�VLHWPHQ�X\W�NUX\SH�
ZDW�VFKRRQ�HQ�ILMQ�OLMQZDHW�DOV�KHW�VRWWMHQ�GRRU�GH�PRXZH��W¶VFKLMQW�GDW�V\�VFKRRQ��IUDH\��ILMQ�KHPGHQ�
GUDHJKHQ¶��(Translations are mine). 
1559 Mansel 2005, p. 12. Ribeiro 2005, p. 217-218; Edwards 1985, p 79, p. 83, p. 86. The blue ribband 
indicates his membership of the English Order of the Garter. C. White, The Later Flemish Paintings in 
the Collection of Her Majesty the Queen, 2007, p. 127-128. On his dress see also, for example: Maria 
+D\ZDUG�� µ'UHVVLQJ�&KDUOHV� ,,��7KH�.LQJ¶V�&ORWKLQJ�&KRLFHV� �����-���¶�� LQ�� ,VDEHOOH�3DUHV\QV� DQG�
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SHULRG� LV� YLVLEOH� LQ� -DQVVHQV¶� XQGDWHG� The Music Lesson (c. 1665,1560 current 

whereabouts unknown, SLIDE 64).1561 The man on the left wears a very short, half 

unbuttoned doublet with large slashed sleeves from the shoulder to the wrists. A white 

linen shirt abundantly pops out of the open seem of the sleeves, and from underneath 

KLV�GRXEOHW��7KH�PHQ� LQ� -DQVVHQV¶����� series of the prodigal son also wear a short 

doublet with the white linen shirt coming from underneath the slits of the sleeves and 

on the stomach. This is not a negative interpretation of the fashion style, as it was also 

worn by the members of the court RI�WKH�SURGLJDO�VRQ¶V�IDWKHU��DQG�WKXV�WKRVH�ZHUH�QRW�

the sinners in the story). The short doublet with the slit sleeves was also adopted in 

contemporary portrait paintings, such as in *RQ]DOHV�&RTXHV¶�Portrait of Jan Baptist 

G¶$QWKRLQH�DQG�KLV�IDPLO\ (1664, Royal Collection, FIG. 61).1562 

The White Friar Joseph of the Holy Barbara added in Het Gheestelijck Kaertspel met 

+HUWHQ7URHI�RIW�7¶6SHO�GHU�/LHIGH´��$QWZHUS��������WKDW�WKH�FOHDQOLQHVV�DQG�SXULW\�RI�

these fabrics are only illusions; in reality, after a closer look at the fabrics, these men 

                                                      
Natacha Coquery (eds.), Se vêtir à la cour en Europe (1400-1815), Li lle, 2011, p. 159. The painting is 
a rather exceptional depiction of Charles II  in fashionable dress, as he was mostly depicted in armour 
or classical costume: Ribeiro 2005, p. 217. 
1560 7KH�VOHHYHV�RI�WKH�ZRPHQ¶V�GUHVV�DUH�D�ELW�VKRUWHU�WKDQ�WKRVH�LQ�Charles II  dancing at a ball at court, 
but not as short as they are c. 1670. 7KH� VKRUWHQLQJ� RI� ZRPHQ¶V� VOHHYHV� WRZDUGV� WKH� ������ VHH�
Groeneweg 2005, p. 9. 
1561 7KLV�SDLQWLQJ�LV�GHVFULEHG�IRU�WKH�ILUVW�WLPH�E\�7KHRGRU�Y��)ULPPHO��µ$QPHUNXQJHQ�]X�+LHURQ\PXV�
-DQVVHQV¶��Blätter für Gemäldekunde, vol. 1, nr. 3  (Vienna, 1905), pp. 46-47). In 1905, v. Frimmel 
knew this painting belonged to the Gallery of Gustav Ritters von Hoscheck in Prague (p. 46). His 
description clarifies how this painting looks in colour (no colour image is preserved and the current 
whereabouts is unknown). The woman wears a blue dress and red underskirt. According to information 
found in the RKD photographic collection (written information), this painting was auctioned in 1907 in 
%HUOLQ� ��� 0DUFK� ������ QU�� ����� /HSNH�� %HUOLQ��� 7KLV� VLJQHG� SDLQWLQJ� �µK�� -DQVVHQV� IHFLW¶�� was 
consequently (according to the RKD documentation) auctioned in Vienna, Dorotheum, 8 July 1941, nr. 
78. In the photographic collection, next to the cuttings of the auctions and references to this painting, 
another image was added. It was received from the Commission for Looted Art in Europe (London) in 
February 2006. Before the sale of 1941, the painting was auctioned at Wawra, Vienna, on 23 February 
1931, lot 145. A certain mr. Jelli nek purchased this painting. However, during the Second World War, 
the SDLQWLQJ�ZDV�WDNHQ�IURP�WKH�IDPLO\�LQ������E\�WKH�1D]L¶V�ZKR�VROG�LW�LQ�WKH������DXFWLRQ��1R�IXUWKHU�
information about the present whereabouts is known today. According to the Wara catalogue of 1931, 
the painting was added into the Wurzbach Künstler-Lexikon (information e-mail message Anne 
Webber, Looted Art Commission, 10 September 2012); cf. Alfred von Wurzbach, Niederländisches 
Künstler-Lexikon, vol. 1 (A-K), Amsterdam, 1963, p. 750. 
1562 On this painting, see: Marion Lisken-Pruss, Gonzales Coques (1614-1684). Der kleine Van Dyck, 
Pictura Nova Studies in 16th- and 17th- Century Flemish Painting and Drawing, ed. by Katlij ne Van 
der Stighelen and Hans Vlieghe, Turnhout, 2013, pp. 81-82, pp. 129-132, pp. 243-244; Natalya Gritsay, 
µ$Q�XQNQRZQ�VHOI-portrait by GoQ]DOHV�&RTXHV�LQ�6W��3HWHUVEXUJ¶��The Burlington Magazine, CLI, 1271 
(February 2009), pp. 90-91 (description of the dress). 
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wear two half  sleeves, and the shirt (if  they even wear one) appears to be stained and 

coarse.  

 

µKRZHYHU��D�VHFRQG�ORRN�UHYHDOV�WKDW�LW�LV�WZR�GHPL-sleeves, and the shirt (if  one 

already wears a shirt) is as coarse and dirty as a bag of coal; sometimes they wear 

FORVHG�VOHHYHV��	F�¶1563 

 

This latter remark indicates the importance of depicting a clean white linen shirt. In 

HDUO\�PRGHUQ�WLPHV��FOHDQ�ZKLWH�OLQHQ�VKLUWV�UHIOHFWHG�QRW�RQO\�RQH¶V�RXWZDUG�SXULW\��EXW�

also the cleanliness of the inner soul.1564 The fine white linen shirts were not only 

expensive, and, consequently, symbols of conspicuous consumption,1565 they were also 

important from an hygienic point of view. Since bathing was not considered healthy, 

the linen shirt had a purif ying function. The linen shirt was the first layer that came into 

direct contact with the body, and thus absorbed sweat and other bodily fluids. Changing 

into a new shirt, was an important aspect of personal hygiene, since it was a way to get 

µFOHDQ¶�1566 The linen shirts themselves (and the linen used for collars and ruffs) had to 

EH�FOHDQ��$IWHU�DOO�� LI� WKH\�ZHUH�QRW�� WKH\�ZRXOG�HQGDQJHU� WKH�ZHDUHU¶V�SK\VLFDO�DQG�

PHQWDO�SXULW\��FOHDQOLQHVV�RI�GUHVV�LQGLFDWHV�RQH¶V�LQQHU�OLIH��FI��VXSUD��1567 It is clear 

that the above mentioned portraits and genre scenes definitely stressed these elements 

as well. 

$V�PHQ¶V�KDLU� VW\OHV�JUHZ� ORQJHU�� DQG� ODWHU�RQ��DV� WKH� IDVKLRQ� WR�ZHDU�ZLJV�EHFDPH�

RPQLSUHVHQW��PHQ¶V�FROODUV�ZHUH�SUHYHQWHG�IURP�IXUWKHU�GHYHORSPHQW�LQ�ZLGWh. They 

WKHUHIRUH�HYROYHG�ZLWK�DQ�HPSKDVLV�RQ�OHQJWK��,Q�WKH�����V�PHQ¶V�FROODUV�JUHZ�LQWR�WZR�

                                                      
1563 Joseph van de H. Barbara, +HW� *KHHVWHOLMFN� .DHUWVSHO� PHW� +HUWHQ7URHI� RIW� 7¶6SHO� GHU� /LHIGH, 
Antwerp, 1666, p.127: µHQ�DOV�ZHO�RQGHUVRFKW�LV��W¶VLMQ�WZHH�KDOYH�PRXZHQ��HQ�PLVVFKLHQ�KHW�RQGHU-
hemde (ist dat sy een aen hebben) is soo grof en soo vuyl als eenen kool-sack; somtijds draeghen sy 
JKHVORWHQ�PDXZHQ��	F�¶ 
1564 Reynolds 2013, p. 83. 
1565 Reynolds 2013 p. 83. The white linen shirt was also visible in the fashion style of the 1620s ± 1640s 
± in the discussion of this fashion trend, Roodenburg discussed its conspicuous consumption value: 
Roodenburg 1991, p. 23. During the cleaning, the linen was bleached on bleaching fields. To reclaim 
their own linen, and to identify them after theft, people had their initials added to their linen. After all , 
linen was expensive and theft had to be prevented: Sorber 2001, pp. 27-28. On the bleaching see also 
for example Watteeuw 2013. 
1566 Roodenburg 1991, p. 23; Du Mortier 2010 (Dutch), pp. 143-144; Roberts 2012, p. 62.  
1567 Watteeuw 2013, p. 260. 
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OHVV�ZLGH�EXW�ORQJHU�WDEV�RI�OLQHQ��YLVLEOH�DW�WKH�IURQW�RQ�WKH�PDQ¶V�FKHVW��ZKLOH�ZUHDWKHG�

with long hair or a wig.1568 Janssens adopted this fashion style quite early in his 

paintings, as the evolution towards such elongated tabs of linen is clear in his prodigal 

son series (1661) and most clearly in the figures Janssens painted for The Interior of the 

Antwerp Jesuit Church (1665, SLIDE 62). The fashionable visitors (i.e. the man on the 

left behind the pillar greeting a woman and the man central in the painting guiding the 

woman in blue - not the clergymen) painted by Biset and Coques (cf. chapter 2) also 

display this fashionable neck wear in 1665. These tabs are added by Janssens in his 

many paintings that can be dated c. 1663-1670.  

Charles II in Charles II  dancing at a ball at court (SLIDE 45) is not only discussed by 

scholars for his depiction of a short doublet and white linen shirt, but also because it 

illustraWHV�-DQVVHQV¶�DZDUHQHVV�RI�WKH�HYROXWLRQ�RI�PDOH�EUHHFKHV�DV�ZHOO��7KH�SDLQWLQJV�

show an example of Charles II  dressed in the so-called rhinegrave RU� µSHWWLFRDW�

EUHHFKHV¶��WULPPHG�ZLWK�VFDUOHW�ULEERQV��6XFK�SHWWLFRDW�EUHHFKHV�ZHUH�RIWHQ�FRPELQHG�

with the short doublet, and a wide cloak.1569  

µ3HWWLFRDW�EUHHFKHV¶�ZHUH�EUHHFKHV�ZLWK�YHU\�ZLGH�OHJV��VNLUW-like) reaching to the knee, 

or mid-calf. The style of breeches evolved from the ribbon trimmed breeches of the 

1640s. The simple tubular breeches grew wider in the 1650s and had become 

abundantl\� WULPPHG�ZLWK� ULEERQV� �FI�� -DQVVHQV¶� SDLQWLQJV� RI� WKH� ����V� DQG� ����V���

(YHQWXDOO\�WKH�EUHHFKHV�HYROYHG�LQWR�WKH�H[WUDYDJDQW�ZLGH�µSHWWLFRDW�EUHHFKHV¶��KHDYLO\�

                                                      
1568 Reynolds 2013, p. 110; Ribeiro 2005, p. 225; According to Tortora and Eubank the collar enlarged 
in the front and changed after 1665 in linen ties: Tortora and Eubank 2005, p. 207.  
1569 %HFDXVH�RI�-DQVVHQV¶�GHSLFWLRQ�RI�WKLV�JDUPHQW�ZRUQ�E\�WKH�(QJOLVK�NLQJ��WKH�SDLQWLQJ�E\�-DQVVHQV�
has already been extensively dicussed by costume historians: Renolds 2013, p. 101; Edwards 1985, p. 
83-84; Hayward 2011, p. 159; MariD�+D\ZDUG��µ*RLQJ�'XWFK"�+RZ�)DU�'LG�&KDUOHV�,,¶V�([LOH�LQ�WKH�
Netherlands Shape His Wardrobe, 1646-����"¶��LQ��3LHWVFK�DQG�-ROO\�������SS�����-125. The fashion 
of petticoat breeches has been discussed in-depth: Groeneweg 2012, p. 83; Pierre 2013, p. 96; Over 
mode en mensen, p. 93. Tortora and Eubank 2005, p. 207-208 (they, wrongfully, address that due to the 
name rhinegrave, the type of breeches had a German origin and were popular from 1650 until  1675 or 
further 1680) - Groeneweg (cf. supra) argued the style was French of origin; Edwards 1985, p. 79, p. 
����S������-XWWD�%lXPHO��µ³8Q�KDELW�WHO�TXH�OH�5R\�GH�)UDQFH�GHIXQW�D�SRUWp�GDQV�OHV�JUDQGHV�&HUHPRQLHV¶�
± D� ³5KLQHJUDYH´�GUHVV� IRUPHUO\�EHORQJLQJ� WR�$XJXVWXV� WKH�6WURQJ��.LQJ�RI�3RODQG�DQG�(OHFWRU�RI�
Saxon\¶�� LQ��5DQJVWU|P�HW� DO�� ������SS�����-363. Johannes Pietsch in: Johannes Pietsch and Karen 
Stolleis, Kölner Patrizier- und Bürgerkleidung des 17. Jahrhunderts. Die Kostümsammlung Hüpsch im 
Hessischen Landesmuseum Darmstadt. Translation of Chapters I-III , Riggisberg, 2008, p. 56. 
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decorated with colourful satin ribbons at the sides and waist.1570 Every fashionable man 

would wear this sort of breeches.1571 Recently, Anne Reynolds compared an existing 

example of these petticoat breeches (cloak, doublet, and breeches,1658, Stockholm, 

5R\DO�$UPRXU\��$FF��������),*������WR�-DQVVHQV¶�SDLQWLQJ��6/,'(�����1572 

Costume historians have already conducted much research into the origin and the rise 

of this specific type of breeches.1573 The type of breeches most probably originated in 

France,1574 and had spread to other countries. In 1658 they are depicted for the first time 

in the sketches of the English man Randle Holme. These sketches show different 

variations of petticoat breeches. Holme added that he had seen these petticoat breeches 

for the first time in Chester in September 1658, worn by a man who had just returned 

from France. The Dutch brothers Zoete de Laeke had travelled to Paris, and had also 

mentioned the fashion for the wide breeches in 1658. Groeneweg, in her study on the 

RULJLQV�RI�WKLV�VSHFLILF�IDVKLRQ�VW\OH��DOVR�PHQWLRQV�KRZ�&RQVWDQWLMQ�+X\JKHQV¶�HSLJUDP�

from 1660 indicates the French (Parisian) origin of the breeches (the epigram is entitled 

µ:LGH�)UHQFK�%UHHFKHV¶��1575 The extremely wide breeches had indeed spread into the 

Netherlands in 1659, as already in the same year, ministers in the council were asked to 

act against the wide breeches of men.1576 

This gradual shift towards wide, decorated petticoat breeches had already been 

announced in earlier Southern-Netherlandish contemporary sources (cf. supra). In 1654, 

Gerard Van Wolsschaten lamented in his De Doodt vermaskert met werelts ydelheyt 

                                                      
1570 Pierre 2013, p. 96. Reynolds 2013, p. 92; Ribeiro 1986, p. 87; Ribeiro 2005, pp. 224-227; De Marly 
1987, pp. 23-25 (Ribbons were worn on hats, sword handles, the waist, the canes, the sleeves and around 
the knees and on the shoes), p. 39; Cunnington and Cunnington 1972, p. 52, pp. 149-150; Ashelford 
1996, p. 90.  
1571 Laver 1980, p. 110; De Marly 1987, p. 23; Mansel 2005, p. 1; Cunnington and Cunnington argue 
WKH\�µZHUH�PDLQO\�D�&RXUW�IDVKLRQ�WKRXJK�QRW�HQWLUHO\�VR��DQG�ZHUH�ZRUQ�RQ�KRUVHEDFN¶��&XQQLQJWRQ�
and Cunnington 1972, p. 150 (The Cunningtons date the fashion between the 1660s and the 1670s); 
Ashelford 1996, p. 90. According to Ashelford the fashion of petticoat breeches did not last very long. 
Groeneweg, however, argues that a variant of petticoat breeches was worn until  the 1680s ± in 1682 is 
was considered old fashioned: Groeneweg 2012, p. 87.; Reynolds considers the fashion to be outdated 
in 1680s: Reynolds 2013, p. 92.  
1572 Reynolds 2013, pp. 100-101. 
1573 The petticoat breeches or rhinegrave were also called pantaloons: Cunnington and Cunnington 1972, 
p. 150. 
1574 Groeneweg 2012, pp. 84-85. 
1575 Groeneweg 2012, pp. 85-86; Reynolds 2013, p. 92. Ribeiro 2005, p. 224; Edwards 1985, pp. 83-84.  
1576 Groeneweg 2012, pp. 86-87. 
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afghedaen (Antwerp, 1654)1577 that fashionable (and in his view vain) breeches were 

GHFRUDWHG�ZLWK�PDQ\�ULEERQV�DQG�VSRUWHG�YHU\�ZLGH�OHJV��µ7KH�EUHHFKHV�IDOO�DOPRVW�IURP�

WKH�PDQ¶V�EXWWRFNV��DUH�ZLGH�DQG�FXW�RQ�WKH�OHJV��DQG�GLVSOD\�D�VKRS�RI�ULEERQV¶�1578 In 

HisURQ\PXV�-DQVVHQV¶�The Game of Hot Cockles (dated 1655, private collection, SLIDE 

32), the man on the left, walking away with a woman, also wears breeches trimmed 

with an enormous amount of ribbons and decoration ± these were most probably the 

kind of breeches Van Wollsschaten complained about. 

In scholarship, English sources about these breeches are mostly mentioned, as for 

H[DPSOH�6DPXHO�3HS\V¶�UHPDUN�RI���$SULO������DERXW�WKH�IDVKLRQ�IRU�ZLGH�EUHHFKHV��

µ>«@�PHW�ZLWK�0U��7RZQVHQG��ZKR�WROG�RI�KLV�PLVWDNH� the other day, to put both his 

OHJV� WKURXJK�RQH�RI�KLV�NQHHV�RI�KLV�EUHHFKHV��DQG�ZHQW�VR�DOO�GD\�¶1579 John Bulwer 

complained how it had become rather difficult to walk around with the large amount of 

fabric between the legs.1580 Of course this kind of dress, resembling a short folded 

petticoat, was a rewarding subject for moralists and accusations concerning gender 

confusion,1581 DV�FDQ�EH�VHHQ�LQ�-RKQ�(YHO\Q¶V�FULWLTXH�RQ�WKH�µ3DQWDORRQV¶�WKDW�ZHUH�µD�

NLQG�RI�+HUPDSKURGLWH�DQG�RI�QHLWKHU�VH[¶�1582 Anthony Wood also wrote about their 

effeminacy in 1663.1583  

The fashion style was also described in 1666 as being present in Antwerp as well. 

Joseph of the Holy Barbara vividly mentioned the appearance of this male fashion style 

in the Southern Netherlandish port city. In this treatise the author not only thundered 

                                                      
1577 )RU�LQIRUPDWLRQ�DERXW�WKLV�ZRUN�DQG�WKH�DXWKRU�*HUDUG�,,�YDQ�:ROVVFKDWHQ��VHH��/LHQ�5RJJHQ��µ'H�
Contrareformatie als muze voor Zuid-1HGHUODQGVH�-H]XwWHQDXWHXUV¶��Nederlandse Letterkunde, 13, 2 
(September 2008), p. 119. 
1578 Gerard van Wolsschaten, De Doodt vermaskert met werelts ydelheyt afghedaen, Antwerp, 1654, pp. 
19-����µ+HW�EURHFNMH�VFKLHW�MD�YDQ�GHQ�HHUV��%UHHGW�DHQ�MD�EHHQHQ�DI�JKHVDHJKW��'DW�ZHO�HHQ�ZLQFNHO�
OLQWHQ�GUDHJKW¶� 
1579 Source citation: http://www.pepys.info/1661/1661.html#apr (access 12 February 2015); 
&XQQLQJWRQ�DQG�&XQQLQJWRQ�������S�������6WHYHQ�&RQQRU��µ0HQ�LQ�6NLUWV¶��Women: A Cultural Review, 
13, 3 (2002), p. 260; Edwards 1985, p. 84; Ribeiro 2005, p. 224. 
1580 Connor 2002, pp. 259-260. 
1581 Ribeiro 2005, p. 224 
1582 &XQQLQJWRQ� DQG� &XQQLQJWRQ� ������ S�� ����� TXRWLQJ� (YHO\Q¶V� µ7\UDQQXV� RU� 7KH� 0RGH¶�� )RU� D�
discussion of petticoat breeches in combination with other aspects of male fashion that were considered 
feminine, see: Ribeiro 2005, p. 224; Ribeiro 1986; Connor 2002, p. 260. Evelyn was also irritated by 
the lightness of the skirt. Men with light minded characters were considered slaves to fashion: p. 263. 
1583 µ$�VWUDQJH�DQG�HIIHPLQDWH�DJH�ZKHQ�PHQ�VWULYH�WR�LPLWDWH�ZRPHQ�«��YL]�ORQJ periwigs, patches in 
WKHLU�IDFHV��VKRUW�ZLGH�EUHHFKHV�OLNH�SHWWLFRDWV�«EHGHFNHG�ZLWK�ULEERQV�RI�DOO�FRORXUV¶��5LEHLUR�������
p. 224; Edwards 1985, p. 84 (this article discusses petticoat breeches further). 
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against the breeches, but against all kinds of different fashions, and mostly the 

inconstancy of fashion: 

 

µ)RU�DQRWKHU�RFFDVLRQ��,�FDPH�KHUH�WR�$QWZHUS�WR�D�\RXQJ�PDQ�ZKR�ZDV�GUHVVHG�

according to the latest fashion, wearing these wide breeches, hung with half a 

shop of ribbons, the doublet tightly around his body, with long hair, beautifully 

FXUOHG��DQG�SRZGHUHG�DV�LI�KLV�KHDG�KDG��MXVW�FRPH�RXW�RI�D�MDU�RI�IORXU�¶1584  

µ1RZDGD\V��\RXQJ�PHQ¶V�EUHHFKHV�VXUSDVV�LQ�ZLGWK�VDLORUV¶�EUHHFKHV��<HV��RQH�

finds young men who need more fabric to have their trousers made than women 

QHHG�IRU�WKHLU�VNLUWV�¶1585 

 

Although Janssens had clearly depicted wide breeches with many ribbons that were the 

SUHGHFHVVRUV�RI�µSHWWLFRDW�EUHHFKHV¶��FI��VXSUD���-DQVVHQV�GLG�QRW�DGG�WKH�H[WUDYDJDQW�

genre of breeches in The Ball (1658, SLIDE 43) and Elegant company on a terrace 

dancing (1659/1660, SLIDE 44).1586 Janssens added a modest variant of the breeches 

trimmed with ribbons, and with the two leghoses still clearly discernible. The breeches 

are not those extremely wide petticoat breeches, as depicted in the Northern Netherlands 

LQ�*HUDUG�WHU�%RUFK¶V�Portrait of a Young Man (c. 1663, London, National Gallery)1587 

or in (Southern Netherlandish examples) the dress of man on the right in the group of 

                                                      
1584 Joseph a S. Barbara, Het Gheestelijck Kaertspel PHW�+HUWHQ7URHI�RIW�7¶6SHO�GHU�/LHIGH, Antwerp, 
1666, p. 126: µOnder ander occassien soo ben ick ghekomen hier binnen Antwer-pen, by eenen Joncker, 
die opgheset was naer de mode met een van die wijde breede broecken, be-hanghen met eenen halven 
winckel linten, het wam-bas spannende aen het lij f, met lanck hair, fraey ghe-krolt, ende soo bepoeyert 
al oft sijn hooft inde meel-VWDHQGH�KDGGH�JKHVWHNHQ¶ 
1585 Joseph van de H. Barbara, +HW� *KHHVWHOLMFN� .DHUWVSHO� PHW� +HUWHQ7URHI� RIW� 7¶6SHO� GHU� /LHIGH, 
Antwerp, 1666, S�� ����� µWat sietmen nu op dese tijden, de Jonckers broec-ken gaen de schippers 
broecken al ver te boven in wijde en breedde, jae men vint Jonckers die meer van noode hebben voor 
hun broeck als de Me-YURXZHQ��YRRU�KDHUHQ�URFN¶� 
1586 Again, Janssens paid a lot of attention to the depiction of female bodices, its embroidery, and the 
hairstyle and jewellery worn by the women in the painting. 
1587 Marjorie E. Wieseman (catalogue note) in: Arthur K. Wheelock Jr., Gerard ter Borch, exh.cat., 
Washington, National Gallery of Art/ Detroit, Detroit Institute of Art, Zwolle, 2004, p. 144. This 
SDLQWLQJ�DSSHDUV�WR�EH�DQ�µDQRPDO\¶�LQ�7HU�%RUFK¶V�RHXYUH��VLQFH��DV�0F1HLO�.HWWHULQJ�DUJXHG��QRW�PDQ\�
VLWWHUV�ZRXOG� KDYH� EHHQ� SRUWUD\HG� LQ� VXFK� DQ� µHODERUDWH� VLOKRXHWWH� RI� FXUUHQW� KLJK� IDVKLRQ¶��$OLVRQ�
0F1HLO� .HWWHULQJ�� µ*HQWOHPHQ� LQ� 6DWLQ�� 0DVFXOLQH� ,GHDOV� LQ� /DWHU� 6HYHQWHHQWK-Century Dutch 
3RUWUDLWXUH¶��Art Journal, 56, 3 (How Men Look: On the Masculine Ideal and the Body Beautiful) 
(Summer, 1997), p. 41, p. 43. For this example and the discussion of petticoat breeches, see also 
Marjorie E. Wieseman (catalogue note) in: Arthur K. Wheelock Jr., Gerard ter Borch, exh.cat., 
Washington, National Gallery of Art/ Detroit, Detroit Institute of Art, Zwolle, 2004, p. 144.  
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WKUHH�WDONLQJ�LQ�WKH�FHQWUH�RI�:LOKHOP�9DQ�(KUHQEHUJ¶V�Interior of the Church of Sint-

Carolus-Borromeus in Antwerp (1667, Brussels, Koninklijke Muea voor Schone 

Kunsten van België, FIG. 8) (the figures are wrongfully attributed to Janssens). This 

man wears his very wide and extremely long petticoat breeches decorated with blue 

ribbons. Another example of these wide and long petticoat breeches are the breeches in 

in A family portrait  in an interior, attributed to Pieter Thijs, which (as is evidenced by 

WKH�VKRUW�VOHHYHV�RI�WKH�JLUO¶V�GUHVV�RQ�WKH�ULJKW� 1588 has to be dated c. 1670 (FIG. 96). 

(YHQ� WKRXJK� -DQVVHQV¶�GHSLFWLRQV�RI� WKHVH�EUHHFKHV� UHPDLQ�PRUH�PRGHVW� WKDQ� VRPH�

extravagant depictions, Janssens nevertheless was aware of the fashionable character of 

the garment, and also added it.  

,Q�-DQVVHQV¶�°XYUH�RQH�SDUWLFXODU�VHULHV�IURP�������The Prodigal Son, SLIDES 53-57) 

indicates the speed with which Janssens adopted the latest fashion styles (such as the 

petticoat breeches) consequently ill ustrating the importance of fashion in his paintings. 

In 1658, a series of five prints of the prodigal son was edited, designed  by the Antwerp 

painter and art dealer Cornelis de Wael (FIGS. 36-40). A short comparison between the 

ILYH�VFHQHV�RI�ERWK�VHULHV�KDV�EHHQ�PDGH�HDUOLHU�LQ�WKLV�GLVVHUWDWLRQ��LQGLFDWLQJ�-DQVVHQV¶�

immediate sources for compositions and subject choice (cf. chapter 3). Janssens 

definitely knew or even owned an edition of this printed series. A comparison between 

WKH�SULQWHG�YHUVLRQ�DQG�-DQVVHQV¶�VHULHV��LOOXVWUDWHV�KRZ�-DQVVHQV�µXSGDWHG¶�WKH�IDVKLRQ�

styles à la mode.  

$W�ILUVW�JODQFH��+LsURQ\PXV�-DQVVHQV¶�GHSLFWLRQ�RI�WKH�ILUVW�VFHQH��The Departure of the 

Prodigal Son (SLIDE 53) appears to be compleWHO\�GLIIHUHQW�IURP�'H�:DHO¶V�GHVLJQ�

(FIG. 36).1589 Janssens consciously picked out one figure, the man at the far right of the 

painting, and attuned it to his own design. Janssens stayed true to the general outlines 

of the man, but changed the original contraposto posture and placed the two legs next 

to each other, without an evident swelling of the left hip. Most remarkably, Janssens 

KDV�FKDQJHG�WKH�PDQ¶V�JDUPHQWV�DQG�KDLUVW\OH��'H�:DHO¶V�ILJXUH�ZHDUV�D�UDWKHU�ORQJ�

doublet, an undecorated falling band, and a pair of trousers, held up by a garter 

                                                      
1588 Groeneweg 2005, p. 9. 
1589 Anonymous, after Cornelis de Wael, Prodigal son leaves the house of his father, 1658, 
etching/engraving, 197 x 297 mm. Amsterdam, Rij ksprentenkabinet 
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GHFRUDWHG�ZLWK�D�URVHWWH��,Q�-DQVVHQV¶�SDLQWLQJ��WKH�PDQ�RQ�WKH�ULJKW�ZHDUV�D�ORQJHU�DQG�

wider collar, elaborately and richly decorated with lace patterns. Though he has draped 

the cape in a comparable manner over his shoulder, his doublet is changed and has 

become shorter. The shirt becomes much more visible, since the cut of the unbuttoned 

SDUW�RI�WKH�GRXEOHW�LV�FUHDWHG�LQ�VXFK�D�PDQQHU�WKDW�LW�ZLGHQV��FI��VXSUD���7KH�PDQ¶V�KDLU�

is worn longer and curls more elegantly. Most remarkably, Janssens added the so-called 

SHWWLFRDW�EUHHFKHV��-DQVVHQV�WKXV�DGDSWHG�'H�:DHO¶V�ROG-fashioned clothing into a new 

DQG�IDVKLRQDEOH�GUHVV�VW\OH��,Q�WKLV�ILUVW�VFHQH��-DQVVHQV�FOHDUO\�GLVSOD\V�LQ�WKH�SDLQWLQJ¶V�

central figure, the prodigal son, the rise of the short doublet and the wide petticoat 

EUHHFKHV�LQ�PHQ¶V�FRVWXPH�� 

,Q�-DQVVHQV¶�VHFRQG�GHSLFWLRQ�RI� WKH�SURGLJDO�VRQ��ZKR�LV�GLVVLSDWLQJ�KLV�PRQH\�LQ�D�

brothel (SLIDE 54), the figures are, again, lavishly dressed. Central within the painting, 

RQH� RI� WKH�ZRPHQ� VLWV� RQ� D�PDQ¶V� ODS�� ,Q� D� SROLWH� FRQYHUVDWLRQ� RI� WKH�ZHDOWK\� DQG�

HOHJDQW��0RVW�GUHVVHV� DQG�DFFHVVRULHV� DUH�QRW�GLIIHUHQW� IURP�-DQVVHQV¶�RWKHU� HOHJDQW�

company scenes ± apart from the feathers worn by the prostitute dancing, which may 

indicate the lascivious character of the gathering.1590 This composition obviously brings 

WR�PLQG�-DQVVHQV¶�HDUOLHU�GHSLFWLRQV�RI�WKH�SURGLJDO�VRQ�WKDW�KH�SDLQWHG�LQ�WKH�ODWH�����V�

and the early 1650s (SLIDES 2, 26). Janssens has based his dancing man on De :DHO¶V�

design, but, again, he has given this figure a new outfit, including the fashionable 

petticoat breeches.  

7KH�VFHQH�WKDW�LV�PRVW�UHFRJQLVDEOH�DV�EHLQJ�LQVSLUHG�E\�'H�:DHO¶V�GHVLJQV��),*������

is The Prodigal Son Chased Away by the Harlots (SLIDE 55). Again, Janssens has 

FKDQJHG�WKH�PDQ¶V�GUHVV��WKH�PDQ�ZKR�LV�KHOSLQJ�WKH�SURGLJDO�VRQ�RXW�� LV�GUHVVHG�LQ�

fashionable petticoat breeches) and added a fashionably dressed woman in yellow with 

the typical dress style of the period (boned bodice, low set sleeves, underskirt). The last 

scene (SLIDE 57) of the series is yet another example of how Janssens re-used the 

designs by Cornelis de Wael, transforming them into his own style of elegant figures 

RQ�SDODWLDO�WHUUDFHV��-DQVVHQV¶�DGRSWLRQ�RI�WKH�GHVLJQV�IRU�WKe figures of the father and 

the son in the middle of the scene, and the young man wrapping a mantle around the 

                                                      
1590 De Jongh e.a. 1976 
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VRQ¶V�VKRXOGHUV��LV�FOHDU��),*�������$V�LQ�SUHYLRXV�H[DPSOHV�RI�WKH�VHULHV��ZH�FDQ�ILQG�

Janssens has upgraded the dresses, as we see again the petticoat breeches, or the short 

doublet with slashed sleeves, exposing a large amount of costly linen shirt.  

This case-study has shown how two artists illustrated a fashion style in a dif ferent 

PDQQHU�� 7KUHH� \HDUV� DIWHU� WKH� DSSHDUDQFH� RI� 'H� :DHO¶V� VHULHV�� Janssens used the 

examples, though updated the fashion styles according to the latest fashion, namely the 

petticoat breeches which were highly fashionable in 1661 and not yet adopted in De 

:DHO¶V�GHVLJQ��:KHWKHU�-DQVVHQV�DGGHG�IDVKLRQDEOH�GUHVV�LQ�RUGHU�WR mock the prodigal 

son, is not exactly clear, as in the last scene, similar fashionable dress is worn by the 

PHPEHUV�DW�WKH�SURGLJDO�VRQ¶V�IDWKHU¶V�KRPH�DV�ZHOO�1591  

Janssens did not only add fashionable dress in brothel scenes which obviously meant 

that the dresses were considered part of the foolishness, sinful and lascivious behaviour 

of the prodigal son. Janssens also added these fashion styles in his elegant company 

paintings, such as Charles II dancing at a ball at court (petticoat breeches) and his many 

similar dancing scenes he made c. 1665. A clear example of the petticoat breeches, the 

short doublet and the female fashionable dresses discussed above in an elegant context 

is A gentleman inviting a lady to dance (c. 1660, SLIDE 50) and the men in�The Interior 

of the Antwerp Jesuit Church (1665, SLIDE 62). 

In The Game of Hot Cockles on a Terrace of a Palace (1666, signed by Willem van 

Ehrenberg, Strasbourg, Musée des Beaux-Arts, SLIDE 67),1592 - a painting without any 

reference to prostitution, but with a subject that related to conversation and (elite) love 

games (handjeklap, la main chaude, the game of hot cockles),1593 - the petticoat breeches 

also appear. Many of the men wear these wide petticoat breeches decorated and trimmed 

with ribbons as does, for example the man who bends over and holds his left hand on 

his back. His short doublet with petticoat breeches are clear. 

                                                      
1591 The edifying meaning of the biblical story has gone lost: Legrand 1963, p. 93. 
1592 Joel Hubrecht, in: Joël Hubrecht, Michèle Lavallée, Sandrine Le Bideau-Vincent e.a., Peinture 
flamande XVIIe-XVIII e siècle, mus.cat., Strasbourg, Museum of Fine Arts, Strasbourg, 2009, p. 106. 
The paintings are rightfully attributed to Hiëronymus Janssens. 
1593 )RU�WKLV�JDPH�LQ�WKH�SDLQWLQJV�E\�-DQVVHQV��VHH��+DQQHORUH�0DJQXV��µ7KH�VHYHQWHHQWK-century young 
JHQWU\�DW�KRW�FRFNOHV��,QYHVWLJDWLQJ�D�6RXWKHUQ�1HWKHUODQGLVK�QRYHOW\�DV�D�SUHOXGH�WR�WKH�URFRFR�µIrWHV�
JDODQWHV¶¶��Dutch Crossing (2015), in press  (positi ve approach to the pasttime as an amorous game and 
therefpre part of the culture of elite conversation and leisure). 



413 
 

In many other Southern Netherlandish portraits the petticoat breeches are also depicted, 

indicating the fashion style also gained popularity in these regions. In Jacob van 

5HHVEURHFN¶V��Portrait of the young Balthasar III Moretus (1660, Antwerp, Museum 

Plantin-Moretus, FIG. 97) the young Balthasar III Moretus (14 years old) wears 

petticoat breeches decorated with colourful ribbons.1594 The fashion for petticoat 

breeches was not only depicted in paintings but also in prints as for example in the 

frontispiece of Den Nederlantsen Hovenier. µW�9HUPDNHOLMFN�/DQW-Leven I. Deel written 

by I. vander Groen and edited in Brussels in 1672 (FIG. 98). At that time, however, 

Janssens had already shifted and updated his paintings by depicting newer styles of 

breeches (cf. infra).  

 

�������'UHVV�DQG�)DVKLRQ�LQ�-DQVVHQV¶�/DWHU�:RUNV������-1685): Rapidly 

Changing Fashion Styles 

 

In The Game of Hot Cockles on the Terrace of a Palace (1666, SLIDE 67), most men 

ZHDU�VKRUW�GRXEOHWV�DQG�SHWWLFRDW�EUHHFKHV��DV�LQ�-DQVVHQV¶�SUHYLRXV�VFHQHV��+RZHYHU��

at the right of the compostion, two men enter the scene. They wear rather voluminous 

breeches closed at the knee and longer coats than the short doublets.  

The breeches closed at the knee FDQ�EH�LGHQWLILHG�DV�WKH�µIXOO�VHDW�DQG�ZLGH�µEORRPHU¶�

legs, which would eventually lose fullness after 1680s. The breeches are gathered into 

a band fastened above or below the knee, the fullness often overhanging the 

JDUWHULQJ�¶1595 According to Samuel Pepys these breeches were a variation on the 

petticoat breeches, and had come to the fore in 1662.1596 An existing example of such 

                                                      
1594 )RU� WKLV� SDLQWLQJ� DQG� WKH� GHSLFWLRQ� RI� GUHVV�� VHH�� -RQDV� 6OHJHUV� DQG�7RP�'H�5RR�� µ-DFRE�9DQ�
5HHVEURHFN� µ+XLVVFKLOGHU¶� ELM� %DOWKDVDU� ,,� 0RUHWXV¶�� online publication from Museum Plantin-
Moretus/Prentenkabinet, Antwerpen, (25 April  2013) pp. 21-23  
http://www.museumplantinmoretus.be/Docs/Stad/Bedrij ven/Cultuur_sport_recreatie/CS_Musea/MUS
EUM%20PLANTIN-MORETUS/Webartikel.pdf (access 27 June 2014) 
1595 Cunnington and Cunnington 1972, pp. 152-153. According to Waugh these full bloomer breeches 
replaced the petticoat breeches (which could be worn above the bloomer breeches) in the same period 
RI�WKH�ULVH�RI�WKH�ZDLVWFRDW�DQG�WKH�ORQJ�FRDW�RU�µMXVWDXFRUSV¶��:DXJK�������S������(YHQWXDOO\�EHWZHHQ�
1660 and 1680 the breeches were also less wide and the three-piece suit was established in 1680. Waugh 
acknowledges many variations were possible between the 1660s and the 1680s: Waugh 1964, p. 16. 
1596 *URHQHZHJ�������S������UHIHUULQJ�WR�6DPXHO�3HS\V¶�GLDU\�RI����-XQH������ 
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EUHHFKHV� FDQ� EH� IRXQG� DV� SDUW� RI� )UHGHULN� ,,,¶V� VXLW� �F�� ������ 5R\DO� $UPRXU\��

Stockholm, FIG. 99) including not only a long coat, but also full wide breeches reaching 

past the knees.1597 The wide and closed breeches were known in the Northern and 

6RXWKHUQ� 1HWKHUODQGV�� DV� WKH\� DSSHDU� LQ� -DQ� YDQ� 5RVVXP¶V� Man with a dog in a 

landscape (1665, The Hague Museum Bredius).1598  

,Q�PDQ\�RI�-DQVVHQV¶�paintings (c. 1665-1675) such breeches also appear; his figures 

wear the closed full breeches both with the short doublets and with new, long coats and 

vests/ waistcoats (cf. supra). As Janssens combined the different fashion styles in his 

paintings, it appears that both short doublets and long coats were fashionable. 

([HPSODU\�DUH�WKH�PDOH�ILJXUHV�LQ�-DQVVHQV¶�The Game of Hot Cockles (Paris, Louvre, 

SLIDE 73): Janssens painted a man with these wide closed breeches, decorated with 

ribbons (comparable to petticoat breeches) and a short doublet. However, the man next 

to him, wears these breeches with a long coat and a vest, indicative of another element 

LQ�PDOH¶V�GUHVV�WKDW�-DQVVHQV�UHSHDWHGO\�GHSLFWHG�� 

 

,Q�-DQVVHQV¶�RHXYUH��PHQ�DUH�QRW�RQO\�GHSLFWHG�LQ�VKRUW doublets with slashed sleeves. 

Already from c. 1650 onwards, Janssens added longer coats worn by men as well 

(SLIDES 8, 13, 16, 32, 36, 51). These were the predecessors or first examples of the 

µMXVWDXFRUSV¶�� ,Q�)UDQFH�� WKH� ORQJ�FRDW�RU� µMXVWDXFRUSV¶�KDG�originated from mili tary 

dress.1599 The long (knee-length) coat evolved from the military coat, and was worn as 

casual clothing. According to Groeneweg, these garments had already entered Northern 

Netherlandish civil costume already by the 1650s.1600 Janssens had also added such a 

coat in Charles II Dancing at a Ball at Court (SLIDE 45). In the left foreground, with 

his back towards the viewer, a man with a sword on his large baldric is depicted in a 

                                                      
1597 Rangström et al. 2002, p. 352 (catalogue note by Katia Johansen). 
1598 This example was discussed in Groeneweg 2012, p. 87 (see here for image). 
1599 *URHQHZHJ� ������ S�� ���� .DWKHULQH� (OOLRWW�� µ&ORWKLQJ� 6ROGLHUV�� 'HYHORSPHQW� RI� D� 6\VWHP� RI�
3URGXFWLRQ�DQG�6XSSO\�RI�0LOLWDU\�&ORWKLQJ�LQ�(QJODQG�IURP������WR�����¶��Arms & Armour, 10, 1 
(Spring 2013), pp. 45-����/HQD�5DQJVWU|P��µ7KUHH�OLRQV�3DODWLQH��Charles X (1622-1660), Charles XI 
(1655-1697) and Charles XII (1682-1718), in: Rangström et al. 2002, p. 337. The coat was also used 
by horsemen and hunters before entering civil  society : De Marly 1974, p. 381. 
1600 Ribeiro 2005, p. 238; Groeneweg 2012, pp. 90-91. For the milit ary origins of the justaucorps and 
its adoption in New-)UDQFH�LQ�WKH�����V�DV�SDUW�RI�WKH�ERXUJHRLV�DQG�DUWLVDQ¶V�FRVWXPHV��VHH��)UDQFLV�
%DFN��µ8Q�MXVWDXFRUSV�GX�UqJQH�GH�/RXLV�;,9¶��Cap-aux-'LDPDQWV��OD�UHYXH�G¶KLVWRLUH�GX�4XpEHF, 55 
(1998), p. 54. 
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mil itary cassock, together with regular tubular breeches trimmed with ribbons.1601 In 

Portrait of a family (SLIDE 13), the long coat in combination with the sash around the 

PDQ¶V�ZDLVW� PD\� LQGLFDWH� D�PLOLWDU\� SRVLWLRQ�� DQG� WKH� FKRLFH� RI� D� ORQJHU� FRDW� ZLWK�

mil itary connotations is thus not surprising. In 1656, Janssens added a man in a similar 

long coat and sash dancing in his Elegant Figures dancing on a Terrace of a Country 

Villa (1656, present whereabouts unknown, SLIDE 36). In addition, Janssens also 

added an early version or predecessor of long coat or justaucorps in Interior scene 

(SLIDE 34) and The Minuet (Staatsgalerie im Neuen Schloss Schleissheim, Bayerisches 

Staatsgemalde-sammlungen, SLIDE 35).1602 

Janssens started to depict these long coats much more frequently in the paintings dated 

c. 1665-1670. As is clear from KLV�SDLQWLQJ�GDWHG�������6/,'(������-DQVVHQV¶�PHQ�DUH�

shown wearing the long justaucorps over their short doublet (SLIDES 71, 73, 75, 76, 

78, 80, 81-87, 89-90, 93, 95, 98). In these scenes, immediate reference to the military 

can no longer be made.1603  

Janssens started to stress the justaucorps and the doublet worn underneath at a time of 

FKDQJHV�DQG�WKH�GHYHORSPHQW�RI�WKH�PDOH�µthree-SLHFH�VXLW¶� This fashion is said to have 

EHHQ�DQ�LQYHQWLRQ�DW�WKH�(QJOLVK�&RXUW�RI�&KDUOHV�,,�LQ�������ZKR�LQWURGXFHG�D�µQHZ¶�

IDVKLRQ�VW\OH��7KLV�µQHZ�VXLW¶��ZLWK�µ3HUVLDQ¶�RU�µ(DVWHUQ¶�LQIOXHQFHV��ZRXOG�KDYH�EHHQ�

a deliberate move by the English king to turn away from the fashion styles of the (hated) 

)UHQFK��7KH�µYHVW¶�RU�WXQLF�ZDV�ZRUQ�XQGHUQHDWK�D�ORQJ�FRDW�DQG�FRPELQHG�ZLWK�VPDOO�

breeches (leaving the wide French petticoat breeches behind). Both the vest and the coat 

UHDFKHG� EHORZ� PHQ¶V� NQHHV�1604 The English vest was very often decorated with 

embroidery and since the vest had to be noticed, the coat was cut to the sides. The vest 

showed an arrow of buttons down the front, and around the waist a silk cord, which 

                                                      
1601 Mi lli a Davenport, The Book of Costume, vol. 1, New York, p. 587. On the man in red as a 
predecessor of the evolution toward the coat or justaucorps, see also Ribeiro 2005, p. 238. 
1602 Mi litary connotations of the sash, see: Van der Stighelen 2008. 
1603 7KH�HDUOLHU�H[DPSOHV�RI�ORQJHU�FRDWV�LQ�KLV�RHXYUH�FDQ�EH�LGHQWLILHG�DV�WKH�VROGLHUV¶�FRDWV�RU�ULGLQJ�
coat the justaucorps evolved from: Reynolds 2013. Janssens has added such coats in his paintings as 
well. 
1604 Edwards 1985, pp. 79-80; Stedman 2013; P. Tortora and K. Eubank, Survey of historic costume a 
history of Western dress, New York, 2005, p. 207; De Marly 1974, p. 379; De Marly 1980, p. 270; De 
Marly 1974; De Marly 1987, p. 41; Ribeiro 2005, pp. 230-232; Reynolds 2013, p. 102. 
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ended in tassels, was worn.1605 An example of this new type of male dress is Jacob 

+X\VPDQ¶V�The portrai t of possibly Charles Boye (end 1660s FIG. 100).1606 Obviously, 

this uniquely English fashion did not last. It is said that during her visit to England, 

+HQULHWWD� G¶$QJOHWHUUH�� &KDUOHV� ,,¶V� VLVWHU�� PRFNHG� FRXUWLHUs for their vests (which 

would have meant the end of the fashion).1607 'HVSLWH�WKH�(QJOLVK�FRXUW¶V�DEDQGRQPHQW�

of their new suit, a long coat and a vest worn underneath formed the basic elements for 

male dress in both England and France in the 1680s.1608  

The exFKDQJH�RI�IDVKLRQDEOH�HOHPHQWV�LV�FOHDU��$IWHU�DOO��&KDUOHV�,,¶V�LGHDV�ZHUH�QRW�WKDW�

new. The long coat and vests already existed in France in the beginnings of the 

1660s.1609 In his adoption of a long coat and vest, Charles II might have been influenced 

or inspired by this French fashion that was introduced at the French court of Louis XIV  

in 1664 (justaucorps à brevet or the long blue coats worn by the royal famil y).1610 

It is argued that the English suit dif fered from the French, since they added a vest, 

whereas the French did not wear anything underneath their long coat.1611 Many variants 

of this suit were worn: sometimes men wore coats over their shirt and petticoat breeches 

without a vest, and thus dressed à la francaise. Some men preferred the tighter fitting 

French coats over the loose English versions.1612 Thus, though the evolution towards a 

YHVW�DQG�D�FRDW�LV�µLQYHQWHG¶�DW�WKH�(QJOLVK�FRXUW��FRPSDUDEOH�HYROXWLRQV�DOUHDG\�H[LVWHG�

in France, starting in 1662 and were much accepted by 1670. The three-piece suit is in 

fact and Anglo-Franco construct.1613  

From 1666 onwards (at that time the changes in England had also occurred), Janssens 

started to depict such long coats worn by men, in combination with  a doublet. The vests 

                                                      
1605 De Marly 1974, p. 379; Cunnington and Cunnington 1972, p. 133. 
1606 Ribeiro 2005, pp. 230-231. A Southern Netherlandish depiction can be found in The Tichbourne 
Dole (1670, collection Sir Anthony Doughty-Tichbourne, Bart.) by Gilli s Van Tilborgh: De Marly 
1974, p. 379.  
1607 De Marly 1974, p. 378. 
1608 Tortora and Eubank 2005, p., 208. In the 1680s the male suit was established: long coat to the knees, 
and a shorter vest was worn underneat. This was an Anglo-French construction, a real international 
fashion style. Ribeiro 2005, p. 234.  
1609 De Marly 1987, p. 37; De Marly 1974, p. 379; Edwards 1985, p. 80 (1665). 
1610 5LEHLUR�������S�������/HQD�5DQJVWU|P��µ7KUHH�OLRQV�3DODWLQH��Charles X (1622-1660), Charles XI 
(1655-1697) and Charles XII  (1682-1718), in: Rangström et al. 2002, p. 337.  
1611 De Marly 1974, pp. 379-380. 
1612 Hart and North 2009, p. 80. 
1613 Laver 1980, p. 116. 
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are not equal in length to those invented by the English. Diana de Marly noticed how 

Louis XIV adopted the English costume style, though in an adapted form; his coat and 

vests did not reach the knee.1614 It appears that Janssens thus followed (though a few 

years later than 1664) such a French variant of the English three-piece suit as the men 

in his paintings clearly wear short doublets or vests shorter than the long coat 

underneath their justaucorps (for example, SLIDES 68, 71, 72, 73, 75, 89, 90). Henri 

Testelin portrayed the French king in a similar manner with breeches, a coat and a 

shorter vest as well in The Presentation of the Members of the Academy of Sciences to 

Louis XIV in 1667 (Versailles Museum, FIG. 101).1615  

,Q�������-DQVVHQV¶�DGRSWLRQ�RI�WKH�ORQJ�MXVWDXFRUSV�ZRUQ�DERYH�WKH�GRXEOHW�EHFRPHV�

clear from the comparison that can be made with the same composition of 1663 (SLIDE 

61) in his Elegant company on a courtyard (1668, SLIDE 72). Janssens, as always, 

carefully made sure the costumes and dresses of his figures were updated, if  necessary, 

into more fashionable attire.1616 In contrast to the composition of 1663, Janssens did not 

depict short doublets with wide breeches anymore (see the man on the right). The men 

in 1668 wear a long coat over the longer doublet (vest). Janssens does not depict the 

new English style with narrow breeches, but instead shows the French fashion of the 

coat and vest, worn in combination with very wide breeches (though not always 

petticoat breeches). The dress of the man seated at the right has a feuillemorte colour, a 

greyish brown shade very popular at that time.1617  

Though tapestry is far from the ideal source for research into the history of costume, 

one in particular is important as the depicted fashion style has many similarities to 

-DQVVHQV¶�GHSLFWLRQV�RI�PDOH�GUHVV��Oong coat, waistcoat, full breeches), namely: Visit of 

Louis XIV to the Manufactory at the Gobelins on 15 October 1667 (1673, Workshop Le 

Blond, Versailles Tapestry, Musée de Versailles, FIG. 102). The men on the far right 

                                                      
1614 De Marly 1987, pp. 41-42. 
1615 Discussion of this painting (not the dress), see: Thierry Bajou, Paintings at Versaill es XVII th 
Century, Paris, 1998, pp. 112-113. 
1616 Janssens is not the only painter who did so; as Leen Kelchtermans has argued, Peter Snayers updated 
the fashion styles of two women depicted in two comparable paintings, painted at different points in 
WLPH�� /HHQ� .HOFKWHUPDQV�� µ$GHOOLMNH� SURPRWLH� YHUEHHOG� 3HWHU� 6QD\HUV¶� SRUWUHWWHQ� YDQ� $OH[DQGUH�
+LSSRO\WKH�GH�%RXUQRQYLOOH�YRRU�]LMQ�%UXVVHOVH�VWDGVSDOHLV¶��LQ��9DQ�GHU�6WLJKHOHQ��.HOFKWHUPDQV�DQG�
Brosens 2013, pp. 90-91. 
1617 Groeneweg 2012, p. 87. 
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wear dresses in a very similar manQHU� WR� WKRVH�LQ�-DQVVHQV¶�SDLQWLQJV�IRUP�WKH�VDPH�

period (1665-1670): they wear long justaucorps opened at the front with elbow length 

sleeves and a waistcoat underneath combined with full breeches. Costume of the same 

cut, though with a great deal more splendor, is worn by the king himself on the left of 

the painting.  

Elegant company on a terrace (c. 1665-1670, private collection, SLIDE 75) illustrates 

the culture of elegant leisure and courting in a fictitious Italianate environment (cf. 

previous chapter). The painting shows, again, how in the Southern Netherlands, both 

the short doublet with petticoat breeches and the latest fashion of a long coat, vest and 

wide closed breeches existed together.1618 The short vests, longer coats and wide 

breeches, were also adopted by Jan Baptist van Meuninckxhove in 1671 in his The 

Reception of Charles II and his Brothers (1671, Brugge Musea Brugge-

Groeningemuseum, FIG. 103). Charles II  is depicted in French fashion: a short vest, a 

coat and petticoat breeches.1619  

In the signed, though undated Portrait of a family (c. 1670, SLIDE 90) Janssens again 

actively played with the different fashion styles. The father of the family central within 

the painting wears black petticoat breeches, decorated with many ribbons on the side. 

The ZRPDQ�LQ�-DQVVHQV¶�SDLQWLQJ��VHDWHG�RQ�WKH�ULJKW��ZHDUV�D�W\SLFDO�ERQHG�ERGLFH�ZLWK�

a low neckline, a decent lace collar and an embroidered petticoat.1620 The short sleeves 

worn by the little girls in Portrait of a family (SLIDE 90) indicates that the portrait 

could have been made c. 1670.1621 7KH�VWUXFWXUHV�RI�ERWK�WKH�PDQ¶V�DQG�WKH�ZRPDQ¶V�

dresses are à la mode, and comparable to the dresses in The Family of Jan-Baptista 

Anthoine by Gonzales Coques from 1664 (FIG. 61). Janssens added two young boys on 

the left. They both wear petticoat breeches decorated with (colourful) ribbons. The 

oldest of the two boys wears a longer coat over his short doublet and his petticoat 

breeches. Wearing this coat without a vest and with petticoat breeches was a French 

style.1622 The youngest boy also wears petticoat breeches, though combined with a short 

                                                      
1618 Groeneweg has illustrated this with two Dutch examples: Groeneweg 2012, pp. 86-87, p. 91. 
1619 De Marly 1987, p. 55. 
1620 $Q�H[DPSOH�RI�D�ERGLFH�GDWLQJ�F�������ZLWK�VXFK�VKRUW� VOHHYHV� LV� WKH�ZRPDQ¶V�ERGLFH� LQ� LYRU\�
coloured silk now preserved at Claydon House in England: Groeneweg 2005, p. 8. 
1621 I am very grateful to Irene Groeneweg for kindly pointing this out to me.  
1622 De Marly 1974, p. 379. 
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GRXEOHW��$�YHU\�VLPLODU�GRXEOHW�WR�WKH�\RXQJ�ER\V¶�GUHVV��LV�QRZ�SUHVHUYHG�LQ�9LFWRULD�

and Albert Museum in London (doublet, 1660, English or French, London, Victoria and 

Albert Musuem, FIG. 104). 

From 1666/1668 onwards, Janssens frequently added combinations of vests and long 

coats (mostly with wide closed breeches). The coats and vests were never of equal 

length, nor did they have much in common with depictions of the new English style; 

they appear to have been depictions of the French reaction to the English three-piece 

VXLW��,Q�-DQVVHQV¶�GHSLFWLRQV�RI�WKH�SDLQWHG�DUW�JDOOHULHV��WKLV�IDVKLRQ�VW\OH�LV�GHSLFWHG�

UHSHDWHGO\��,Q�)UDQFKRLV�'XFKDWHO¶V��Inauguration of Charles II, king of Spain, as Early 

of Flanders (1668, Ghent, STAM, FIG. 126) the men wear long coats with short sleeves, 

long waistcoats and wide breeches closed at the knee, very similar to the many paintings 

by Janssens. 

,Q� -DQVVHQV¶� Portrait of a musician and his wife (undated, c. 1670, Stockholm, 

Hallwylska Museum, SLIDE 95), the man wears a longer doublet (waistcoat), a long 

coat and breeches closed at the knee. The cut of the coat is more close-fitting than the 

RQH� LQ�-DQVVHQV¶�HDUOLHU�ZRUNV� �F������-c.1670), according to the changing fashions: 

IURP�F�������RQZDUGV��WKH�ORQJ�FRDWV�ZHUH�LQGHHG�FORVHU�ILWWHG�WR�WKH�PDQ¶V�ERG\1623 

(and was a French fashion influence, cf. supra). 

$OWKRXJK�LW�LV�FOHDU�WKDW�-DQVVHQV�GLG�QRW�GHSLFW�WKH�(QJOLVK�µFRDW�DQG�YHVW¶�IDVKLRQ�DQG�

mostly GHSLFWHG�WKH�µ)UHQFK¶�IDVKLRQ�VW\OH�IRU�PHQ��KH�GRHV�VRPHWLPHV�GHSLFW�D�µWLJK-

OHQJWK¶�YHVW���DV�KH�RIWHQ�GLG��WKRXJK�QRW�LQ�WKH�(QJOLVK�PDQQHU��LQ��Cavaliers and Ladies 

regaling on a Terrace (1676, present whereabouts unknown, SLIDE 102).1624 

Unfortunately, I did not obtain a clear image. Nevertheless, the long vest worn by the 

VLWWLQJ�PDQ�LV�FOHDU��6LPLODUO\��WKH�PHQ�LQ�-DQVVHQV¶�A Musical Party (SLIDE 74) also 

wear such a long waistcoat and vest in an English manner (though still different). 

Perhaps Janssens was able to adapt his fashion styles, as some of his paintings were also 

sold in England (as far as we can tell f rom the scarce material available, chapter 2). 

                                                      
1623 Cunniongton and Cunnington 1972 
1624 &KULVWLH¶V����$SULO�������ORW������LV�WKH�VDPH�SDLQWLQJ�DV�6/,'(�����± Witt Library). 
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:KDW�LV�QRZ�FDOOHG�D�µMXVWDXFRUSV¶�LQ�FRVWXPH�OLWHUDWXUH��UHIHUV�WR�D�FRDW�WLJKWO\�ILWWLQJ�

to the body, long, and worn over a long waistcoat and small breeches.1625 Some existing 

examples are the blue woolen coat or justaucorps (c. 1660-1675, Musée de la mode de 

la ville de Paris, FIG. 105) and the coat embroidered with silver thread (c.1676-1685 

Museum of London, FIG. 106). In the Mercure galant edition of January 1678, a print 

�µ+DELW�G¶+\YHU¶��RI�-HDQ�/HSDXWUH�DIWHU�-HDQ�%pUDLQ�GHSLFWV�D�µ-XVWH-au-corops de drap 

GH�+ROODQGH�FRXOHXU�GH�QRLVHWWH¶��,Q�$SULO������DQRWKHU�SULQW��QRZ�HQWLWOHG�µ+DELW�G¶HWp¶�

ZDV� DGGHG�� LQFOXGLQJ� DQRWKHU� GHSLFWLRQ� RI� D� µ-XVWH� DX� &RUSV� GHVDPLQH� &RXOHXU� GH�

3ULQFH¶��8QGHUQHDWK�WKH�MXVWDXFRUSV��WKH�YHVW�µDXVV\�ORQJXH�TXH�OH�,XVW�DX�&RUSV�GH�WRLOH�

EODQFKH� JDUQLH� GH� GHQWHOOH� RX� SRLQW¶�1626 In the 1670s men increasingly wear the 

comfortable three piece ensemble (coat or justaucorps, waistcoat and knee-breeches) 

and leave the doublet and petticoat breeches (eventually this was not very comfortable 

to wear in combination with a long coat and vest). 16271628 7KLV� LV� FOHDU� LQ� -DQVVHQV¶�

oeuvre as well (c. 1670-1680). In Dancing company (1676, Landesmuseum, Münster, 

SLIDE 101) most men, apart from the man dressed à la turque on the left,1629 wear a 

periwig, a justaucorps, and a sash around their waists.1630 The dancing man wears a long 

coat or justaucorps, petticoat breeches closed at the knee decorated with ribbons, and 

holds his hat (an accessory as he wears a periwig). This figure brings to mind many 

)UHQFK�SULQWV�RI� WKDW� WLPH��VXFK�DV�-HDQ�/HSDXWUH¶V�Home en habit de ville (c. 1670-

1682, British Museum, FIG 107).  The fashion for men to wear a tightly fitting 

MXVWDXFRUSV��LV�DOVR�FOHDU�LQ�-DQVVHQV¶�Elegant company at music before a banquet in 

1680 (SLIDE 108). Their cut resembles existing examples very well.1631 

                                                      
1625 /HQD� 5DQJVWU|P�� µ7KUHH� OLRQV� 3DODWLQH�� &KDUOHV� ;� �����-1660), Charles XI (1655-1697) and 
Charles XII (1682-�����¶��LQ : Rangström et al. 2002, pp. 336-337 (in her view, waistcoat and coat have 
the same lenght). Hart and North 2009, p. 96 (coat of James, Duke of York, 1673). 
1626 Image see: Corinne Thépaut-Cabasset (ed.), /¶HVSULW�GHV�PRGHV�DX�*UDQG�6LqFOH, Paris, 2010, p. 100 
1627 Ribeiro 2005, p. 232; Reynolds 2013, p. 110. 
1628 Hart and North 2009, p. 80. 
1629 Janssens sometimes added such figures dressed à la turque in his paintings. Moreover, he also 
added, according to the visual tradition, African servants, dressed in an exotic manner. This element 
LQ�-DQVVHQV¶�ZRUN�LV�WKH�VXEMHFW�IRU�IXUWKHU�UHVHDUFK�� 
1630 This was fashionable at the time: Cunnington and Cunnington 1972, p. 168. 
1631 For more information about these garments in the Royal Armoury in Stockholm, see: Rangström 
2002, pp. 354-355 (catalogue notes L.R.). 
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As I have mentioned before, Janssens also meWLFXORXVO\�GHSLFWHG�ZRPHQ¶V�KDLU�VW\OHV��

and very often stressed the jewellery in these constructions, as in, for example, An 

elegant company at music before a banquet (c. 1668-1670, private collection, SLIDE 

������+H�DOVR�PDGH�VXUH�WKDW�WKH�ZRPHQ¶V�KDLU�Vtyles were fashionable and up to date. 

In contrast to his earlier works, such as The Ball (SLIDE 43), Janssens added another 

fashionable female hairstyle very clearly in, among others, Elegant company dancing 

on a terrace (1665-1670, SLIDE 75) ± WKH�µZLUHG-RXW�VLGH�FXUOV¶��VW\OLVK�EHWZHHQ�����-

1670).1632  

From 1672 onwards, Janssens changed the neck wear of the men in his paintings. 

Instead of the falling band (fashionable until 1670), Janssens adopted a new style: the 

cravat. In 1672 (SLIDE 93) the three men on the right of the painting wear a much 

shorter cravat (in comparison to the falling band), which became popular from 1665 

onwards (Janssens thus adopted the style a little bit later, c. 1672).1633 The man in 

Portrait of a Family  (c. 1670-1675, SLIDE 95) wears such a cravat with a blue 

cravatstring (popular c. 1665-1680s). In his 1676 (SLIDE 100) painting, for example, 

Janssens added another fashionable variant, with the (longer) cravat tied in a bow.1634 

,Q�-DQVVHQV¶�Elegant company making music on a terrace (1672, SLIDE 93)  the man 

central within the painting wears a wig, waistcoat and justaucorps. His breeches are still 

a variant of the petticoat breeches and many ribbons can be seen. On the right of the 

painting, a man in black wears a long black justaucorps with wide closed breeches. The 

central figure wears a periwig, a waxed moustache and a lace cravat in a manner 

comparable to many portraits of Louis XIV. Such a moustache was styli sh from the 

1660s onwards.1635 It is known that Louis XIV, even on the battle field, still spent half 

an hour waxing his fine, thin-lined moustache.1636  

7KLV�SDLQWLQJ�LV�IDU�IURP�WKH�RQO\�RQH�LQ�-DQVVHQV¶�RHXYUH�WR�VKRZ�VXFK�D�PDOH�ZLJ��,W�

is sometimes hard to tell whether a painting depicts a man with a wig or with his own 

long hair. It may be that some of the paintings Janssens made c. 1665-1670 also show 

                                                      
1632 Cunnington and Cunnington 1972, p. 181. 
1633 Cunnington and Cunnington 1972, p. 147. 
1634 Cunnington and Cunnington 1972, p. 147. 
1635 De Marly 1970, p. 462. 
1636 Example from 1667: De Marly 1987, p. 38. 
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such periwigs, but the clearest examples date from the 1670s (for example, SLIDES 89, 

93-101).1637 

Though people already wore false hairpieces, half wigs to curl the hair, or entire wigs 

in the early seventeenth century, the male fashion to wear wigs became most prominent 

in the last decades of the seventeenth century, and became fashionable from the 1660s 

onwards.1638 Periwigs were status symbols; they were expensive, difficult to wear, 

µUHTXLUH�FRQVWDQW�UH-VHWWLQJ�DQG�SODFLQJ�RQ�D�EORFN�WR�NHHS�WKHLU�VKDSH¶��DQG�ZHUH�HYHQ�

dangerous next to candles.1639 The first types of wigs sported a flat top and a mass of 

curls. From the late 1660s, the ringlets fell down on the shoulders. In the course of the 

second half of the seventeenth century, the curls became tightly and evenly arranged. 

Eventually, wigs grew very large, and in the 1680s they had a molding effect on the 

PDQ¶V�SRVWXUH��WKH�KHDY\�DQG�KLJK�SHULZLJV�Iorced a man to walk around with a rigid 

neck and measured movements.1640 

,Q�$QWZHUS��WKH�SURIHVVLRQ�RI�ZLJPDNHU��RU�µSHUXFNLHU¶��ZDV�PHQWLRQHG�IRU�WKH�ILUVW�WLPH�

in 1672. Hats were still being produced in the city, but they were mainly used as an 

accessory, to be worn elegantly under the arm as a form of polite costum1641 (see for 

H[DPSOH�-HDQ�/H3DXWUH¶V�Homme en habit de ville (c. 1675, British Museum, FIG. 107) 

DQG�LQ�-DQVVHQV¶�Dancing Company, 1676, Landesmuseum Münster, SLIDE 101). Wig 

makers also came from abroad, as on 13 September 1680, Antoine Scauiacqt, 

µSHUUXFTXLHU¶��RULJLQDWLQJ�IURP�%p]LHUV�LQ�/DQTXHGRF��KDG�EHFRPH�EXUJKHU��µSRRUWHU¶��

of the city of Antwerp.1642 Periwigs would grow in popularity between 1680 and 1738. 

Eventually, in 1738, 50 master perruquiers with 30 assistants and 20 pupils worked in 

                                                      
1637 In The Concert (1677, SLIDE 103) Janssens has clearly added periwigs to his figures. The man 
central in the painting, however, seems to be wearing a very short wig. It is unclear to me whether this 
is a fashion style or not. It is not easy to add this figure in the overview, as signs of pentimenti can be 
found around his hat (as if he used to wear a hat). 
1638 7KH�SHULZLJ�ZDV�DQ�LPSRUWDQW�PDUNHU�RI�VRFLDO�VWDWXV�DQG��LQ�WKH�HLJKWHHQWK�FHQWXU\��µPDVFXOLQH�
DXWKRULW\¶��0F1HLO�.HWWHULQJ�������S������5LEHLUR�������SS����-239. 
1639 Ribeiro 2005, p. 239. 
1640 De Marly 1678, p. 31 ; Pierre 2013, p. 104 ; Ribero 2005, p. 239; Cunnington and Cunnington 1972, 
pp. 163-164. 
1641 Van Damme 2007, p. 55, p. 199; Ribeiro 2005, p. 261. From 1670-1680 the periwig came into 
fashion in the Southern Netherlands: Van Damme 2010, p. 25-27. 
1642 $FFRUGLQJ�WR�9DQ�'DPPH�WKLV�ZDV�WKH�ILUVW�IRUHLJQ�µSHUUXNLHU¶�LQ�$QWZHUS�9DQ�'DPPH�������S��
191; Van Damme 2007, p. 199.  
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Antwerp.1643 Historians have uncovered information on the Antwerp ownership of 

periwigs. It appears that in 1680, only rich Antwerp inhabitants owned and wore 

periwigs.1644 An example is the estate inventory of the Antwerp advocate Mercx, written 

GRZQ�RQ����-XO\�������LQ�ZKLFK�D�KHDG�WR�KDQJ�SHULZLJV�RQ�ZDV�OLVWHG��µ,WHP�HHQ�KRRIW�

RP�SDUXNHQ�RS� WH�KDQJHQ¶��1645 Customers would provide the hair for their periwigs 

themselves and brought it to the periwig maker (as they also brought their fabrics to the 

tailors). In 1698 Anna Maria de Neuf described the acquisition of a periwig for her 

KXVEDQG�%DOWKDVDU� ,,,�0RUHWXV�� µ)RU� WZR� SHULZLJV� WKDW�ZHUH�PDGH� IRU�%DOWKDVDU� IRU�

which I have given much hair from his sister I need to give to the periwig maker 27,12 

JXLOGHUV¶�1646 This resembles the practice in early modern England, as is evidenced by 

Samuel Pepys who had a periwig made from his own cut hair.1647 Not only men, but 

also women wore false pieces of hair (extensions) and false curls as well.1648 

In general, it is assumed that the early modern wig was a luxury accessory only available 

for the highest circles of society. Nevertheless, as Michael Kwass argued, during the 

course of the seventeenth century, and certainly in the eighteenth century, the social 

status of the periwig must have changed; already in the late seventeenth century, not 

only the aristocracy but also high magistrates, clergymen, financiers, wigmakers 

themselves and well-placed domestic servants wore such periwigs.1649 By depicting the 

                                                      
1643 Blondé and Van Damme 207, p. 70; Van Damme 2004, p. 191. For periwig makers in Antwerp and 
Brussels, see also Deceulaer 2001, p. 27 
1644 Blondé and Van Damme 2007, p. 70; Van Damme 2007, p. 200 and the information about the tables 
he used. 
1645 Erik Duverger, Antwerpse kunstinventarissen uit de zeventiende eeuw, vol. 10: 1674-1680, Brussels, 
1999, p. 471; Putting a wig on a block made sure its shape was preserved: Ribeiro 2005, p. 239; Van 
Damme 2007, p. 200. 
1646 µ$HQ�WZHH�SHUXFNHQ�YRRU�%DOWKDVDU�GDHU�LFN�YHXO�KDHUH�YDQ�VLMQ�VXVWHUV�WRH�JHJHYHQ�KHEEH�QRFK�DHQ�
de Peruchen-PDHFKHU�PRHWHQ�JHYHQ�I�������¶��Sorber 1989, p. 468. 
1647 Ribeiro 2005, p. 238; Staniland 2005, p. 61. 
1648 See among others: Sorber 1989, p. 474; Staniland 2005, p. 59. 
1649 Kwass 2006, pp. 634-637. In seventeenth-century France, the wigs were worn by the royalty, the 
QRELOLW\�EXW�DOVR�ULFK�ILQDQFHUV��KLJK�PDJLVWUDWHV�HWF��.ZDVV¶�UHVHDUFK�TXHVWLRQ�WULHV�WR�DQVZHU what 
caused the enormous spread of the fashion of periwigs as eventually, even the most common people 
adopted the wig. In her discussion of material culture in seventeenth-century Brussels, Veerle De Laet 
remarked how periwigs had found their way to the Southern-Netherlandish capital. Despite earlier 
references to wigs in inventories and written sources, De Laet concludes that the fashion to wear 
(French) periwigs mostly spread in Brussels in the last quarter of the seventeenth century: De Laet 2011, 
pp. 170-170 
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wigs in his oeuvre, Janssens definitely made sure the figures in his paintings were 

recognised as belonging to these social sections of society.  

-DQVVHQV�QRW�RQO\�SDLG�D�JUHDW�GHDO�RI�DWWHQWLRQ�WR�WKH�PHQ¶V�KDLUVW\OHV��EXW�DOVR��DJDLQ��

added  D�QHZ�ZRPDQ¶V�KDLUVW\OH��,Q�������-DQVVHQV�VLJQHG�The Game of Hot Cockles 

(Museum of London, SLIDE 98). In this painting, the man sitting next to the playing 

women, wears a justaucorps, a shorter waistcoat and breeches closed at the knee. In 

addition, he wears a periwig and a cravat fastened by a cravat string.1650 Next to him, 

WKH�ODG\��UHDG\�WR�VPDFN�WKH�YLFWLP¶V�KDQG��ORRNV�RXW�RI�WKH�FDQYDV��VKH�ORRNV�OLNH�VKH�

wants to involve the viewer in the secret of the game. In her hair, the woman wears a 

hair jewel, which Janssens so frequently depicted in earlier works of art. Her head is 

VXUURXQGHG�E\�OLWWOH�FXUOV��)URP�WKH�EDFN��WKH�ZRPDQ¶V�KDLU�LV�SXW�WRJHWKHU�LQ�D�µEXQ¶��

as was fashionable in the 1670s.1651  

7KH� KDLUVW\OH� µKXUOXEHUOX¶�- fashionable from 1671 onwards - 1652 shows extremely 

curled hair which is laid flat on top, and is bouffant on the sides. So-FDOOHG�µVHUSHQWLHX[¶�

or long ringlets are visible coming from underneath the bouffant, and fall over the 

shoulders.1653 Janssens adopted this hairstyle immediately, DV�WKH�W\SLFDO�µVHUSHQWLHX[¶�

are clearly visible in, among others, Ladies and a Gentleman making a floral wreath 

(SLIDE 92), Interior with an elegant couple dancing and playing cards, (c.1675-1680, 

SLIDE 100), 7KH�&RQFHUW��6/,'(������DQG�(OHJDQW�FRPSDQ\�PDNLQJ�PXVLF�LQ�IURQW�RI�

D�EDQTXHW���������SUHVHQW�ZKHUHDERXWV�XQNQRZQ��6/,'(�����.� 

In the paintings that can be dated between 1668-1670, Janssens mostly depicted 

ZRPHQ¶V� GUHVV� VKRZLQJ� VKRUW�HQLQJ�� VOHHYHV� DQG� ODFH� IULOOV� XQGHUQHDWK�� 'XULQJ� WKH�

1660s and 1670s, the bodices grew tighter and the train of the skirt is sometimes ± 

                                                      
1650 This fashion of neck wear was popular between c. 1665 and 1680: Cunnington and Cunnington 
1972, pp. 146-147. 
1651 Cunnington and Cunnington 1972, p. 183. 
1652 De Marly 1980, p. 282. Cunnington and Cunnington 1972, p. 183. They do, however, note a 
difference in hair styles; in the 1670s there was a hairstyle with curls and two ringlets from the back 
KXQJ�RYHU�WKH�VKRXOGHUV��7KH\�DOVR�GHVFULEH�WKLV�VW\OH�DV�µIURQW�KDLU�VWUDLQHG�EDFN��VRPHWLPHV�ZLWK�D�IHZ�
ZLVSV�RQ�WKH�IRUHKHDG��7KH�EDFN�KDLU�ZLWK�µEXQ¶�DV�EHIRUH�¶�,Q�WKHLU�RWKHU�KDLUVW\OH��µWKH�KXUOXEHUOX¶��
WKH\�GR�QRW�PHQWLRQ�WKH�WZR�ULQJOHWV�WKDW�ZHUH�DOVR�VKRZQ��VHH�*RRGPDQ¶V�GHVFULSWLRQ�� 
1653 (OLVH� *RRGPDQ�� µ(OLVDEHWK� &KDUORWWH�� 'XFKHVVH� G¶2UOpDQV�� 3RUWUDLWV� RI� D� 0RGHUQ� :RPDQ¶��
Seventeenth-Century French Studies, 29 (2007), p. 139. Many thanks to Dr. Irene Groeneweg for her 
explanations about hairstyles and dresses and our discussion about these paintings by Janssens and their 
depiction of fashion. 
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according to the fashion - looped up at both sides (SLIDES 95, 98-99). The edges could 

be folded back with bows or clasps, or fastened together at the back. The bodices are 

not decorated with large lace collars, but kerchiefs are draped around the shoulders. As 

EHFRPHV�HYLGHQW�IURP�-DQVVHQV¶�SDLQWLQJV�LQ�WKH�����V�DQG�����V�ZRPHQ¶V�VLOKRXHWWHV�

turn smaller and tighter.1654 These characteristics mentioned above about female dress 

are cleaUO\� LOOXVWUDWHG� LQ� -DQVVHQV¶� GDWHG�SDLQWLQJV� VXFK�DV�Elegant company making 

music on a terrace (1672, SLIDE 93), Dancing company from 1676 (SLIDE 101), and 

in The concert (1677, SLIDE 103).  

In his paintings, Janssens represented the first versions of a new type of female dress, 

the mantua.1655 This gown became fashionable from the end of the 1670s and in the 

1680s. It was an alternative for the old stiff bodiced gowns (though these remained 

popular at the French court). The looser mantua dress was worn for warmth, but also 

for more relaxing events, such as visiting the theatre or going for walks.1656 With this 

new type of gown, women no longer wore their boned bodices. Underneath the external 

dress, they wore stays. The cut of mantua was different: it has no waist seam, two sides 

of the front pleated into shape and joined by a stomacher (open in front). The early 

versions of mantuas had a V-shaped neckline (which would evolve into a squared one), 

and did not have a stomacher. The mantua was mostly worn with a belt. The shoulders 

were concealed and there was no wide neckline anymore. The dress closed at the front 

with hooks and eyes. Characteristic of the dress were the complex draperies created by 

the skirts pinned up at the back.1657 In the mantua dress, pleats were sewn. This can be 

seen in (French school) Portrait of a woman (c. 1688, Paris, Louvre).1658  Very early on 

-DQVVHQV�DOUHDG\�DGGV�VXFK�YHUWLFDO�IROGV��ZKLFK�LQGLFDWH�SOHDWV�LQ�WKH�ZRPHQ¶V�GUHVVHV��

                                                      
1654 Ribeiro 2005, p. 224, p. 244 (this type of dress was worn at the French court or at formal occasions) 
VHH� DOVR� 'H� 0DUO\� ������ 'LDQD� GH� 0DUO\�� µ3KLOLSSH� GH� &KDPSDLJQH� DQG� 'UHVV¶�� The Burlington 
Magazine, 112, 808 (July 1970), p. 461; Cunnington and Cunnington 1972, pp. 172-174. Laver 1980, 
p. 111; Reynolds 2013, p. 214; Groeneweg 2005, pp. 8-10. 
1655 I am very grateful to Irene Groeneweg for pointing out the existence of the early version of the 
PDQWXD�GUHVV�LQ�-DQVVHQV¶�SDLQWLQJV� 
1656 De Marly 1970, p. 461; Reynolds 2013, p. 214. Groeneweg argues the mantua became popular c. 
1670. 
1657 Groeneweg 1995, p. 248; Marly 1970, p. 461; De Marly 1978, pp. 63-64; Ribeiro 2005, pp. 246-
248 ; Reynolds 2013, p. 54. Avril  Hart and Susan North, Seventeenth and Eighteenth-Century Fashion 
in Detail, London, 2009, p. 12. 
1658 De Marly 1970, p. 461. 
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Most of the time, however, the dresses do not share all the manWXD¶V�FKDUDFWHULVWLFV��KLV�

paintings  display early forms of the dress. Frequently, Janssens added the typical 

draperies on the back,1659 the folds in the front and the V-shaped neckline (SLIDES 98, 

99, 100 (stomacher), 103, 108, 110 A). These are gowns with the charactertistics of the 

early mantua. However, the very first dresses that can be identified as the real mantua 

dresses, can be seen in The Ball (c. 1680, SLIDE 113), Elegant company playing at hot 

cockles (c. 1680, SLIDE 114, FIG. 109) and in Portrait of the Van Delft family (1682, 

present whereabouts unknown, SLIDE 111, FIG. 108). The portrayed woman is dressed 

in a mantua, very similar to the late seventeenth-century mantua dress now part of the 

collection of the Metropolitan Museum of Art (FIG. 110). This exisiting garment has a 

closed front without a stomacher, and the train of the skirt is pinned up in the back1660 

(as was also depicted by Janssens). In his Elegant company playing at hot cockles in an 

interior (FIG. 109, SLIDE 114) painted in the 1680s, Janssens beautifully ill ustrated 

the complex draperies on the back of a mantua dress (see woman on the right).  

$V�FDQ�EH�VHHQ�LQ�KLV�HQWLUH�°XYUH��-DQVVHQV�ZDV�DOVR�YHU\�FRQFHUQHG�ZLWK�UHSUHVHQWLQJ�

headdresses and hairstyles. At the end of the seventeenth century another remarkable 

headdress for women was en vogue�� QDPHO\� WKH� µIRQWDQJH¶�1661 This was a wired 

headdress GHFRUDWHG�ZLWK�ODFH�DQG�ULEERQV��DV�LV�YLVLEOH�LQ�-DQ�YDQ�GHU�9DDUW¶V��portrait  

of Queen Mary II  (FIG. 111).1662 The fontange is most probably the iron construction 

UHIHUUHG�WR�LQ������LQ�WKH�DUFKLYHV�RI�WKH�0RUHWXV�IDPLO\��ZKHQ�µLWHP�DHQ�GH�VWULHFNHQ�

ent maHFNHQ�PHW�KHW�LMVHUNHQ¶�LV�PHQWLRQHG�1663 Janssens also depicts early versions of 

this headdress in his other paintings from the 1680s (SLIDES 111-118) as well.  

This analysis clearly shows how Janssens tried to add the new and latest fashion styles 

in costume, accessories, and beauty ideals into his genre paintings. Janssens painted 

both the Antwerp class of art collectors (often commercial elite) and aristocracy in the 

same manner, with the same activities, and with similar fashionable dressing style. 

                                                      
1659 Typical characteristic of the mantua: Ribeiro 2005, p. 248. Many thanks to Irene Groeneweg. 
1660 Reynolds 2013, pp. 54-56. 
1661 Laver 1980, p. 122; Groeneweg 1995, p. 243; Ribeiro 2005, pp. 241-244; Reynolds 2013, p. 68, p. 
�����VKH�XVHV�WKH�WHUP�µIUHODQJH¶�� 
1662 The print is made after a painting by Van der Vaart in 1688 (Lord Braybrooke, Audley End 
House, Essex). Queen Mary wears a fontange and a silk mantua: Ribeiro 2005, pp. 241-244 (see also 
Cunnington and Cunnington 1972, p. 182) 
1663 Sorber 1989, p. 474. 
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JansseQV¶� SDLQWLQJV� WKXV� LQGLFDWH� WKH� XSSHU� VRFLDO� FODVVHV� RI� VRFLHW\� PLQJOHG�� DQG�

REWDLQHG� YHU\� VLPLODU� VWUDWHJHHV� IRU� VRFLDO� VXFFHVV�� -DQVVHQV¶� SDLQWLQJV� QRW� RQO\�

illustrate the evolution of fashion, they also embody seventeenth-century consciousness 

of temporality and the ephemeral.1664 7KH�µOLIH�VSDQ¶�RI�VXFK�SDLQWLQJV�FDXVHG�E\�WKLV�

µWLPH�VWDPS¶�ZDV�VKRUW��WKLV�PD\�H[SODLQ�ZK\�JHQUH�SDLQWLQJV�VXFK�DV�WKRVH�E\�9DQ�GHU�

Lamen were often sold on the market for such low prices after his death (cf. chapter 2) 

± their KDYH�ORVW�WKHLU�XQLTXH��L�H��µj�OD�PRGH¶�FKDUDFWHU�1665 Elise Goodman argued that 

the Conversatie à la mode SDLQWLQJV�E\�5XEHQV�ZHUH�µIDVKLRQ�SODWHV¶�RI�WKH�WLPH��VLQFH�

the women in his paintings wear the latest fashion styles.1666 7KRXJK�-DQVVHQV¶�SDLQWLQJV�

(mostly) do not include the symbolic personifications (such as Cupids) that are evident 

LQ� 5XEHQV¶� FRQYHUVDWLH-paintings, the same question about his works of art can 

nevertheless be asked; after all, as I have shown in chapter 3, Janssens was frequently 

inspired by (French or Flemish) prints, in which very often the latest fashion styles were 

VKRZQ��&RPSDUDEOH�WR�IDVKLRQ�SODWHV��ZKLFK�µSUHVHQWHG�HPXODWLYH�LGHDOV�IRU�SHRSOH�WR�

IROORZ¶�1667 +LsURQ\PXV�-DQVVHQV¶�SDLQWLQJV�PXVW�KDYH�EHHQ�H[HPSODU\�RI�LGHDO�)UHQFK�

fashion styles.  

 

                                                      
1664 )RU� PRUH� DERXW� WHPSRUDOLW\� LQ� WKH� SDLQWLQJV�� VHH�� $QQ� -HQVHQ� $GDPV�� µ7HPSRUDOLW\� DQG� WKH�
Seventeenth-&HQWXU\�'XWFK�3RUWUDLW¶��Journal of Historians of Netherlandish Art, 5, 2 (Summer 2013). 
1665 I am very thankful to Prof.dr. Elisabeth Honig for discussing this issue of the rapidly old fashioned 
character of the paintings with me. 
1666 Goodman 1992 , p. 39. A comparable idea was also discussed by Valerie Steele, although she was 
discussing nineteenth-century fashion plates and painters. She discussed how Monet was influenced by 
the contemporary fashion plate, and how his paintings were treated as fashion plates: the setting, the 
µLQWHUFKDQJHDELOLW\�DQG�YLUWXDOO\�LGHQWLFDO�ILJXUHV¶�� WKH�ZD\�LQ�ZKLFK�WKH�ILJXUHV�DUH�SDLQWHG��DQG�WKH�
attention to patterns and fabrics, etc. all  show the important influence of the fashion plate. Moroever, 
other painters also clearly looked to fashion plates. For example, Eugène Boudin depicted women from 
different angles; the only purpose for this may be the need to depict clothing from different angles. Even 
avant-garde painter Cézanne was inspired by fashion plates, though he omitted the details of cut and 
fabrics; he was interested in the conventional gestures and positions: Valerie Steele, Paris Fashion. A 
Cultural History, second revised and updated revision, Oxford/ New York, 1998, pp. 125-130. I am 
very grateful to Prof. Koenraad Brosens for requesting me to read this book during my time as Teaching 
Assistant at KU Leuven. Though the danger of anachronistic comparison lies just around the corner, it 
LV�P\�EHOLHI� WKDW�ZH�KDYH� WR� VHH� VRPH�RI�-DQVVHQV¶�SDLQWLQJV�DV�FRPSDUDEOH�GHSLFWLRQV�RI� LGHDOL]HG�
fashionable li fe. Janssens, and also his predecessor Van der Lamen, often added figures in different 
positions in relation to the viewer. Topics such as the game of hot cockles, or ball scenes, provided 
painters with the opportunity to depict men and women and consequently their dress and hairstyles from 
totally different angles.  
1667 Ribeiro 2005, p. 19. 
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6. Conclusion 

 

In this chapter I have discussed the history of fashion from different angles; an 

introduction to the cultural history of seventeenth-century dress and fashion in the 

Southern Netherlands is given. I have stressed how in the second half of the seventeenth 

century ± WKH� WLPH� RI� -DQVVHQV¶� SURGXFWLRQ� ± French fashion styles conquered the 

Southern Netherlandish market and fashion styles rapidly changed. This made sure that 

being à la mode was of great importance to the upper middle classes and aristocracy, 

but also to the middle classes who tried to buy cheaper and fashionable elements as 

well. Bringing the focus back to Janssens, it has become clear that Janssens had many 

opportunities to study, see and admire the latest fashion styles, which he, consequently, 

as my analysis of the depicted fashion styles in his paintings has shown, depicted. 

)LUVWO\��ZH�FDQ�FRQFOXGH�WKDW�-DQVVHQV¶�HLJKWHHQWK-FHQXWU\�QLFNQDPH�RI�WKH�µj�OD�PRGH�

SDLQWHU¶�ZDV�QRW�IDU-fetched. I have given examples of paintings and constructions in 

WKHVH�FRPSRVLWLRQV�WKDW�VWUHVV�-DQVVHQV¶�LQWHUHVW�LQ�IDVKLRQ��DQG�KLV�DGRSWLRQ�RI�SDLQWHG�

dress as one of the main subjects in his art. Despite all the methodological pitfalls, 

-DQVVHQV¶�RHXYUH�LV�D�EHDXWLIXO�LOOXVWUDWLRQ�RI�KLstorical costume in the second half of 

the seventeenth century in the Southern Netherlands. In contrast to the Northern 

Netherlands, where  from 1670 onwards, more and more genre painters and portrait 

painters depicted their sitters in a Van Dyckian fashion (to escape the problem of 

becoming old-fashioned and ridiculous),1668 -DQVVHQV¶� SDLQWLQJV� DUH� H[WUDRUGLQDU\�

examples that allow us to more fully understand the adoption of French fashion in the 

second half  of the seventeenth century in the Southern Netherlands. Moreover, the 

paintings open up points of comparison to many more Southern Netherlandish portraits 

to be discussed from the perspective of the costume historian (who did not adopt the 

Van Dyckian fashion as much as their British and Northern Netherlandish colleagues 

GLG���,Q�WKLV�PDQQHU��WKLV�FKDSWHU�QRW�RQO\�VKRZV�WKH�LPSRUWDQFH�RI�-DQVVHQV¶�SDQWLQJV�

for costume history, but many possibilities for the furher study of the history of fashion 

in the early modern Southern Netherlands. 

                                                      
1668 Many thanks to Dr GroenHZHJ�IRU�SRLQWLQJ�WKH�LPSRUWDQFH�RI�-DQVVHQV¶�SDLQWLQJV�RXW�WR�PH�LQ�D�
discussion about his paintings. 
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6HFRQGO\��-DQVVHQV¶�paintings are useful testaments both to the rapidly changing fashion 

cycles and to the ruling taste for all things French in Antwerp in the seventeenth century. 

2QH�RI�-DQVVHQV¶�PDLQ�JRDOV�VHHPV�WR�KDYH�EHHQ�WR�GHSLFW�WKH�ODWHVW�IDVKLRQ�VW\OHV��RU�

dress à la mode. By doing so, his paintings are important testimonies of the fast 

changing French fashion styles. Janssens consciously changed and altered older fashion 

styles into new ones. His connections with tailors and other producers of fashion make 

clear that he had the opportunity to study the fashionable garments closely. Moreover, 

Janssens was not exactly unique; his master Van der Lamen for example also paid 

DWWHQWLRQ�WR�WKH�GHSLFWLRQ�RI�IDVKLRQ��+RZHYHU��-DQVVHQV¶�SDLQWLQJV�DUH�XQLTXH�DV�WKH\�

are painteG�LQ�D�SHULRG�RI�UDSLG�FKDQJLQJ�IDVKLRQ�VW\OHV��-DQVVHQV¶�RHXYUH�WKXV�LOOXVWUDWHV�

WKHVH�IDVW�DQG�UDSLG�FKDQJHV�LQ�WKH�$QWZHUS�IDVKLRQ�FLUFXLW��VHH�9DQ�'DPPH¶V�WKHRU\��

and the influence of French fashion in Southern Netherlandish depictions of dress in the 

second half of the seventeenth century. 

Obviously, by stressing the latest fashion styles in his paintings (and his portraits), he ± 

in contrast to many portrait painters from the second half of the seventeenth century in 

England and the Northern Netherlands ± depended on fleeting fashions. Therefore, his 

paintings must have been outdated rather fast. Though no evidence can be given, it may 

be that Janssens had to adapt his paintings and figures to the latest fashion styles, as this 

was what the audience expected: seeing fashionable dress similar to reality. Depicting 

the latest fashion styles in genre paintings illustrating the amorous entertainments of the 

young and wealthy is not surprising, as this is the group of people that was very 

conscious of the changing fashion styles, as it also played a role in the courting process. 

Thirdly, though Janssens does not seem to have worked as a mere drapery painter, he 

must have been known, together with his colleagues Coques and Van Minderhout, as a 

painter specializing in the depiction of little fashionable figures in paintings. Af ter all, 

this was their main task in the collaborations with architecture and landscape painters 

(see chapter 2). It was thus not necessaril y the depiction of dress, but the depiction of 

fashionable figures, dressed and gesturing à la mode, they specialized in. As Janssens 

was not unique, the paintings of his colleague are also useful testimonies for the costume 

KLVWRU\� RI� WKH� 6RXWKHUQ� 1HWKHUODQGV�� )RU� H[DPSOH�� 9DQ� 0LQGHUKRXW¶V� IDVKLRQDEO\�

GUHVVHG�ILJXUHV�LQ�KLV������SDLQWLQJV��RU�9DQ�%UHGDHO¶V�DGGLWLRQ�RI�WKH�KLJK�VRFLHW\�LQ�
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his city views, also ill ustrate the fashion history of Antwerp high society at the end of 

the seventeenth century (future work). 

7KH������QLFNQDPH�µ-DQVVHQ��WKH�$ODPRGH 3DLQWHU¶�ZDV�FOHDUO\�QRW�LPSODXVLEOH��DQG�

combines the importance of fashion but also the importance of the depiction of gestures 

and dance à la mode. 
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General Conclusion 

 

$V�D�JHQUH�SDLQWHU��-DQVVHQV¶�DGRSWLRQ�RI�KLJK�VRFLHW\�OLIH�DV�WKH�PDLQ�VXEMHFW�IRU�KLV�

paintings made him stand out during the second half of the seventeenth century in the 

Southern Netherlands. Though many copies by lesser hands (not discussed in this 

dissertation) have been made after him, no other painter from the Southern Netherlands 

has specialised in the genre of elegant company paintings as much as Janssens did.  

7KH� DGRSWLRQ�RI� HOHJDQW�� IDVKLRQDEOH� GUHVVHG� ILJXUHV� GDQFLQJ� KDG� EHFRPH� -DQVVHQV¶�

µWUDGHPDUN¶�DQG�HDUQW�KLP�WKH�HLJKWHHQWK-century nicknames of the à la mode painter 

and the dancer. Moreover, by specialising in depicting genre figures, dressed in the 

latest fashion styles and moving about elegantly, Janssens was the ultimate colleague 

for many architectural and landscape painters to collaborate with (high-level 

FROODERUDWLRQ���7KHVH�SDLQWLQJV�UHVXOWHG�LQ�µKLJK�OHYHO�FROODERUDWLRQV¶�DQG�ZHUH�KLJKO\�

valued. 

0\�UHVHDUFK�WR�LQ�WKH�GHSLFWLRQ�RI�GDQFH�DQG�WKH�GHSLFWLRQ�RI�IDVKLRQ�LQ�-DQVVHQV¶�RHXYUe 

has shown that he did indeed pay a lot of attention to these two elements. Janssens not 

only stressed dresses and hairstyles, he also included ideal bodil y comportment and 

elegance: the dancing figures, moreover, display fashionable baroque dance movements 

and postures. The paintings are depictions of how the general rules of elegance and 

grace ± SDUW� RI� WKH� LGHDO� RI� µKRQQrWHWp¶�ZKLFK�ZDV� WDXJKW� LQ� GDQFLQJ� OHVVRQV� ± had 

EHFRPH�DQ�RXWZDUG�V\PERO�RU�µDWWULEXWH¶�WR�GHSLFW�WKH�ZHDOWK\�DULVWRFUDF\��RU�WKRVH�ZLth 

such aspirations ± in Antwerp, thus the commercial elite and the recently ennobled).  

By the end of the sixteenth century and in the early seventeenth century (cf. Louis de 

Caullery, Sebastiaan Vrancx, Frans Francken the younger) the audience appreciated and 

enjoyed looking at paintings with such outwards symbols of an aristocratic lif estyle 

(fashionable dresses, (fantastical) Italianate palaces, elegance and grace, 

Renaissance/Baroque dancing styles, courting, etc.), or, the ideal art of conversation 

and leisure. Janssens also followed this tradition. He always made sure his figures 

displayed the general characteristics of dance at the time (he did not depict, for example, 

the outdated pavanes, and stressed more and more the movements of the arms and the 
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elevé), and, mostly, paid close attention that his figures were depicted in dresses à la 

mode.  

In addition,  the art of collecting was also part of such an ideal high society lif estyle (in 

Antwerp the urban elite considered collecting art, and judging arW�DV�LPSRUWDQW�IRU�RQH¶V�

social status as buying a country estate, riding in coaches or being able to dance well ± 

Janssens constructed a parallel interpretation of the art of dancing and connoisseurship 

by placing these two activities next to each other in two of his painted art galleries. Both 

arts are not informal activities ± they are serious art forms that can be connected to 

HOHPHQWV� RI� WUDLQLQJ�� GLVFLSOLQH�� DQG� VRFLDO� VWDWXV�� -DQVVHQV¶� LQQRYDWLYH� WUHDWPHQW� RI�

dance in painted art galleries indicates his own understanding of the art of dancing and 

the art of being a connoisseur. These elements bring to mind the archival information 

that has been revealed about Janssens. 

The information gathered about Hiëronymus Janssens has clearly shown how he used 

different social strategies to not only get in touch with colleagues (to exchange 

compositions with) or art dealers (who bought and sold his paintings, such as the 

Forchondts), but also to meet the social group he depicted, i.e. the Antwerp urban elite, 

which mostly consists of the commercial elite and new nobility (whose cultural lives 

mingled together). He used different strategies; he was an important member of the 

VZRUGVPHQ¶V�JXLOG��DQG�WKHUHIRUH�QRW�RQO\�UHFHLYHG�D�ORW�RI�SUHVWLJH��EXW�DOVR�NQHZ�WKH�

art of fencing ± one of the aristocratic activities next to dancing and horse riding that 

molded the body into an ideal elegance), he frequented the theatre and the opera 

(meeting places of the wealthy bourgeoisie and the nobilit y), and he adopted an 

important position as warden of the chapel of the Holy Sacrament in his parish church. 

By doing so, Janssens met people of different social classes, including the Antwerp 

urban elite, and mostly the wealthy commercial elite (merchants) with aristocratic 

aspirations. These were the group of people that adopted an aristocratic lif estyle. 

Members of the wealthy elite members could also be found in his own street and parish. 

Janssens was even closely acquainted with the Van Eyck famil y, an ennobled merchant 

famil y, and one of his neighbours was the nobleman Jacques Le Roy. 

Janssens was thus able to study their dresses, lif estyles, and manners closely. His 

financial situation, however, showed that despite these circles, Janssens himself 
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belonged to the upper layers of middle class of society. Moreover, after his death, 

-DQVVHQV¶�ZLIH�GLG�QRW�RZQ�PXFK�KHUVHOI��DQG�ZDV�LQ�GHEW�WR�WKH�SDULVK�FKXUFK�� 

The social network research also revealed that Janssens knew musicians and dancing 

PDVWHUV��ZKR�WDXJKW�WKH�ZHDOWK\�HOLWH¶V�FKLOdren and brides and grooms a few months 

before their wedding how to dance. Jan Baptist van Doren worked for the Moretus 

IDPLO\�� -DQVVHQV¶� JUDQGFKLOGUHQ� ZHUH� DOO� ERUQ� LQ� %UXVVHOV�� DV� KLV� VRQ-in-law was a 

musician at the Brussels court chapel. Therefore, Janssens must have visited Brussels 

himself, which was an occasion to visit a city with a larger group of international 

nobility.  

It is clear that elegant company paintings were in fact bought by these members of the 

rising Antwerp elite, such as members of the (new) nobility, wealthy merchants 

(Nicolaas le Bon was a very wealthy merchant who lived in a richly decorated house 

with many paintings and silver ware ± he also had an elegant company painting by 

Janssens), and members of the political elite of the city. Moreover, by stressing the 

RXWZDUG�V\PEROV�RI�DQ�DULVWRFUDWLF�OLIHVW\OH��-DQVVHQV¶�SDLQWLQJV�± but also those by his 

colleagues and predecessors, as he mostly followed their inventions ± must have been 

extremely attractive to those who aspired to such a lif estyle, and who also knew about 

the latest fashion styles and dancing trends (cf. theory of kinesthetic empathy). In 

addition, members of the intellectual elite such as notaries, physicians, wealthy 

almoners also added such paintings to their collections. They were joined by craftsmen, 

shopkeepers, and owners of small enterprises as well. It is hard to define whether these 

owners may have identif ied in any way with the figures, and it is highly likely that they 

did not ± they most probably noted that such scenes (not the negative brothel scenes) 

GHSLFWHG�WKH�LGHDO�DULVWRFUDWLF�OLIHVW\OH�WR�ZKLFK�WKH\�GLG�QRW�EHORQJ��µWKH�RWKHU¶���,�KDYH�

also noted that those active in the textile and fashion industry also owned such works 

of art. These owners may have had particular interest in the depiction of fashion in the 

genre of elegant company paintings. 

Nevertheless, many viewers of JanVVHQV¶� VFHQHV� ZHUH� DOVR� DZDUH� RI� WKH� QHJDWLYH�

associations that were attached to dance and fashion. The young men and women 

frolicking in the latest fashion styles on the canvases must have definitely raised the 

eyebrows of many moralists. Janssens, however, was aware of these negative 



434 
 

connotations and sometimes added li ttle statues or paintings in the back of the scenes 

to indicate the negative moral that had been added (this had become, as Kolf in 

discusses, a mere convention in Southern Netherlands genre painting). The most 

obvious scenes in which the (fashionable dressed) young dance and enjoy lavish 

EDQTXHWV�DQG�ODVFLYLRXV�EHKDYLRXU��DUH�FRQGHPQHG��ZHUH�-DQVVHQV¶�SURGLJDO�VRQ�VFHQHV�

and brothel scenes.  

Janssens differentiated between the negative scenes and the positive depictions of 

courtly or aristocratic dance; in the negative paintings, Janssens depicted a woman 

VLWWLQJ�RQ�D�PDQ¶V�ODS��DQG�VWUHVVHG�WKH�W\SLFDO�PRUDOLVLQJ�HOHPHQWV�LGHQWLI\LQJ�WKH�VFHQH�

as a brothel (cf. chapter 3). Exemplary are the two prodigal son scenes in which the 

SURGLJDO� VRQ� LV� GHEDXFKLQJ� KLV� PRQH\�� LQ� WKHVH� VFHQHV� WKH� GDQFLQJ� PDQ¶V� SRVWXUH�

indicates clearly that this is not a polite, high society dancing scene, but a sinful activity, 

as his dancing posture does not conform to the ideal Baroque dancing style. Moreover, 

LQ�WKH�HOHJDQW�FRPSDQ\�SDLQWLQJV��PHQ�DQG�ZRPHQ�QHYHU�VLW�RQ�HDFK�RWKHU¶V�ODS��DQG�

behave elegantly by bowing, and holding an upright body.  

By stressing moralising elements, and depicting brothel scenes and the story of the 

prodigal son, Janssens appears to have been old-fashioned; he used elements from a 

pictorial tradition that was set long before him, and that his colleagues and predecessors 

Van der Lamen and Francken the Younger had also used. It is remarkable that Janssens 

mostly presented such scenes at the beginning and at the end of his career ± in the 1660s 

and the 1670s, he mainly depicted elegant company paintings without such clear 

moralising content, and also produced the painted art gallery scenes. 

Janssens merely followed the conventional tradition in his depictions of dance ± here, 

he used a typical conventional prototype: a central couple dancing, surrounded by a 

group of bystanders conversing elegantly, and sitting on chairs or on the ground. In the 

back of the painting musicians are performing for the audience (as was, in fact, done in 

reality at such balls).These elements (including the courting, and the music) belong to 

a tradition (Abraham Bosse, Frans Francken the Younger, Christoffel  Jacobsz Van der 

Lamen, Wenzel Hollar, etc.) ± and by depicting dancing scenes in such a manner, 

Janssens was not innovative, but mostly conformed his works to the taste of the 

(international) audience.  
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-DQVVHQV¶� SDLQWLQJV� EHORQJHG� WR� D� JHQUH� WKDW�ZDV�PRVWO\� SULFHG between 10 and 20 

guilders. The few examples that can be found indicate that his (large) paintings were 

PRUH� H[SHQVLYH� WKDQ� WKH� JHQHUDO� SURGXFWLRQ�� EXW� KLV� µQRUPDO¶� GDQFLQJ� VFHQHV� ILWWHG�

within this price range. They belong to the genre of paintings that were produced rapidly 

�UHXVLQJ�RQH¶V�RZQ�FRPSRVLWLRQV��EXW�QHYHUWKHOHVV�ZHUH�VWLOO�RI�KLJK�TXDOLW\��VLPLODU�WR�

)UDQV�)UDQFNHQ�WKH�<RXQJHU¶V�RU�'DYLG�,,,�5\FNDHUW¶V�SDLQWLQJV��RU�-DQ�YDQ�*R\HQ�LQ�

WKH� 1RUWKHUQ� 1HWKHUODQGV��� -DQVVHQV¶� SDLQWLQJV� ZHUH� VROG� QRW� only in the Southern 

Netherlands, but were also sold in the Northern Netherlands, England, France and 

Germany. Therefore, his subject choice and execution must have been appealing to a 

wide international audience. This is clear from the manner in which Janssens depicted 

his dancing company scenes ± he used stereotypical conventions (similar compositions 

were also adopted in, for example, French prints) that made sure his dancing scenes 

were immediately recognisable as elite dances.  

The important influence of French visual culture through prints by Abraham Bosse and 

an anonymous example edited by Balthasar Moncornet, indicates the exchange between 

France and the Southern Netherlands ± not only Janssens, but also Frans Francken the 

<RXQJHU¶V�SDLQWLQJV�KDG�PXFK�LQ�FRPPRQ�ZLWK�$EUDKDP�%RVVH¶V�GHVLJQV��7KLV�LQWHUHVW�

LQ�)UHQFK�FXOWXUH�LV�QRW�RQO\�FOHDU�LQ�KLV�FRPSRVLWLRQV��EXW�DOVR�LQ�-DQVVHQV¶�GHSLFWLRQ�

of fashion. 

Even though Janssens frequently reused different compositions, he always made sure 

that the figures GUHVVHV�DQG�KDLUVW\OHV�ZHUH�XS�WR�GDWH�RU�µj�OD�PRGH¶��7KH�DQDO\VLV�RI�

his depiction of fashion has clearly shown his preoccupation and knowledge of fashion. 

Janssens made sure his paintings depicted figures in the latest fashion styles, which 

eventually indicates that this was exactly what was expected of such elegant company 

scenes. Within the genre of elegant company paintings, this attention into depicting 

fashion styles appears to have been a general characteristic (although Frans Francken 

the Younger sometimes displayed old-fashioned dresses), as can be seen in Van der 

/DPHQ¶V� SDLntings. However, none of these scenes have been discussed thoroughly 

IURP�WKH�SRLQW�RI�YLHZ�RI�FRVWXPH�KLVWRU\��0\�VWXG\�RI�-DQVVHQV¶�RHXYUH�LQ�WKLV�UHVSHFW�

has already shown the importance of the latest fashion styles in his paintings. 

Hiëronymus Janssens was not a very innovative painter, but his oeuvre not only reveals 
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a lot of information about the depiction and thus the concept of idealised aristocratic 

lif estyle of the Southern Netherlandish wealthy urban elite and (new) aristocracy 

(dancing manners, IDVKLRQDEOH�GUHVVHV��DPRURXV�HQWHUWDLQPHQWV��«��± from the view 

point of a painter who knew all about the world of elite dance and elegance but himself 

GLG�QRW�EHORQJ�WR� WKLV�VRFLDO�JURXS��L�H��D�GHSLFWLRQ�RI�µWKH�RWKHU¶�� ± but is also very 

informative for WKH�KLVWRU\�RI� IDVKLRQ�� -DQVVHQV¶�SDLQWLQJV� DUH�RQH� RI� WKH� IHZ�YLVXDO�

sources that display the fast evolving French fashion styles that conquered the Southern 

Netherlands (in particular Antwerp) in the second half of the seventeenth century.  

Obviously, this dissertation has not only produced new insights, it also addresses future 

ZRUN�� $IWHU� DOO�� DV� DOZD\V� LQ� VFKRODUO\� UHVHDUFK�� µfinalizing the reading of this 

>GLVVHUWDWLRQ@�VKRXOG�EH�UDWKHU�WKH�EHJLQQLQJ�RI�VFLHQWLILF�H[SORUDWLRQ�WKDQ�DQ�HQG�¶1669 

From a cultural-historical point of view, my research has shown that the history of early 

modern dance in the seventeenth-century Southern Netherlands has barely been 

discussed, although a lot of sources (visual, archival and edited) are still to be discussed 

in much more depth. From an art-historical point of view, many other painters active at 

the end of the seventeenth century who also seem to have been interested in the 

depiction of fashionable figures à la mode (Franchois Duchatel, Hendrik van 

Minderhout, Alexander van Bredael, etc.) are still to be uncovered by art historians. 

Moreover, the archives still hold a lot of important information about the close network 

between art dealers, painters and art collectors from the second half of the seventeenth 

century. From a dress history point of view, the seventeenth-century Southern 

Netherlands, and certainly the second half of the century, is also still largely terra 

incognita. I hope that this dissertation may also be of use as a first step into this field of 

study��0\�DQDO\VLV�RI�-DQVVHQV¶�GHSLFWLRQV�RI�IDVKLRQ�KDV�LQGLFDWHG�WKDW�WKHVH�SDLQWLQJV�

are of great use for costume historians focusing on the Southern Netherlands (a field of 

study that still needs a lot of further investigations). 

This dissertation has showQ�WKDW�+LsURQ\PXV�-DQVVHQV¶�HOHJDQW�FRPSDQ\�SDLQWLQJV�DUH�

crucial for our understanding of the history of early modern fashion, and -  in general - 

                                                      
1669 Wim Magnus and Wim Schoenmaker, Quantum Transport in Sub-Micron Devices. A Theoretical 
Introduction, Berlin/ Heidelberg, 2002, p. 251.  
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for the cultural-historical notions of a seventeenth-century Southern Netherlandish 

aristocratic lifestyle à la mode. 
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Summary in Dutch 
 

In dit proefschrift staan de genretaferelen van de Antwerpse schilder Hiëronymus 

Janssens (1524-1693) centraal. Janssens is veruit de enige schilder uit de tweede helft 

van de zeventiende eeuw die dans, lichamelijkheid, muziek en vermaak van de hoge 

klasse zo vaak heeft weergegeven. In tegenstelling tot zijn Noord-Nederlandse 

FROOHJD¶V�� LV� HU� QDXZHOLMNV� RQGHU]RHN� JHYRHUG� QDDU� KHW� RHXYUH� YDQ� GH]H�$QWZHUSVH�

kunstenaar. Behalve zeventiende-eeuwse inventarissen en archivalia, zijn de oudste 

bronnen die Janssens bespreken te traceren tot de achttiende eeuw. Daar vinden ook de 

WZHH�ELMQDPHQ�YRRU�GH�VFKLOGHU��PHW�QDPH�µGH�GDQVHU¶�HQ�µGH�j�OD�PRGH�VFKLOGHU¶�KXQ�

oorsprong. Beide bijnamen blijken van groot belang voor ons begrip van het oeuvre van 

Janssens. Het zijn dDQ� RRN� -DQVVHQV¶� UHSUHVHQWDWLHV� YDQ� GDQV� HQ� PRGH� GLH� GH�

iconografische onderdelen van het proefschrift beslagen.  

Het onderzoek in dit proefschrift overschrijdt de grenzen van de kunstgeschiedenis, en 

maakt gebruik van en draagt bij tot de cultuurgeschiedenis en kostuumgeschiedenis van 

de Zuidelijke Nederlanden in de tweede helft van de zeventiende eeuw. Doordat het 

genre van de elegante gezelschappen, en vooral de schilderijen van Hiëronymus 

Janssens, representaties zijn van het ideale aristocratische leven van de zeventiende-

eeuwse elite, werd in dit proefschrift ook de contextuele achtergrond van dans en mode 

van de hogere klasse bestudeerd. 

In het Antwerpen van de zeventiende eeuw bestond de stedelijke elite (rijkdom, 

politieke en economische macht en sociaal aanzien) vooral uit leden van de 

FRPPHUFLsOH� HOLWH� PHW� DULVWRFUDWLVFKH� DVSLUDWLHV� �µKRPLQHV� QRYL¶�� RI� PHQVHQ� PHW�

mercantiele achtergrond die al in de adelstand waren verheven (iets wat in de 

zeventiende-eeuwse Zuidelijke Nederlanden geregeld gebeurde). De culturele 

RSYDWWLQJHQ�YDQ�GH]H�VRFLDOH�JURHSHQ�GLH�]LFK�RRN�YLD�KXZHOLMNHQ�DDQ�GH�µRXGH¶��DGHO�

bonden) vermengden zich sterk. Leden van deze (mercantiele en geadelde) stedelijke 

elite hechtten veel belang aan uiterlijke kenmerken van hun (geaspireerde) 

aristocratische levenswijze, zoals de aankoop van buitenverblijven, het rondrijden in 

koetsen, het starten van een kunstcollectie met het vertoon van connoisseurschap, etc. 

Bij hen moet ook het het kopen van dure en modieuze kledij en het aanleren van elegante 
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dans en de correcte, elegante lichaamshouding gezien worden als distinctiemiddel (het 

µj� OD�PRGH¶-zijn). Door uitgerekend deze symbolen zo sterk te benadrukken in zijn 

schilderijen, lijkt Janssens vooral deze groep (die ook uitgebeeld wordt in de 

gHVFKLOGHUGH� NXQVWNDPHUV�� YDQ� µDULVWRFUDWHQ¶� XLW� WH� EHHOGHQ� LQ� ]LMQ� HOHJDQWH�

gezelschappen. Anderzijds moeten het aristocratische karakter van de figuren in zijn 

bordeelscènes en de verloren zoon-taferelen ongetwijfeld ook de negatieve elementen 

van dans en mode hebben benadrukt (wat moralisten overigens ook vaak hebben 

gedaan). Door deze beide gezichtspunten weer te geven kwam Janssens tegemoet aan 

de verschillende opvattingen (positieve en negatieve) die heersten over dans en mode. 

In het eerste deel van het proefschrift werd duidelijk gemaakt dat Hiëronymus Janssens 

zelf niet behoorde tot deze sociale elite. Hij maakte, net zoals veel van zijn collega 

schilders, deel uit van de tamelijk welgestelde middenklasse. Echter, zijn deelname aan 

het sociale leven (schermersgilde, theater en opera-bezoeken, belangrijke rol in de 

parochie, etc.) maakt duidelijk dat Janssens toch een zekere sociale status nastreefde. In 

DO� GH]H� RUJDQLVDWLHV� OHJGH� -DQVVHQV� GXLGHOLMNH� FRQQHFWLHV� PHW� FROOHJD¶V�� SRWHQWLsOH�

kopers, en kunsthandelaars. Bovendien stelden zijn lidmaatschappen van deze 

organisaties hem in staat om persoonlijk in contact te komen met de leden van de sociale 

groepen die hij voorstelde op zijn schilderijen. Janssens kende ook de rijke, mercantiele 

elite persoonlij k. Daarnaast was hij ook erg thuis in de wereld van de vroegmoderne 

muziek en dans. Ongetwijf eld kende Janssens de sociale dans die de Antwerpse elite 

(zoals de Moretus familie) werd aangeleerd. De ideale lichaamshouding die aangeleerd 

werd in zulke dansen HQ�GH�HWLTXHWWH�YDQ�GH�µFLYLOLWp¶�]RDOV�GLH�ZRUGW�XLWJHEHHOG�LQ�]LMQ�

schilderijen (en ook in het hele genre van de elegante gezelschappen) waren geen 

abstracte typologische begrippen, maar verwezen naar een realiteit die Janssens vast 

goed kende. 

Het tweede hoofdstuk over het marktonderzoek naar de schilderijen van Janssens heeft 

aangetoond dat zijn grote schilderijen meer waard werden geacht dan de gemiddelde 

NRVWSULMV�ZDDUGH� YRRU� ]LMQ� VFKLOGHULMHQ� YDQ� HOHJDQWH� JH]HOVFKDSSHQ�� =LMQ� µQRUPDOH¶�

schilderijen waren echter ook redelijk goedkoop zoals blijkt uit een voorbeeld van 

µVOHFKWV¶����JXOGHQ��+LHUGRRU�ZLMNW�KLM�QLHW�HFKW�DI�YDQ�]LMQ�FROOHJD¶V��=XONH�VFKLOGHULMHQ�

werden over het algemeen gekocht door leden van verschillende sociale klassen (zowel 
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leden van de middenklasse, de intellectuele elite, de mercantiele elite, en de 

aristocratie). Dergelijke schilderijen werden ook verhandeld door kunsthandelaars zoals 

GH�)RUFKRQGW�ILUPD��ZDDUYDQ�GH�OHGHQ�-DQVVHQV¶�VFKLOGHULMHQ�YHUKDQGHOGHQ��HQ�*XLOOLDP�

Forchondt Janssens persoonlijk kende. De snelle productie wordt duidelijk doordat de 

schilders, inclusief Janssens, vaak hun motieven en composities opnieuw gebruikten 

�YHUJHOLMN�PHW�GH�1RRUGHOLMNH�1HGHUODQGHQ���-DQVVHQV¶�VFKLOGHULMHQ�ZDUHQ�QLHWWHPLQ�YDQ�

betere kwaliteit en behoorden tot de meest kwalitatief hoogstaande schilderijen die op 

zulke manier werden geproduceerd (althans in de Zuidelijke Nederlanden). Daarnaast 

VWRQG� KLM� RRN� EHNHQG� DOV� HHQ� ILJXXUVFKLOGHU� HQ�ZHUNWH� KLM�� QHW� DOV� ]LMQ� FROOHJD¶V� HQ�

voorgangers, ook samen met architectuurschilders.  

De receptie van de schilderijen verschilde ongetwijfeld van koper tot koper (figuren als 

ideale weergave van het eigen nagestreefde aristocratische bestaan of figuren als 

onbereikbaar ideaal van een hogere klasse).  

Het derde hoofdstuk heeft aangetoond dat Janssens niet echt innovatief was. Hij  bleef 

sterk hangen aan oude iconografische tradities (de idee dat de Zuid-Nederlandse 

genreschilderkunst veel traditioneler was dan de Noord-Nederlandse wordt bevestigd). 

Zijn schilderijen tonen heel duidelijk aan hoe de Franse en de Zuid-Nederlandse 

beeldtaal en visuele conventies elkaar beïnvloedden. Janssens gebruikte heel veel 

Franse voorbeelden uit prenten. Naast de Franse invloed, heeft Janssens ook duidelijk 

het oeuvre van zijn voorgangers Christoffel Jacobsz Van der Lamen, Louis de Caullery, 

Frans Francken de Jongere en Cornelis de Baeilleur bestudeerd. Hij gebruikte geregeld 

RSQLHXZ� KXQ� FRQYHQWLHV� ZDDUGRRU� ]LMQ� µRXGHUZHWVH¶� NDUDNWHU� ZRUGW� EHYHVWLJG� �KLM�

gebruikte motieven van kunstenaars uit de eerste helft van de zeventiende eeuw). Het 

EHODQJULMNVWH� LQ�-DQVVHQV¶�RHXYUH� LV�HFKWHU�GDW�KLM�HU� LQ�]LMQ�VFKLOGHULMHQ�YDQ�HOHJDQWH�

JH]HOVFKDSSHQ� YRRU� ]RUJGH� GDW� GH� NOHGLM� µXS-to-GDWH¶� �j� OD� PRGH�� ZHUG� XLWJHEHHOG��

Ondanks (of dankzij) GLW�WUDGLWLRQHOH�NDUDNWHU��EOLMNW�GDW�-DQVVHQV¶�VFKLOGHULMHQ�SRSXODLU�

ook buiten de grenzen van de Zuidelijke Nederlanden waren. Immers, dankzij zijn 

gebruik van oude, bekende conventies waren zijn schilderijen herkenbaar en universeel.  

Het vierde hoofdstuk geeft een introductie tot het belang van dans in de hoge klasse van 

de zeventiende-eeuwse Zuidelijke Nederlanden en de verschillende opvattingen die 

heersten over dans. De analyse van de houdingen en posities van de personages op de 
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schilderijen tonen aDQ�GDW�-DQVVHQV��QHW�DOV�]LMQ�FROOHJD¶V��HUYRRU�]RUJGH�GDW�]LMQ�ILJXUHQ�

de typische kenmerken van de modieuze, barokke dans weergaven. Het typologische 

overzicht heeft aangetoond dat Janssens niet erg vernieuwend was in zijn dansscènes, 

maar opnieuw koos voor de weergave van een dansgezelschap volgens de visuele 

beeldtraditie, die niet enkel in de Nederlanden maar ook in Engeland en Frankrijk 

bekend was. Zijn kennis van het belang van dans wordt echter duidelijk in zijn keuze 

om dans toe te voegen aan de geschilderde kunstkamers.  

0LMQ�RQGHU]RHN�WRRQW�YRRUDO�DDQ�GDW�-DQVVHQV¶�VFKLOGHULMHQ�EHODQJULMN�]LMQ�RPGDW�]H�- 

hoewel de representatie van modieuze kledij eveneens deel was van de typologische 

conventies van het genre - zeldzame representaties zijn die de veranderingen van de 

mode in de tweede helft van de zeventiende eeuw in de Zuidelijke Nederlanden 

weergeven.  
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dochters manier, Verciert met deughd ĺijcke seden, Die heden te lichtveerdigh gaen, 
Om wijse Jonghmans aen te staen, Ghent, 1636. 



Join-Lambert and Préaud 2004 
Sophie Join-Lambert and Maxime Préaud (eds.), Abraham Bosse, savant graveur 
Tours (vers 1604-1676, Paris), exh.cat., Paris, Bibliothèque Nationale de France/ 
Tours, Musée des Beaux-Arts, Paris/Tours, 2004. 

Jones 2010 
Malcolm Jones, The Print in Early Modern England. An historical oversight, New 
Haven/ London, 2010. 
 
Juymboll, Denis a.o. 1958 
W.R. Juymboll, V. Denis a.o., Winkler Prins van de Kunst. Encyclopedie van de 
architectuur/ beeldende kunst/ kunstnijverheid, part 1, Amsterdam/ Brussels, 1958. 

Katalog der Gemälde-Galerie im K. Schlosse zu Schleissheim, Munich, 1905. 

Kavaler 2013 
(WKDQ�0DWW�.DYDOHU��µ*RVVDHUW¶V�%RGLHV�DQG�(PSDWK\¶��Journal of Historians of 
Netherlandish Art, 5, 2 (Summer 2013). 

Kazárová 2008 
+HOHQD�.D]iURYi��µ7KH�7LPH�RI�WKH�'DQFLQJ�.LQJV¶��LQ��$QGUHD�5RXVRYi��HG����
Dances and Festivities of the 16th -18th Centuries, exh.cat., Prague, National Gallery in 
Prague, Prague, 2008. 

Keblusek 2011 
0DULND�.HEOXVHN��µ0HUFKDQWV¶�+RPHV�DQG�&ollections as Cultural Entrepôts: The Case 
RI�-RDFKLP�GH�:LFTXHIRUW�DQG�'LHJR�'XDUWH¶��English Studies, 92, 5 (2011). 

Keersmaekers 1978 
$��.HHUVPDHNHUV��µ'H�UHGHULMNHUVNDPHUV�WH�$QWZHUSHQ��NDQWWHNHQLQJHQ�LQ�YHUEDQG�PHW�
RQWVWDDQ��VDPHQVWHOOLQJ�HQ�RQGHUJDQJ¶��Varia Historica Brabantica VI-VII Uitgave van 
de Historische sectie van het Provinciaal Genootschap van Kunsten en 
Wetenschappen in Noord-Brabant (1978). 

Keersmaeckers 1996 
$��.HHUVPDHNHUV��µ'H�MRQJH�ORVERO�*XLOOLDP�2JLHU�EUHQJW�QLHXZ�OHYHQ�RS�KHW�
Antwerpse toneel. Komedie en rederijkers in zeventiende-HHXZV�$QWZHUSHQ¶��LQ��5�/��
Erenstein, D. Coigneau, R. van Gaal, et al. (eds.), Een theatergeschiedenis der 
Nederlanden. Tien eeuwen drama en theater in Nederland en Vlaanderen, 
Amsterdam,1996. 

Kelchtermans 2013 
/HHQ�.HOFKWHUPDQV��µ$GHOOLMNH�SURPRWLH�YHUEHHOG��3HWHU�6QD\HUV¶�SRUWUHWWHQ�YDQ�
Alexandre Hippolythe de Bournonville voor zijQ�%UXVVHOVH�VWDGVSDOHLV¶��LQ��.DWOLMQH�



Van der Stighelen, Leen Kelchtermans and Koenraad Brosens (eds.), Embracing 
Brussels. Art and Culture in the Court City, 1600-1800, Turnhout, 2013. 

Kelly 1934 
)�0��.HOO\��µ7KH�,FRQRJUDSK\�RI�&RVWXPH¶��The Burlington Magazine for 
Connoisseurs, 64, 375 (June 1934). 

Kersting 2003 
Markus Kersting (red.), Barocke Sammellust, die Sammlung Schönborn-Buchheim, 
Wolf ratshausen, 2003. 

Klapisch-Zuber 2011 
Christiane Klapisch-=XEHU��µ/D�OXWWH�SRXU�OD�FXORWWH��XQ�WRSRV�LFRQRJUDSKLTue des 
rapport conjugaux (XVe-;,;H�VLqFOHV�¶��CLIO. Histoire, femmes et sociétés, 34 
(2011). 

Klessmann 2003 
Rüdiger Klessmann, Die flämischen Gemälde des 17. und 18. Jahrhunderts, mus. cat., 
Braunschweig, Herzog Anton-Ulri ch museum, Braunschweig, 2003. 

 
 

Klinge 1991 
Margret Klinge, David Teniers de Jonge. Schilderijen ± Tekeningen, exh.cat., 
Antwerp, Koninklijk Museum voor Schone Kunsten, Ghent, 1991. 

Klinge 2001 
0DUJUHW�.OLQJH��µ3RUWUlWGDUVWHOOXQJHQ�DXI�GHU�7HUUDVVH��LP�+RI�XQG�*DUWHQ�
6XGQLHGHUOlQGLVFKH�%LOGQLVVH�GHV�����-DKUKXQGHUWV¶��LQ��8UVXOD�+lUWLQJ��HG����Gärten 
und Höfe der Rubenszeit, exh.cat., Hamm, Mainz, Munich, 2001. 

Klinge and Lüdke 2005 
Margret Klinge and Dietmar Lüdke, David Teniers der Jüngere 1610-1690: Alltag und 
Vergnügen in Flandern, exh.cat., Karlsruhe, Staatliche Kunsthalle, Heidelberg 2005. 

Kolf in 1999 
(OPHU�.ROILQ��µµ%HWDDPW�KHW�GH�&KULVWHQ�GH�GDQV�WH�DDQVFKRXZHQ"¶�'DQVHQGH�HOLWH�RS�
Noordnederlandse schilderijen en prenten (circa 1600-�����¶��LQ��-DQ�GH�-RQJVWH��
Juliette Roding and Boukje Thijs (eds.), Vermaak van de elite in de vroegmoderne tijd, 
Hilversum, 1999. 

Kolf in 2005 
Elmer Kolfin, The young gentry at play. Northern Netherlandish scenes of merry 
companies 1610-1645, Leiden 2005. 



Kory 1995 
$JQHV�.RU\��µ/HRSROG�:LOKHOP�DQG�KLV�3DWURQDJH�RI�0XVLF�ZLWK�6SHFLDO�5HIHUHQFH�WR�
2SHUD¶��Studia Musicologica Academiae Scientiarum Hungaricae, 36, Facs. ½ (1995). 

Kramm 1857-1864 
Christiaan Kramm, De levens en werken der Hollandsche en Vlaamsche 
kunstschilders, beeldhouwers, graveurs en bouwmeesters, van den vroegsten tot op 
onzen tijd, Aanhangsel A-Z,  Amsterdam, 1857-1864. http://www.dbnl.org  
 
Kremmer 1998 
&ODXV�.UHPPHU��µ,Q�6HDUFK�RI�&ODVVLFDO�)RUP��*HUDUG�GH�/DLUHVVH¶V�³*URRW�
6FKLOGHUERHN´�DQG�6HYHQWHHQWK-&HQWXU\�'XWFK�*HQUH�3DLQWLQJ¶��Simiolus: Netherlands 
Quarterly for the History of Art, vol. 26, nr. ½ (1998). 

Kunzle 2002 
David Kunzle, From Criminal to Courtier. The Soldier in Netherlandish Art 1550-
1672, Leiden/ Boston, 2002. 

Kuus 2000 
6DVNLD�.XXV��µ.LQGHUHQ�RS�KXQ�PRRLVW��.LQGHUNOHGLQJ�LQ�GH�]HVWLHQGH�HQ�]HYHQWLHQGH�
HHXZ¶��LQ��-DQ�%DSWLVW�%HGDX[�DQG�5XGL�(NNDUW��HGV����Kinderen op hun mooist. Het 
kinderportret in de Nederlanden, exh.cat., Haarlem, Frans Halsmuseum/ Antwerp, 
Koninklijk  Museum voor Schone Kunsten, Ghent/ Amsterdam, 2000. 

Kwass 2006 
0LFKDHO�.ZDVV��µ%LJ�+DLU��$�:LJ�+LVWRU\�RI�&RQVXPSWLRQ�LQ�(LJKWHHQWK-Century 
)UDQFH¶��American Historical Review (June 2006). 

Kyrova 1994 
0DJGD�.\URYD��µ0XVLF�LQ�6HYHQWHHQWK-Century Dutch PaintiQJ¶��(GZLQ�%XLMVHQ�DQG�
Louis Peter Grijp (eds.), The Hoogsteder Exhibition of Music & Painting in the 
Golden Age, exh.cat, The Hague, Hoogsteder & Hoogsteder/ Antwerp, Hessenhuis, 
The Hague/ Zwolle 1994. 

Lagerstam 2007 
Liisa Lagerstam, A Noble life: the cultural biography of Gabriel Kurck (1630-1712), 
Helsinki, 2007. 

Lai e.a. 1988 
Beatrice Lai et al. (eds.), The Golden Age of Flemish Painting, exh.cat., Taichung 
Taiwan Museum of Art, 1988. 

Landwehr 1968 
John Landwehr, Emblem and Fable Books printed in the low countries 1542-1813. A 



bibliography, third revised edition, Utrecht, 1968. 
 
La Realité magnifiée Peinture flamande 1550-1700, exh.cat., Metz, Musée La Cour 
G¶2U��0HW]������� 

Larsen 1985 
Erik Larsen, Seventeenth-Century Flemish Painting, Freren, 1985. 

Laver 1980 

James Laver, Cantecleer kostuumgeschiedenis Cantecleer, 1980 

Lawrence Steigrad Fine Arts, Portraits and other recent acquisitions, New York, 
2007. 

Lazard-Kelner 1964 
Josephine Lazard-Kelner, Les Oeuvres pour guitare de François Le Cocq. '¶DSUHV�OH�
manuscrit de Jean-Baptiste de Castillion (1729), Université Catholique de Louvain, 
June-July 1964. 

Lebeer 1939-1940 
/��/HEHHU��µ'H�%ODXZH�+X\FN�¶�Gentsche bijdragen tot de kunstgeschiedenis VI 
(1939-1940). 

Le Bihan 1990 
Olivier Le Bihan, /¶RU�HW�O¶RPEUH : Catalogue critique et raisonné des peintures 
hollandaises du dix-septième et du dix-huitième siècles conservées au Musée des 
Beaux-Arts de Bordeaux, mus.cat., Bordeaux, Musée des Beaux-Arts, 1990. 

Le Blanc 2004 
Marianne Le Blanc, '¶$FLGH�HW�'¶(QFUH�$EUDKDP�%RVVH������"-1676) et son siècle en 
perspectives, Paris, 2004. 

Le Brun Dalbanne 1865 
Le Brun-'DOEDQQH��µ(WXGH�VXU�+HQU\�-DQVVHQV�3HLQWUH�IODPDQG�GX�;9,,H�VLqFOH¶� 
Gazette des Beaux-Arts, 7, vol. 17, 7 (1865). 

Lefevere 2003 
Sarah Lefevere, De boedelinventaris op de letter en tussen de regels: Kleding in 
Antwerpen van 1600 tot 1640��XQSXEOLVKHG�PDVWHU¶V�WKHVLV��VXSHUYLVHG�E\�.DWOLMQH�9DQ�
der Stighelen), KU Leuven 2003. 

Legêne 1994 
(YD�/HJrQH��µ$�µ)RROLVK�3DVVLRQ�IRU�6ZHHW�+DUPRQ\¶�7KH�0XVLFDO�,QVWUXPHQW�
&ROOHFWLRQ¶��LQ��(GZLQ�%XLMVHQ�DQG�/RXLV�3HWHU�*ULMS��HGV����The Hoogsteder 



Exhibition of Music & Painting in the Golden Age, exh.cat, The Hague, Hoogsteder & 
Hoogsteder/ Antwerp, Hessenhuis, The Hague/ Zwolle 1994. 

 

Legrand 1963 
F.C. Legrand, Les peintres flamands de genre au XVIIe siècle, Brussels, 1963. 
Francine-Claire Legrand,  Les peintres flamands de genre au XVIIe siècle, Brussels, 
1963. 

Le Leyzour 2004 
3KLOLSSH�/H�/H\]RXU��µ*UDYXUH�HW�3HLQWXUH��¬�SURSRV�GH�TXHOTXHV�WDEOHDX[�SHLQWV�
G¶ DSUqV�OHV�HVWDPSHV�GH�%RVVH¶��LQ��6RSKLH�-RLQ-Lambert and Maxime Préaud (eds.), 
Abraham Bosse, savant graveur Tours (vers 1604-1676, Paris), exh.cat., Paris, 
Bibliothèque Nationale de France/ Tours, Musée des Beaux-Arts, Paris/Tours, 2004. 

Leppert 1977 
Richard Leppert, The theme of music in Flemish paintings of the seventeenth century, 
2 vols., Munich, 1977. 
 
Leppert 1978 
5LFKDUG�/HSSHUW��µ'DYLG�7HQLHUV�WKH�<RXQJHU�DQG�WKH�,PDJH�RI�0XVLF¶��Jaarboek van 
het Koninklijk Museum voor Schone Kunsten Antwerpen (1978). 
 
Les Heures du Jour 2009 
/HV�+HXUHV�GX�-RXU��'DQV�O¶LQWLPLWp�G¶XQH�IDPLOOH�GH�OD�KDXWH�VRFLpWp��GH�/RXLV�;,9�j�

la République, exh.cat., Dijon, Musée National Magnin, Paris, 2009. 

Le siècle de Rubens dans les collections publiques francaises, exh.cat., Paris, Grand 
Palais, 1977-1978. 

Les loisirs et les jeux, exh.cat., Brussels, Koninklijke Musea voor Schone Kunsten van 
België, 1961. 

/¶(VSULW�GHV�MRXUQDX[��)UDQoRLV�HW�étrangers. Par une société de gens-de-lettres, Paris/ 
Liège/ Brussels, February 1693. 

Letsinger 2014 
5REHUW�%��/HWVLQJHU��µ%HOJLDQ�)DOVH�,PSULQWV�3HUWDLQLQJ�WR�WKH�%ROODQGLVW-Carmelite 
Quarrel and to Controversies Surrounding Jansenism (1673-���¶��Quaerendo, 44 
(2014). 
  
Leurs s.d. 
Stan Leurs, Geschiedenis van de Vlaamsche Kunst, vol. 2, Antwerp, s.d. 



 
Liedtke 1984 
Walter A. Liedtke, Flemish Paintings in the Metropolitan Museum of Art, vol. 1, New 
York, 1984. 
 
Liedtke 1988 
:DOWHU�/LHGWNH��µ7RZDUGV�D�+LVWRU\�RI�'XWFK�*HQUH�3DLQWLQJ�,,��7KH�6RXWK�+ROODQG�
7UDGLWLRQ¶��LQ��5RODQG�(��)OHLVFKHU�DQG�6XVDQ�6FRWW�0XQVKRZHU��The Age of 
Rembrandt. Studies in Seventeenth-Century Dutch Painting, Papers in Art History 
from The Pennsylvania State University, vol. III, Dexter, Michigan, 1988. 
 
Liedtke 1989 
Walter A. Liedtke, The Royal Horse and Rider: Painting, Sculpture, and 
Horsemanship 1500-1800, New York, 1989. 
 
Lippmann 1886 
)ULHGULFK�/LSSPDQQ��µ(LQ�,WDOLHQLVFKHU�XQG�HLQ�'HXWVFKHU�.XSIHUVWLFK�GHV�;9�
-DKUKXQGHUWV�¶�Jahrbuch der Königlich Preussischen Kunstsammlungen 7 (1886). 
 
Lisken-Pruss 
Marion Lisken-3UXVV��µ%�UJHUKlXVHU�XQG�6WDGWSDOlVWH¶��LQ��*HUKDUG�)LQFN�DQG�1LFROH�
Hartje-Grave (eds.), Freiheit macht Pracht. Niederländische Kunst im 17. 
Jahrhundert, exh.cat., Wuppertal, von der Heydt-museum, 2009. 
 
Lisken-Pruss 2013 
Marion Lisken-Pruss, Gonzales Coques (1614-1684) der kleine Van Dyck, Turnhout, 
2013. 

Lister 1699 
Martin Lister, A journey to Paris in the Year 1698, London, 1699. 

Logan 1985 
Anne-0DULH�/RJDQ��µ7KH�SURGLJDO�VRQ�VHULHV�± E\�5XEHQV�RU�9DQ�7KXOGHQ"¶��LQ��
Rubens and his World, Antwerp, 1985. 

Lohse Belkin 1980 
Kristin Lohse Belkin, The Costume Book, Corpus Rubenianum Ludwig Burchard Part 
XXIV, Brussels, 1980. 

Lothe 2008 
José Lothe, /¶2HXYUH�JUDYp�G¶$EUDKDP�%RVVH�JUDYHXU�SDULVLHQ�GX�;9,,H�VLqFOH��
Catalogue general avec les reproductions de 451 estampes, Paris, 2008. 



 
Louboutin and Oursel 1985 
Catherine Louboutin and Hervé Oursel catalogue note  in: Au temps de Watteau, 
Fragonard et Chardin. Les Pays-Bas et les peintres français du XVIIIe siècle, exh.cat., 
Lille, Musée des Beaux-Arts, 1985.  

Loughman and Montias 2000 
John Loughman and John Michael Montias, Public and Private Spaces. Works of Art 
in Seventeenth-Century Dutch Houses, Zwolle, 2000. 

Luypaers 2000-2001 
Caroline Luypaers,  « /H�*R�W�SRXU�OHV�VSHFWDFOHV�HVW�WHOOHPHQW�GHYHQX�j�OD�PRGH« »  
Spektakelcultuur in het achttiende-eeuwse Antwerpen��PDVWHU¶V�WKHVLV�RQOLQH��.8�
Leuven, 2000-2001, 
 http://www.ethesis.net/spectakelcultuur/spectakelcultuur_deel_1.htm. 

 
Lyna en Vermeylen 2009 
'ULHV�/\QD�DQG�)LOLS�9HUPH\OHQ��µ5XEHQV�IRU�6DOH��$UW�$XFWLRQV�LQ�$QWZHUS�GXULQJ�
WKH�6HYHQWHHQWK�DQG�(LJKWHHQWK�&HQWXULHV¶��LQ��'ULHV�/\QD��)LOLS�9HUPH\OHQ�DQG�+DQV�
Vlieghe (eds.), Art Auctions and Dealers. The Dissemination of Netherlandish Art 
during the Ancien Régime, Turnhout, 2009. 
 
Magnus and Schoenmaker 2002 
Wim Magnus and Wim Schoenmaker, Quantum Transport in Sub-Micron Devices. A 
Theoretical Introduction, Berlin/ Heidelberg, 2002. 

Magnus 2012 
+DQQHORUH�0DJQXV��µ6FKLOGHUV��FRQQRLVVHXUV�HQ�KXQ��6DORPRQV�RRUGHHO��Het 
6FKLOGHULMHQNDELQHW��������YDQ�-DFRE�GH�)RUPHQWURX�HQ�(UDVPXV�,,�4XHOOLQXV¶��De 
Zeventiende Eeuw. Cultuur in de Nederlanden in interdisciplinair perspectief, 28, 1 
(2012). 
 

Magnus 2015 
+DQQHORUH�0DJQXV��µ$ULVWRFUDWLVFK�EH]LW�HQ�YHUPDDN�LQ�EHHOG�- Het recent 
JHUHVWDXUHHUGH�µ=LFKW�RS�KHW�NDVWHHO�YDQ�6FKRWHQ¶��F������-1680, Schoten, Arsenaal) 
van twee Antwerpse schilders Hiëronymus Janssens (1624-1693) en Gaspar de Witte 
(1624-�����¶��SCOT: Tijdschrift van de Vereniging voor Heemkunde Schoten, 42, 150 
(2015). 

Magnus and Van der Stighelen 2015 



Hannelore Magnus and Katlijne Van der Stighelen, µIntroduction: Facts and Feelings. 
Retracing Emotions of Artists, 1600-����¶��LQ��+DQQHORUH�0DJQXV�DQG�.DWOLMQH�9DQ�
der Stighelen (eds.), Facts & Feelings. Retracing Emotions of Artists, 1600-1800, 
Turnhout, 2015. 

Magnus 2015 (in press)  
+DQQHORUH�0DJQXV��µ7KH�VHYHQWHHQWK-century young gentry at hot cockles: 
,QYHVWLJDWLQJ�D�6RXWKHUQ�1HWKHUODQGLVK�QRYHOW\�DV�D�SUHOXGH�WR�WKH�URFRFR�µIrWHV�
JDODQWHV¶¶��Dutch Crossing (in press, 2015). 
 
Mai and Vlieghe 1992 
Ekkehard Mai and Hans Vlieghe, Van Bruegel tot Rubens. De Antwerpse 
schilderschool 1550-1650, exh.cat., Cologne, Wallraf-Richartz-Museum/ Antwerp, 
Koninklijk  Museum voor Schone Kunsten/ Vienna, Kunsthistorisches Museum, 
Ghent, 1992. 

Mansel 2005 
Philip Mansel, Dressed to Rule: Royal Court and Court Costume from Louis XIV to 
Elizabeth II, New Haven, 2005. 

Marr 2010 
$OH[DQGHU�0DUU��µµ7KH�)OHPLVK�µ3LFWXUHV�RI�&ROOHFWLRQV¶��*HQUH��DQ�2YHUYLHZ¶, 
Intellectual History Review, 20, 1 (2010). 

Marshall 1986 
'DYLG�0DUVKDOO��µ$�9LHZ�RI�3RJJLRUHDOH�E\�9LYLDno Codazzi and Domenico 
&DUJLXOR¶��Journal of the Society of Architectural Historians, vol. 45, nr. 1 (March 
1986). 

Martin 1905 
:��0DUWLQ��µ7KH�/LIH�RI�D�'XWFK�$UWLVW�LQ�WKH�6HYHQWHHQWK�&HQWXU\��3DUW�,,- Instruction 
LQ�3DLQWLQJ¶��The Burlington Magazine for Connoisseurs, vol. 7, nr. 30 (September 
1905).  
 
Martin 1906 
:��0DUWLQ��µ+RZ�D�'XWFK�3LFWXUH�:DV�3DLQWHG¶��The Burlington Magazine for 
Connoisseurs, 10, 45 (December 1906). 

Matluck Brooks 1986 
/\QQ�0DWOXFN�%URRNV��µ'DQFLQJ�DW�D�'XWFK�8QLYHUVLW\��7KH�)UDQHNHU�'DQFLQJ�0DVWHU��
1682-����¶��Dance Chronicle, 9, 3 (1986). 



Matluck Brooks 1988 
/\QQ�0DWOXFN�%URRNV��µ&RXUW��&KXUFK��DQG�3URYLQFH��'DQFLQJ�LQ�WKH�1HWKHUODQGV��
Seventeenth and Eighteenth CenturLHV¶��Dance Research Journal, 20, 1 (Summer 
1988). 

Matluck Brooks 2003 
Lynn Matluck Brooks, The Art of Dancing in Seventeenth-Century Spain. Juan de 
Esquivel and His World. Including a Translation of the Discursos sobre el arte del 
danzado by Juan de Esquivel Navarro (Seville, 1642) and Commentary on the Text, 
London, 2003. 

 

Maufort in Cardon 2002 
'DQLHOOH�0DXIRUW��µ/H�SRUWUDLW�GHV�'XDUWH��XQH�IDPLOOH�GH�PXVLFLHQV�G¶$QYHUV�SHLQW�SDU�
*RQ]DOHV�&RTXHV�FRQVHUYp�DX�6]pSP�YpV]HWL�0~]HX�GH�%XGDSHVW¶��LQ : Bert Cardon 
(ed.), "Als ich can" ; li ber amicorum in memory of Professor D. Maurits Smeyers, II. 
Corpus of illuminated manuscripts, vol. 12, Low Countries Series 8, Leuven 2002. 

McGowan 2008 
0DUJDUHW�0��0F*RZDQ��³'DQFH�LQ�6L[WHHQWK�DQG�(DUO\�6HYHQWHHQWK-&HQWXU\�)UDQFH´��
in Jennifer Nevile (ed.), Dance, Spectacle, and the Body Politick, 1250-1750, 
Bloomington, 2008. 
 
Mauquoy-Hendrickx 1991 
Marie Mauquoy-Hendrickx, /¶,FRQRJUDSKLH�G¶$QWRLQH�YDQ�'yck. Catalogue raisonné, 
part 1, Brussels, 1991. 
 
McNeil Kettering 1997 
$OLVRQ�0F1HLO�.HWWHULQJ��µ*HQWOHPHQ�LQ�6DWLQ��0DVFXOLQH�,GHDOV�LQ�/DWHU�6HYHQWHHQWK-
&HQWXU\�'XWFK�3RUWUDLWXUH¶��Art Journal, 56, 3 (How Men Look: On the Masculine 
Ideal and the Body Beautiful) (Summer, 1997). 

McNeil Kettering 2004 
$OLVRQ�0F1HLO�.HWWHULQJ��µ*HUDUG�WHU�%RUFK�HQ�GH�PRGHUQH�YRUP¶��LQ��$UWKXU�.��
Wheelock Jr., Gerard ter Borch, exh.cat., Washington, National Gallery of Art/ 
Detroit, Detroit Institute of Arts, Zwolle, 2004. 

Meier 2008 
Esther Meier in: Roswitha Juffinger et al., Erzbischof Guidobald Graf von Thun 1654-
1668: ein Bauherr für die Zukunft, exh.cat., Salzburg, Residenzgalerie, 2008. 
 



Mentges 2015 
*DEULHOH�0HQWJHV��µ(XURSHDQ�)DVKLRQ������-�����¶�European History Online. 
http://ieg-ego.eu/en/threads/models-and-stereotypes/the-spanish-century/gabriele-
mentges-european-fashion-1450-
1950#CourtlypresentationandmiddleclassfashionstylesFranceasfashionleader (access 
17 February 2015)  
 
Merriam 2012 
Susan Merriam, Seventeenth-Century Flemish Garland Paintings. Still Life, Vision, 
and the Devotional Image, Farnham/Burlington, 2012. 

Mertens and Torfs 1847 
F.H. Mertens and K.L. Torfs, Geschiedenis van Antwerpen sedert de stichting der stad 
tot onze tyden uitgegeven door de rederykkamer de Olyftak, vol. 3, Antwerp, 1847. 

Metken 1996 
Sigrid Metken, Der Kampf um die Hose: Geschlechterstreit und die Macht im Haus. 
Die Geschichte eines Symbols, Frankfurt, 1996. 

Michel 1933 
(GRXDUG�0LFKHO��µ/RXLV�GH�&DXOHU\�DX�0XVpH�G¶DQYHUV¶��5HYXH�EHOJH�G¶$UFKpRORJLH�HW�
G¶+LVWRLUH�GH�O¶$UW� III (1933). 

Miedema 1994 

Hessel Miedema (ed.), Karel van Mander. The lives of the illustrious Netherlandish 
and German Painters, Doornspijk, 1994. 

Milne 2015 
/RXLV�6��0LOQH��µ)UDQV�GH�0RPSHU¶��LQ��The Oxford Companion to Western Art. 
Oxford Art Online. Oxford University Press (access 8 May 2015) 
http://www.oxfordartonline.com.kuleuven.ezproxy.kuleuven.be/subscriber/article/opr/t
118/e1327 

Mobius 2003 
Jens Mobius, Oranienbaum Huis van Oranje, Wiederrerwerckung eines anhaltischen 
Fürstenschlosses Oranische Bildnisse aus fünf Jahrhunderten, exh.cat., Schloss 
Oranienbaum Landesausstellung Sachsen ± Anhalt, Kataloge und Schiften der 
Kulturstiftung Dessau Wörlitz, vol. 21, ed. by Thomas Weiss, Munich/ Berlin, 2003. 

Moelans 2009 
P. Moelans, Handgeschreven liederen. Wereldlijke liedcultuur in liedhandschriften 
(Zuidelijke Nederlanden, ca. 1600- ca. 1800) uit de Gentse universiteitsbibliotheek, 
unpublished Ph.D. thesis, KU Leuven, 2009. 



 
Moens 1986 
.DUHO�0RHQV��µ'H�YURXZ�LQ�GH�KXLVPX]LHN��(HQ�LFRQRJUDILVFKH�VWXGLH�QDDU���GH- en 
17de-HHXZVH�VFKLOGHULMHQ�HQ�SUHQWHQ�XLW�GH�1HGHUODQGHQ¶��Jaarboek van het Vlaams 
Centrum voor oude muziek II (1986). 

Moens and Kockelbergh 1994 
Karel Moens and Iris Kockelbergh, Muziek & Grafiek. Burgermoraal en muziek in de 
16de- en 17de-eeuwse Nederlanden, exh.cat., Antwerp, Hessenhuis, Ghent, 1994. 

Moens 2013 
.DUHO�0RHQV��µ0X]LHNLFRQRJUDILH¶��OHFWXUH����0DUFK�������0XVHXP�9OHHVKXLV�
Antwerp, organised by Koninklijk  Conservatorium Antwerp and Museum Vleeshuis | 
Klank van de stad, Amuz and Antwerp Doctoral School (University of Antwerp). 

Montias 1990 
-RKQ�0LFKDHO�0RQWLDV��µ7KH�,QIOXHQFH�RI�(FRQRPLF�)DFWRUV�RQ�6W\OH¶��De Zeventiende 
Eeuw, 6, 1 (1990). 

Montias 2003 
-RKQ�0LFKDHO�0RQWLDV��µ+RZ�QRWDULHV�DQG�2WKHU�6FULEHV�5HFRUGHG�:RUNV�RI�$UW�LQ�
Seventeenth-&HQWXU\�6DOHV�DQG�,QYHQWRULHV¶��Simiolus: Netherlands Quarterly for the 
History of Art, 30, ¾ (2003). 

Morsbach 2008 
Christiane Morsbach, Die Deutsche Genremalerei im 17. Jahrhundert, Weimar, 2008. 

Motley 1990 
Mark Motley, Becoming a French Aristocrat. The Education of Court Nobility 1580-
1715, New Jersey, 1990. 

Moussalli 1955 
8O\VVH�0RXVVDOOL��µ/HV�VRXUFHV�IODPDQGHV�GH�$��:DWWHDX¶��Belgisch Tijdschrift voor 
RXGKHLGNXQGH�HQ�NXQVWJHVFKLHGHQLV��5HYXH�EHOJH�G¶DUFKpRORJLH�HW�G¶KLVWRLUH�GH�O¶DUW, 
XXIV, 1-2 (1955). 

M.P.D.L.F. 1776 
M.P.D.L.F., Extrait des différens ouvrages publiés sur la vie des peintres, vol. 2., 
Paris, 1776. 

Muchembled 1991 
Robert Muchembled, De uitvinding van de moderne mens. Collectief gedrag, zeden, 
gewoonten en gevoelswereld van de middeleeuwen tot de Franse Revolutie, transl., 
Amsterdam, 1991. 



Muchembled 2006 

5REHUW�0XFKHPEOHG��µ7KXLV¶��LQ��3DXO�-DQVVHQV��HG����België in de zeventiende eeuw. 
De Spaanse Nederlanden en het prinsbisdom Luik, Ghent, 2006. 

Muizelaar and Phillips 2003 
Klaske Muizelaar and Derek Phillips, Picturing Men and Women in the Dutch Golden 
Age. Paintings and People in Historical Perspective, New Haven and London, 2003. 

Muller 2009 
6KHLOD�'��0XOOHU��µ<RXQJ�6FKRODU�LQ�KLV�6WXG\��3DLQWHUV�DQG�6FKRODUV�/HDUQLQJ�WKH�$UW�
of Conversation in Early Seventeenth-&HQWXU\�/HLGHQ¶��Envisioning the artist in the 
early modern Netherlands/ Het beeld van de kunstentaar in de vroegmoderne 
Nederlanden, Nederlands Kunsthistorisch Jaarboek, 59 (2009). 

Muller 2000 
-HIIUH\�0XOOHU��µ7KH�LPSRUWDQFH�RI�SODFH�LQ�3LHWHU�7K\V¶V�JURXS�SRUWUDLW�RI�WKH�ZDUGHQV�
RI�WKH�+RO\�6DFUDPHQW�&KDSHO�LQ�6W��-DFRE¶V�&KXUFK��$QWZHUS¶��LQ��.DWOLMQH�9DQ�GHr 
Stighelen, Hannelore Magnus and Bert Watteeuw (eds.), Pokerfaced. Flemish and 
Dutch Baroque Faces Unveiled, Turnhout, 2010. 
 
Munière 1983 
Léon Munière, µHiëronymus Janssens, dit le Danseur (Anvers 1624-1693) Le Bal a la 
&RXU¶� /¶(VWDPSLOOH��157 (May 1983). 

Museum van Schoone Kunsten catalogus Oude Meesters Schilderstukken, teekeningen, 
plaatsneden, mus.cat., Ghent Museum of Fine Arts, 1938. 

Musique de Cour, exh.cat., Tours Museum of Fine Arts, 1986. 

Muylle 1991 
-DQ�0X\OOH��µ*HQUH-Iconografie en GenresFKLOGHUV�LQ�:RRUG�HQ�%HHOG¶��LQ��-DQ�9DQ�GHU�
Stock, Stad in Vlaanderen. Cultuur en maatschappij 1477-1787, exh.cat., Brussels, 
Galerij van het Gemeentekrediet, Brussels, 1991. 
 
Muzzarelli 2009 
0DULD�*LXVHSSLQD�0X]]DUHOOL��µ5HFRQFLOLQJ�WKH�3ULYLOHJH�RI�D�)HZ�ZLWK�WKH�&RPPRQ�
*RRG��6XPSWXDU\�/DZV�LQ�0HGLHYDO�DQG�(DUO\�0RGHUQ�(XURSH¶��Journal of Medieval 
and Early Modern Studies, 39, 3 (2009). 

Naerebout 1990 
)�*��1DHUHERXW��µ6QRRGH�H[HUFLWLHQ��+HW�]HYHQWLHQGH-eeuwse Nederlandse 
SURWHVWDQWLVPH�HQ�GH�GDQV¶��Volkskundig Bulletin, 16, 2 (1990). 



Nalis 1998 
H. Nalis, The van Doetecum family part III, ed. by Ger Luijten and Christiaan 
Schuckman, The new Hollstein Dutch & Flemish etchings, engravings and woodcuts 
1450-1700, Rotterdam, 1998. 

Netchine 2009 
Ève Netchine, Jeux de princes. Jeux de vilains, exh.cat., Paris, Bibliothèque Nationale 
de France, Paris, 2009. 

Nevile, 2008 
-HQQLIHU�1HYLOH��µ'DQFH�LQ�(XURSH�����-����¶��LQ��-HQQLIHU�1HYLOH��HG����Dance, 
Spectacle, and the Body Politick, 1250-1750, Bloomington, 2008. 

Nevile 2008 
Jennifer Nevile (ed.), Dance, Spectacle, and the Body Politick, 1250-1750, 
Bloomington, 2008. 

Nicolaisen 2012 
Jan Nicolaisen, Niederländische Malerei 1430-1800 Museum der bildenden Künste 
Leipzig, Leipzig, 2012. 

Norberg and Rosenbaum 2014 
Kathryn Norberg and Sandra Rosenbaum (eds.), Fashion Prints in the Age of Louis 
XIV. Interpreting the Art of Elegance, Lubbock, Texas, 2014. 

1RWLFH�GHV�7DEOHDX[�GX�0XVpH�GH�OD�YLOOH�GH�*DQG��6LWXp�DX�ORFDO�GH�O¶$FDGpPLH�

Royale de Dessin, Peinture, Sculpture et Architecture, Ghent, 1834. 

Ogier 1921-1955 
W. Ogier, De toneelwerken, Willem van Eeghem and A. A. Keersmaeckers (eds.), 3 
vols., Antwerp/Amsterdam 1921-1955. 

Ogier 1682 
Wil lem Ogier, De seven hooft-sonden speels-ghewijs vermakelyk ende leersaem voor-
gestelt door G. Ogier van Antwerpen, Antwerp, 1682. 

Oldenbourg 1922  
R. Oldenbourg, Die flämische Malerei des XVII. Jahrhunderts, Berlin/Leipzig, 1922. 

Oppenheimer 1999 
Paul Oppenheimer, Rubens: A Portrait , New York, 1999. 

Oursel 1985 
 



P.A.-3���µ7ULEXQH�GHV�$UWV�8Q�WDEOHDX�D�LGHQWLILHU¶��Les Arts (September 1907). 

Paulicelli 2014 
Eugenia Paulicelli (ed.), Writing Fashion in Early Modern Italy. From Sprezzatura to 
Satire, Farnham, 2014. 

Peacock 1989 
Martha Lynne Moffit Peacock, Harpies and Henpecked Husbands: images of the 
powerful housewife in Netherlandish Art 1550-1700, PhD diss., Ohio State University, 
1989. 

Peacock 1999 
0��0RIILW�3HDFRFN��µ3URYHUELDO�5HIUDPLQJ��5HEXNLQJ�DQG�5HYHULQJ�:RPHQ�LQ�
7URXVHUV�¶�The Journal of the Walters Art Gallery 57, Place and Culture in Northern 
Art (1999). 

Pedro Pablo Rubens, exh.cat., Madrid, Palacio de Velàzquez, 1977-1978. 

Peeters 1999 
1DWDVMD�3HHWHUV��µ0DUNHG�IRU�WKH�PDUNHW"�&RQWLQXLW\��FROODERUDWLRQ�DQG�WKH�PHFKDQLFV�
of artistic production of history painting in the Francken workshops in counter-
UHIRUPDWLRQ�$QWZHUS¶��Nederlands Kunsthistorisch Jaarboek, 50, 1 (1999). 

Peeters 2012 
1DWDVMD�3HHWHUV��µ)URP�1LFRODDV�WR�&RQVWDQWLMQ��WKH�)UDQFNHQ�IDPLO\�DQG�WKHLU�ULFK�
artistic heritage (c. 1550-�����¶��LQ��.RHQUDDG�%URVHQV��/HHQ�.HOFKWHUPDQV�DQG�
Katlijne Van der Stighelen (eds.), Family Ties. Art Production and Kinship Patterns in 
the Early Modern Low Countries, Turnhout, 2012. 

Pennington 1982 
Richard Pennington, A descriptive catalogue of the etched works of Wenceslaus Hollar 
1607-1677, Cambridge 1982. 

Perrot 1987 
Philippe Perrot, Werken aan de schijn. Veranderingen van het vrouwelijk lichaam in 
de achttiende en negentiende eeuw, Nijmegen, 1987. 

Peter Paul Rubens 1577-1640: Ausstellung zur 400. Wiederkehr seiner Geburtstages, 
exh. cat., Vienna, 1977. 

Peterson 2010 
&�0��3HWHUVRQ��µ7KH�)LYH�6HQVHV�LQ�:LOOHP�,,�YDQ�+DHFKW¶V�&DELQHW�RI�&RUQHOLV�YDQ�
'HU�*HHVW¶��Intellectual History Review 20, 1 (2010). 



Pierre 2013 
$XURUH�3LHUUH��µ'X�SRXUSRLQW�DX�MXVWDXFRUSV��/D�VLOKRXHWWH�PDVFXOLQH�DX[�;9,,H�HW�
;9,,,H�VLqFOHV¶��LQ��'HQLV Bruna, La Mécanique des Dessous. Une histoire indiscète de 
la silhouette, exh.cat., Paris, Arts Décoratifs/ New York, Bard Graduate Center : 
Decorative Arts Design History, Matieral Culture, Paris, 2013. 

Pieter Breugel d. Ä. Als Zeichner. Herkunft und Nach-folge. Berlin, Staatliche Museen 
Preussischer Kulturbesitz, Kupferstichkabinett, 1975. 

Pietsch 2008 
-RKDQQHV�3LHWVFK��µ,,,��7KH�$UW�RI�7DLORULQJ�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶��LQ��-RKDQQHV�
Pietsch and Karen Stolleis, Kölner Patrizier- und Bürgerkleidung des 17. 
Jahrhunderts. Die Kostümsammlung Hüpsch im Hessischen Landesmuseum 
Darmstad, Riggisberger Berichte, 15, Riggisberg, 2008. 

Pietsch and Stolleis 2008 
Johannes Pietsch and Karen Stolleis, Kölner Patrizier- und Bürgerkleidung des 17. 
Jahrhunderts. Die Kostümsammlung Hüpsch im Hessischen Landesmuseum 
Darmstad, Riggisberger Berichte, 15, Riggisberg, 2008. 

Pietsch and Jolly 2012 
Johannes Pietsch and Anna Jolly (eds.), Netherlandish Fashion in the Seventeenth 
Century, Abegg-Stif tung, Riggisberg, 2012. 

Pigler 1974 
A. Pigler, Barockthemen. Eine Auswahl von Verzeichnissen zur Ikonographie des 17. 
und 18. Jahrhunderts, 3 vols., 2nd  revised edition, Budapest, 1974, vol. 2. 

Poirters 1646  
Adriaen Poirters, Het masker vande Wereldt afgetrocken, Antwerp, 1646. 

Poirters 1647 
Adriaen Poirters, Den Alderheijlichsten Naem voor een Nieu-jaer-gift Geschoncken 
aen de Ionckheyt, gehoude, weduwen, geestelyke, Antwerp, 1647. 

Poitevin 2011 
.LPEHUO\�3RLWHYLQ��µ,QYHQWLQJ�:KLWHQHVV��&RVPHWLFV��5DFH��DQG�:RPHQ�LQ�(DUO\�
0RGHUQ�(QJODQG¶��Journal for Early Modern Cultural Studies, 11, 1 (Spring/Summer 
2011). 

Porteman 1982 
.DUHO�3RUWHPDQ��¶����$QWRQXV�D�%XUJXQGLD¶��LQ��0DUFXV�GH�6FKHSSHU��HG����
Nederlandse Letteren in de Leuvense Universiteitsbibliotheek. Catalogus van de 



tentoonstellingen in de Universiteitsbibliotheek, exh.cat., Leuven, University Library, 
Leuven, 1982. 

Porteman 2013 
.DUHO�3RUWHPDQ��µ$�IHZ�OLWHUDU\-historical vedute of seventeenth-FHQWXU\�%UXVVHOV¶��LQ��
Katlijne Van der Stighelen, Leen Kelchtermans and Koenraad Brosens (eds.), 
Embracing Brussels. Art and Culture in the Court City, 1600-1800, Turnhout, 2013. 

Porteman and Smits-Veldt 2013 
Karel Porteman and Mieke B. Smits-Veldt, Een nieuw vaderland voor de muzen. 
Geschiedenis van de Nederlandse literatuur 1560-1700, Amsterdam, 2013. 

Poukens and Provoost 2011 
-RKDQ�3RXNHQV�DQG�1HOH�3URYRRVW��µ5HVSHFWDELOLW\��0LGGOH-Class Material Culture, and 
Economic Crisis: The Case of Lier in Brabant 1690-����¶��Journal of Interdisciplinary 
History, XLII, 2 (2011). 

Praz 1964 
Mario Praz, Studies in seventeenth-century imagery, Rome, 1964. 

Préaud 1999 
Maxime Préaud, Graveurs du XVIIe siècle. Jean Lepautre, part 2, Inventaire du fonds 
français, vol. 12, Paris, 1999. 

Preaud, Join-Lambert, and Meyer 2004 
Maxime Préaud, Sophie Join-/DPEHUW�DQG�9pURQLTXH�0H\HU��µ$EUDKDP�%RVVH�HW�OD�
VFqQH�GH�JHQUH¶��LQ��6RSKLH�-RLQ-Lambert and Maxime Préaud (eds.), Abraham Bosse, 
savant graveur Tours (vers 1604-1676, Paris), exh.cat., Paris, Bibliothèque Nationale 
de France/ Tours, Musée des Beaux-Arts, Paris/Tours, 2004. 

Préaud 2009 
0D[LPH�3UpDXG��µ/HV�DUWV�GH�O¶HVWDPSH�HQ�)UDQFH�DX�;9,,H�VLqFOH : panorama dur 
WUHQWH�DQV�GH�UHFKHUFKHV¶��3HUVSHFWLYH��2Q-Line), 3 (2009), put online on 8 June 2013, 
http://perspective.revues.org/1308. [accessed 12 August 2014]. 

Prims 1924 
Floris Prims, Geschiedenis van Sint-Joriskerk te Antwerpen, Antwerp 1924. 

)ORULV�3ULPV��µ$QWZHUSHQ�LQ�GH�ERHNHQ�YDQ�/DG\�0DUJDUHW�RI�1HZFDVWOH��XLW�KHW�
5XEHQVKXLV¶��Antwerpiensia 1939, 13 (1939). 
 
Prims 1941 
Floris Prims, Geschiedenis van Antwerpen, VIII. Met Spanje (1555-1715) 1ste boek ± 
de politische orde, Antwerp, 1941. 



Pugliese 2000 
3DWUL�-��3XJOLHVH��µ,VVXHV�LQ�)HQFLQJ�DQG�'DQFLQJ�LQ�WKH�/DWH�6L[WHHQWK�&HQWXU\¶��LQ��%��
Ravelhofer (ed.), Terpischore 1450-1900: International Dance Conference Ghent, 
Belgium 11-18 April 2000: Proceedings, 2000. 

Pugliese 2015 
Patri J. PuglieVH��µ3DUUDOOHOV�%HWZHHQ�)HQFLQJ�DQG�'DQFLQJ�LQ�/DWH�6L[WHHQWK-Century 
7UHDWLVHV¶��http://www.umass.edu/renaissance/lord/pdfs/Parallels.pdf [access 15 
January 2015]. 

Put 2015 
Eddy Put, µ$UFKLYDO�,QWHOOLJHQFH�DQG�WKH�(DUO\�0RGHUQ�9RFDEXODU\�RI�(PRWLRQV¶��LQ��
Hannelore Magnus and Katlijne Van der Stighelen (eds.), Facts & Feelings. Retracing 
Emotions of Artists, 1600-1800, Turnhout, 2015.  

Rangström 2002 
/HQD�5DQJVWU|P��µ7KUHH�OLRQV�3DODWLQH��&KDUOHV�;������-1660), Charles XI (1655-
1697) and Charles XII (1682-1718), in: Lena Rangström et al., Lions of Fashion. Male 
Fashion of the 16th, 17th, 18th centuries, exh.cat., Stockholm, The Royal Armoury, 
Värnamo, 2002. 

Lena Rangström et al., Modelejon Manligt Mode 1500-tal 1600-tal 1700-tal, exh.cat., 
Stockholm, Livrustkammaren, Värnamo, 2002 [Lena Rangström et al., Lions of 
Fashion. Male Fashion of the 16th, 17th, 18th centuries, exh.cat., Stockholm, The 
Royal Armoury, Värnamo, 2002]. 

Rasch 2001 
5XGROI�5DVFK��µ&RQVWDQWLMQ�+X\JHQV�LQ�%UXVVHO�RS�EH]RHN�ELM�/HRSROG�:LOKHOP�YDQ�
Oostenrijk 1648-����¶��Revue belge de Musicologie/ Belgisch Tijdschrift voor 
Muziekwetenschap, vol. 55 (2001).  

Raux 2009 
6RSKLH�5DX[��µ$UW�on Drawings. Lotteries of Works of Art in the Sixteenth-Century 
6RXWKHUQ�1HWKHUODQGV¶��LQ��'ULHV�/\QD��)LOLS�9HUPH\OHQ�DQG�+DQV�9OLHJKH��HGV����Art 
Auctions and Dealers. The Dissemination of Netherlandish Art during the Ancien 
Régime, Turnhout, 2009. 

Ravelhofer 2000 [a] 
Barbara Ravelhofer (ed.), B. de Montagut Louange de la danse. In Praise of the 
Dance, Renaissance Texts from Manuscript, 3, Cambridge, 2000. 

Ravelhofer 2000 
B. Ravelhofer (ed.), Terpischore 1450-1900: International Dance Conference Ghent, 
Belgium 11-18 April 2000: Proceedings, 2000. 



Rencken 1953 
%�-�$��5HQFNHQV��µ-DFREXV�HQ�&KULVWRIIHO�9DQ�GHU�/DPHQ�WH�$PVWHUGDP¶��Oud 
Holland, 68 (1953).  
 

Renger 1986 
Konrad Renger, Adriaen Brouwer und das niederländische Bauerngenre 1600-1660, 
exh.cat., Munich, Alte Pinakothek, Munich, 1986. 

Renger 1992 
.RQUDG�5HQJHU��µ'LH�*HQUHPDOHUHL¶��LQ��(NNHKDUG�0DL�DQG�+DQV�9OLHJKH��HGV����Von 
Breugel bis Rubens. Das goldene Jahrhunderts der flämische Malerei, exh.cat., 
Cologne, Wallraf-Richartz-Museum/ Antwerp, Koninklijk Museum voor Schone 
Kunsten/ Vienna, Kunsthistorisches Museum, Cologne, 1992. 

Renger 1993 
.RQUDG�5HQJHU��µ)OHPLVK�*HQUH�3DLQWLQJ��/RZ�/LIH-High Life-'DLO\�/LIH¶��LQ��3HWHU�&��
Sutton, The Age of Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of 
Arts, Ghent, 1993. 

Revel 1989 
-DFTXHV�5HYHO��µ'H�WRHSDVVLQJ�YDQ�GH�ZHOOHYHQGKHLG¶�LQ��5RJHU�&KDUWLHU��HG����
Geschiedenis van het persoonlijk leven (postume edition of the book prepared and 
initiated by Philippe Ariès), translation, Amsterdam 1989. 
 
Reynolds 2013 
Anna Reynolds, In fine Style. The Art of Tudor and Stuart Fashion, London, 2013. 

Ribeiro 1986 
Aileen Ribeiro, Dress and Morality, London, 1986. 

Ribeiro 1998 
$LOHHQ�5LEHLUR��µ5H-Fashioning Art: Some Visual Approaches to the Study of the 
+LVWRU\�RI�'UHVV¶��Fashion Theory, vol. 2, nr. 4 (1998). 

Ribeiro 2005 
Aileen Ribeiro, Fashion and Fiction. Dress in Art and Literature in Stuart England, 
New Haven/ London, 2005. 

Riether 1996 
Achim Riether, Die sichtbare Welt: niederländische Bilder des 16. Und 17. 
Jahrhunderts : Sammlung Christoph Müller, exh.cat., Ulm, Ulmer Museum, 
Tübingen/ Berlin, 1996. 



Risselin-Steenebrugen 1952 
Marie Risselin-6WHHQHEUXJJHQ��µ/D�'HQWHOOH�GDQV�OHV�3D\V-%DV�0HULGLRQDX[�G¶DSUqV�
OHV�3RUWUDLWV�GDWpV��ILQ�;9,H�6LqFOH��������¶��LQ : Actes du Ier Congrès International 
G¶+LVWRLUH�GX�&RVWXPH, Centro Internazionale delle Arte e del Costume, organized in 
Venice, 1952. 

Rittersma 2010 
5HQJHQLHU�&��5LWWHUVPD��µ3XWWLQJ�6RFLDO�6WDWXV�DQG�6RFLDO�$VSLUDWLRQV�RQ�'LVSOD\��$�
Panoramic Study on Manifestations of Luxury in the Low Countries, 1500 to the 
3UHVHQW¶��LQ��Luxury in the Low Countries. Miscellaneous Reflections on Netherlandish 
Material Culture, 1500 to the Present, Brussels, 2010. 

Roberts and Groenendijk 2005 
%HQMDPLQ�5REHUWV�DQG�/HHQGHUW�)��*URHQHQGLMN��µ0RUDO�3DQLF�DQG�+ROODQG¶V�/LEHUWLQH�
<RXWK�RI�WKH�����V�DQG�����V¶��Journal of Family History, 30 (2005). 

Roberts 2012 
Benjamin B. Roberts, 6H[�DQG�'UXJV�EHIRUH�5RFN�µQ�5ROO��<RXWK�&XOWXUH�DQG�
0DVFXOLQLW\�GXULQJ�+ROODQG¶V�*ROGHQ�$JH� Amsterdam, 2012. 

Roche 1996 
Daniel Roche, The Culture of Clothing Dress and Fashion in the Ancien Regime, 
translation, Cambridge/ New York/ Melbourne/ Paris, 1996. 

Rodney Nevitt 2003 
H. Rodney Nevitt, Jr., Art and the Culture of Love in Seventeenth-Century Holland, 
Cambridge, 2003. 

Roeck 2006 
Bernd Roeck, Civic culture and everyday life in early modern Germany, Leiden/ 
Boston, 2006. 

Roggen 2008 
/LHQ�5RJJHQ��µ'H�&RQWUDUHIRUPDWLH�DOV�PX]H�YRRU�=XLG-1HGHUODQGVH�-H]XwWHQDXWHXUV¶��
Nederlandse Letterkunde, 13, 2 (September 2008). 
 
Rombouts and Van Lerius 1961 
P[hilippe-Felix] Rombouts and T[heodoor] van Lerius, De Liggeren en andere 
historische archieven der Antwerpsche Sint Lucasgilde, onder zinspreuk: Wt ionsten 
versaemt, Amsterdam, 1961. 

Roobaert 2004 
(��5RREDHUW��µ(HQ�SULQVHOLMNH�EUXLORIW�LQ�%UXVVHO�LQ������HQ�GH�VFKLOGHUZHUNHQ�LQ�KHW�



paleis op de Coudenberg. Het profiel van de Brusselse schilder in de 16de eeuw: 
DUFKLYDOLVFKH�JHJHYHQV¶��Oud Holland, 117, ½ (2004). 

Roodenburg 1991 
+HUPDQ�5RRGHQEXUJ��µ2YHU�NRUVHWWHQ��OLFKDDPVKRXGLQJ�HQ�JHEDUHQ��Een 
FXOWXXUKLVWRULVFKH�YHUNHQQLQJ�YDQ�GH�µQLHXZH�IDWVRHQHQ¶�WXVVHQ�UXZZHJ������HQ�
����¶, Textielhistorische Bijdragen, 31 (1991). 

Roodenburg 1993 [a] 
+HUPDQ�5RRGHQEXUJ��µ2YHU�VFKHHIKDO]HQ�HQ�]ZHOOHQGH�KHXSHQ��(QLJH�DUJXPHQWHQ�
voor een historische antropologie van de zeventiende-HHXZVH�VFKLOGHUNXQVW¶��De 
Zeventiende Eeuw, 9 , 2 (1993). 

Roodenburg 1993 [b] 
+HUPDQ�5RRGHQEXUJ��µ'H�µKDQG�YDQ�YULHQGVFKDS¶�2YHU�KHW�KDQGHQ�VFKXGGHQ�HQ�
DQGHUH�JHEDUHQ�LQ�GH�5HSXEOLHN�GHU�]HYHQ�9HUHQLJGH�3URYLQFLsQ¶��LQ��-DQ�%UHPPHU�
and Herman Roodenburg (eds.), Gebaren en lichaamshouding van de Oudheid tot 
heden, Nijmegen, 1993. 

Roodenburg 1995 
+HUPDQ�5RRGHQEXUJ��µµ:HOVWDQG¶�HQ�µZHOOHYHQGKHLG¶�2YHU�KRXGLQJHQ��JHEDUHQ�HQ�
gelaatsuitdrukkingen in de schilderkunst, de toneelkunst en de rhetorica: de inbreng 
YDQ�KHW�FODVVLFLVPH¶��LQ��5HLQGHUW�)DONHQEXUJ��-DQ�GH�-RQJ��+erman Roodenburg and 
Frits Scholten (eds.), Beeld en zelfbeeld in de Nederlandse Kunst, 1550-1750, 
Nederlands Kunsthistorisch Jaarboek (1995). 

Roodenburg 2000 
+HUPDQ�5RRGHQEXUJ��µ2Q�³6ZHOOLQJ´�WKH�+LSV�DQG�&URVVLQJ�WKH�/HJV��'LVWLQJXLVKLQJ�
3XEOLF�DQG�3ULYDWH�LQ�3DLQWLQJV�DQG�3ULQWV�IURP�WKH�'XWFK�*ROGHQ�$JH¶��LQ��$UWKXU�.��
Wheelock, Jr. and Adele Seeff (eds.), The Public and the Private in Dutch Culture of 
the Goden Age, London/ Toronto, 2000. 

Roodenburg 2004 
Herman Roodenburg, The eloquence of the body. Perspectives on gesture in the Dutch 
Republic, Zwolle 2004. 

Roodenburg in: Roodenburg 2007/2013 
+HUPDQ�5RRGHQEXUJ��µ'DQFLQJ�LQ�WKH�'XWFK�5HSXEOLF��WKH�XVHV�RI�ERGLO\�PHPRU\¶��LQ��
Herman Roodenburg (ed.), Forging European Identities, 1400-1700, Cambridge, 
2007/2013 (paperback edition). 

Roodenburg 2008 
+HUPDQ�5RRGHQEXUJ�µ9HUV�XQH�KLVWRLUH�YUDLPHQW�FXOWXUHOOH�GH�OD�PRGH��O¶H[DPSOH�GH�
OD�SHLQWXUH�QpHUODQGDLVH�DX�;9,,H�VLqFOH¶��Apparence(s), 2 (2008) [online], online since 



28 August 2008, consulted URL: http://apparences.revues.org/index783.html (paper 
version Rubenianum access 12 November 2009). 

Rooses 1879 
Max Rooses, Geschiedenis der Antwerpsche Schilderschool��*KHQW��$QWZHUS��¶V�
Gravenhage, 1879. 

Rooses 1893 
0D[�5RRVHV��µ'H�0XQWHQ�HQ�GH�:DDUGH�YDQ�KHW�JHOG�LQ�KHW�EHJLQ�GHU�;9,,H�HHXZ¶��
Oud Holland, 11, 1 (1893). 

Rosen 2010 
Jochai Rosen, Soldiers at Leisure: The Guardroom Scene in Dutch Genre Painting of 
the Golden Age, Amsterdam, 2010. 

Rosenberg 2009 
Pierre RoVHQEHUJ��µ6RPH�0RGHVW�5HIOHFWLRQV�RQ�-HDQ-Antoine Watteau (1684-�����¶��
in: Katharine Baetjer (ed.), Watteau, Music, and Theater, exh.cat., New York, The 
Metropolitan Museum of Art, New Haven and London, 2009. 

Rosenthal 2014 
/LVD�5RVHQWKDO��µ0DVFXOLQH�9LUWXH�LQ�WKH�.XQVWNDPHU��3LFWXUD��/XFUH��DQG�/X[XU\¶��LQ��
Mara R. Wade (ed.), Gender Matters. Discourses of Violence in Early Modern 
Literature and the Arts, Amsterdam/ New York, 2014. 

Rousová 2008 [a] 
$QGUHD�5RXVRYi��µ7KH�0RWLI of Dance in the Fine Arts of the 16th ± 18th Centuries, 
DQG�D�%ULHI�2XWOLQH�RI�LWV�,FRQJUDSK\¶��LQ���$QGUHD�5RXVRYi��HG����Dances and 
Festivities of the 16th -18th Centuries, exh.cat., Prague, National Gallery in Prague, 
Prague, 2008. 

Rousová 2008 [b] 
$QGUHD�5RXVRYi��µ&RXUWLHUV�YHUVXV�3HDVDQWV��7KH�$HVWKHWLFV�RI�0RYHPHQW�DV�DQ�
([SUHVVLRQ�RI�6RFLDO�6WDWXV¶��LQ���$QGUHD�5RXVRYi��HG����Dances and Festivities of the 
16th -18th Centuries, exh.cat., Prague, National Gallery in Prague, Prague, 2008. 

Rousová and Kazárová 2008 
in: Andrea Rousová (ed.), Dances and Festivities of the 16th -18th Centuries, exh.cat., 
Prague, National Gallery in Prague, Prague, 2008.  

Rylant 1938 
-��5\ODQW��µ+LVWRULVFKH�ELQQHQ]LFKWHQ�GHU�NDWKHGUDDO�YDQ�$QWZHUSHQ¶��Bijdragen tot de 
geschiedenis, 29 (October-December 1938). 



Saavedra 1992 
Santiago Saavedra (ed.), Jan Brueghel y los gabinetes de pinturas, exh.cat., Madrid, 
Museo del Prado, Madrid, 1992. 

Sabbe 1924 
Maurits Sabbe, Uit het Plantijnsche huis. Verspreide opstellen, Antwerp, 1924. 

Sabbe 1924 
0DXULWV�6DEEH��µ'H�0RUHWXVVHQ�RS�UHLV�LQ������GRRU�GH�%UDEDQGVFKH�.HPSHQ��GH�
Meierij van 's-+HUWRJHQERVFK��=HHODQG�HQ�9ODDQGHUHQ¶�LQ�0DXULWV�6DEEH��Uit het 
Plantijnsche huis. Verspreide opstellen, Antwerp, 1924. 

Salmen 1988 
Walter Salmen, Tanz im 17. Und 18. Jahrhundert, Musikgeschichte in Bildern, IV: 
Musik der Neuzeit, Leipzig, 1988. 

Salomon 2004 
Nanette Salomon, Shifting Priorities. Gender and Genre in Seventeenth-Century 
Dutch Painting, Stanford California, 2004. 

Saur, Allgemeines Künstler-Lexikon. Die bildenden Künstler aller Zeiten und Völker, 
vol. 52, Munich/ Leipzig, 2006. 

Schama 1988 
S. Schama, transl. by E. Dabekaussen, B. da Lange and T. Maters, Overvloed en 
onbehagen. De Nederlandse cultuur in de Gouden Eeuw, Amsterdam, 1988. 

Schreurs 1991 
(XJHHQ�6FKUHXUV��µ.ODQNHQ�LQ�GH�VWDG¶��LQ��-DQ�9DQ�GHU�6WRFN��HG����Stad in 
Vlaanderen. Cultuur en maatschappij 1477-1787, exh.cat., Brussels, Gemeentekrediet, 
Brussels, 1991. 
 
Schröder-Klaassen 2007 
Alice Anna Schröder-Klaassen, Tanzdarstellungen in höfischen und bürgerlichen 
Gesellschaftsszenen der flämischen und niederländischen Malerei und Graphik des 16. 
und 17. Jahrhunderts, Phd. Thesis, Christian-Albrechts-Universität zu Kiel, 2007. 

Schutte 1999 
R.-$��6FKXWWH��µ,QWHOOHFWXHHO amusement ter verpozing van de geest. De vorstelijke 
verzameling van de hertogen van Braunschweig-Wolfenbuttel in de zeventiende en 
DFKWWLHQGH�HHXZ¶��LQ��-��GH�-RQJVWH��-��5RGLQJ�DQG�%��7KLMV��HGV����Vermaak van de elite 
in de vroegmoderne tijd, Hilversum, 1999. 



Schwartz 1998 [a] 
&KULV�6FKZDUW]��µ,QVWLWXWLRQDOLVHULQJ�HQ�RQWZikkeling van de schermkunst vanaf de 
UHQDLVVDQFH�WRW�����¶��LQ��&KULV�&RSSHQV��)UDQFLV�&UDKD\��.ULVWLQ�'DHQHQ�HW�DO���En 
Garde! Schermen verbeeld. Schermboeken uit de Corble-collectie, wapens & 
attributen, Louvain 1998. 

Schwartz 1998 [b] 
&KULV�6FKZDUW]��µ'H�NRQLQNOLMNH�HQ�ULGGHUOLMNH�VFKHUPJLOGH�YDQ�6LQW-Michiel te Gent: 
VFKDNHO�WXVVHQ�YURHJHU�HQ�QX¶��LQ��&KULV�&RSSHQV��)UDQFLV�&UDKD\��.ULVWLQ�'DHQHQ�
et.al., En Garde! Schermen verbeeld. Schermboeken uit de Corble-collectie, wapens & 
attributen, Louvain 1998. 

Scott 2010 
Jennifer Scott, The Royal Portrait Image and Impact, London, 2010. 

Seelig 2013 
Gero Seelig, Kosmos der Niederländer. Die Sammlung Christoph Müller, 
Bestandskatalog Staatliches Museum Schwerin, mus.cat., Schwerin, Staatliches 
Museum Schwerin, Petersberg, 2013. 

Semmens 1997 
5LFKDUG�6HPPHQV��µ%UDQOHV��*DYRWWHV�DQG�&RQWUHGDQFHV�LQ�WKH�ODWHU�VHYHQWHHQWK�DQG�
HDUO\�HLJKWHHQWK�FHQWXULHV¶��Dance Research: The Journal of the Society for Dance 
Research, 15, 2: Papers from the Dance to Honour Kings Conference (1997). 

Settom 1991 
Kenneth M. Settom, Venice, Austria, and the Turks in the Seventeenth Century, 
Philadelphia, 1991. 

Shawe-Taylor 2009 
Desmond Shawe-Taylor, The Conversation Piece. Scenes of fashionable life, London, 
2009. 

Silver 2006 
Larry Silver, Peasant Scenes and Landscapes. The Rise of Pictorial Genres in the 
Antwerp Art Market, Philadelphia, 2006. 

Simon 1686 
R.P. Simon, mars, /¶(JOLse Militante ou la Cite de Dieu en terre, batie par les vertues, 
SROLFH�SDU�OHV�VDFUHPHQV��DWWDTXHH�SDU�OHV�SXLVVDQFHV�GH�O¶HQIHU�HW�VRXWHQXH�OHV�DUPHV�

invincibles de Jesus-Christ, second edition, Doornik, 1686. 



Siret 1874 
$G��6LUHW��µ/HV�+X\VPDQV¶��%XOOHWLQ�GHV�&RPPLVVLRQV�5R\DOHV�G¶DUW�HW�G¶DUFKpRORJLH, 
2 (1874). 

Siret 1866 
Adolphe Siret, Dictionnaire historique des peintres de toutes les écoles depuis 
O¶RULJLQH�GH�OD�SHLQWXUH�MXVTX¶D�QRV�MRXUV��VHFRQG�UHYLHZHG�HGLWLRQ, Paris, 1866. 

Siret 1888-1889 
Ad[olphe] Siret in: Biographie Nationale (SXEOLp�SDU�O¶$FDGpPLH�5R\DOH�GHV�6FLHQFHV��
des Lettres et des Beaux-Arts de Belgique), vol. 10 (I-K), Brussels, 1888-1889. 

Sládek 2008 
0LORã�6OiGHN��µ$�+XPEOH�3LHFH�RQ�'DQFLQJ��RU��'DQFH�LQ�WKH�/LWHUDWXUH�RI�WKH�+RPLO\�
LQ�WKH�&]HFK�/DQGV�GXULQJ�WKH���WK�DQG���WK�&HQWXULHV¶��LQ�$QGUHD�5RXVRYi��HG����
Dances and Festivities of the 16th -18th Centuries, exh.cat., Prague, National Gallery in 
Prague, Prague, 2008. 

 

Slegers and De Roo 2013 
Jonas Slegers en Tom De Roo, Jacob Van Reesbroeck : 'huisschilder' bij Balthazar II 
Moretus, 
Antwerpen, 2013. 
 
Sluijter 1988 
(ULF�-DQ�6OXLMWHU��µ6FKLOGHUV�YDQ�µFOH\QH��VXEWLOH�HQGH�FXULHXVH�GLQJHQ¶�/HLGVH�
µILMQVFKLOGHUV¶�LQ�FRQWHPSRUDLQH�EURQQHQ¶��LQ��(ULF�-DQ�6OXLMWHU��0DUOLHV�(QNODDU�DQG�
Paul Nieuwenhuizen, Leidse Fijnschilders. Van Gerrit Dou tot Frans van Mieris de 
Jonge 1630-1760, exh.cat., Leiden, Stedelijk Museum de Lakenhal, Zwolle, 1988. 

Sluijter 1988 [b] 
(ULF�-DQ�6OXLMWHU��µµ(HQ�YROPDHNWH�VFKLOGHU\�LV�DO�VHHQ�VSLHJHO�YDQ�GH�QDWXHU¶��6SLHJHO�
HQ�VSLHJHOEHHOG�LQ�GH�1HGHUODQGVH�VFKLOGHUNXQVW�YDQ�GH�]HYHQWLHQGH�HHXZ¶��LQ��1LFR�-��
Bredero, Leendert D. Coupie, Mireille J.H. Madou et.al., Oog in oog met de spiegel, 
Amsterdam, 1988 [b]. 

Sluijter 1988 
(ULF�-DQ�6OXLMWHU��µ%HOHULQJ�HQ�YHUKXOOLQJ"�(QNHOH���de-eeuwse teksten over de 
schilderkunst en de iconologische benadering van Noordnederlandse schilderijen uit 
GH]H�SHULRGH¶��'e Zeventiende Eeuw, 4, 2 (1988). 



Sluijter 1990 
(ULF�-DQ�6OXLMWHU��µ2YHU�%UDEDQWVH�YRGGHQ��HFRQRPLVFKH�FRQFXUUHQWLH��DUWLVWLHNH�
wedijver en de groei van de markt voor schilderijen in de eerste decennnia van de 
]HYHQWLHQGH�HHXZ¶��LQ��5HLQGHUW�)DONHQEXUJ��-DQ�GH�-RQJ��'XOFLD�0HLMHUV��%DUW�
Ramakers and Mariët Westermann (eds.), Kunst voor de markt/ Art for the Market 
1500-1700, Nederlands Kunsthistorisch Jaarboek, 50 (1990). 

Sluijter 1991 [a] 
(ULF�-DQ�6OXLMWHU��µ'LGDFWLF�DQG�'LVJXLVHG�0HDQLQJV"�6HYHUDO�6HYHQWHHQWK-Century 
Texts on Painting and the Iconological Approach to Northern Dutch Paintings of This 
3HULRG¶��LQ��'DYLG�)UHHGEHUJ�DQG�-DQ�GH�9ULHV��HGV����Art in history History in art. 
Studies in seventeenth-century Dutch culture, Issues & Debates, Los Angeles, 1991. 

Sluijter 1991 [b] 
(ULF�-DQ�6OXLMWHU��µµ2YHU�ILMQVFKLOGHUV�HQ�EHWHNHQLV¶��1DDU�DDQOHLGLQJ�YDQ�3HWHU�+HFKW��
De Hollandse fijnschilders,¶�Oud Holland, 105, 1 (1991)[b]. 

Sluijter 1991-1992 
(ULF�-DQ�6OXLMWHU��µ9HQXV��9LVXV�HQ�3LFWXUD¶��Nederlands Kunsthistorisch Jaarboek, 42-
43 (1991-1992). 

Sluijter 2001 
(ULF�-DQ�6OXLMWHU��µµ$OO�VWULYLQJ�WR�DGRUQH�WKHLU�KRXVHV�ZLWK�FRVWO\�SHHFHV¶�7ZR�&DVH�
6WXGLHV�RI�3DLQWLQJV�LQ�:HDOWK\�,QWHULRUV¶��in: Mariët Westermann, Art & Home. Dutch 
Interiors in the Age of Rembrandt, exh.cat., Denver, Colorado, Denver Art Museum/ 
Newark, New Jersey, The Newark Museum, Zwolle, 2001. 

Sluijter 2003 
Eric Jan Sluijter, Verwondering over de Schilderijenproductie in de Gouden Eeuw, 
Rede uitgesproken bij de aanvaarding van het ambt van hoogleraar in de 
Kunstgeschiedenis van de Nieuwere Tijd aan de Universiteit van Amsterdam op 
vrijdag 25 oktober 2002, Amsterdam 2003. 

Sluijter 2005 
(ULF�-DQ�6OXLMWHU��µ2YHU�µUDSHQ¶�HQ�ZHGLMYHU�LQ�GH�1HGHUODQGVH�VFKLOGHUNXQVW�YDQ�GH�
]HYHQWLHQGH�HHXZ¶��De zeventiende eeuw, 21 (2005). 

Sluijter 2008 
(ULF�-DQ�6OXLMWHU��µ'HWHUPLQLQJ�9DOXH�RQ�WKH�$UW�0DUNHW�LQ�WKH�*ROGHQ�$JH��$Q�
,QWURGXFWLRQ¶��LQ��$QQD�7XPPHrs and Koenraad Jonckheere (eds.), Art Market and 
Connoisseurship. A Closer Look at Paintings by Rembrandt, Rubens and their 
Contemporaries, Amsterdam, 2008. 



Sorber 1989 
)ULHGD�6RUEHU��µ.OHGLM�LQ�$QWZHUSVH�DUFKLHYHQ�XLW�GH�]HYHQWLHQGH�HHXZ¶��LQ��
Antwerpen in de XVIIde eeuw, Antwerp, 1989. 

Sorber in Sorber 2001 
)ULHGD�6RUEHU��µ'H�PRGH�LQ�GH�WLMG�YDQ�1LFRODDV�5RFNR[¶��LQ��Frisschelyck gedost. Een 
verhaal over mode van de 16de tot halfweg de 17de eeuw, exh.cat., Antwerp 
Rockoxhuis, 2001. 

Sorber 2001 
Frieda Sorber, Frisschelijk gedost. Een verhaal over mode van de 16de tot halfweg de 
17de eeuw, exh.cat., Antwerp, Rockoxhuis, 2001. 

Sorber 2012 
)ULHGD�6RUEHU��µ&ORWKLQJ�LQ�$QWZHUS�$UFKLYHV�LQ�WKH�)LUVW�+DOI�RI�WKH�6HYHQWHHQWK�
&HQWXU\¶��LQ��-RKDQQHV�3LHWVFK�DQG�$QQD Jolly (eds.), Netherlandish Fashion in the 
Seventeenth Century, Abegg-Stiftung, Riggisberg, 2012.  

 
Sparti 2011 
%DUEDUD�6SDUWL��µ&KDVWLVHPHQW�DQG�&HOHEUDWLRQ��'DQFH�LQ�3DSDO�%RORJQD�LQ�WKH�
Etchings of G.M. Mitelli (1634-�����¶��LQ��%DUEDUD�6SDUWL�DQG�-XG\�YDQ�=LOH�ZLWK�(OVLH�
Ivancich Dunin, Nancy G. Heller and Adrienne L. Kaeppler, Imaging Dance. Visual 
Representations of Dancers and Dancing, Hildesheim, 2011. 

Speth-Holterhoff 1957 
S. Speth-Holterhoff, /HV�SHLQWUHV�IODPDQGV�GH�FDELQHWV�G¶DPDWHXUV�DX�;9,,H�VLqFOH, 
Brussel 1957. 
 
Spicer 1993 
-RQHDWK�6SLFHU��µ'H�UHQDLVVDQFH-HOOHERRJ¶��LQ��Jan Bremmer and Herman Roodenburg 
(eds.), Gebaren en lichaamshouding van de Oudheid tot heden, Nijmegen, 1993. 

Spiessens 1968 
*RGHOLHYH�6SLHVVHQV��µ/HQDHUW�YDQ�+RYH��HHQ�EHOKDPHO�LQ�HHQ�$QWZHUSVH�GDQV- en 
PX]LHNVFKRRO�ELM�KHW�EHJLQ�YDQ�GH�]HYHQWLHQGH�HHXZ¶, Tijdschrift der stad Antwerpen 
14, 3 (1968). 
 
Spiessens 1968 
*RGHOLHYH�6SLHVVHQV��µ*HVFKLHGHQLV�YDQ�GH�*LOGH�YDQ�GH�$QWZHUSVH�6SHHOOLHGHQ��
bijgenaamd Sint-Job en Sint-Maria-0DJGDOHQD��,QOHLGLQJ�HQ�'HHO�,��;9,GH�HHXZ¶��
Revue belge de Musicologie/ Belgisch Tijdschrift voor Muziekwetenschap, 22, ¼ 
(1968). 



 
Spiessens 1974-1976 
*RGHOLHYH�6SLHVVHQV��µ*HVFKLHGHQLV�YDQ�GH�JLOGH�YDQ�GH�$QWZHUSVH�VSHHOOLHGHQ�
bijgenaamd Sint-Job en Sint-Maria-Magdalena Deel II: 1600-�����¶�Revue belge de 
Musicologie/ Belgisch Tijdschrift voor Muziekwetenschap 28/30 (1974-1976). 

Spiessens 1982-1984 
*RGHOLHYH�6SLHVVHQV��µ*HVFKLHGHQLV�YDQ�GH�*LOGH�YDQ�GH�$QWZHUSVH�VSHHOOLHGHQ��
bijgenaamd Sint-Job en Sint-Maria Magdalena, Deel III: 1650-����¶��Revue belge de 
Musicologie/ Belgisch Tijdschrift voor Muziekwetenschap, 36/38 (1982-1984). 
 
Spiessens 1985 
*RGHOLHYH�6SLHVVHQV��µ0X]LHNOHYHQ�HQ�PX]LNDQWHQ�WH�$QWZHUSHQ�����-����¶��
Jaarboek van het Vlaams centrum voor oude muziek, 1 (1985). 

Spiessens 1986 
*RGHOLHYH�6SLHVVHQV��µ'H�$QWZHUSVH�RUJanist en componist Jacobus la Fosse (1671-
�����¶��Jaarboek van het Vlaams Centrum voor Oude Muziek, 2 (1986). 
 
Spiessens 1987 
*RGHOLHYH�6SLHVVHQV��µ'H�$QWZHUSVH�PXVLFXV�1LFRODV�3URFXUHXU������-�����¶��Musica 
Antiqua, 4, 3 (August 1987). 
 
Spiessens 1989 
*RGHOLHYH�6SLHVVHQV��µ'H�$QWZHUSVH�YLRROERXZHU�3HHWHU�%RUORQ��FD������-�����¶��LQ��
Jan van Acker, Roland Baetens, Frans Baudouin e.a., Antwerpen in de XVIIde eeuw, 
Antwerp, 1989. 
 
Spiessens 1990 
Godelieve Spiessens, Leven en werk van de Antwerpse schilder Alexander 
Adriaenssen (1587-1661), Brussels, 1990. 

Spiessens 1997 
*RGHOLHYH�6SLHVVHQV��µ'H�$QWZHUSVH�YLRROERXZHU�-DQ-%DSWLVW�YDQGHU�6ODJKPHXOHQ¶, 
Musica Antiqua, 14 (February 1997).  
 
Spiessens and Cornelis 1998 
Godelieve Spiessens and Irene Cornelis, Zuid-Nederlandse Klavecimbelmuziek. Drie 
handschriften uit het Rijksarchief Antwerpen: Arendonk, Dimpna Isabella en Maria 
Therese Reijnders 17de eeuw, Leuven/ Peer, 1998.  



 
Godelieve Spiessens 2013 
Godelieve Spiessens. µ5DQV��YDQ�¶�Grove Music Online. Oxford Music Online. Oxford 
University Press, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/22890 (6 May 
2013). 

6SOHQGHXUV�G¶(VSDJQH�HW�OHV�YLOOHV�EHOJHV�1500-1700, vol. 2, exh.cat. Europalia 85, 
Brussels, Paleis voor Schone Kunsten, 1985. 

Spliethoff and Hoogsteder 2002 
0��6SOLHWKRII�DQG�:�-��+RRJVWHGHU��µ'ULQNHERHUHQ��GUXQNHQ�KHUHQ��'ULQNHQGH�
JH]HOVFKDSSHQ�LQ�GH�VFKLOGHUNXQVW¶��The Hoogsteder Journal, 9 (April 2002). 

Stafford 1996 
&KHU\O�/��6WDIIRUG��µ)URP�WKH�,WDOLDQ�5HQDLVVDQFH�WR�WKH�)UHQFK�%DURTXH��$�/RRN�DW�
WKH�6KLIW�LQ�&XOWXUDO�,QIOXHQFH�7KURXJK�&RXUW�'DQFH¶��ICHPER SD (Spring 1996). 

Staniland 2005 
.D\�6WDQLODQG��µ6DPXHO�3HS\V�DQG�KLV�:DUGUREH¶, Costume. The Journal of the 
Costume Society, 39 (2005). 

Stannek 2003 
$QWMH�6WDQQHN��µ9HVWLV�9LUWXP�)DFLW : Fashion, Identity, and Ehtnography on the 
Seventeenth-&HQWXU\�*UDQG�7RXU¶��Journal of Early Modern History, 7, 3 (2003). 

Stechow and Comer 1976 
:ROIJDQJ�6WHFKRZ�DQG�&KULVWRSKHU�&RPHU��µ7KH�+LVWRU\�RI�WKH�7HUP�*HQUH¶��Bulletin 
Allen Memorial Art Museum Oberlin College, 33, 2 (1976). 

Stedman 2013 
Gesa Stedman, Cultural Exchange in Seventeenth-Century France and England, 
Franham/ Burlington, 2013. 

Steele 1998 
Valerie Steele, Paris Fashion. A Cultural History, second revised and updated 
revision, Oxford/ New York, 1998. 
 
Steinborn  
%R*HQD�6WHLQERUQ��µ.HVVOHU��6WHSKDQ��,¶��2[IRUG�$UW�2QOLQH��
http://www.oxfordonline.com:80/subscriber/article/grove/art/T046344 
 



Stellamans 1978 
Dirk Stellamans, Historisch-culturele schets van de schermgilden in Vlaanderen, 
XQSXEOLVKHG�PDVWHU¶V�WKHVLV�.8�/HXYHQ������ 
 
Stoesser-Johnston 2008, vol. 1 Text Catalogue of works by Lucas de Wael 
Alison Stoesser-Johnston, Lucas and Cornelis de Wael: Flemish artists and dealers in 
Antwerp, Genoa and Rome in the seventeenth century, vol. 1: Text Catalogue of works 
by Lucas de Wael, unpublished dissertation, 2008 
 
Stoesser-Johnston 2008, volume II Catalogue of works by Cornelis de Wael 
Alison Stoesser-Johnston, Lucas and Cornelis de Wael: Flemish artists and dealers in 
Antwerp, Genoa and Rome in the seventeenth century, Volume II Catalogue of works 
by Cornelis de Wael, unpublished dissertation, 2008. 
 
Stoesser 2012 
$OLVRQ�6WRHVVHU��µ/XFDV�DQG�&RUQHOLV�GH�:DHO��WKHLU�IDPLO\�QHWZRUN�LQ�$QWZHUS�DQG�
EH\RQG¶��LQ��.RHQUDDG�%URVHQV��/HHQ�.HOFKWHUPDQV�DQG�.DWOLMQH�9DQ�GHU�6WLJKHOHQ�
(eds.), Family Ties. Art Production and Kinship Patterns in the Early Modern Low 
Countries, Turnhout, 2012. 
 
Stochita 1994 
9LFWRU�6WRLFKLWD��µ=XU�6WHOOXQJ�GHV�VDNUDOHV�%LOGHV�LQ�GHU�QHX]HLWOLFKHQ�
.XQVWVDPPOXQJ��'LH���%OXPHQNUDQ]PDGRQQD³�LQ�GHQ���&DELQHWV�G¶$PDWHXUV´¶�LQ��
Andreas Grote (ed.), Macrocosmos in microcosmos: Die Welt in der Stube. Zur 
Geschichte des Sammelns 1450 bis 1800, 1994. 
 
Stolleis 2008 
.DUHQ�6WROOHLV��µ,,��3DWULFLDQ�DQG�%RXUJHRLV�&RVWXPHV�LQ�&RORJQH�LQ�(DUO\�0RGHUQ�
7LPHV¶��LQ��-RKDQQHV�3LHWVFK�DQG�.DUHQ�6WROOHLV��Kölner Patrizier- und Bürgerkleidung 
des 17. Jahrhunderts. Die Kostümsammlung Hüpsch im Hessischen Landesmuseum 
Darmstadt. Translation of Chapters I-III , Riggisberg, 2008. 
 
Stompé 1999 
0DUMD�6WRPSp��µ+HW�KRJHVFKRROULMGHQ�LQ�GH�]HVWLHQGH�HQ�]HYHQWLHQGH�HHXZ¶��LQ��-DQ�'H�
Jongste, Juliette Roding en Boukje Thijs (eds.), Vermaak van de elite in de 
vroegmoderne tijd, Hil versum, 1999. 
 
Stone-Ferrier 1985 
Linda Stone-Ferrier, Images of Textiles: The Weave of Seventeenth-Century Dutch Art 
and Society, Ann Arbor, MI, 1985. 



 
Bart Stroobants and Ineke Bruynooghe 1996 
%DUW�6WURREDQWV�DQG�,QHNH�%UX\QRRJKH��µ'H�LFRQRJUDILH�YDQ�/XFDV�)D\GKHUEH�
(Mechelen 1617-�����¶��Handelingen van de Koninklijke Kring voor Oudheidkunde, 
Letteren en Kunst van Mechelen, 100, 1 (1996). 
 
Stryckers 2001 
3LHW�6WU\FNHUV��µ0X]LHN�DDQ�KHW�KRI�YDQ�Leopold Wilhelm en de opkomst van de barok 
LQ�GH�=XLGHOLMNH�1HGHUODQGHQ¶��LQ��/RXLV�3HWHU�*ULMS��HG����Een muziekgeschiedenis der 
Nederlanden, Amsterdam, 2001. 
 
Stryckers 2003 
3LHW�6WU\FNHUV��µ9LYDW�YLYDW�/HRSROGXV��0HFHQDWXV�QRVWUL�PXQLILFHQWLVVLPH��+HW�
mX]LHNPHFHQDDW�YDQ�/HRSROG�:LOKHOP�LQ�%UXVVHO¶�LQ��-R]HI�0HUWHQV�DQG�)UDQ]�
Aumann (eds.), Krijg en Kunst. Leopold Wilhelm (1614-1662), Habsburger, 
landvoogd en kunstverzamelaar, exh.cat., Alden Biesen, Landcommanderij, Bilzen, 
2003. 
 
Stryckers 2013 
3LHW�6WU\FNHUV��µ0XVLF�DQG�PXVLF�SURGXFWLRQ�LQ�VHYHQWHHQWK-FHQWXU\�%UXVVHOV¶��LQ��
Katlijne Van der Stighelen, Leen Kelchtermans and Koenraad Brosens (eds.), 
Embracing Brussels. Art and Culture in the Court City, 1600-1800, Turnhout, 2013. 
 
Sunaert 1870 
A. P. Sunaert, &DWDORJXH�GHVFULSWLYH�GX�PXVpH�GH�OD�YLOOH�GH�JDQG�SUpFpGp�G¶XQH�
notice historique, Ghent, 1870. 
 
Sunaert 1871 
A.P. Sunaert, Beschrijvende Kataloog van het Museum der stad Gent, voorafgegaan 
door eene geschiedkundige notitie, Ghent, 1871. 

6XWWRQ��µ3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��6XWWRQ����� 
3HWHU�&��6XWWRQ��µ,QWURGXFWLRQ��3DLQWLQJ�LQ�WKH�$JH�RI�5XEHQV¶��LQ��3HWHU�&��6XWWRQ��The 
Age of Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Art, Ghent, 
1993. 

6XWWRQ��µ7KH�6SDQLVK�1HWKHUODQGV�LQ�WKH�$JH�RI�5XEHQV¶��LQ��6XWWRQ������ 
3HWHU�&��6XWWRQ��µ7KH�6SDQLVK�1HWKHUODQGV�LQ�WKH�$JH�RI�5XEHQV¶��LQ��3HWHU�&��6XWWRQ��
The Age of Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Arts, 
Ghent, 1993. 
 



Sutton 1993 
Peter C. Sutton, The Age of Rubens, exh.cat., Boston, Museum of Fine Arts/ Toledo 
Museum of Arts, Ghent, 1993. 

Tableaux flamands et hollandaise collections du Musée des Beaux-Arts de Troyes, 
mus.cat., Troyes, Musée des Beaux-Arts, Troyes, 1980. 

Tableaux flamands et hollandaise du Musée des Beaux-Arts de Quimper, exh.cat., 
Quimper, Musée des Beaux-Arts, Paris, 1987. 

Tarrant 1995 
1DRPL�(�$��7DUUDQW��µ7KH�3RUWUDLW��WKH�$UWLVW�DQG�WKH�&RVWXPH�+LVWRULDQ¶��Dress. The 
Annual Journal of the Costume Society of America, 22 (1995). 

Thépaut-Cabasset 2010 
Corinne Thépaut-Cabasset (ed.), /¶HVSULW�GHV�PRGHV�DX�*UDQG�6LqFOH, Paris, 2010. 

Thépaut-Cabasset 2013 
Corinne Thépaut-&DEDVVHW��µ/D�PRGH�GDQV�OHV�SRUWUDLWV�GH�5XEHQV¶��LQ��%ODLVH�'XFRV��
et al., /¶(XURSH�GH�Rubens, exh.cat., Lens, Musée du Louvre, Paris, 2013.  

Theuerkauff 1975 
&KU��7KHXHUNDXII��µ$QPHUNXQJHQ�]XP�:HUN�GHV�$QWZHUSHQHU�%LOGKDXHUV�0DWWKLHX�
van Beveren (um 1630-�����¶��Oud Holland Quarterly for Dutch Art History, 89, 1 
(1975). 
 
Thijs 1969 
Alf ons Thijs, De zijdenijverheid te Antwerpen in de zeventiende eeuw, Brussels, 1969. 

Thijs 1990 
Alf ons K. Thijs, Van geuzenstad tot katholiek bolwerk. Maatschappelijke betekenis 
van de Kerk in contrareformatorisch Antwerpen, Turnhout, 1990. 

Thuillier 1998 
-DFTXHV�7KXLOOLHU��µ-RKDQQ�:LOKHOP�%DXU��SHLQWUH�GHV�PLFURFRVPRV¶��LQ��5pJLQH�
Bonnefoit et al., Johann Wilhelm Baur 1607-1642. Maniérisme et baroque en Europe, 
exh.cat. Strasbourg, Palais Rohan, galerie Robert Heitz, Strasbourg, 1998. 
 
7¶+RRIW����� 
6LJULG�7¶+RRIW��µ'H�RSHUD�³8OLVVH�DOO¶,VROD�GL�&LUFH´�LQ�%UXVVHO¶��LQ��-R]HI�0HUWHQV�DQG�
Franz Aumann (eds.), Krijg en Kunst. Leopold Wilhelm (1614-1662), Habsburger, 
landvoogd en kunstverzamelaar, exh.cat., Alden Biesen, Landcommanderij, Bilzen, 
2003. 
 



Thornton 1985 
Peter Thornton, Authentic Decor. The Domestic Interior 1620-1920, London, 1985. 

Thorp 2006 
-HQQLIHU�7KRUS��µ0U��,VDDF��'DQFLQJ-0DVWHU¶��Dance Research, 24, 2 (Winter 2006). 

Thys 1879 
Augustin Thys, Historiek der straten in openbare plaatsen van Antwerpen, Antwerp, 
1879. 

Thys 1893 

Augustin Thys, Historiek der Straten en openbare Plaatsen van Antwerpen, second 
edition, Antwerp, 1893. 

Timmermans 2002 
%HUW�7LPPHUPDQV��µ7KH�6HYHQWHHQWK-Century Antwerp Elite and Status Honour. The 
3UHVHQWDWLRQ�RI�6HOI�DQG�WKH�0DQLSXODWLRQ�RI�6RFLDO�3HUFHSWLRQ¶��LQ��7RRQ�9DQ�+RXGW��
Jan L. De Jong, Zoran Kwak, Marijke Spies and Marc Van Vaeck (eds.), On the Edge 
of Truth and Honesty. Principles of Strategies of Fraud and Deceit in the Early 
Modern Period, Intersections. Yearbook for Early Modern Studies, 2 (2002). 

Timmermans 2006 
%HUW�7LPPHUPDQV��µ7KH�(OLWH�DV�&ROOHFWRUV�DQG�0LGGOHPHQ�LQ�WKH�$QWZHUS�$UW�:RUOG�
of the SeventeeQWK�&HQWXU\¶��LQ��.DWOLMQH�9DQ�GHU�6WLJKHOHQ��HG����Munuscula 
Amicorum. Contributions on Rubens and his Colleagues in Honour of Hans Vlieghe, 
vol. 2, Pictura Nova X, Turnhout, 2006. 

Timmermans 2008 
Bert Timmermans, Patronen van Patronage in het zeventiende-eeuwse Antwerpen. 
Een elite als actor binnen een kunstwereld, Amsterdam 2008. 

Timmermans 2010 
%HUW�7LPPHUPDQV��µ1HWZRUNHUV�DQG�0HGLDWRUV�LQ�WKH���th-century Antwerp Art World: 
The Impact of Collectors-Connoisseurs on Artistic Processes of Transmission and 
6HOHFWLRQ¶��LQ��5HQJHQLHU�&��5LWWHUVPD��HG����Luxury in the Low Countries. 
Miscellaneous Reflections on Netherlandish Material Culture, 1500 to the Present, 
Brussels 2010. 

Tortora and Eubank 2005  

P. Tortora and K. Eubank, Survey of historic costume a history of Western dress, New 
York, 2005, 



Tummers and Jonckheere 2008 
Anna Tummers and Koenraad Jonckheere (eds.), Art Market and Connoisseurship. A 
Closer Look at Paintings by Rembrandt, Rubens and their Contemporaries, 
Amsterdam, 2008. 

Tummers 2008 
$QQD�7XPPHUV��µ7KH�3DLQWHU�YHUVXV�WKH�&RQQRLVVHXU"�7KH�%HVW�-XGJH�RI�3LFWXUHV�LQ�
Seventeenth-&HQWXU\�7KHRU\�DQG�3UDFWLFH¶��LQ��$QQD�7XPPHUV�DQG�.RHQUDDG�
Jonckheere (eds.), Art Market and Connoisseurship. A Closer Look at Paintings by 
Rembrandt, Rubens and their Contemporaries, Amsterdam, 2008. 

Tummers 2011 
Anna Tummers, The Eye of the Connoisseur. Authenticating Paintings by Rembrandt 
and His Contemporaries, Los Angeles/Amsterdam, 2011. 

Tummers 2011 
Anna Tummers (eds.), De Gouden Eeuw viert feest, exh.cat., Haarlem, Frans 
Halsmuseum, Rotterdam, 2011. 

Upmark 1900 
*XVWDI�8SPDUN��µ(LQ�%HVXFK�LQ�+ROODQG������DXV�GHQ�5HLVHVFKLOGHUXQJHQ�GHV�
VFKZHGLVFKHQ�$UFKLWHNWHQ�1LFRGHPXV�7HVVLQ�G��-�¶��Oud Holland, 18, 1 (1900). 

Van Aelbrouck 1994 
Jean-Philippe Van Aelbrouck, Dictionnaire des danseurs à Bruxelles de 1600 à 1830, 
Liège, 1994. 

Van Aert 2007 
/DXUD�9DQ�$HUW��µ6HNVH�DOV�VOHXWHO�WRW�VXFFHV"�9rouwen en de verkoop van textiel in de 
Noordelijke en Zuidelijke Nederlanden 1650-����¶��Textielhistorische bijdragen, 47 
(2007). 

Van Beneden and De Poorter 2006 
Ben Van Beneden and Nora De Poorter, Vorstelijke Vluchtelingen. William en 
Margaret Cavendish in het Rubenshuis 1648-1660, exh.cat., Antwerp, Rubenshuis, 
Schoten, 2006. 
 
Van Beneden 2009 
%HQ�YDQ�%HQHGHQ��µ:LOOHP�YDQ�+DHFKW��(HQ�HYHQ�JHOHHUGH�DOV�JHWDOHQWHHUGH�NRSLLVW¶��
in: Ariane van Suchtelen and Ben van Beneden, Kamers vol kunst in zeventiende-
eeuws Antwerpen, exh.cat., Antwerp, Rubenshuis/ The Hague, Mauritshuis, Zwolle, 
2009. 
 



Van Beneden 2015 
%HQ�YDQ�%HQHGHQ��µ3URORRJ��µ&RQ�DPRUH¶¶��LQ��%HQ�YDQ�%HQHGHQ��HG����Rubens privé. 
De meester portretteert zijn familie, exh.cat., Antwerp, Rubenshuis, Brussels, 2015. 
 
Van Berge-Gerbaud e.a. 1987 
Maria Van Berge-Gerbaud, André Cariou, Jacques Foucart, e.a. (eds.), Tableaux 
flamands et hollandais du Musée des Beaux-Arts de Quimper, exh.cat., Paris, Institut 
Néerlandais, Paris,1987. 

van Beughem 1686 
Joannes Ferdinandus van Beughem, Discours instructiIV�,PSULPH]�SDU�O¶RUGRQDQFH�GH�
0RQVHLJQHXU�O¶LOOXVWULVVLPH�HYHTXH�G¶$QYHUV, Antwerp 1686. 
 
van Beurden 2004 
L. van Beurden, Tien eeuwen kostuumgeschiedenis, 2nd edition, Amsterdam 2004. 
 
Van Bruaene 2008 
Anne-Laure van Bruaene, Om beters willle. Rederijkerskamers en de stedelijke cultuur 
in de Zuidelijke Nederlanden (1400-1650), Amsterdam 2008. 

Van Camp 2009 
'RUULW�9DQ�&DPS��µ2QEHNHQG�PDDNW�RQEHPLQG��+HW�DUFKLHI�YDQ�YHUZDQWHQ�YDQ�GH�
IDPLOLH�0RUHWXV��LQ�KHW�ELM]RQGHU�GH�IDPLOLH�6FKLOGHUV¶��De Gulden Passer, 87, 1 
(2009). 

Van Cauwenberg- Janssens 1970 
Francine Van Cauwenberghe--DQVVHQV��µ'H�VRFLDOH�WRHVWDQG�YDQ�GH�$QWZHUSVH�
VFKLOGHUV�LQ�GH���H�HHXZ¶��Jaarboek Koninklijk Museum voor Schone Kunsten 
Antwerpen (1970). 
 
Van Damme 2004 
Ilja van Damme, µ=RWWH�YHUZDDQGKHLG��Over Franse verleiding en Zuid-Nederlands 
onbehagen, 1650-����¶��LQ��5DI�GH�%RQW�DQG�7RP�9HUVFKDIIHO��HGV����Het verderf van 
Parijs, Leuven, 2004. 
 
Van Damme 2006 
,OMD�9DQ�'DPPH��µ(HQ�VWDG�LQ�WUDQVLWLH��$QWZHUSHQ�QD�����¶��LQ��%HQ�9DQ�%HQHGHQ�
and Nora De Poorter, Vorstelijke Vluchtelingen. William en Margaret Cavendish in het 
Rubenshuis 1648-1660, exh.cat., Antwerp, Rubenshuis, Schoten, 2006. 
 



Van Damme 2007 
Ilja Van Damme, Verleiden en Verkopen. Antwerpse kleinhandelaars en hun klanten 
in tijdens van crisis (ca. 1648-ca. 1748), Amsterdam, 2007. 
 
Van Damme 2010 
,OMD�9DQ�'DPPH��µ0LGGOHPHQ�DQG�WKH�&UHDWLRQ�RI�D�µ)DVKLRQ�5HYROXWLRQ¶��7KH�
([SHULHQFH�RI�$QWZHUS�LQ�WKH�/DWH�6HYHQWHHQWK�DQG�(LJKWHHQWK�&HQWXULHV¶��LQ��%HYHUO\�
Lemire (ed.), The Force of Fashion in Politics and Society. Global Perspectives from 
Early Modern to Contemporary Times, Surrey ± Burlington, 2010. 
 
Joseph van de H. Barbara 1666 / Joseph of the Holy Barbara 1666 
Joseph van de H. Barbara , +HW�*KHHVWHOLMFN�.DHUWVSHO�PHW�+HUWHQ7URHI�RIW�7¶6SHO�GHU�
Liefde, Antwerp, 1666. 

 
Van den Branden 1883 
Frans Jozef Van den Branden, Geschiedenis der Antwerpsche Schilderschool, 
Antwerp, 1883. 

 

Van den Branden 1914 

Frans Jozef Van den Branden, Willem Ogier, tooneeldichter, 1618-1689, Antwerp, 
1914 

Van den Broeck 1998 
Ann Van den Broeck, Een bijdrage tot het leven en werk van Jan Jozef Horemans de 
Jongere (1714-1792)��XQSXEOLVKHG�PDVWHU¶V�WKHVLV��98%��%UXVVHOV������� 

Vandenbroeck 1987 
Paul Vandenbroeck, Beeld van de ander, vertoog over het zelf: over wilden en narren, 
boeren en bedelaars, exh.cat., Antwerp, Koninklijk Museum voor Schone Kunsten 
van Antwerpen, Antwerp, 1987. 
 
Vandenbroeck 1990 
3DXO�9DQGHQEURHFN��µ'H�µVDOHWWH¶�RI�SURQNNDPHU�LQ�KHW���de-eeuwse Brabantse 
burgerhuis. Famili e- en groepsportretten als iconografische bron, omstreeks 1640-
����¶��Monumenten en Landschappen, 9/6 (November-December 1990). 

van de Pol 2010 
/�&��YDQ�GH�3RO��µ7KH�:KRUH��WKH�%DZG��DQG�WKH�$UWLVW��7KH�5HDOLW\�DQG�,PDJHU\�RI�
Seventeenth-&HQWXU\�'XWFK�3URVWLWXWLRQ�¶�Journal of Historians of Netherlandish Art 



2, 1-2 (2010) http://www.jhna.org/index.php/past-issues/volume-2-issue-1-2/116-the-
whore-the-bawd-and-the-artist. 

Vande Putte 1868 
)��9DQGH�3XWWH��µ%RXUJRJQH��$QWRLQH�'H�¶��Biographie Nationale, II, Brussels, 1868. 

Vander Auwera 1981 
-RRVW�9DQGHU�$XZHUD��µSebastiaen Vrancx (1573-1647) en zijn samenwerking met Jan 
I Brueghel (1568-1625), Jaarboek Koninklijk Museum voor Schone Kunsten 
Antwerpen (1981). 

Vander Auwera in: De Wilde, Adriaens-Pannier and Baudson 1994 
-RRVW�9DQGHU�$XZHUD��µ:LOKHOP�6FKXEHUW�YRQ�(KUHQEHUJ¶��LQ�Eliane De Wilde, Anna 
Adriaens-Pannier and Pierre Baudson, Het Verborgen Museum: ontdekkingstocht in de 
reserves/ Le Musée cache: à la découverte des reserves, mus. cat., Brussels, Royal 
Museums of Fine Arts of Belgium, 1994. 

Vander Auwera 2006 
-RRVW�YDQ�GHU�$XZHUD��µ2YHU�KHW�EOLMYHQG�QXW�YDQ�DUFKLYDOLVFK�RQGHU]RHN�YRRU�GH�
NXQVWJHVFKLHGHQLV��'ULH�EHNQRSWH�JHYDOVWXGLHV¶��Liber memorialis Erik Duverger: 
Bijdragen tot de kunstgeschiedenis van de Nederlanden, Wetteren, 2006.  

Van der Borcht 1641 
Wil lem  van der Borcht, Brusselschen Blom-hof van Cupido, Brussels, 1641. 

Van der Borcht 1643 
Wil lem van der Borcht, Spiegel der eygen kennisse, Brussels, 1643. 

Van der Cruysse 1986 
'��9DQ�GHU�&UX\VVH��µ%OLNNHQ�XLW�GH�ODJH�ODQGHQ�RS�KHW�3DULMV�YDQ�GH�HHUVWH�
%RXUERQYRUVWHQ��3�&��+RRIW¶V�³5HLV-KHXFKQLV¶��������HQ�%DOWKDVDU�,,�0RUHWXV¶�
³,WLQHUDULXP�3DULVLHQVH´������¶��LQ��-��$QGULHVVHQ��$��.HHUVPDHFNHUV�DQG�3��/HQGHUV��
Cultuurgeschiedenis in de Nederlanden van de Renaissance naar de Romantiek: Liber 
Amicorum, Leuven, 1986. 

Van der Jeught 2010 
F. Van der -HXJKW��µ´'H schoole van danserie ende VSHHOHQ´��'DQVVFKROHQ�HQ�
�VWDGV�VSHHOOLHGHQ�LQ�0HFKHOHQ�RPVWUHHNV�����¶� Handelingen van de Koninklijke 
Kring voor Oudheidkunde, Letteren en Kunst van Mechelen, 114 (2010). 

Van der Schueren 1996 
.DWULHQ�9DQ�GHU�6FKXHUHQ��µ'H�.XQVWNDPHUV�YDQ�)UDQV�,,�)UDQFNHQ��HHQ�NULWLVFKH�
DQDO\VH�YDQ�GH�DOGDDU�DDQZH]LJH�VFXOSWXXU¶��Jaarboek van het Koninklijk Museum voor 
Schone Kunsten Antwerpen (1996). 



 
Van der Stock 1991  
Jan Van der Stock (ed.), Stad in Vlaanderen. Cultuur en maatschappij 1477-1787, 
exh.cat., Brussels, Galerij van het Gemeentekrediet, Brussels, 1991. 

Van der Stighelen 1989 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ'H��DWHOLHU-)bedrijvigheid van Andries Snellinck (1587-
������HQ�&R¶��Jaarboek van het Koninklijk Museum voor Schone Kunsten Antwerpen 
(1989). 

Van der Stighelen 1990/2 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ3URGXNLWLYLWHLW�HQ�VDPHQZHUNLQJ in het Antwerpse 
kunstenaarsmilieu 1620-����¶��Driemaandelijks Tijdschrift Gemeentekrediet, 44, nr. 
172 (1990/2). 

Van der Stighelen 1994 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ6HOI-Portraits of Gonzales Coques and a Study of his 
3RUWUDLW�RI�-DFTXHV�/H�0HUFKLHU¶��LQ��(��0DL��.��6FK�W]�DQG�+��9OLHJKH��HGV����Die 
Malerei Antwerpens ± Gattungen, Meister, Wirkungen Studien zur flämischen Kunst 
des 16. und 17. Jahrhunderts Internationales Kolloquium Wien, Cologne, 1994. 

Van der Stighelen 1994 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ<RXQJ�$QWKRQ\��$UFKLYDO�'LVFRYHULHV�5HODWLQJ�WR�9DQ�
'\FN¶V�(DUO\�&DUHHU¶��LQ��6XVDQ�-��%DUQHV�DQG�$UWKXU�.��:KHHORFN�-U���Van Dyck 350, 
Studies in the History of Art, 46, Symposium Papers XXVI, Hanover/ London, 1994. 

Van der Stighelen 1998 
Katlijne Van der Stighelen, Van Dyck, Tielt, 1998. 

Van der Stighelen 1999 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ9DQ�'\FNV�HHUVWH�$QWZHUSVH�SHULRGH��3URORRJ�YDQ�HHQ�
EDURN�OHYHQVYHUKDDO¶��LQ��&KULVWRSKHU�%URZQ�DQG�+DQV�9OLHJKH��HGV����Van Dyck 1599-
1641, exh.cat., Antwerp, Koninklijk Museum voor Schone Kunsten/ London, Royal 
Academy of Arts, London/Antwerp, 1999. 

Van der Stighelen and Vermeylen  2006 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ�DQG�)LOLS�9HUPH\OHQ��µ7KH�$QWZHUS�*XLOG�RI�6DLQW�/XNH�
and the Marketing of Paintings, 1400-����¶��LQ��1HLO�'H�0DUFKL�DQG�+DQV�-��9DQ�
Miegroet, Mapping Markets for Paintings in Europe, 1450-1750, Studies in European 
Urban History (1100-1800), 6, Turnhout 2006. 

Van der Stighelen 2008 
Katlijne Van der Stighelen, Hoofd- en bijzaak. Portretkunst in Vlaanderen van 1420 
tot nu, Leuven, 2008. 



Van der Stighelen 2012 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µ'H�IDPLOLH�YDQ�GU��-RDQQHV�YDQ�%X\WHQ�JHSRUWUHWWHHUG�
door Karel Emmanuel Biset. Een reprise over portretten, vriendschap en 
SDGGHQVWRHOHQ¶��LQ��(GZLQ�%XLMVHQ��&KDUOHV�'XPDV�DQG�9RONHU�0DQXWK��HGV����Face 
Book. Studies on Dutch and Flemish Portraiture of the 16th-18th Centuries. Liber 
Amicorum Presented to Rudolf E.O. Ekkart on the Occasion of his 65th Birthday, 
Leiden, 2012. 

Van der Stighelen 2015 
.DWOLMQH�9DQ�GHU�6WLJKHOHQ��µµ)RUFHV�)DVKLRQLQJ¶�$VSHFWHQ�YDQ�JHQGHUGLIIHUHQWLDWLH�LQ�
het zestiende-eeuwse Zuid-1HGHUODQGVH�SRUWUHW¶��LQ��7LOO-Holger Borchert and 
Koenraad Jonckheere (eds.), Renaissance-portretten uit de Lage Landen, Lichtervelde, 
2015. 

Van der Straelen 1855 
J.B. Van der Straelen, Jaerboek der vermaerde en kunstryke Gilde van Sint Lucas 
binnen de stad Antwerpen, behelzende de gedenkweerdigste geschiedenissen in dit 
gentooschap voorgevallen >«@��$QWZHUS������� 

Van der Straeten 1880 
Edmond Van der Straeten, La Musique aux Pays-Bas avant le XIXe siècle Document 
inédits et annotés, Brussels, 1880. 

Van der Veen 2005 
-DDS�YDQ�GHU�9HHQ��µ9RUVWHOLMNH�HQ�EXUJHUOLMNH�YHU]DPHOLQJHQ�LQ�GH�1HGHUODQGHQ�YDQDI�
het einde van de zestiende eeuw tot omstreeks 1���¶��LQ��(OOLQRRU�%HUJYHOW��'HERUD�-��
Meijers and Mieke Rijnders (eds.), Kabinetten, galerijen en musea. Het verzamelen en 
presenteren van naturalia en kunst van 1500 tot heden, Zwolle, 2005. 

Van de Wiel 1993 
&RQVWDQW�YDQ�GH�:LHO��µ9HUERGHQ�OHXWH�HQ�YHUPDDN�LQ�KHW�DDUWVELVGRP�0HFKHOHQ�
(1675-�����¶��LQ��In Verscheidenheid. Liber amicorum prof.dr. em. Robert van Passen, 
Kortrijk, 1993. 

Vandormael 1985 
+HUPDQ�9DQGRUPDHO��µ9DQ�ERXUJHRLV�WRW�WUqV�QREOH��'H�IDPLOLH�6chockaert de 
7LULPRQW��KHUHQ�YDQ�*DDVEHHN����GH�HHXZ�¶��LQ��-��9HUEHVVHOW��(��9DQ�(UPHQ��5��9DQ�
Uytven, et al., De adel in het hertogdom Brabant, Brussels, 1985. 

Van Eeghen 1959 
,��+��YDQ�(HJKHQ��µ+HW�$PVWHUGDPVH�6LQW�/XFDVJLOGH�LQ�GH���de HHXZ¶��Jaarboek van 
het Genootschap Amstelodamum, 61 (1969). 



Van Haute 1997 
%HUQDGHWWH�YDQ�+DXWH��µ,PLWDWLRQ�DQG�&ROODERUDWLRQ�LQ�6HYHQWHHQWK-Century Flemish 
*HQUH�3DLQWLQJ��'HFRQVWUXFWLQJ�³2ULJLQDOLW\´¶��3DSHU�RQ�&RQIHUHQFH�Making Art 
Making Meaning Conference Proceedings 11-13 September 1997, 
http://hdl.handle.net/10500/5069 [access 24 April 2013]. 

Van Haute 1999 
Bernadette van Haute, David III Ryckaert: a seventeenth-century Flemish painter of 
peasant scenes, Turnhout, 1999. 

Van Haute 2006 
Bernadette van Haute, Flemish paintings in the seventeenth century in south African 
public collections, Pretoria, 2006. 

van Herck and Jansen 1948 
*��YDQ�+HUFN�DQG�$��-DQVHQ��µ$UFKLHI�LQ�EHHOG��,,��Inventaris van de tekeningen 
EHZDDUG�RS�KHW�DUFKLHI�YDQ�GH�6��&DUROXVNHUN�WH�$QWZHUSHQ¶��Tijdschrift voor 
geschiedenis en folklore, XI (1948). 

Van Houdt 1999 
7RRQ�9DQ�+RXGW��µ7KH�(FRQRPLFV�RI�$UW�LQ�(DUO\�0RGHUQ�7LPHV��6RPH�+XPDQLVW�DQG�
6FKRODVWLF�$SSURDFKHV¶��History of Political Economy, 31 (Supplement) (1999). 

Van Houdt 1999 
7RRQ�YDQ�+RXGW��µ7KH�JRYHUQLQJ�RI�WKH�7RQJXH��/DQJXDJH�DQG�(WKLFV�LQ�(UDVPXV¶�
/LQJXD��������DQG�%XUJXQGLD¶V�/LQJXDH�YLWLD�HW�UHPHGLD�������¶��LQ��-RKQ�0DQQLQJ��
Karel Porteman and Marc van Vaeck (eds.) The Emblem Traditions and the Low 
Countries, Imago Figurata Studies, vol. 1B, Turnhout, 1999. 

Van Hyfte-De Laere 2008 
Albert and Lisette Van Hyfte-'H�/DHUH��µ'H�JHVFKLHGHQLV�YDQ�GH�6LQW-Michielsgilde in 
HHQ�QRWHQGRS¶��LQ��9DQ�+\IWH-De Laere, Detremmerie, De Witte and Fornari, De 
schilderijen, tekeningen en karikaturen uit het patrimonium van de Koninklijke en 
Ridderlijke Hoofdgilde van Sint-Michiel te Gent, Ghent, 2008. 

Van Hyfte-De Laere 2008 
Albert and Lisette Van Hyfte-'H�/DHUH��µ'H�EHODQJULMNH�IXQFWLHV�ELQQHQ�GH�6LQW-
0LFKLHOVJLOGH¶��LQ��9DQ�+\IWH-De Laere, Detremmerie, De Witte and Fornari, Van 
Hyfte-De Laere, Detremmerie, De Witte and Fornari, De schilderijen, tekeningen en 
karikaturen uit het patrimonium van de Koninklijke en Ridderlijke Hoofdgilde van 
Sint-Michiel te Gent, Ghent, 2008. 
 
Lisette Van Hyfte-De Laere, Marijke Detremmerie, Kristiaan De Witte and Bruno 



Fornari, De schilderijen, tekeningen en karikaturen uit het patrimonium van de 
Koninklijke en Ridderlijke Hoofdgilde van Sint-Michiel te Gent, Ghent, 2008. 

Van Lerius 1881, vol. 2 
Th. Van Lerius, %LRJUDSKLHV�G¶DUWLVWHV�$QYHUVRLV, Antwerp/Ghent, 1881, vol. 2. 

Van Mulders 2000 
&KULVWLQH�9DQ�0XOGHUV��µ3HWHU�3DXO�5XEHQV�HQ�-DQ�%UXHJKHO�,��GH�GULMIYHUHQ�YDQ�KXQ�
VDPHQZHUNLQJ¶��LQ��+DQV�9OLHJKH��$UQRXW�%DOLV�DQG�&DUO�9DQ�GH�9HOGH��HGV��� 
Concept, design & execution in Flemish painting (1550-1700), Turnhout 2000. 
 
 
Van Mulders 2015 
Christine van Mulders. µ*DOOH¶��Grove Art Online. Oxford Art Online, Oxford 
University Press.  
http://www.oxfordartonline.com.kuleuven.ezproxy.kuleuven.be/subscriber/article/grov
e/art/T030495pg4 (20 March 2015). 
 
van Orden 2005 
Kate van Orden, Music, Discipline, and Arms in Early Modern France, Chicago/ 
London, 2005. 
 
Van Passel 1988 
9HURQLTXH�9DQ�3DVVHO��µ1LHXZH�DUFKLYDOLVFKH�HQ�LFRQRJUDILVFKH�JHJHYHQV�RPWUHQW�GH�
WULSWLHN�³+HW�/DDWVWH�$YRQGPDDO´�YDQ�$PEURVLXV�)UDQFNHQ�GH�2XGH¶��Jaarboek van 
het Koninklijk Museum voor Schone Kunsten Antwerpen (1988). 

Van Riet 1997 
6DQGUD�9DQ�5LHW��µ/XFDV�)D\GKHUEH������-������µ&RQVWLFK�%HOGW-snijder van 
0HFKHOHQ¶��LQ��+HLGL�'H�1LMQ��+DQV�9OLHJKH�DQG�+DQV�'HYLVVFKHU��HGV����Lucas 
Faydherbe 1617-1679. Mechels beeldhouwer en architect, exh.cat., Mechelen, 
Stedelijk Museum Hof van Busleyden, [Ghent], 1997. 

Van Roey 1967 
-��YDQ�5RH\��µ(HQ�$QWZHUSVH�VFKLOGHUVG\QDVWLH��GH�/LHVDHUWV��;9,H-;9,,H�HHXZ�¶��
Jaarboek van het Koninklijk Museum voor Schone Kunsten Antwerpen (1967). 
 
Van Roey 1972 
-��YDQ�5RH\��µ'H�IDPLOLH�YDQ�)UDQV�+DOV��1LHXZH�JHJHYHQV�XLW�$QWZHUSHQ¶��Jaarboek 
Koninklijk Museum voor Schone Kunsten Antwerpen (1972). 



Van Stipriaan 1996 
R. Van Stipriaan, /HXJHQV�HQ�YHUPDDN�LQ�%RFFDFFLR¶V�QRYHOOHQ�LQ�GH kluchtliteratuur 
van de Nederlandse Renaissance, Amsterdam, 1996. 

van Strien 1998 
Kees van Strien, Touring the Low Countries. Accounts of British Travellers, 1660-
1720, Amsterdam, 1998. 

Van Suchtelen in: Van Suchtelen and Van Beneden 2009/ Van Suchtelen in: Van 
Suchtelen and Van Beneden 2009 [a] 
$ULDQH�YDQ�6XFKWHOHQ��µ.DPHUV�YRO�NXQVW�LQ�]HYHQWLHQGH-eeuws Antwerpen. Een 
LQOHLGLQJ¶��LQ��$ULDQH�YDQ�6XFKWHOHQ�DQG�%HQ�YDQ�%HQHGHQ��Kamers vol kunst in 
zeventiende-eeuws Antwerpen, exh.cat., Antwerp, Rubenshuis, Zwolle, 2009. 

Van Suchtelen in: Van Suchtelen and Van Beneden 2009 [b] 
$ULDQH�YDQ�6XFKWHOHQ��µ9HU]DPHOHQ�ELQQHQ�GH�VFKLOGHULMOLMVW��*H]DPHQOLMNH�
NXQVWNDPHUYRRUVWHOOLQJHQ¶��LQ��Ariane van Suchtelen and Ben van Beneden, Kamers 
vol kunst in zeventiende-eeuws Antwerpen, exh.cat., Antwerp, Rubenshuis, Zwolle, 
2009. 

Van Suchtelen and Van Beneden 2009 
Ariane van Suchtelen and Ben van Beneden, Kamers vol kunst in zeventiende-eeuws 
Antwerpen, exh.cat., Antwerp, Rubenshuis/ The Hague, Mauritshuis, Zwolle, 2009. 

Van Vaeck 1994 
Marc van Vaeck, Adriaen van de Vennes Tafereel van de Belachhende Werelt (Den 
Haag, 1635), vol. 3, Ghent, 1994. 

Van Vaeck and Verberckmoes 1998 
Marc Van Vaeck and Johan Verberckmoes, Trap op Trap af. Zeventiende-eeuwse 
presentaties van feest en vermaak in en rond het kasteel, exh.cat., Horst, Kasteel van 
Horst, Leuven, 1998. 

Van Wolsschaten 1654 
Geeraert van Wolsschaten, De doodt vermaskert met des weerelts ydelheyt af-ghedaen, 
Antwerp, 1654. 
 
van Wyhe 2005 
&RUGXOD�YDQ�:\KH��µ%HWZHHQ�&KDVWLW\�DQG�3DVVLRQ��7KH�,PSDFW�RI�WKH�)UHQFK�H[LOHV�
RQ�WKH�&XOW�RI�&RXUWO\�/RYH�DW�WKH�%UXVVHOV�&RXUW�LQ�WKH�����V¶��LQ��$QVHOP�6WHLJHU�
(ed.), Passion, Affekt und Leidenschaft in der frühen Neuzeit, Wolfenbütteler Arbeiten 
zur Barockforschung, 11, Wiesbaden, 2005. 

van Wyhe 2015 



&RUGXOD�YDQ�:\KH��µ'H�DPELWLHV�YDQ�GH�NXQVWHQDDU�HQ�]LMQ�YURXZHQ��,GHQWLWHLW�HQ�
NOHGLQJ�LQ�5XEHQV¶�IDPLOLHSRUWUHWWHQ¶��LQ��%HQ�YDQ�%HQHGHQ��HG����Rubens privé. De 
meester portretteert zijn familie, exh.cat., Antwerp, Rubenshuis, Brussels, 2015. 
 
Vergara 1998 
/LVD�9HUJDUD��µ$QWLHN�DQG�0RGHUQ�LQ�9HUPHHU¶V�/DG\�:ULWLQJ�D�/HWWHU�ZLWK�+HU�
0DLG¶��LQ��,YDQ�*DVNHOO�DQG�0LFKLHO�-RQNHU��HGV����Vermeer studies, New Haven, 1998. 

Verhoeven 2009 
Gerrit Verhoeven, Anders reizen? Evoluties in vroegmoderne reiservaringen van 
Hollandse en Brabantse elites 1600-1750, Hilversum, 2009. 

Verschaffel 1998 
Tom Verschaffel, De hoed en de hond. Geschiedschrijving in de Zuidelijke 
Nederlanden 1715-1794, Hilversum, 1998. 

Verstegen 1622 
Ve[rstegen], Scherp-sinnighe Characteren. Dit subtijle beschrijvinghe van de 
proprieteyten oft eyghendommen van verscheyden persoonen. In desen tweeden druck 
veel vermeerdert, Antwerp, 1622. 

Vidal 1992 
Mary Vidal, :DWWHDX¶V�3DLQWHG�&RQYHUVDWions. Art, Literature, and Talk in 
Seventeenth- and Eighteenth-Century France, New Haven and London,  1992. 

Vigarello 1990 
*HRUJHV�9LJDUHOOR��µ7KH�8SZDUG�7UDLQLQJ�RI�WKH�%RG\�IURP�WKH�$JH�RI�&KLYDOU\�WR�
&RXUWO\�&LYLOLW\¶��LQ��0LFKHO�)HKHU��5DPRQD�1DGGDII�DQG�1DGLD�7D]L��HGV����
Fragments for a History of the Human Body Part Two, New York, 1990. 

Villot 1855 
Frédéric Villot, Notice des tableaux exposés dans les galleries, Musée Imperial du 
Louvre, Paris, 1855. 

Vlieghe 1989 
+DQV�9OLHJKH��µ7KHRGRRU�5RPERXWV�HQ�]LMQ�JH]LQ�JHSRUWUHWWHHUG�GRRU�9DQ�'LMFN¶��
Leids Kunsthistorisch  Jaarboek, 8 (1989). 

Vlieghe 1991 
+DQV�9OLHJKH��µ0DDWZHUN�HQ�&RQIHFWLH¶��LQ��-DQ�9DQ�GHU�6WRFN��HG����Stad in 
Vlaanderen: cultuur en maatschappij 1477-1787, exh.cat., Brussels, Gemeentekrediet, 
Brussels, 1991. 



Vlieghe 1995 
+DQV�9OLHJKH��µ'H�NDDUWVSHOHQGH�VROGDWHQ�YDQ�GH�$QWZHUSVH�VFKLOGHU�Theodoor 
Rombouts (1597-�����¶��Taxandria, LXVII (1995). 

Vlieghe 1998 
Hans Vlieghe, Flemish Art and Architecture 1585-1700, New Haven/ London 1998. 
 
Vlieghe 2000 
+DQV�9OLHJKH��µ7KH�([HFXWLRQ�RI�)OHPLVK�3DLQWLQJV�EHWZHHQ������DQG�������$�6XUYH\�
RI�WKH�0DLQ�6WDJHV¶��LQ��+DQV�9OLHJKH��$UQRXW�%DOLV�DQG�&DUO�9DQ�GH�9HOGH��HGV����
Concept, Design and Execution in Flemish Painting (1550-1700), Turnhout, 2000. 

Vlieghe 2005 
+DQV�9OLHJKH��µµ)UD\LFKH\W�HQGH�NXQVW�GDHU�V\QH�LQFOLQDWLH�WRH�VWU\FNW¶��
beschouwingen over het mecenaat van aartshertog Leopold Wilhelm tijdens zijn 
landvoogdij over de Zuidelijke Nederlanden (1647-�����¶��LQ��+DQV�9OLHJKH�DQG�
Katlijne Van der Stighelen (eds.), Sponsors of the Past. Flemish Art and Patronage 
1550-1700, Turnhout, 2005. 

Vlieghe 2011 
Hans Vlieghe, David Teniers the Younger (1610-1690): a biography, Turnhout, 2011. 

Voet 1976 
L[eon] Voet, Antwerp Drawings and Prints. 16th-17th centuries, exh.cat., 
Washington, Smithsonian Institute,[Antwerpen], 1976. 

Voet 1993 
Leon Voet, De gouden eeuw van Antwerpen. Bloei en uitstraling van de Metropool in 
de zestiende eeuw, Antwerp, 1993. 

v. Frimmel 1905 
7KHRGRU�Y��)ULPPHO��µ$QPHUNXQJHQ�]X�+LHURQ\PXV�-DQVVHQV¶��Blätter für 
Gemäldekunde, vol. 1, nr. 3  (Vienna, 1905). 

von Reber 1894 
Franz von Reber, Geschichte der Malerei vom Anfang des 14. Bis zum Ende des 18. 
Jahrhunderts, Munich, 1894. 

Von Wurzbach 1963, vol. 1 
Alf red Von Wurzbach, Niederländisches Künstlerlexikon, vol. 1, A-K, Amsterdam, 
1963. 

 



Von Wurzbach [1906], vol. 2 
Alf red von Wurzbach, Niederländisches Künstler-lexikon, vol. 2, Amsterdam, [1906]. 

Wallert 2004 
$ULH�:DOOHUW��µ+HW�ZRQGHUOLMNH�VDWLMQ�YDQ�*HUDUG�WHU�%RUFK¶��LQ��$UWKXU�.��:KHHORFN�
Jr., Gerard ter Borch, exh.cat., Washington, National Gallery of Art/ Detroit, Detroit 
Institute of Arts, Zwolle, 2004. 

Wallert and Tauber 2004 
Arie Wallert and Gwen Tauber��µ2YHU�KHUKDOLQJHQ�LQ�GH�VFKLOGHUNXQVW��KHW�SUREOHHP�
YDQ�UHSURGXFWLH¶��Bulletin van het Rijksmuseum, vol. 52, nr. ¾ (2004). 

Wangermée 1950 
Robert Wangermée, Les maîtres de chant des XVIIe et XVIIIe siècles à la collégiale 
des SS. Michel et Gudule à Bruxelles, Brussels, 1950. 

Waquet 1986 
)UDQoRLVH�:DTXHW��µ/D�PRGH�DX�;9,,H�VLqFOH��GH�IROLH�j�O¶XVDJH¶��Cahiers de 
O¶$VVRFLDWLRQ�LQWHUQDWLRQDO�GHV�pWXGHV�IUDQFDLVHV� 38 (1986). 

Warburg 1999 
$E\�:DUEXUJ��µ$UWLVWLF�([FKDQJHV�EHWZHHQ�1RUWK�DQG�6RXWK�LQ�WKH�)LIWHHQWK�&HQWXU\�
�������¶�LQ�$E\�:DUEXUJ��LQWURGXFHG�E\�:��)RUVWHUV��WUDQVODWHG�E\�'DYLG�%ULWW��The 
Renewal of Pagan Antiquity, Los Angeles, 1999. 

Watson 1953 
)�-�%��:DWVRQ��µ1HZ�/LJKW�RQ�:DWWHDX¶V�µ/HV�3ODLVLUV�GX�%DO¶� The Burlington 
Magazine, XCV, 598-609 (1953). 

Watteeuw 2010 
%HUW�:DWWHHXZ��µ(HQ�QHXV�YRRU�NXQVW��De Antwerpse liefhebber Jacomo de Cachiopin 
(1591/92-������HQ�]LMQ�FROOHFWLH¶��LQ��.DWOLMQH�9DQ�GHU�6WLJKHOHQ��+DQQHORUH�0DJQXV�
and Bert Watteeuw (eds.), Pokerfaced. Flemish and Dutch Baroque Faces Unveiled, 
Turnhout, 2010. 

Watteeuw 2013 
%HUW�:DWWHHXZ��µ)UDPLQJ�WKH�)DFH��3DWWHUQV�RI�3UHVHQWDWLRQ�DQG�5HSUHVHQWDWLRQ�LQ�
(DUO\�0RGHUQ�'UHVV�DQG�3RUWUDLWXUH¶��LQ��&DWULHQ�6DQWLQJ��%DUEDUD�Baert and Anita 
Traninger (eds.), Disembodied Heads in Medieval and Early Modern Culture, 
Intersections. Yearbook for Early Modern Studies, 28, Leiden, 2013. 
 
Watteeuw 2015 
%HUW�:DWWHHXZ��µµ*URRWHU�RQJKHUHJKHOWKH\W�HQGH�RYHUGDHG�YDQ�FOHHGHUHQ¶�,HWV�RYHU�
poUWUHWWHQ�HQ�ZHHOGHZHWWHQ�LQ�GH�]HVWLHQGH�HHXZ¶��LQ��7LOO-Holger Borchert and 



Koenraad Jonckheere (eds.), Renaissance-portretten uit de Lage Landen, Lichtervelde, 
2015. 

Watteeuw 2015 
%HUW�:DWWHHXZ��µ2Q]LFKWEDDU�DDQZH]LJ��GLHQVWSHUVRQHHO�WHQ�KXL]H�YDQ�5XEHQV¶��LQ��
Ben van Beneden (ed.), Rubens privé. De meester portretteert zijn familie, exh.cat., 
Antwerp, Rubenshuis, Brussels, 2015. 

Waugh 1964 
Norah Waugh, 7KH�&XW�RI�0HQ¶V�&ORWKHV�����-1900, New York, 1964. 

Wauters 1883 
Alphonse Wauters, La Peinture flamande, Paris, 1883. 

Weiss 2003 
Thomas Weiss (ed.), Oranienbaum Huis van Oranje: Wiedererweckung eines 
anhaltischen Fürstenschlosses Oranische Bildnisse aus fünf Jahrhunderten, exh.cat., 
Schloss Oranienbaum, Munich/Berlin, 2003. 

Weissert 2005 
&DHFLOLH�:HLVVHUW��µ7KH�&RS\LQJ�RI�0RWLIV�DQG�6W\OLVWLF�,PLWDWLRQ�LQ�1HWKHUODQGLVK�$UW�
DQG�LQ�$UW�7KHRUHWLFDO�7UHDWLVHV�RI�DURXQG�����µ��Viator, 36 (2005). 

Welch 2009 
Evelyn Welch, Shopping in the Renaissance: Consumer Cultures in Italy, 1400-1600, 
New Haven, 2009. 

Welu 1983 
James A. Welu, 7KH�FROOHFWRU¶V�FDELQHW��)OHPLVK�SDLQWLQJV�IURP�1HZ�(QJODQG�SULYDWH�
collections, exh.cat., Worcester, Worcester Art Museum, 1983. 

Werche 2004 
B. Werche, Hendrick van Balen (1575-1632). Ein Antwerpener Kabinettbildmaler der 
Rubenszeit, 2 vols., Turnhout, 2004. 

Westermann 1997 
M. Westermann, The Amusements of Jan Steen. Comic Painting in the Seventeenth 
Century, Zwolle, 1997. 

Westermann 2002 
0DULsW�:HVWHUPDQQ��µ$IWHU�,FRQRJUDSK\�DQG�,FRQRFODVP��&XUUHQW�5HVHDUFK�LQ�
Netherlandish Art, 1566-����¶��The Art Bulletin, 84, 2 (June 2002). 

Weststeijn 2008 
T. Weststeijn, 7KH�9LVLEOH�:RUOG��6DPXHO�YDQ�+RRJVWUDWHQ¶V�$UW�7KHRU\�DQG�WKH�



Legitimation of Painting in the Dutch Golden Age, translated by B. Jackson and L. 
Richards, Amsterdam, 2008. 

Wheelock Jr. 2004 
Arthur K. Wheelock Jr., Gerard ter Borch, exh.cat., Washington, National Gallery of 
Art/ New York, American Foundation of Arts, Zwolle, 2004. 

Wheelock Jr. 2005 
Arthur K. Wheelock Jr., Flemish Paintings of the Seventeenth Century. The 
Collections of the National Gallery of Art Systematic Catalogue, mus.cat., 
Washington, National Gallery of Art, New York/ Oxford, 2005. 

White 2007 
Christopher White, The Later Flemish Painters in the Collection of Her Majesty the 
Queen, London, 2007. 

Whitlock 1999 
.HLWK�:KLWORFN��µ-RKQ�3OD\IRUG¶V�7KH�(QJOLVK�'DQFLQJ�0DVWHU���������DV�&XOWXUDO�
3ROLWLFV¶��Folk Music Journal, 7, 5 (1999). 
 

Wieseman 1993 
0DUMRULH�(��:LHVHPDQ��µ7KH�$UW�RI�³&RQYHUVDWLH´��*HQUH�3RUWUDLWXUH�LQ�WKH�6RXWKHUQ�
1HWKHUODQGV�LQ�WKH�6HYHQWHHQWK�&HQWXU\¶��LQ��3HWHU�&��6XWWRQ��The Age of Rubens, 
exh.cat., Boston, Museum of Fine Arts/ Toledo Museum of Art, Ghent 1993. 

Wieseman 2004 
Marjorie E. Wieseman catalogue note in: Arthur K. Wheelock Jr., Gerard ter Borch, 
exh.cat., Washington, National Gallery of Art/ Detroit, Detroit Institute of Arts, 
Zwolle, 2004. 

Wiggin 2011 
%HWKDQ\�:LJJLQ��µ*OREDOL]DWLRQ�DQG�WKH�:RUN�RI�)DVKLRQ�LQ�(DUO\�0RGHUQ�*HUPDQ�
/HWWHUV¶��Journal for Early Modern Cultural Studies, 11, 2 (Fall 2011). 

Wilenski 1960 / Wilenski 1960, vol. 1 
R.H. Wilenski, Flemish Painters 1430-1830, vol. 1, London, 1960. 

Wilson McKay and Baxter 2007 
6DUD�:LOVRQ�0F.D\�DQG�'HQLVH�%D[WHU��µ³<RXU�.LGV�6D\�µ0RP¶��<RXU�&ORWKHV�6D\�
2WKHUZLVH�´�3UHJQDQW�)DVKLRQ�'ROOV�DQG�9LVXDO�&XOWXUH¶, Visual Culture & Gender, 2 
(2007). 

 



Windmolders 1999 
Nadia Windmolders��³«ZDQW�WRW�GH�.UDDP�KRRUW�]R�YHHO´�(HQ�LFRQRJUDILVFKH�VWXGLH�
van het kraamgebeuren in de 16de- en 17de-eeuwse schilderkunst van de beide 
Nederlanden, XQSXEOLVKHG�PDVWHU¶V�WKHVLV��/HXYHQ������� 

Winerock 2012 
Emily Winerock, Reformation and Revelry. The practices and politics of dancing in 
early modern England, c. 1550-c. 1640, doctoral thesis, University of Toronto, 2012. 

Winternitx 1969 
(PDQXHO�:LQWHUQLW[��µ5HPEUDQGW¶V�µ&KULVW�3UHVHQWHG�WR�WKH�3HRSOH¶- 1655. A 
PHGLWDWLRQ�RQ�-XVWLF�DQG�&ROOHFWLYH�*XLOW¶��Oud Holland, 84, 2/3 (1969). 

Witgeest 1698 
Simon Witgeest, Het Verbetert en vermeerdert Natuurlyk Toover-ERHN�2I�¶W�1LHXZ�
Speel-Toneel Der Konsten, 6th edition, Amsterdam, 1698. 
 
Wolf  and Wolters 2012 
,QHNH�:ROI�HQ�0DUJUHHW�:ROWHUV��µ/HQWH��=RPHU��:LQWHU��GULH�WULRPIHQ�YDQ�
MDDUJHWLMGHQ�WRHJHVFKUHYHQ�DDQ�/RXLV�GH�&DXOOHU\¶��Oud Holland, 125, 1 (2012). 
 
Wolters van der Wey 2015 
%HDWULMV�:ROWHUV�YDQ�GHU�:H\��µ)HHOLQJV�8QYHLOHG�ZLWK�5HJDUG�WR�&LYLF�*URXS�
PoUWUDLWV¶��LQ��+DQQHORUH�0DJQXV�DQG�.DWOLMQH�9DQ�GHU�6WLJKHOHQ��HGV����Facts & 
Feelings. Retracing Emotions of Artists, 1600-1800, Turnhout, 2015. 

Woodall 2000 
-RDQQD�:RRGDOO��µ:WHZDHO¶V�3HUVHXV�DQG�$QGURPHGD��ORRNLQJ�IRU�ORYH�LQ�VHYHQWHHQWK-
FHQWXU\�'XWFK�SDLQWLQJ¶��LQ��&DUROLQH�$UVFRWW�DQG�.DWLH�6FRWW��HGV����Manifestations of 
Venus. Art and Sexuality, Manchester/ New York, 2000. 
 
Woollett 2006 
Anne T. Woollett, µ7ZHH�YHUPDDUGH�VFKLOGHUV��De samenwerking van Rubens en 
%UHXJKHO�YDQ�FD�������WRW�����¶��LQ��$QQH�7��:RROOHWW�DQG�$ULDQH�YDQ�6XFKWHOHQ�
(eds.), Rubens & Breughel Een artistieke vriendschap, exh. cat., The Hague, 
Koninklijk  Kabinet van Schilderijen, Mauritshuis/ Los Angeles, J. Paul Getty 
Museum, Zwolle, 2006. 

Worsley, Härting and Keblusek 2006 
/XF\�:RUVOH\��8UVXOD�+lUWLQJ�DQG�0DULND�.HEOXVHN��µ'H�KRJHVFKRRO�YDQ�GH�
SDDUGULMNXQVW¶��LQ��%HQ�9DQ�%HQHGHQ�DQG�1RUD�'H�3RRUWHU��HGV����Vorstelijke 



Vluchtelingen Willi am en Margaret Cavendish in het Rubenshuis 1648-1660, exh. 
Cat., Antwerp, Rubenshuis, Schoten, 2006. 

Wouters 1992 
3HWHU�:RXWHUV��µ'H�VFKLOGHUVIDPLOLH�+RUHPDQV�HQ�HHQ�ZHUN�XLW�KHW�.06.¶��Jaarboek 
van het Koninklijk Museum voor Schone Kunsten Antwerpen (1992). 

Zeder 1993 
2OLYLHU�=HGHU��µ&RSLHV�HW�UpGXFWLRQV�GDQV�OHV�GHX[�*DOHULHV�GH�SHLQWXUHV�YLVLWpHV�SDU�
GHV�DPDWHXUV¶��LQ��-HDQ�&XLVHQLHU��HG����/¶°XYUH�HQ�PXOWLSOH� Collection, Etudes et 
travaux, 4, Paris, 1993. 

Zoege von Manteuffel 1921 
K. Zoege von Manteuffel, Das Flämische Sittenbild des XVII. Jahrhunderts, Leipzig, 
1921. 

Zoege von Manteuffel 1925 
.XUW�=RHJH�YRQ�0DQWHXIIHO��µ-DQVVHQV��+LsURQ\PXV��-HURRP�¶��LQ���8OULFK�7KLHPH�DQG�
Felix Becker (eds.), Allgemeines lexikon der bildenden Künstler von der Antike bis zur 
Gegenwart, edited by Hans Vollmer, 18, Leipzig, 1925. 


