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Abstract 

 

The seventeenth-century Netherlands was a time of great wealth due to success in 

commerce and trade, and new-found independence from Spanish rule, which resulted in 

mass migration because of religious loyalties; subsequently, there was an exponential 

increase in easel painting. These factors culminated in an era unique to the Dutch Republic. 

Simultaneously, there were developments in music, the production of musical instruments 

and musical compositions; these affected how music was learned, distributed and 

performed. Keyboard instruments including clavichords, harpsichords, organs and 

virginals, as well as their associated music, reached a zenith during this time. These 

extravagant instruments were owned by and played for the wealthy stratum of Dutch 

society. Artists, and particularly genre painters, were keen to represent the world around 

them in a distinctively Dutch manner, and so they depicted the musical reverie alongside 

instruments such as the lute, guitar, viola da gamba, violin, hurdy-gurdy, rommelpot, trumpet, 

drum and more, but most importantly the keyboard instrument. Successful Dutch artists 

like Pieter Codde (Amsterdam, 1599–1678), Gerrit Dou (Leiden, 1613–75), Gabriel Metsu 

(Leiden, 1629–67), Jan Steen (Leiden, 1626–79), and Johannes Vermeer (Delft, 1632–75), 

began to establish a genre-within-a-genre by repeating and refining the theme of elite 

women with keyboard instruments situated in the domestic interior. 

 

Purely ocular modes of viewing visual culture have dominated art history since the time of 

the Renaissance, culminating in an ‘ocularcentrism’ throughout current literature.1 

However, the modes of sound, silence, noise, hearing and listening are all depicted within 

seventeenth-century Dutch genre paintings. This thesis aims to approach these case studies 

with a new lens – a way of listening that has not been considered before – and place these 

sources on a spectrum of sound. Perception studies in art interpretation can illuminate 

greater information for the observer; after all, our senses assist us in understanding the 

world around us, therefore these pictures are carriers of information. Using visual analysis, 

I examine the meaning and function of Dutch paintings featuring women and keyboard 

instruments in order to discover what they reveal about the significance of sound. 

Moreover, the impact of space on sound and in turn sound on space is especially 

important, as each illusion fosters the other. Spatial devices allow spectators entry into and 

through pictures, and so this too will be discussed in relation to aurality. Finally, keyboard 

instruments were often decorated with Latin mottoes, usually of a Biblical or classical 

nature. Several artists even repeated the use of Latin mottoes in their work, thus 

highlighting a significant relationship between image and text, particularly the influence of 

emblem books prevalent during the era. Literature and terminology from various fields 

including film and sound studies will be applied to these paintings so as to explain the ways 

aurality functions in the images. Overall, these paintings are a form of cultural 

communication; they capture and preserve a time, place and soundscape that was the elite 

Dutch household during the seventeenth century. 

                                                           
1 Schmidt, Hearing Things: Religion, Illusion, and the American Enlightenment, p. 7. 
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TO MY CLAVIER 

 

Thou faithful stringed array, 

Echo my sighting soul! 

Now fades the clouded day 

To night, all sorrow’s goal. 

 

Fond strings, obey my hand,  

Help me my pain withstand- 

But, no, leave me my pain, 

My feelings’ tender skein. 

 

Disconsolate though I seem, 

I love the sufferer’s part; 

When lonely tears outstream, 

Still weeps a loving heart.1 

                                                           
1 This poem was written during 1754 by Friedrich Wilhelm Zachariae (Bad Frankenhausen, 1726–77). 
Loesser, Men, Women & Pianos: A Social History, p. 61. 



xi 
 

List of Illustrations 

 

Figure A:  Andreas Ruckers the Elder, Harpsichord, 1640, 

Antwerp. 

Location: Yale Collection of Musical 

Instruments, New Haven, Connecticut. 

 

Figure B:  Adam Leversidge, Virginal, 1666, London. 

Location: Yale Collection of Musical 

Instruments, New Haven, Connecticut. 

 

Figure C:  The Netherlands at the Death of Elizabeth, 

1603. 

 

Figure D:  The Netherlands, 1702. 

 

Figure 1:  Gonzales Coques, Van Coudenberg Family (?),     

c. 1650/60, oil on canvas. 

Location: S. Bergmans Collection, Brussels. 

 

Figure 2: A Reproduction of a Ruckers Flemish Double 

Harpsichord. 

 

Figure 3: Formerly attributed to Zoffany, Le Concert de 

Musique (The Music Concert) (detail), c. 18th 

century, drawing. 

Location: Unknown. 

 

Figure 4:  Dollhouse owned by Petronella de la Court, 

1670–90. 

Location: Centraal Museum, Utrecht. 

 

Figure 5:  Samuel van Hoogstraten, A Peepshow with Views 

of the Interior of a Dutch House, c. 1665–60, oil and 

egg on wood. 

Location: The National Gallery, London. 

 

Figure 6:  Samuel van Hoogstraten, View Down a Corridor, 

1662, oil on canvas. 

Location: National Trust, Dyrham Park. 

 

Figure 7:  Gabriel Metsu, Woman Reading a Letter, 1664–6, 

oil on wood panel. 

Location: National Gallery of Ireland, Dublin. 

 



xii 
 

Figure 8: Gerrit Dou, Woman at the Clavichord, painting. 

Location: Unknown, previously in the collection 

of the Emperor Wilhelm II, Germany. 

 

Figure 9: Jan Miense Molenaer, Woman at the Virginal, 

1630–40, oil on panel. 

Location: Rijksmuseum, Amsterdam. 

 

Figure 10: Jan Miense Molenaer, Allegory of Vanity, 1633, oil 

on canvas. 

Location: Toledo Museum of Art, Ohio. 

 

Figure 11: Jan Miense Molenaer, Allegory of Vanity (detail), 

1633, oil on canvas. 

Location: Toledo Museum of Art, Ohio. 

 

Figure 12: Judith Leyster, Boy Playing a Flute, 1630–5, oil on 

canvas. 

Location: Nationalmuseum, Stockholm. 

 

Figure 13: Jan Miense Molenaer, Self-Portrait with Family 

Members, c. 1630s, oil on canvas. 

Location: Frans Hals Museum, Haarlem. 

 

Figure 14: Dirck Hals, Company Making Music in an Interior, 

1633, oil on panel. 

Location: Frans Hals Museum, Haarlem, loan 

from the Netherlands Institute for Cultural 

Heritage. 

 

Figure 15: Dirck Hals, Concert, c. 17th century, oil on canvas. 

Location: Schlossmuseum, Schloss Friedenstein, 

Gotha. 

 

Figure 16: Pieter van Roestraten, Still Life with Musical 

Instruments, c. 17th century, oil on canvas. 

Location: Haags Gemeentemuseum, The Hague. 

 

Figure 17: Jan Barentsz Muyckens, Couple at the Clavichord, 

1648, oil on panel. 

Location: Haags Gemeentemuseum, The Hague. 

 

Figure 18: Gerrit Donck, Marriage Portrait of a Husband and 

Wife of the Lossy de Wariné Family, c. 1640, oil on 

panel. 

Location: Private collection (?). 

 



xiii 
 

Figure 19: Jan Verkolje, A Musical Interlude (An Elegant 

Couple with Musical Instruments in an Interior),        

c. 17th century. 

Location: Private collection. 

 

Figure 20: Gabriel Metsu, The Cello Player, c. 1658, oil on 

canvas. 

Location: Royal Collection Trust, London. 

 

Figure 21: Peter Paul Rubens, Saint Cecilia, c. 1639–40, oil 

on panel. 

Location: Staatliche Museen, Berlin. 

 

Figure 22: Abraham van Diepenbeeck, Saint Cecilia, oil on 

canvas. 

Location: The Metropolitan Museum of Art, 

New York. 

 

Figure 23: Gerrit van Honthorst, Saint Cecilia Playing the 

Organ, 1620, oil on canvas. 

Location: Museum Schloss Wilhelmshöhe, 

Kassel. 

 

Figure 24: Gerrit van Honthorst, Musical Scene, painting. 

Location: Kunstsammlungen Bundesrepublik 

Deutschland, Kassel. 

 

Figure 25: Gesina ter Borch, De Heilige Cecilia met twee 

engelen, in or after c. 1660 – in or before c. 1661, 

chalk on paper. 

Location: Rijksmuseum, Amsterdam. 

 

Figure 26: Gesina ter Borch, Self-Portrait, 1661, watercolour 

and ink on paper. 

Location: Rijksmuseum, Amsterdam. 

 

Figure 27: Judith Leyster, Self-Portrait, c. 1630, oil on 

canvas. 

Location: National Gallery of Art, Washington. 

 

Figure 28: Jacob Ochtervelt, Street Musicians at the Door, 

1665, oil on canvas. 

Location: The Saint Louis Art Museum, Saint 

Louis. 

 

 



xiv 
 

Figure 29: Hendrik Sorgh, The Family of Jacob Bierens, 1663, 

oil on panel. 

Location: Rijksdienst Beeldende Kunst, The 

Hague. 

 

Figure 30: Gabriel Metsu, The Visit to the Nursery, 1661, oil 

on canvas. 

Location: The Metropolitan Museum of Art, 

New York. 

 

Figure 31: Nicolaes Maes, The Eavesdropper (The Listener), 

1657, oil on canvas. 

Location: Dordrechts Museum, Dordrecht. 

 

Figure 32: Job Berckheyde, The Baker, c. 1681, oil on 

canvas. 

Location: Worcester Art Museum, 

Massachusetts.  

 

Figure 33: Gerrit Dou, Girl at a Window, 1657, oil on panel. 

Location: The National Trust, Waddesdon 

Manor. 

 

Figure 34: Gerrit Dou, Violinist in the Studio, 1653, oil on 

panel. 

Location: Collections of the Prince of 

Liechtenstein, Vaduz Castle. 

 

Figure 35: Gerrit Dou, The Trumpeter, c. 1660, oil on panel. 

Location: Musée du Louvre, Paris. 

 

Figure 36: Johannes Vermeer, A Maid Asleep, c. 1656–7, oil 

on canvas. 

Location: The Metropolitan Museum of Art, 

New York. 

 

Figure 37: Jacob Ochtervelt, The Music Lesson, 1670, oil on 

canvas. 

Location: Birmingham Museums and Art 

Gallery, Birmingham. 

 

Figure 38: Dirck van Baburen, Procuress, c. 1622, oil on 

canvas. 

Location: Museum of Fine Arts, Boston. 

 

 



xv 
 

Figure 39: Emanuel de Witte, Interior with a Woman at a 

Clavichord, c. 1665–7, oil on canvas. 

Location: Museum of Fine Arts, Montreal. 

 

Figure 40: Pieter de Hooch, Young Woman in an Interior, 

Receiving a Letter, c. 1670, oil on canvas. 

Location: Kunstahlle, Hamburg. 

 

Figure 41: Pieter de Hooch, Company Making Music in an 

Interior, 1684, oil painting. 

Location: Unknown. 

 

Figure 42: Gerard ter Borch, A Music Making Couple,          

c. 1674, oil on canvas. 

Location: Stedelijk Museum, Zwolle. 

 

Figure 43: Gabriel Metsu, Virginal Player, c. 1661, oil on 

wood. 

Location: Musée du Louvre, Paris. 

 

Figure 44: Jan Steen, Musical Company (The Young Suitor),     

c. 1661–4, oil on canvas. 

Location: The Samuel Collection, Guildhall Art 

Gallery, London. 

 

Figure 45: Jan Steen, The Doctor’s Visit, c. 1660–5, oil on 

panel. 

Location: Philadelphia Museum of Art, 

Philadelphia. 

 

Figure 46: Johannes Vermeer, The Concert, 1665–6, oil on 

canvas. 

Location: Isabella Stewart Gardner, Boston. 

 

Figure 47: Emanuel de Witte, Interior with a Woman at the 

Virginals, c. 1665, oil on canvas. 

Location: Museum Boijmans Van Beuningen, 

Rotterdam. 

 

Figure 48: Emanuel de Witte, Interior with a Woman at the 

Virginals (detail), c. 1665, oil on canvas. 

Location: Museum Boijmans Van Beuningen, 

Rotterdam. 

 

 

 



xvi 
 

Figure 49: Jan Steen, The Harpsichord Lesson, c. 1660, oil on 

wood. 

Location: Wallace Collection, London. 

 

Figure 50: Jan Steen, A Young Woman Playing a Harpsichord, 

c. 1659, oil on oak. 

Location: The National Gallery, London. 

 

Figure 51: Jan Steen, A Young Woman Playing a Harpsichord 

(detail), c. 1659, oil on oak. 

Location: The National Gallery, London. 

 

Figure 52: Jan Steen, A Young Woman Playing a Harpsichord 

(detail), c. 1659, oil on oak. 

Location: The National Gallery, London. 

 

Figure 53: Jan Steen, Fantasy Interior with Jan Steen and the 

Family of Gerrit Schouten, c. 1659–60, oil on 

canvas. 

Location: The Nelson-Atkins Museum of Art, 

Kansas City, Missouri. 

 

Figure 54: Frans van Mieris, Duet, 1658, oil on wood. 

Location: Staatliches Museum, Schwerin. 

 

Figure 55: Jacob Ochtervelt, Two Women and a Man Making 

Music, c. 1675–80, oil on canvas. 

Location: The National Gallery, London. 

 

Figure 56: Pieter de Hooch, Young Couple Playing Music in an 

Interior with Two Dogs (Music Making Couple), 

1680–4, oil painting. 

Location: Unknown. 

 

Figure 57: Gabriel Metsu, Lady at a Virginal, c. 1665, oil on 

canvas. 

Location: Museum Boijmans Van Beuningen 

Rotterdam. 

 

Figure 58: Gerrit Dou, Young Lady Playing the Virginal,        

c. 1665, oil on panel. 

Location: Private collection, USA. 

 

Figure 59: Cornelis de Man (manner of), Pair Making Music, 

1650–1710, oil on canvas. 

Location: Rijksmuseum, Amsterdam. 

 



xvii 
 

Figure 60: Pieter de Hooch, Elegant Company with a Woman 

at the Virginal (Officers and Ladies in an Interior). 

Location: Darlington, United Kingdom. 

 

Figure 61: Johannes Vermeer, A Lady at the Virginals with a 

Gentleman (The Music Lesson), 1662–5, oil on 

canvas. 

Location: Buckingham Palace, London. 

 

Figure 62: Gerard ter Borch, The Concert, c. 1675, oil on 

oak. 

Location: Staatliche Museen, Berlin. 

 

Figure 63: Gerrit Dou, A Woman Playing a Clavichord,          

c. 1665, oil on oak panel. 

Location: Dulwich Picture Gallery, London. 

 

Figure 64: Ludolf de Jongh, Young Woman at the Virginals, 

1651, oil on linen. 

Location: Museum Rotterdam, The 

Netherlands. 

 

Figure 65: Johannes Vermeer, Lady Seated at a Virginal,      

c. 1673, oil on canvas. 

Location: The National Gallery, London. 

 

Figure 66: Johannes Vermeer, Lady Standing at a Virginal, 

c. 1670, oil on canvas. 

Location: The National Gallery, London. 

 

Figure 67: Johannes Vermeer, Young Woman Seated at the 

Virginals, c. 1670, oil on canvas. 

Location: Private collection. 

 

Figure 68: Gabriel Metsu, A Woman Playing a Virginal,        

c. 1662, oil painting. 

Location: Musée des Beaux-Arts, Paris. 

 

Figure 69: Gabriel Metsu, Interior with a Lady Seated at a 

Keyboard, c. 1655, oil on canvas. 

Location: Kenwood House, London. 

 

Figure 70: Gabriel Metsu, Man and Woman Sitting at the 

Virginal, 1658–60, oil on oak. 

Location: The National Gallery, London. 

 



xviii 
 

Figure 71: Cornelis de Vos, Girl at a Virginal, c. 1624–5, oil 

on panel. 

Location: Private collection. 

 

Figure 72: Gonzales Coques, The Young Scholar and his Wife 

(formerly The Young Scholar and his Sister), 1640, 

oil painting. 

Location: Staatliche Kunstsammlungen, Kassel. 

 

Figure 73: Caspar Netscher, Musical Company (Woman 

Playing a Virginal and a Singer), 1666, oil on 

canvas. 

Location: Staatliche Kunstsammlungen, 

Dresden. 

 

Figure 74: Pieter Codde, Lady Seated at Virginals, c. 1630–5, 

oil on oak panel. 

Location: Private collection. 

 

Figure 75: Pieter Codde, A Woman Seated at a Virginal with a 

Letter. 

Location: Private collection, Boston. 

 

Figure 76: Pieter Codde, Young Scholar in His Study: 

Melancholy, c. 1630, oil on panel. 

Location: Musée des Beaux-Arts, Lille. 

 

Figure 77: Pieter Codde (possibly after A. Bosse), Untitled 

Musical Company. 

Location: Formerly collection Houthakker, 

Amsterdam [1928]. 

 

Figure 78: Pieter Codde, Family Portrait. 

Location: Private collection, sold by Sotheby’s 

[2015]. 

 

Figure 79: Pieter Codde, Woman at the Virginals. 

Location: Unknown, formerly collection 

Douwes, Amsterdam [1930]. 

 

Figure 80: Pieter Codde, Woman with a Letter Sitting by a 

Table. 

Location: Rau Foundation, Geneva. 

 

Figure 81: Pieter Codde, Untitled musical company, 

painting. 

Location: Unknown, sale Paris [1935]. 



xix 
 

 

Figure 82: Johannes Vermeer, Woman Reading a Letter,        

c. 1663, oil on canvas. 

Location: Rijksmuseum, Amsterdam. 

 

Figure 83: Gerrit Dou, Old Woman Reading, c. 1631–2, oil 

on panel. 

Location: Rijksmuseum, Amsterdam. 

 

Figure 84: Roemer Visscher, Frontispiece from Sinnepoppen, 

1614. 

 

Figure 85: Roemer Visscher & Anna Visscher, Plate 167 

from Sinnepoppen, 1669 Edition. 

 

Figure 86: Geffrey Whitney, Plate 226 Soli Deo Gloria from 

A Choice of Emblemes and other Devises, 1586. 

 

Figure 87: Eglon Hendrik van der Neer, Lute Player Seated at 

a Virginal, 1669, oil on panel. 

Location: Museum Boijmans Van Beuningen, 

Rotterdam. 

 

Figure 88: Pieter Corneliszoon Hooft, Unknown artist, 

Plates 32-3 Van Minne from Emblemata Amatoria, 

First published 1611, this second edition 1618. 

 

Figure 89: Abraham van Diepenbeeck, Angel with 

Harpsichord from Afbeeldinghe van d’eerste eeuwe der 

societyt IESU, 1640, engraving. 

 

Figure 90: Otto van Veen, Amorum Emblemata, 1608, 

engraving. 

 

Figure 91: Jacob Cats, Quid Non Sentit Amor from Sinne- en 

minnebeelden, 1627. 

 

Figure 92: Godaert Kamper, Woman by a Virginal,              

c. 1640 (?). 

Location: Rafael Valls Gallery, London. 

 

Figure 93: Gabriel Rollenhagen, Subscriptio for Embleme 86 

from Nucleus emblematum selectissimorum, 1611. 

 

Figure 94: Gabriel Rollenhagen, Embleme 86 SIC TRANSIT 

GLORIA MUNDI from Nucleus emblematum 

selectissimorum, 1611. 



xx 
 

 

Figure 95: Jan Verkolje, Portrait of a Youth with a Viola da 

Gamba, c. 1672, oil on canvas. 

Location: Private collection, Family Tarnowski, 

Dukla (Poland). 



1 

Chapter One 

Introduction 

 

AUDI VIDE ET TACE 

SI VIS VIVERE IN PACE. 

Listen, watch, and be silent if you wish to live in peace – Various 
keyboard instruments by Ruckers, circa seventeenth century.1 

 

Humanity has long sought to discover and translate meaning via the production and 

manipulation of sound and music. Since antiquity, music has been a driving force for 

human beings, a source of creativity and inspiration, as well as a culturally significant 

marker, unique to individuals, groups, even different times and places. Throughout the 

European Baroque period (c. late-sixteenth to mid-eighteenth centuries) and the 

seventeenth century in particular, keyboard instruments including clavichords, 

harpsichords, organs and virginals, as well as their associated music, reached a zenith of 

popularity and practice within the society and culture of the Dutch Republic. Fortunately, 

this has been evidenced by artists, who were keen to represent the musical world around 

them in pictorial form. Dutch painters, known for the extreme verisimilitude and 

illusionism with which they worked, were masters in the depiction of a diverse range of 

musical instruments.2 Their fine details and craftsmanship – down to the manufacturers’ 

monograms, their materials, quirks, decoration, even the manner by which they were played 

– can provide art historians, music historians and musicologists with visual information 

concerning performance practice.  

                                                           
1 McGeary, “Harpsicord Mottoes”, p. 20. 
2 Some examples of the myriad instruments depicted throughout Dutch art history include the lute, guitar, 
cittern, viola da gamba or bass viol, violin or fiddle, hurdy-gurdy, rommelpot, bagpipe, shawm, recorder, flute, 
trumpet, horn and drum. Most of these instruments feature within specific art works discussed in this thesis. 
Please see the Glossary of Terms & Musical Instruments in the Appendix. 
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These painters created an astounding output of over five million art works in the Northern 

Netherlands alone, and approximately thirty percent of artists were depicting music and 

musical instruments in their work. Surviving art works reveal that twelve percent of 

paintings revolved around music and musical themes.3 Nor have these art works and their 

makers faded into oblivion, for they constitute a list of several of the most renowned artists 

in the history of Dutch art, including Gerard ter Borch (Zwolle, 1617–81), Pieter Codde 

(Amsterdam, 1599–1678), Gerrit Dou (Leiden, 1613–75),4 Dirck Hals (Haarlem, 1591–

1656), Gabriel Metsu (Leiden, 1629–67), Jan Miense Molenaer (Haarlem, 1610–68), Jacob 

Ochtervelt (Rotterdam, 1634–82), Jan Steen (Leiden, 1626–79), Johannes Vermeer (Delft, 

1632–75) and Emanuel de Witte (Alkmaar, c. 1616–91/2), to name but a few.5 The mid- to 

late-seventeenth century saw these artists, as well as many others, repeat a certain theme 

within their work; one may argue that they successfully established a genre-within-a-genre, 

which featured elite women with keyboard instruments situated in the domestic interior. By 

selecting this particular set of parameters by which to choose art works to be discussed in 

this thesis, i.e., Dutch paintings depicting women and keyboard instruments, I have 

narrowed down a controlled sample of visual culture upon which to apply and analyse the 

lens of sound therein. 

 

Aims 

Hearing is one of our most important senses; after all, it is one primary way by which we 

make sense of the world around us. Therefore, by extension, sound is a potent carrier of 

information: it provides context, as well as a sense of place and space. It is also inextricably 

linked to emotion, memory, empathy, enquiry and identity. This thesis aims to examine and 

interpret the meaning and function of these specific art works, and seeks to answer the 

question: What do seventeenth-century Dutch genre6 paintings featuring women and 

keyboard instruments reveal about the significance of sound?7 I shall accomplish these 

goals via the method of visual analysis, treating the art works as historical secondary 

sources. In the words of the Dutch art historian Wayne E. Franits:  

 

                                                           
3 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 9. 
4 In the literature, Gerrit Dou is also referred to as Gerard Dou. In this case, I have used the Dutch spelling. 
5 Hawley, “Artist Biographies”, pp. 269-79. 
6 Franits highlights the etymology of the word “genre”, which comes from the French term for ‘kind’ or 
‘type’. He states that its connection with pictures illustrating ‘everyday life (peintures de genre) was established in 
the late eighteenth century by French academic theorists engaged in developing terminology with which to 
classify art’. Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 2. 
7 A genre painting may be defined as a picture representing everyday life. Mariët Westermann favours the 
label ‘paintings of manners’, which she explains as ‘generalised pictures of the social life of the good, the bad, 
the mad, and the dangerous to know’. Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 
13. 
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I do not regard these representations of domesticity as 
neutral reportage, for my study is grounded in the 
assumption that the paintings were carriers of cultural 
significance, that they shaped and in turn were shaped by a 
firmly established system of beliefs and values about women 
that were endorsed within the patriarchal social order of the 
day.8 

 

The theme of music and musical instruments in European as well as Dutch art has been 

quite prevalent within literature from the last two decades, as a subject for general books, 

exhibitions, catalogues, theses, lectures and journal articles.9 The varied iconographic 

meanings of music and musical instruments have been discussed, in relation to studies on 

certain instruments10 as well as individual artists.11 However, considering the large 

proportion of Dutch paintings which represent depictions of women and keyboard 

instruments, this subject has been comparatively overlooked. Aside from one major survey 

of the topic published in 1987 by authors Lucas van Dijck and Ton Koopman titled Het 

Klavecimbel in de Nederlandse Kunst tot 1800 (The Harpsichord in Dutch Art before 1800), there is 

no devoted, singular source on the subject.12 And although this survey text features many 

of the art works discussed in the body of this thesis, there are now numerous pictures to be 

added, as well as details that may be corrected, for example, inaccurate artist attributions. 

Furthermore, the book includes several instances where no image reproduction was 

available due to art works being either lost or destroyed, and apart from a short 

introduction in both Dutch and English, the text does not delve into comprehensive 

analysis or interpretation.  

 

                                                           
8 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 1. 
9 Authors such as Ausoni, Alberto; Festa, Lisa Ann; Hoogsteder, John & Hoogsteder, Willem Jan; Kyrova, 
Magda; McAllister, Alex; Moreno, Ignacio; Quist, Robert; Wieseman, Marjorie E.; have all focused on large 
surveys of the topic of music in art, music and painting in the Baroque, or music and art in relation to a 
particular saint, instrument, allegory or genre, as well as monographs on individual artists. 
10 For example, two texts focused on the lute: the first a thesis completed in 2010, entitled “The Lute in 
Seventeenth-Century Dutch Brothels: A Study of Selected Genre Paintings” by Alex McAllister; and the 
second a book from 2013 called The Lute in the Dutch Golden Age: Musical Culture in the Netherlands 1580–1670 
by Jan W. J. Burgers. Another instrument, the hurdy-gurdy, was researched extensively by Kahren Hellerstedt 
for the 1981 thesis “Hurdy-Gurdies from Hieronymus Bosch to Rembrandt”. 
11 Johannes Vermeer being a prime example, as his surviving œuvre of thirty-six pictures features one third of 
paintings with musical themes. Examples include the 2013 exhibition titled Vermeer and Music: The Art of Love 
and Leisure at the National Gallery, London, as well as the lecture Women, Wine & Song: Dutch Genre Painting by 
Vermeer and his Contemporaries by Doctor Sophie Oosterwijk, presented in Newcastle, New South Wales in 
2017. Both events utilised the musically themed works of the now infamous Vermeer of Delft.  
Essential Vermeer. “Music in the Time of Vermeer.”  
http://www.essentialvermeer.com/music/music_start.html#.W-o_YZMzbIW 
12 This text has no prescribed page numbers, but the figures are listed using numbered plates. I refer to these 
plates throughout subsequent chapters. 

http://www.essentialvermeer.com/music/music_start.html#.W-o_YZMzbIW
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Moreover, thorough research and writing on the topics of sound and quiet in visual culture 

of the Dutch seventeenth century have been equally quashed in favour of purely ocular 

modes of viewing and interpretation. Described as ‘ocularcentrism’, a fixation on what we 

see reigns dominant, opposed to what we may feel, taste, smell and hear in the presence of 

visual culture.13 14 The spectacle of the senses is frequently apparent in Dutch painting, 

particularly where the visual and auditory combine. The spectrum of sound provides a 

meaningful lexicon of aurality within Dutch pictures, and in turn can afford viewers and 

researchers a new way of seeing, hearing and interpreting visual art from this period. With 

the exception of two resources – an inspiring journal article by Susan E. Nelson titled 

“Picturing Listening: The Sight of Sound in Chinese Painting” (1998) and a short lecture 

transcript-turned-book by Mariët Westermann (lecture delivered 2007, book published 

2010) entitled Sound, Silence and Modernity in Dutch Pictures of Manners – art historians have not 

approached Dutch painting in this way before.  

 

Spatiality has been instrumental to visual culture for hundreds of years. Indeed, spatial 

divisions emphasise clear demarcations between human figures, not only in terms of class 

differences but also gender distinctions. Additionally, spatial zones and devices allow 

viewers to penetrate two-dimensional pictures, allowing entry into and through an image. 

But some paintings also appear to occupy the space of the spectator. The significance of 

spatiality in Dutch painting was the topic of Martha Hollander’s book An Entrance for the 

Eyes: Space and Meaning in Seventeenth-Century Dutch Art (2002). However, spatiality has not 

yet been explored in relation to the notion of aurality within pictures, and so this is 

discussed for the first time here. The impact of space on sound and in turn sound on space 

is especially important, as each illusion fosters the other. Christine McCombe’s article titled 

“Imagining Space Through Sound” (2001) examines the relationship between space and 

sound, as well as listening and imagination. She argues that an individual’s perception of a 

space is impacted by several variables, such as prior knowledge and cultural factors, as well 

as ‘memory and imagination’.15 This leads to the enquiry as to whether visually perceived 

spaces can influence a viewer’s awareness and understanding of sound. 

                                                           
13 Schmidt, Hearing Things: Religion, Illusion, and the American Enlightenment, p. 7.  
14 There is an exhibition catalogue essay titled Smelling Rank and Status by Herman Roodenburg, which 
interprets and examines the importance of the sense of smell in Dutch paintings. There is also a journal 
article by Sharon Assaf entitled The Ambivalence of the Sense of Touch in Early Modern Prints, which explores the 
iconographic function of the sense of touch throughout prints from the era. And so the significance of 
sensory studies is beginning to gain traction in recent scholarship. See Roodenburg, Herman. “Smelling Rank 
and Status.” In Class Distinctions: Dutch Painting in the Age of Rembrandt and Vermeer, 41-54. Boston, 
Massachusetts: MFA Publications, Museum of Fine Arts, Boston, 2015; Assaf, Sharon. “The Ambivalence of 
the Sense of Touch in Early Modern Prints.” Renaissance and Reformation / Renaissance et Réforme Vol. 29, no. 1 
(2005): 75-98. 
15 McCombe, “Imagining Space through Sound”, p. 3. 
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Keyboard instruments, especially the harpsichords and virginals often pictured in Dutch 

paintings, are regularly portrayed with important textual counterparts: Latin mottoes. The 

term “motto” stems from the Latin ‘muttire’ meaning ‘to mutter’, which has roots in the 

very nature of sound making.16 These epigrams would have been printed and then glued 

onto the instrument post-production, either at the request of the maker, buyer or patron. 

Indeed, artists repeatedly utilised the same keyboard instruments together with the same 

mottoes in their work, therefore underlining a significant relationship with sometimes 

pithy, witty, romantic, moral, didactic or religious language and literature concerning a set 

of values inherent within seventeenth-century socio-culture. Until now, only one source, a 

journal article by Thomas McGeary titled “Harpsichord Mottoes” (1981) really explores the 

topic exhaustively via the use of instruments and art works, although van Dijck and 

Koopman (1987) also reiterate the use of inscriptions within their survey. Let us take for an 

example a motto from a keyboard instrument made by the distinguished Flemish 

instrument makers, a family by the name of Ruckers; ‘AUDI VIDE ET TACE, SI VIS 

VIVERE IN PACE’ which translates as ‘Listen, watch, and be silent if you wish to live in 

peace’.17  

 

It was identified by McGeary and Richard D. Leppert as being depicted on the underside 

of the harpsichord lid in Gonzales Coques’s (Antwerp, c. 1614/8–84) painting of (possibly) 

the Van Coudenberg Family (Fig. 1) (c. 1650/60).18 This group portrait features a 

conglomeration of twelve human figures, of which eight are elite females, as well as two 

dogs, in an interior setting. At the very far left of the composition, a woman stares at the 

viewer while her fingers graze the single manual of the keyboard. Crucial to my point here 

is that this was an extant instrument, originally manufactured by Hans Ruckers (Mechelen, 

c. 1555–1623) no less, and reproduced by an instrument maker today following the 

Ruckers specifications (Fig. 2).19 The epigram has been traced to a variation in the text 

Proverbia Sententiaeque Latinitatis Medii Aevi (1963–9) by Hans Walther (1884–1971) but also 

has origins in the Tudor period, during the reign of Elizabeth I (England, 1533–1603). 

Having two personal mottoes, one of which was ‘Video et Taceo’ or ‘I see and say 

nothing’, Elizabeth espoused her shrewd, tactical nature concerning political strategy.20 21  

                                                           
16 Pine, A Dictionary of Mottoes, p. ix. 
17 McGeary, “Harpsichord Mottoes”, p. 20. 
18 ibid. Leppert, “Sexual Identity, Death, and the Family Piano”, p. 122. 
19 Hunter, Mark. “The Flemish Harpsichord.”  http://www.humanitiesresource.com/hunter/ruckers.htm 
20 Elizabeth’s other motto was ‘Semper eadem’ which means ‘Always the same’. This was possibly inherited 
from her mother Anne Boleyn (c. 1501–36), but Elizabeth I was noted for her consistency and ‘unity of 
character’. 

http://www.humanitiesresource.com/hunter/ruckers.htm
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The motto also appears on the exterior of a harpsichord pictured in an eighteenth-century 

drawing titled Le Concert de Musique (Fig. 3) (The Music Concert), still carrying meaning a 

century later.22 In the Coques painting, it is extraordinarily compelling that this motto 

commands the women, and perhaps the men, but almost certainly the viewer, to position 

themselves simultaneously as both listener and spectator, casting a veil of quietness and 

peace upon the act of viewing this painting. This profound motto returns us once again to 

the importance of sound. 

 

Structure 

This is a chapter-based thesis, by which I mean that each chapter details a separate sub-

topic all of its own, while still referencing the research question raised above. Chapter Two 

is broken into three parts – Women & the Home, Music, Sound & Silence and Spatiality – but 

begins by setting the scene and providing contextual information on the history of the 

Netherlands during the seventeenth century. It also establishes a rich survey on the 

evolution of keyboard instruments and women in Dutch painting and considers the highly 

influential legacy of Saint Cecilia, all the while utilising specific examples of art work. 

Finally, and most importantly, Chapter Two reviews the literature, highlights the current 

gap in knowledge and explains the significance of this study. Chapter Three, Methodology, 

provides an explanation of the methodological framework for the subsequent chapters. It 

discusses the main parameters I have used in the purposeful selection of the art works 

utilised throughout Chapters Four to Five. In relation to each of these sections, I have 

further elaborated on my research and writing processes.  

 

                                                                                                                                                                          
elizregina.com. “Said It, Believed It, Lived It: Mottoes of Elizabeth Regina.” Wordpress.com, 
https://elizregina.com/tag/video-et-taceo-elizabeth-i-and-the-rhetoric-of-counsel/ 
21 Crane, ““Video et Taceo”: Elizabeth I and the Rhetoric of Counsel”, p. 1. 
22 This drawing was previously attributed to eighteenth-century artist Johann Zoffany (Frankfurt 1733–1810), 
and is also known by the title The Young Mozart in Concert. 
Edge, Dexter. “Not Mozart, Not Zoffany. So...What?” In Michael Lorenz: Blogger, 2013. 
http://michaelorenz.blogspot.com/2013/08/not-mozart-not-zoffany-so-what.html 

https://elizregina.com/tag/video-et-taceo-elizabeth-i-and-the-rhetoric-of-counsel/
http://michaelorenz.blogspot.com/2013/08/not-mozart-not-zoffany-so-what.html
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Chapter Four, The Spectrum of Sound, is the first of two chapters that form the justification 

for this research project as well as the title of this thesis. The first section, titled Polyphonic 

Pictures, establishes the spectrum of sound, with distinct polarities from loud and dynamic 

images. The second section, Amplified Echoes, combines spatiality and aurality. Lastly, Dulcet 

Tones concentrates on the quiet end of the sonic spectrum. These sections analyse and 

interpret a collection of seventeenth-century Dutch paintings that feature depictions of 

women and keyboard instruments in domestic settings, made by artists who specifically 

chose to repeat this subject numerous times throughout their working lives. This was 

critical for three reasons: one, it was these painters who seemingly had a genuine interest in 

the theme; two, they demonstrated tremendous talent in reproducing it; and three, they 

showed cleverness in knowing and responding to demands in the market, ultimately the 

people of the Dutch Republic. In Chapter Four I also propose that contemporary 

spectators were not solely relying on one sense when viewing these pictures, predominantly 

that of sight, but instead visual pointers within the images worked to enliven a cacophony 

of sensual engagement and complexity in their viewers, namely a sonic awareness. The 

Anomaly addresses the inconsistent findings, particularly art works by Pieter Codde. His 

paintings with depictions of women and keyboard instruments reveal silence, stillness and 

despair.  

 

The section on Polyphonic Pictures delves into analysis of specific examples of painting that 

depict high-volume, sonic environments. The pictures represent an eclectic range of sounds 

across a plethora of origins emanating from both inside and outside the home, including 

humans, animals, instruments, or more specifically the gentle melody of a virginal, the 

movement of furniture, the whisper of clothing, the crinkle of paper, as well as hidden 

sounds like weather conditions. This section is organised by artist to highlight the 

importance of sound within a particular maker’s œuvre, for example, the work of Jan Steen. 

All of the senses, but especially sound, play a significant role in the five of Steen’s paintings 

examined in this section. 
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Amplified Echoes discusses the significance of sound and space within examples of pictures 

representing women and keyboard instruments. Spatiality provides context for the figures, 

animals and objects portrayed in the images but also affords viewers a greater 

understanding of a depicted environment: a pictured reality so effectively painted it displays 

the formidable illusion of having three dimensions. Indeed, class and gender lines may be 

emphasised by the expert utilisation of spatiality, and Dutch artists were masterful in this 

capacity, especially with regards to pictures of domestic spaces. This section is arranged by 

the use of primary and secondary spaces, as well as by artist, as this demonstrates the 

application and utilisation of space throughout their individual catalogues. 

 

Dulcet Tones discusses art works in relation to the mode of quiet, which painters such as 

Caspar Netscher (Heidelberg or Prague, 1639–84), Pieter de Hooch (Rotterdam, 1629–84), 

ter Borch and Vermeer, as well as countless others, are so notorious for. One does not 

readily equate pictures of music, musical instruments, musical duets, parties or companies, 

with the concept of hushed quietude; however, the repertoire of a Dutch artist was 

virtuosic to say the least. In considering the impact of a depicted quiet realm – the very 

inner sanctum of a young woman seated at an instrument situated in a home – Dutch 

painters compounded and amplified the privacy, vulnerability, and thoughtfulness of a 

moment so delicate, viewers mimic her low volume. This quiet opens up the connection 

between the woman portrayed and the viewer, almost forcing the scene upon them, 

allowing them a unique opportunity nearby and drawing them closer for a privileged 

glimpse inside her thoughts. 

 

Chapter Five, Muttire: Keyboard Instrument Mottoes, Women & Dutch Painting, analyses specific 

seventeenth-century pictures featuring Latin mottoes on the lids and fallboards of keyboard 

instruments played by women. It draws parallels between contemporary literature, as well 

as influential household manuals and emblem books, to comparatively examine what these 

recurring mottoes meant and how they functioned within these art works. Regarding the 

structure of an emblem in particular, this section explains the significance of the 

combination of image and text, and explains how a seventeenth-century elite woman would 

have accessed the information to enable her to decipher such a complex visual/textual 

puzzle. 
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Chapter Six, Conclusion, delivers the closing arguments and significant findings for all of the 

main thesis chapters and highlights further research that could be carried out. Lastly, I have 

included a thorough Catalogue of Paintings of all of the images analysed in detail 

throughout Chapters Four and Five, as well as supporting illustrations where indicated. The 

Appendix also incorporates supporting information such as Biographies of the major artists 

discussed in the body of the thesis, as well as a Glossary of Terms & Musical Instruments, 

and finally, a List of Mottoes & English Translations. This thesis culminates in a task to 

yield a greater understanding of and uncover further interpretive ideas about the cultural 

significance of sound as a system to communicate meaning. In turn, it will explore the 

agency this aurality has on the viewer, as well as the ways in which sound is a marker of 

identity. Let us now move towards this discovery, with especial reference to these exquisite 

art works and a new way of seeing them which encompasses listening to them as well. 
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Chapter Two 

Preface A: Setting the Scene 

 

An das Clavier (To the Clavier) 

Hail, ingratiating clavier! 

What no language can express, 

The illness deep in me 

Which my mouth dares not confess, 

This I cry to thee.1 

 

The Evolution of the Dutch Seventeenth Century 

Providing a contextual background and overview of the Netherlands2 3 in the seventeenth 

century will assist in demonstrating how I came to establish the parameters of this project, 

highlighted later in Chapter Three, the Methodology. The seventeenth-century period of 

Dutch art seems to suggest many overarching themes – a time of peace, abundance, 

success, wealth, pleasure – and above all, an exponential increase in the visual arts. Some of 

these instances are plainly true; however, there is much more to this simple, positive label 

than meets the eye.4 The Netherlands suffered a great deal of turbulence during the 

                                                           
1 This poem was written in 1769 by Johann Thimotheus Hermes (Piasecznik, 1738–1821); it appears 
throughout his story Sophie’s Trip from Memel to Saxony. Loesser, Men, Women & Pianos: A Social History, p. 62. 
2 The Netherlands of the mid-sixteenth century originally consisted of seventeen provinces, which we now 
refer to as the Netherlands, Belgium and Luxembourg. Wuestman, Rembrandt & the Dutch Golden Age: 
Masterpieces from the Rijksmuseum, p. 17. Please refer to the Appendix, particularly Figures C and D. The Maps 
show the Netherlands in 1603 and 1702 respectively. 
3 The word “Netherlands” translates to ‘low-lying country’, perhaps a reference to how flat the landscape is, 
with its ‘expanses of lakes, rivers, and canals’. Heslinga, Marcus Willem, Herbert H. Rowen, Michael J. Wintle, 
and Henk Meijer. “Netherlands.” Britannica, https://www.britannica.com/place/Netherlands 
4 As at November 2019, an article was published on the CODART website regarding the problematic use of 
the terminology ‘Golden Age’. Tom van der Molen highlights that it is not an ‘accurate’ label for the period, 
and by continuing to use this term, academics and organisations are actively excluding a large part of the 
Netherlandish population and their experiences throughout the time. For instance, the slavery, poverty, war 
and oppression that took place during this era was suffered by many, and therefore not a time of wealth and 
splendour for all. In light of this perspective, I have eradicated my use of this terminology throughout this 
thesis. I also urge other scholars writing on the history, society and culture of the seventeenth-century 
Netherlands to do the same. Van der Molen, Tom. “The Problem of ‘the Golden Age’.” CODART, 
https://www.codart.nl/feature/curators-project/the-problem-of-the-golden-age/ 
Helmer J. Helmers and Geert H. Janssen also write on the terminology ‘Golden Age’ in their chapter 
“Introduction: Understanding the Dutch Golden Age”. They suggest that art and literature have contributed 
to this impression of the ‘Dutch Golden Age as an age of bourgeois innocence, untouched by the harsh 
realities of money and power’. Moreover, the authors state that images and literature espousing arcadian 
ideals ‘quite purposefully hide the less appealing aspects of the readily available tropes: the fierce power 
struggles both inside and outside the Republic; the violent colonial enterprise that brought about the slave 
trade and the human suffering required to sustain prosperity in the neat Dutch cities is conveniently replaced’. 
Indeed, the paradoxical nature of this term is misleading taking these issues into account. Helmers & Janssen, 
“Introduction: Understanding the Dutch Golden Age”, pp. 1-6. For more detail on this argument see: 
Helmers, Helmer J., and Geert H. Janssen. “Introduction: Understanding the Dutch Golden Age.” In The 

https://www.britannica.com/place/Netherlands
https://www.codart.nl/feature/curators-project/the-problem-of-the-golden-age/
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seventeenth century, from wars and conflicts, leadership overhauls, external and internal 

threats, economic shifts, an influx in migration due to religious turmoil, and certainly a 

steep rise in artistic production. This section will describe some of these factors and 

examine how they affected the Netherlands throughout the seventeenth century. It will also 

highlight the distinct character of the Dutch art market, the importance of paintings in the 

home, and exhibiting and viewing practices at the time.  

 

A Brief History 

The independent Republic of the United Netherlands was formed in 1588, initially 

consisting of seven provinces: Friesland, Gelderland, Groningen, Holland, Overijssel, 

Utrecht and Zeeland.5 The Southern Netherlands remained under Spanish rule, and the 

County of Flanders, County of Artois, City of Tournai, Cambrai, Duchy of Luxembourg, 

Duchy of Limburg, County of Hainaut, County of Namur, Lordship of Mechelen, Duchy 

of Brabant and the Upper Quarter of the Duchy of Guelders were still allied to Spain.6 The 

main religion of the Southern Netherlands was therefore Catholic. But it was seven years 

earlier that the Netherlands had officially denounced Spanish rule, during the reign of 

Philip II (Spain, 1527–98), who was Catholic and severely opposed to Protestantism. 

Throughout his reign, a period of unrest caused by ‘the lack of a voice, high taxes and the 

absence of religious freedom’ was escalating amongst the population.7 Consequently, this 

powerful union of seven provinces, together with the onset of the Eighty Years’ War 

(1568–1648), eventually culminated in the division of the Northern and Southern 

Netherlands.8 As a direct result there was a gargantuan wave of immigration, comprising 

those not only fleeing religious persecution but also people seeking new opportunities for 

work and trade. Gerdien Wuestman estimates this influx at approximately 100,000 to 

150,000 people moving north from southern locations such as Flanders and Brabant.9 Each 

province of the United Netherlands appointed a leader, normally a local regent or noble, 

who would represent their state in government meetings that were held in The Hague.10 

                                                                                                                                                                          
Cambridge Companion to the Dutch Golden Age, edited by Geert H. Janssen and Helmer J. Helmers. 
Cambridge Companions to Culture, 1-12. Cambridge: Cambridge University Press, 2018. 
5 Priem, Dutch Masters from the Rijksmuseum, Amsterdam, p. xxvii. The provinces of Brabant and Limburg 
subsequently merged with the Republic after this time. 
6 United Nations University. “The Netherlands.” 
http://www.merit.unimaas.nl/phd/intranet/docs/the_netherlands 
7 Wuestman, Rembrandt & the Dutch Golden Age: Masterpieces from the Rijksmuseum, p. 17. 
8 Priem, Dutch Masters from the Rijksmuseum, Amsterdam, pp. xxvi-xxvii. The Northern Netherlands, as well as 
the Republic of the Seven United Provinces are alternative names for the Republic of the United 
Netherlands. There are other names in addition to these examples. 
9 Wuestman, Rembrandt & the Dutch Golden Age: Masterpieces from the Rijksmuseum, p. 19. 
10 Priem, Dutch Masters from the Rijksmuseum, Amsterdam, p. xxvii. 

http://www.merit.unimaas.nl/phd/intranet/docs/the_netherlands
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This government was known as the States General.11 The Stadholder (‘lieutenant’12, ‘city 

keeper’13 or ‘deputy’14), the Prince of Orange, was the ‘hereditary leader’, responsible for the 

majority of the provinces, as well as the ‘annual selection of municipal officials – 

burgomasters (mayors) and magistrates…[and] commander of the army and navy’.15 

 

The official religion of the Dutch Republic and its so-called Reformed Church was 

Calvinism, although the Dutch were an accepting lot. Practising Catholics were not 

encouraged to publicly display their beliefs; for instance, ‘they were not eligible for public 

office’ and they practised in ‘schuilkerken’ or ‘hidden churches’ which were ‘places of prayer 

situated behind the facades of their houses’.16 Despite the overtly religious nature of the 

Reformed Church, it also had allegiances with the political leaders of the city, and so it 

started to ‘look less like a voluntary open assembly of equals and more like a place where 

religious and civic powers colluded in the maintenance of social order’.17 This aligns with 

Calvinistic ideology, in that John Calvin (France, 1509–64) proclaimed ‘two regimes of 

authority in charge of human affairs, one ecclesiastical and one political’.18 By 1672, one 

third of the Dutch nation was Calvinist, another third Catholic and the remainder 

constituted not only Jewish followers but also additional streams of Protestant belief.19 

 

Commerce, as well as the ability to import and export goods due to the prime location of 

waterways, ports and access to the seas via the famous Dutch East India and Dutch West 

India Companies, put the Northern Netherlands on the metaphorical map. As a result, the 

economy boomed. Franits describes this increasing success in trade thus: 

 
…most fundamental was the rise of the so-called rich trades 
and their supporting industries, namely, commerce in spices, 
sugar, silks, dyestuffs, wine,…the Dutch Republic would 
rapidly develop into the hub for international traffic in such 

                                                           
11 ibid. 
12 Baer, “Catalogue: Stadholders and the Court”, p. 114. 
13 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 12. 
14 Priem, Dutch Masters from the Rijksmuseum, Amsterdam, p. xxvii. 
15 Baer, “Catalogue: Stadholders and the Court”, p. 114. Stadholder Prince William I of Orange (Germany, 
1533–84) was assassinated in 1584, after rebelling against Philip, and subsequently William became the 
‘symbol of the struggle against the Spanish, regarded as a national hero and the founder of the Dutch state’. A 
document which William wrote to Philip in 1581, known as the Apologia, was signed with the motto ‘Je 
maintiendrai’ or ‘I will maintain’. Priem, Dutch Masters from the Rijksmuseum, Amsterdam, p. xxvii. 
16 Priem, Dutch Masters from the Rijksmuseum, Amsterdam, p. xxx. 
17 Vanhaelen, The Wake of Iconoclasm: Painting the Church in the Dutch Republic, p. 81. 
18 ibid. 
19 Priem, Dutch Masters from the Rijksmuseum, Amsterdam, p. xxx. 
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commodities, a predominant position that it would not 
relinquish until the middle of the eighteenth century.20  

 

The Treaty of Münster was signed in 1648 and marked an end to the war with Spain. This 

reigning peace and prosperity was to last up until 1672 when the Netherlands were invaded 

by the united alliance consisting of France, England, the Prince-Bishopric of Münster and 

the Electorate of Cologne – the reason this year is widely known as the ‘year of disaster’.21 

It was this flourishing backdrop that allowed elite, middle and upper classes within Dutch 

society to dictate taste, new ideas on ‘civility’ and therefore the art market, instead of the 

church, royalty and the court so powerful in other European centres.22 The subsequent 

effect on genre painting was extraordinary, with painting becoming more sophisticated in 

method and subject, as experienced artists devised new subjects, including those with an 

inward focus concerning the home and family life, while simultaneously evolving themes 

that were already successful on the open market.23 

 

Returning to the mass wave of immigration, it was also the impact of this new body of 

people, all with their own personal histories, backgrounds and skills, who changed the 

social and cultural landscape of the Dutch Republic. For example, many of these 

individuals were well-off, educated and refined, therefore altering the socio-culture in 

which they lived.24 Franits highlights that the middle and upper classes not only played a 

major role in the rapid procurement of costly pictures but also established important art 

collections and collecting tendencies. These factors assist in explaining the exponential 

increase in civilised genre paintings post 1650. Amongst this movement of people were a 

great number of artists, calculated at around two hundred and twenty-eight from the years 

1580 to 1630. In fact, the period of the 1600s to the 1620s yielded an increase in practising 

artists four times the previous amount. These included ‘Flemish painters, draughtsmen, 

printmakers, tapestry weavers, musicians, poets and other creative workers’.25 Moreover, 

numerous Dutch artists had Flemish lineage themselves, therefore ‘Northern 

Netherlandish painting was strongly rooted in Flemish traditions’.26 Accordingly, Dutch 

                                                           
20 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 15. 
21 ibid, p. 217. 
22 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 7. 
23 ibid, pp. 7, 97. 
24 ibid, p. 15. For an in-depth discussion on migration during this time in the Netherlands, see: Janssen, Geert 
H. “The Republic of the Refugees: Early Modern Migrations and the Dutch Experience.” The Historical Journal 
Vol. 60, no. 1 (2017): 233-52. 
25 Vermeylen, “Greener Pastures? Capturing Artists’ Migrations During the Dutch Revolt”, p. 41. 
26 Nijboer, Harm, Brouwer, Judith & Bok, Marten Jan, “The Painting Industries of Antwerp and Amsterdam, 
1500–1700: A Data Perspective”, p. 2. 
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painters began to utilise Southern concepts such as the aforementioned refinement in detail 

and subject within their art works. Revisiting the exponential increase in paintings, as well 

as the acquisition of other extravagant wares including rarities, fine china and sculpture 

throughout the seventeenth century, it is consistent that this surge was represented in the 

home as the decades went on. This connects to the point made earlier about the 

Netherlands being the epicentre for commerce and trade; the subsequent increase in luxury 

wares that flooded the country thus permeated the homes of the elite, and as a result, these 

items were depicted in their paintings too. 

 

Lutheranism, Calvinism & Music 

In J. Andreas Loewe’s article “Why do Lutherans Sing? Lutherans, Music, and the Gospel 

in the First Century of the Reformation”, the author highlights the importance of music 

and singing to the dissemination of Lutheran doctrine. He writes that Martin Luther had a 

strong admiration for music, as he was himself a ‘competent singer, hymn writer, and 

composer’.28 The considered endorsement of music and, by extension, making music 

became a fundamental element of his Reformation.29 Psalm writers played an integral role 

in this stage, as Luther remarked in a letter of 1530: “‘they attached their theology not to 

geometry, nor to arithmetic, nor to astronomy, but to music, speaking the truth through 

psalms and hymns’”.30 So music was not only communicative but instructive, alerting 

worshippers of right and wrong. For instance music is ‘an important instrument to “incite 

people to do good, and to teach them”’.31 The power of music to sway the emotions was 

also significant and it was the combination of “‘words and song and sound’” that enabled 

this. The universality of music, song and sound worked to the Lutherans advantage in 

being able to ‘reach people swiftly, regardless of their ability to read, their social standing or 

their actual location, and effortlessly crossed national, cultural, and socio-economic 

boundaries’.32 

 

In especial reference to the organ, Thomas Keith Hamilton’s dissertation titled “The 

Liturgical Organist: The Creative Use of Solo Organ Music in the Lutheran Liturgy” 

discusses the advocacy for organs as well as other musical instruments in Lutheran 

                                                           
28 Loewe, “Why do Lutherans Sing? Lutherans, Music, and the Gospel in the First Century of the 
Reformation”, p. 69. 
29 ibid, p. 70. 
30 ibid. 
31 ibid. 
32 ibid, pp. 72-3. 
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worship. The author states ‘The organist proclaims with the organ what the preacher 

proclaims with words, and organists must see their vocation as essential to the effective 

proclamation of the liturgy’.33 In contrast to Lutheranism, Joshua K. Busman discusses the 

use of music in Calvinist practices throughout his thesis “For God and His Angels or Men 

at Their Tables?: The Context and Usage of Psalm-Singing in Francophone Calvinism, 

1539–1565”. Busman suggests that a large amount of scholarship has focused on the 

‘Calvinist tradition of music-making [which] assumes an austere, anti-musical stance that is 

often (mis)associated with John Calvin’s theology’.34 Moreover, although Calvin was 

doubtful of external modes of worship ‘outside of the Biblical text’, he had a profound 

influence on liturgical music.35 For example, ‘The Genevan Psalter, one of the greatest 

achievements in Christian hymnody, was completed under Calvin’s close supervision 

during the middle decades of the sixteenth century and has shaped Protestant liturgical 

music for many centuries’.36 

 

The Dutch Art Market 

The revolutionary change that took place following the Treaty of Münster being signed in 

1648, caused a phenomenal shift in the Dutch economy that had never been seen before; 

Mary Bittner Wiseman labels it ‘the first full-scale modern market’.37 The Dutch art market 

was not based on regular lofty commissions from the church or the ruling monarchy as in 

other European centres of the time. After the foundation of the independent Republic of 

the United Netherlands, the market was controlled and governed by the largely bourgeois 

population. Working artists had to be their own marketing managers: ‘Artists sold their 

work direct from the studio as well as through dealers, auctions, art fairs and sales held by 

the Guild of St. Luke’.38 Consequently, people in almost all levels of society owned art, and 

displayed these rapidly acquired works in their own homes. The wealthy stratum of society 

were spending a large proportion of their earnings on art compared to the middle classes 

and were also known to commission pieces of art. This was particularly true for ‘regents, 

merchants, and specialist craftsmen’.39 According to statistical figures, a wealthy higher-

                                                           
33 Hamilton, “The Liturgical Organist: The Creative Use of Solo Organ Music in the Lutheran Liturgy”, p. 6. 
34 Busman, “For God and His Angels or Men at Their Tables?: The Context and Usage of Psalm-Singing in 
Francophone Calvinism, 1539–1565”, p. 1. 
35 ibid, p. 23. The author highlights that many psalters were also published in Dutch, ‘thanks in part to the 
spread of Calvinist aesthetics and theology’. ibid, p. 37. 
36 ibid, pp. 1-2. 
37 Wiseman, “Vermeer and the Art of Silence”, p. 317. 
38 “The Dutch Art Market in the Seventeenth Century.”  https://dutch.arts.gla.ac.uk/markets.htm 
39 Loughman & Montias, Public and Private Spaces: Works of Art in Seventeenth-Century Dutch Houses, p. 13. The 
authors qualify this elite group as earning over one thousand guilders per annum, totalling to around six to 
eight percent of the population. ibid, p. 21. 

https://dutch.arts.gla.ac.uk/markets.htm
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class household would own fifty-three paintings, while a lower-class household would own 

approximately seven works.40  

 

Women would also purchase art works but with regards to a very specific context – they 

were frequently less expensive paintings acquired through auctions to be sold on to a larger 

market.41 These women would then sell pictures in addition to other goods at fairs, which 

were well-attended community occasions.42 According to Melinda K. Vander Ploeg Fallon, 

the overarching male authority and control of spousal assets deterred elite women from 

‘independently negotiating for high priced goods, and hence, they rarely figure in 

documents as buyers’.43 On top of this, male family members or acquaintances were often 

employed to represent women buyers, of either widowed or unmarried status, therefore 

women were rarely recorded in the chain of acquisition.44 In tracing the collecting habits of 

seventeenth-century women, Fallon highlights two outstanding exceptions: Petronella de la 

Court (Leiden, 1624–1707) and Agneta Block (Emmerich, 1629–1704).45 Both of these 

women were of the elite middle-class, wealthy, learned and exercised a surprising degree of 

independence. De la Court died in 1707, at which time her collection comprised ‘hundreds 

of fine paintings, drawings, and curiosities, as well as a complete edition of the most 

elaborate atlas available and a dollhouse’.46 Her dollhouse (Fig. 4) in particular is renowned 

for its faithful replication of elite Dutch domestic life in miniature.47 It even represents 

contemporary hanging practices utilised for paintings displayed in the home; for instance, a 

‘microcosm of more lavishly furnished and decorated seventeenth-century interiors…In 

the “art” room…paintings are also hung in symmetrical arrangements and close to the 

ceiling’.48 This is just one example of seventeenth-century Dutch collecting and viewing 

practices which align with their predilection for faithfully imitating the world around them.  

 

                                                           
40 “The Dutch Art Market in the Seventeenth Century.”  https://dutch.arts.gla.ac.uk/markets.htm 
41 ibid. 
42 ibid. 
43 Fallon, “Petronella de La Court and Agneta Block: Experiencing Collections in Late Seventeenth-Century 
Amsterdam”, p. 95. 
44 ibid, pp. 95-6. 
45 Fallon, “Petronella de La Court and Agneta Block: Experiencing Collections in Late Seventeenth-Century 
Amsterdam”, p. 96. 
46 ibid, p. 100. 
47 Lotte C. van de Pol writes that De la Court’s dollhouse includes pictures of partially nude women in both 
the bedroom and the ‘“art room”’, which reflects her taste in collecting and displaying paintings of a sexual 
nature. Pol, “The Whore, the Bawd, and the Artist: The Reality and Imagery of Seventeenth-Century Dutch 
Prostitution”, pp. 1-2. 
48 Loughman & Montias, Public and Private Spaces: Works of Art in Seventeenth-Century Dutch Houses, p. 112. This 
technique was known as ‘skying’, when paintings were hung high up on the wall. 

https://dutch.arts.gla.ac.uk/markets.htm
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Upon his visit to the Netherlands in 1640, Englishman Peter Mundy (Cornwall, 1596–

1667) emphasised the sheer number of paintings owned by the people, not only from 

different classes, but also trades, and their locations for display. For example, he wrote: 

 
As for the Art off Painting and affection off the people to 
Pictures, I thincke none other goe beeyond them,…All in 
general striving to adorne their houses…with costly peeces, 
Butchers and bakers…yea many tymes Blacksmiths, 
Cobblers, etts. [etc], will have some picture or other by their 
Forge and in their stalle. Such is the general Notion, 
enclination and delight that these Countrie Native[s] have to 
Paintings’.49 

 

However, the quality and price of paintings varied substantially. Westermann urges us to 

consider these contemporary quotes with caution, because workers and poorer classes 

probably would not have been able to buy anything other than several prints at best, which 

were readily available and easily reproduced.50 John Loughman and John Michael Montias 

also suggest these foreign accounts were often predicated on descriptions of visits to 

official buildings and not the domestic interiors of everyday people.51  

 

The Dutch Art Market was a complex system of buying and selling and according to 

Montias, it was extremely competitive.52 There were specialised art dealers, working artists, 

frame-makers, second-hand dealers who were normally women (known as ‘uijtdraegsters’), 

inn and tavern keepers as well as wine merchants, all consuming pictures on the market.53 

Federico Etro and Elena Stepanova examine the art market of Amsterdam during the 

seventeenth century from an econometric perspective. Their results reveal that pictures 

actually decreased in price as the century progressed. The authors write that ‘market 

growth’ and the prospect of wealth first enticed artists to enter the market, which as a 

result caused an increase in ‘product differentiation and innovation’.54 Consequently, ‘exit 

                                                           
49 Essential Vermeer. “A Brief Overview of the Dutch Art Market in the 17th Century.”  
http://www.essentialvermeer.com/dutch-painters/dutch_art/ecnmcs_dtchart.html#.WBCxvOB97IU 
50 ibid. Moreover, prints were an effective marketing tool for artists; the re-worked etchings of Rembrandt 
(Leiden, 1606–69) and the prints by Rubens (Siegen, 1577–1640) attest to this. 
51 Loughman & Montias, Public and Private Spaces: Works of Art in Seventeenth-Century Dutch Houses, p. 15. 
52 Montias, “Art Dealers in the Seventeenth-Century Netherlands”, p. 244. 
53 ibid, p. 244-5. 
54 Etro & Stepanova, “Entry of Painters in the Amsterdam Market of the Golden Age”, p. 320. For more 
scholarship on data based analyses of painting during the era see: Li, Weixuan. “Innovative Exuberance: 
Fluctuations in the Painting Production in the 17th-Century Netherlands.” Arts Vol. 8, no. 72 (2019): 1-21 
and Nijboer, Harm, Judith Brouwer, and Marten Jan Bok. “The Painting Industries of Antwerp and 
Amsterdam, 1500–1700: A Data Perspective.” Arts Vol. 8, no. 77 (2019): 1-11. 

http://www.essentialvermeer.com/dutch-painters/dutch_art/ecnmcs_dtchart.html#.WBCxvOB97IU
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overtook entry while innovations were mainly aimed at improving the production process’, 

as opposed to artistic innovation in the product itself.55 

 

Maarten Prak discusses art works marketed to and purchased by non-Dutch buyers, by 

stating that ‘While it is true that exports of Dutch paintings were probably limited during 

the larger part of the seventeenth century, the expansion of the sector…was such that it 

cannot be properly termed a purely local trade’.56 Prak’s argument also concurs with 

Montias, Etro and Stepanova in the analysis of market production, for instance [painters] 

‘had to become more competitive – so they specialized, reduced format and detail, in short 

they started to produce more cheaply’.57 Marion Boers also considers the important variable 

of an artist’s reputation in the role of buying and selling pictures, and not simply the scale, 

work or resources.58 The author suggests that artists even gave paintings away to art 

collectors and wealthy clients in order to bolster their reputations.59  

 

Neil De Marchi is another author who specialises in studies on the role of the market 

during the Early Modern period. In his paper written with Hans J. Van Miegroet, “Rules 

Versus Play in Early Modern Art Markets”, the authors underlines the importance of the 

artists’ guilds, particularly in Amsterdam as well as Holland and Utrecht. In De Marchi’s 

article titled “The Role of Dutch Auctions and Lotteries in Shaping the Art Market(s) of 

17th Century Holland”, he writes that the guilds were ‘representing registered masters and 

thus constituting the main legitimate channel of supply, contrived ways to obstruct the 

transfer of any of the trade in paintings of their members to others’.60 De Marchi and 

Miegroet emphasises the guilds’ role in governing sales of art work, however, there were 

numerous illegal sales, auctions and lotteries which took place nonetheless.61 So the guilds 

were strict but, at the same time, they were well aware of this so-called “black” market in 

                                                           
55 ibid, p. 319. 
56 Prak, “Guilds and the Development of the Art Market During the Dutch Golden Age”, p. 237. De Marchi 
states that some illegal sales ‘took the form of supplying paintings of a type desired by immigrants from the 
south who had decided to remain in Amsterdam’. De Marchi & Miegroet, “Rules Versus Play in Early 
Modern Art Markets”, p. 151. 
57 ibid, p. 240. 
58 Boers, “Pieter de Molijn (1597–1661): A Dutch Painter and the Art Market in the Seventeenth Century”, p. 
9. 
59 ibid, p. 8. For a discussion on the art market of Amsterdam in relation to the careers of four working 
artists, please see: Bok, Marten Jan, and Tom van der Molen. “Productivity Levels of Rembrandt and His 
Main Competitors in the Amsterdam Art Market.” Jahrbuch der Berliner Museen Vol. 51 (2009): 61-8. 
60 De Marchi, “The Role of Dutch Auctions and Lotteries in Shaping the Art Market(s) of 17th Century 
Holland”, p. 204. 
61 De Marchi & Miegroet, “Rules Versus Play in Early Modern Art Markets”, pp. 150-1. 
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pictures. The authors underscore the corruption that took place by stating that ‘the 

Amsterdam guild was only part-serious…it was willing to connive at a certain amount of 

illegal selling, possibly in return for side payments’.62 

 

Paintings in the Home 

Loughman and Montias state that the viewing responses to pictures presented in the home 

were intricately connected to the environment where they were exhibited.63 This indicates 

that the context of paintings hung in the domestic environment had a profound effect on 

the viewer’s interpretation and experience of them. The home, and the meanings and 

functions of pictures, were tightly bound. Recent analyses of household inventories in 

Amsterdam has revealed that pictures were displayed in nearly all domestic rooms and 

spaces, especially in what the Dutch labelled their ‘best room’ (beste kamer) and ‘great room’ 

(grote kamer), where lots of valuable paintings would hang.64 The voorhuis (front room), zaal 

(hall) and main reception rooms, where most guests would be received upon entry to the 

house, were significant “public” domestic spaces for the Dutch to display works of art. It 

was ‘here, [that] the owner of the house presented his or her self-image of wealth and social 

status to friends and guests’.65  

 

The inventory of apothecary and electoral college member Abraham Heijblom (d. 1685) 

revealed three musical-themed works were displayed in a ‘small side room’ a little room 

with an unclear purpose. However, due to the pictures depicting sound making (such as a 

‘painting representing a hurdy-gurdy player’, an ‘octagonal piece representing a singer by 

B[enjamin] Cuyp’ and a ‘small man playing on the bag pipes [painted] on copper plate’), 

there is a strong possibility that this room was utilised for playing music.66 This observation 

is illuminating because it provides contemporary documentary evidence that musical works, 

especially ones that were described in terms of sound (‘player’, ‘singer’, ‘playing’), were 

thoughtfully grouped together by theme and exhibited synchronously, and suggesting an 

echo of context congruent with the functionality of the room, as well as possibly eliciting 

the effect of conjuring inspiration for viewers, who were essentially the inhabitants of the 

home.  

                                                           
62 ibid, p. 150. 
63 ibid, p. 13. 
64 ibid, p. 30. 
65 ibid. 
66 ibid, p. 97.  
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Loughman and Montias refer to the division of areas within the home, both public and 

private, as being equal to stage performance, i.e., there were ‘front stage’ and ‘backstage’ 

parts of the domestic interior.67 Evidenced in the inventories, the most valuable, ‘status-

raising’ pictures were to be found in the main reception spaces, while the family portraits 

would be hung in the more private chambers. The authors note that within these 

‘backstage’ areas there was also a sense of mindfulness in representing didactic imagery 

featuring moralising intent. For instance, ‘Such a practice reminds us that in these areas of 

the house, children spent their formative years and parents were anxious to instil good 

values’.68 

 

Display & Viewing Practices 

Touched upon earlier was the Dutch tendency for verisimilitude in representing the world 

around them as faithfully as possible. Another example of this, other than the dollhouse 

discussed briefly above, is Samuel van Hoogstraten’s (Dordrecht, 1627–78) perspective box 

now held in The National Gallery, London, titled A Peepshow with Views of the Interior of a 

Dutch House (Fig. 5) (c. 1655–60). This perspective box, which the artist himself called 

‘wonderlijke perspectyfkas’69 (wonderful perspective cabinet), provides visual evidence of the 

artist’s skill in mimicry and illusionism, as well as contemporary practices of both the 

display and viewing of art works in the Dutch home. The box is painted on the inside and 

outside, with a viewing hole through one side. A combination of the artist’s use of 

perspective as well as anamorphoses mean that when viewed from the hole, the interior 

rooms seem three-dimensional and the protagonists life-size. Multiple views of the 

perspective box reveal the different genres of art works on the walls, and by extension, 

how they were arranged and grouped. The landscape resides in the bed chamber above a 

doorway, an angled mirror is located in the hallway, a ‘portrait print’ depicting the van 

Hoogstraten family emblem is positioned on the left of the doorway to the bedroom, and a 

large mythological/religious painting hangs with yet another picture perpendicular to it in 

an ancillary room.70 The artist’s thoughtful selection of subject matter as well as the overall 

                                                           
67 Loughman & Montias, Public and Private Spaces: Works of Art in Seventeenth-Century Dutch Houses, p. 71. 
68 ibid, p. 104. 
69 The National Gallery. “A Peepshow with Views of the Interior of a Dutch House.”  
https://www.nationalgallery.org.uk/paintings/samuel-van-hoogstraten-a-peepshow-with-views-of-the-
interior-of-a-dutch-house 
70 There are two more pictures placed symmetrically either side of another doorway, above which hangs a 
second angled mirror. The subject of these smaller pictures I cannot identify, although they appear to be 

https://www.nationalgallery.org.uk/paintings/samuel-van-hoogstraten-a-peepshow-with-views-of-the-interior-of-a-dutch-house
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placement of pictures and mirrors in the home suggests an adherence to reality, and to an 

extent we can rely on Hoogstraten’s perspective box to inform us of viewing and hanging 

practices prevalent at the time.  

 

Also painted by Hoogstraten was the picture titled View Down a Corridor (Fig. 6) from 1662. 

This image shows what its title describes: a perspectival view of three different receding 

spaces in an interior setting. The areas are divided in numerous ways and populated with 

various figures, animals, pieces of furniture, household items, sculptures and pictures, all 

contained within the repeated architectural features of the archway, windows, doorway and 

open door. However, it was the documented viewing of the oil painting that has filtered 

through history. Samuel Pepys (London, 1633–1703) originally observed the work during 

1663 while it was in the collection of Thomas Povey (London, 1613/14 – in or before 

1705). Fortunately, Pepys’ diary attests to the dramatic viewing experience he underwent. 

Povey cleverly stashed the picture in a cupboard before showing Pepys, and the following 

passage written by Pepys on 26 January describes what happened:  

 
But above all things, I do the most admire his piece of 
perspective especially, he opening me the closet door and 
there I saw that there is nothing but only a plain picture 
hung upon the wall.71 

 
The effect of exhibiting the painting inside the cupboard worked to create a hyper-illusion 

or trompe l’œil72 viewing experience which Georgina Cole discusses in the following passage: 

 
When the door is opened, the painted corridor is suddenly 
fused with the beholder’s ‘reality’, and appears momentarily 
three-dimensional, stretching out vertiginously in an 
illusionistic distortion of space. This intermingling of object 
and image operates to dissolve the surface of the work, 
creating a third dimension through the merging of the 
beholder’s space and the diegetic reality of the painted 
representation.73 

                                                                                                                                                                          
companion pieces. In the voorhuis, an important space for the Dutch, a woman reads on a small platform 
called a zoldertje, which raised her chair above the cold floor and increased the amount of light she received 
from the window. There is a woman asleep in the bed, a dog which gazes directly at the observer of the 
peepshow, and finally a man staring at the reading woman through the window. It is a serene and quiet space. 
71 Cole, “‘Wavering Between Two Worlds’: The Doorway in Seventeenth-Century Dutch Genre Painting”, p. 
25. 
72 Trompe l’œil is explained in greater detail later in this thesis, particularly with regards to spatiality in 
seventeenth-century Dutch painting. Also see the Glossary of Terms & Musical Instruments in the Appendix. 
73 ibid. 
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Indeed, this example shows that by utilising a specific mode of exhibition, the subsequent 

result was ultimately a calculated viewing response. In highlighting the picture’s capacity for 

illusion, Povey was able to illicit a theatrical viewing experience. But it was Hoogstraten’s 

mastery of linear perspective, spatiality and refinement in depicting detail and texture, light 

and shadow that inspired Povey to show the image in a cupboard. This example proves 

that the seventeenth-century buying and viewing public had an interest in extreme 

verisimilitude but also a thoughtful awareness of showing, hanging and display – and the 

degree to which this would stir the observer.  

 

Another recurring facet to the displaying and viewing practices of the Dutch were the 

visual devices of curtains and drapes placed over their most prized pictures. These curtains 

would protect precious paintings from dirt, dust and smoke (from candles, fireplaces and 

pipes), as well as add heightened drama to the observing experience.74 This preservation 

tactic attests to the value of painting during the time: both the respect for the art of 

painting and for the finished product. Once again though, the Dutch went one step further, 

and artists began to paint the curtain, rod and curtain loops within and surrounding their 

pictures.75 This trompe l’œil illusionism is evident throughout the mid-century and in various 

genres of painting, from religious works (Rembrandt van Rijn, The Holy Family with a 

Curtain, 1646), to still life pictures (Adriaen van der Spelt [Leiden, 1630–73]) and Frans van 

Mieris, Trompe-l’Oeil Still Life with Flower Garland and a Curtain, 1658), architectural paintings 

(Gerard Houckgeest [The Hague, 1600–61]), Interior of the Oude Kerk, Deflt, 1654), as well as 

genre pieces (Johannes Vermeer, Girl Reading a Letter at an Open Window, 1657–9 & Emanuel 

de Witte, Family in an Interior, 1678). In the last example by de Witte, the artist went so far 

as to represent one of his own pictures (Interior of the Oude Kerk in Amsterdam) at the back of 

the room inhabited by the wealthy family. Could this be a testament to his level of skill as 

                                                           
74 Milman, Trompe-l’oeil Painting, p. 59. 
75 This tradition may also be linked to the classical story of Zeuxis and Parrhassios, which is discussed later in 
this chapter. 
Curtains and illusionism are discussed in detail by Robert Fucci in his article “Parrhasius and the Art of 
Display: The Illusionistic Curtain in Seventeenth-Century Dutch Painting”. The author writes that ‘By 
appropriating a contemporary component of display for artistic practice, artists charged (and blurred) the 
distinction between the object and its site of display in ways that are highly valuable for exploring the shifting 
dialogue between illusion and reality in Dutch painting’. Fucci goes on to explain the definition of the 
illusionistic curtain with reference to the art of painting, for instance: ‘An ‘illusionistic curtain’…is Parrhasian 
by nature but painted around an image in such a way that its scale, appearance, and separation from the 
picture plane clearly promote the idea that it shares the viewer’s space, rather than the space within the 
image’. Fucci’s article delves into issues around interpretation of the illusionistic curtain, religious connections 
with this pictorial device, and alternate literary resources linked to the famous story of Zeuxis and Parrhassios 
[Parrhasius]. Fucci, “Parrhasius and the Art of Display: The Illusionistic Curtain in Seventeenth-Century 
Dutch Painting”, pp. 145, 147-8. 
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an artist, that he could replicate a work faithfully and insert it into his painting, or perhaps a 

status symbol for the family, suggesting that his pictures were highly valued, or could it be 

an early marketing tool hitherto unseen, promoting his own practice in a creative way? 

 

An interesting painting that represents the illusory curtain was completed by Gabriel Metsu 

in circa 1662–65, titled Woman Reading a Letter (Fig. 7). A fascinating feature of this image is 

the fact that the curtain provides an auditory element that is not encountered in the 

examples mentioned previously. In this picture, a well-dressed woman sits on a chair 

located on top of a zoldertje positioned by a window, and she is seen occupied in the task of 

reading a letter. An angled mirror is situated above her figure. A maidservant, with her back 

to the viewer, stands with a bucket under her left arm, a letter in her left hand, and with her 

right hand, she pulls the curtain from left to right, to reveal a painting of a turbulent 

seascape. A dog stands upon the zoldertje to get a closer look at the servant girl. But it is in 

this motion that the maid creates the sounds associated with this gesture: her approaching 

footsteps on the hard floor, her clanking of the bucket as she hooks it under her arm, the 

shifting of her dress, and finally, the sliding of the hooks on the curtain rail and the soft 

pull of the fabric as it gathers on one side of the picture. It is from this painting that many 

different things discussed so far come together: for instance, the seascape which symbolises 

the success of the seafaring Dutch nation; the silk the woman is wearing which depended 

on flourishing trade and commerce, a product of the mercantile strength of the Republic; 

the verisimilitude and illusionism with which Metsu represented the room, its objects, 

textures, light and shade; the value of pictures within the home – and consequently where 

and how they were displayed; and finally the soundliness within the painting.  



24 

Preface B: The Evolution of Keyboard Instruments & Women 

in Dutch Painting 

 

An das Clavier (To the Clavier) 

Unspoken grief within my breast, 

I slip away to thee; 

Sweet clavier, solve my quest, 

Bring harmony and joy to me! 1 

 

Dutch Seventeenth-Century Painting in a Contemporary Australian Context 

In order to establish clear parameters for this study, it was valuable for me to utilise sources 

within the context of my own time and place. Dutch seventeenth-century painting is one of 

the most popular and well-received areas of art history; copious books, presentations and 

articles are still written today, notwithstanding the specially curated exhibitions that take 

years to develop, design and ultimately present. Throughout 2017, within Australia 

generally and New South Wales specifically, there were two separate events focused on this 

topic. I was extremely fortunate to attend both of them.2 This section will explore the 

evolution of depictions of women as sound makers and of keyboard instruments in Dutch 

as well as Flemish paintings, to provide a foundation for the main chapters of this thesis. 

 

In July 2017, I attended the ADFAS (Australian Decorative & Fine Arts Society) lecture by 

Doctor Sophie Oosterwijk. The lecture was titled Women, Wine and Song: Dutch Genre Painting 

by Vermeer and his Contemporaries and featured an abundantly rich slideshow of paintings by 

seventeenth-century Dutch artists, with a particular emphasis on depictions of women as 

music makers. The other significant event I attended was the summer exhibition presented 

by the Art Gallery of New South Wales in conjunction with the Rijksmuseum. This 

exhibition, titled Rembrandt & the Dutch Golden Age: Masterpieces from the Rijksmuseum, was 

shown from 11 November 2017 to 18 February 2018. There is a demonstrated interest in 

presenting and travelling Dutch art in Australia which may be proven by the track record 

of major exhibitions of this kind from the last two decades. This is evidenced by the 

travelling exhibition The Golden Age of Dutch Art: Seventeenth Century Paintings from the 

                                                           
1 This poem was written by Philippine Gatterer (Nuremberg, 1756–1831) in 1776. Loesser, Men, Women & 
Pianos: A Social History, p. 62. 
2 This travel was made possible through Charles Sturt University Faculty of Arts & Education Resource 
Funding (2017). 



25 

Rijksmuseum and Australian Collections (various locations,3 1997–8), as well as Dutch Masters 

from the Rijksmuseum, Amsterdam (National Gallery of Victoria, 2005). Interestingly, all three 

of these “blockbuster” exhibitions stem from presenting partnerships with the 

Rijksmuseum. 

 

The Evolution of Keyboard Instruments & Women in Dutch Painting 

Throughout Oosterwijk’s presentation, she stressed the often theatrical and frequently 

ambiguous nature of Dutch genre painting. She equated these representations, some of 

which included women playing music, with an ‘air of expectancy’, which may be implied by 

the protagonists themselves but also the intimation of a viewer’s presence. All of these 

suggestions may be seen in Gerrit Dou’s A Woman Playing a Clavichord (Fig. 63) from circa 

1665. Amongst several of Oosterwijk’s preliminary examples, this was the first painting in 

the lecture that depicted a woman at a keyboard instrument, although here Dou has 

represented a clavichord, a smaller, tabletop instrument. 

 

Dou painted six known pictures featuring women and keyboard instruments throughout 

the 1660s. Taking Dou’s commercial success as a painter, his early association with 

Rembrandt, as well as his establishment of the Leiden school of fijnschilders (fine painters), it 

may even be possible that Dou began a resurgence of this subject for the generation of 

artists active in the latter seventeenth-century Netherlands. One notable example would be 

the painter Gabriel Metsu, believed to be one of Dou’s students, who represented women 

at keyboard instruments on eight different occasions throughout his career. Another 

suggested example is the œuvre of Johannes Vermeer, which features this subject matter 

five times; consequently it has been stated that Dou’s work influenced that of Vermeer’s 

output.4  

 

Returning to Dou’s painting, it is plain to see the parallels between all three of these artist’s 

works, especially in reference to this particular theme of women and keyboard instruments 

in seventeenth-century Dutch paintings. For instance, Dou appeared to evolve this subject 

                                                           
3 Various locations include: Art Gallery of Western Australia 23 October 1997–11 January 1998, Art Gallery 
of South Australia 23 January 1998–15 March 1998, and Queensland Art Gallery 28 March 1998–7 May 1998. 
4 Murray & Murray, The Penguin Dictionary of Art and Artists, pp. 117-8. 
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as he continued to work on it; his seemingly earlier renditions5 focused on the women in 

profile seated at the keyboard instruments, with little to no background detail. Yet, as he 

progressed with this theme, his paintings began to depict increasingly more detail with 

regards to the spatiality of the room and the objects therein, including: the open doorways, 

the theatrical curtain, additional instruments, bird cages, chandeliers, the interplay of light 

and shadow, as well as the position of the female figure seated in front of leaded windows 

which allow a vast amount of sunlight to permeate the interior, a pictorial element that 

Vermeer is now so famous for. Metsu also utilised windows, drapery and light effects 

within his paintings on this theme; on one occasion, he even reverted to the more 

simplistic close-up view of the female sitter playing the keyboard instrument, in A Woman 

Playing a Virginal (Fig. 68), now in the collection of the Musée des Beaux-Arts, Paris. It is a 

slightly more intimate, introspective painting, compared to Metsu’s other works, but 

definitely faithful to Dou’s Woman at the Clavichord (Fig. 8), previously in the collection of 

the emperor Wilhelm II, Germany (Berlin, 1859–1941). 

 

Dou’s use of the power of the gaze, in this case the female gaze, is also an interesting 

device at work in his A Woman Playing a Clavichord (Fig. 63) from circa 1665. Similar to 

Vermeer’s women in Lady Standing at a Virginal (Fig. 66) (c. 1670), Young Woman Seated at the 

Virginals (Fig. 67) (c. 1670) and Lady Seated at a Virginal (Fig. 65) (c. 1673), all of these 

female figures, with their hands resting on the respective keyboard manuals, stare 

unapologetically and directly at the viewer, as do the women in five of the six (known) Dou 

paintings. This conscious pause in music making creates a quiet scene, as though the female 

figure has been momentarily distracted from her musical reverie; however, the notes she 

was playing still linger in the space of the room. Oosterwijk suggested that important 

objects within Dou’s painting, such as the wine cooler and glass of wine, as well as the 

open music book and standing bass viol (the neck of which constitutes a strong phallic 

shape) – together with the woman’s flirtatious gaze – imply a viewer, particularly a male 

viewer. Significantly, Oosterwijk mentioned that as most buyers of art were men, this art 

work would possibly have been purchased by a male consumer.6 

 

                                                           
5 Koopman and van Dijck arranged their catalogue of paintings in chronological order; although many art 
works do not elicit exact dates, it is quite possible their ordering is somewhat accurate. Dijck & Koopman, 
Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art before 1800, pl. 129-34. 
6 Oosterwijk, Sophie. “Women, Wine & Song: Dutch Genre Painting by Vermeer and His Contemporaries.” 
Paper presented at ADFAS, Newcastle, New South Wales, 10 July 2017. 
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Although Oosterwijk’s lecture referred to at least eight Dutch paintings illustrating women 

and keyboard instruments, this was not the focus of her presentation. Her discussion was 

predicated on the iconology of vice; including the consumption of wine, lemons and 

oysters, and the playing of musical instruments. She highlighted the erotic undertones in 

Dutch pictures; particularly men in the act of seducing women and the exchange of 

currency for sexual liaisons. Oosterwijk emphasised the moral and instructive meanings 

and functions of these images; ultimately concluding that the women depicted were active 

participants in the aforementioned immoral behaviour.7 My thesis differs from this topic by 

instead focusing on the perception of sound within paintings portraying women and 

keyboard instruments.  

 

Another art work pre-dating these thematic paintings of Dou is Woman at the Virginal (Fig. 

9), which sits on the cusp of my established time-frame, made from approximately 1630–

40, by Jan Miense Molenaer.8 This picture represents an elaborately dressed, female 

instrumentalist seated at an extraordinarily detailed virginal; two children, a boy and a girl, 

positioned to the right of the case; and in the background, walking through an open 

doorway, a gentleman strides into the room, carrying another stringed, musical instrument.9 

The entrance of the man, as well as the finely costumed children, suggests that this is 

possibly a family portrait. Moreover, Molenaer reportedly utilised his wife, Judith Leyster 

(Haarlem, 1609–60), whom he wed in 1636, as a model for many of his art works; however, 

it has been advocated that they may have worked together, collaborating artistically even 

before this date.10 Furthermore, the virginal itself is an important visual key to the meaning 

held within this painting. The music that issues from the keyboard instrument is symbolic 

                                                           
7 Oosterwijk, Sophie. “Women, Wine & Song: Dutch Genre Painting by Vermeer and His Contemporaries.” 
Paper presented at ADFAS, Newcastle, New South Wales, 10 July 2017. 
8 According to Dennis P. Weller, Molenaer is unique as an artist within his circle of contemporaries in that 
ten of his drawings survive today; several of which are autographed and two are dated. Weller, “The 
Drawings of Jan Miense Molenaer”, p. 147. 
9 Molenaer had a strong tendency to paint musical themes throughout his work, depicting a plethora of 
musical instruments in his pictures. An especially important example of his repeated figure playing the lute, 
on which Molenaer worked on for more than ten years, (as seen in Self-Portrait with Family Members, Fig. 13) 
reached a zenith in Self-Portrait as a Lute Player (c. 1636/7). Eva J. Allen writes on Molenaer’s paintings 
representing lute players, and establishes a connection with Flemish prints on the artist’s work. For instance, 
she writes: ‘An engraving by Antwerp artist, Pieter de Jode I called Musical Company, after the drawing by 
Adam van Noort (1562–1641), one of Rubens’ teachers, could have served as a prototype for Molenaer’. 
Allen, “From Print to Painting: Jan Miense Molenaer’s Lute Players”, pp. 6-10. This further substantiates the 
earlier point from Preface A concerning the influence of Flemish artists on Dutch painters. The author also 
continues her discussion to highlight the importance of Italian Renaissance artist, Marcantonio Raimondi 
(1480–1534), and his engraving titled, Portrait of Giovanni Filoteo Achillini (c. 1504–5) on Molenaer’s lute players, 
as well as other Dutch artists illustrating these archetypal male musicians. This suggestion corroborates my 
earlier discussion on the influence of Italian artist on Netherlandish painters. 
10 Kloek, Els. “Judith Leyster.”  
http://resources.huygens.knaw.nl/vrouwenlexicon/lemmata/data/Leyster/en  

http://resources.huygens.knaw.nl/vrouwenlexicon/lemmata/data/Leyster/en
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for familial harmony between the figures of mother, father, son and daughter. Moreover, 

upon close inspection of the intricately decorated keyboard instrument, one may see 

painted flowers on the soundboard and a landscape on the underside of the virginal lid, and 

within this typically Dutch image of pastoral serenity, another well-dressed couple stroll 

through the countryside. This painting-within-a-painting serves to echo the love and 

tranquillity that is pictured connecting the four figures in the domestic space; it therefore 

also works to strengthen the bond between them. 

 

Despite this theme of love and familial harmony, Molenaer’s inclusion of the ape, tied to a 

chain and sitting atop the keyboard instrument lid, casts a satirical shadow over the work. 

As apes were symbolic of ‘the art of painting and sculpture’, they were often associated 

with imitation, as well as the proverbial expression ‘Ars simia Naturae’ or ‘Art is the ape of 

nature’.11 Molenaer has thus emphasised a humorous undertone here, as apes represented 

the weaknesses of human character, including foolishness, vice, pride, lust and 

pompousness. The pet ape could also signify an exotic extravagance that only a wealthy 

family may have been able to afford at the time, so in this interpretation Molenaer has 

asserted the elite class that this group belongs to within the social hierarchy of the 

seventeenth-century Netherlands. Another symbolic reference in this painting may be seen 

repeatedly in art works from the latter half of the century, including those on this theme: 

the footwarmer. A functional object within the Dutch household, a footwarmer was a box 

containing hot coals which provided warmth to a person seated in the home. Regardless of 

its practical function, the footwarmer also provided a symbolic erotic meaning within 

Dutch art. Situated underneath the skirts of a woman, the heat was representative of her 

passion for her husband or a male suitor.12 

 

As Nanette Salomon states in the book chapter “Political Iconography in Jan Miense 

Molenaer”, however, the footwarmer also had wholesome connotations, having ties with 

an emblem from Roemer Visscher’s (Amsterdam, 1547–1620) Sinnepoppen, which was 

symbolic of ‘humility and simple practicality’.13 Returning to the work of Molenaer, this 

                                                           
11 Hall, Dictionary of Subjects and Symbols in Art, p. 23. Pictures featuring monkeys, cats and owls in the roles of 
human beings formed their own sub-set of genre paintings, called ‘singerie’ (‘monkey trick’ from the French). 
They may be seen smoking tobacco, drinking alcohol, playing cards or musical instruments, as well as in the 
act of painting, etc. 
12 Salomon, “Political Iconography in Jan Miense Molenaer”, p. 26. 
13 ibid. 
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painting was not his only picture featuring a woman and the keyboard instrument.14 His 

Allegory of Vanity (Fig. 10) executed in 1633 depicts a similar interior space, from the details 

of the open doorway to the monochromatic floor tiles featured in reverse and the 

personification of Vanity in female form. She is seated in the centre of the room, holding a 

mirror, her servant combing her long, golden hair (Fig. 11). A child stands before her, the 

vanitas skull is positioned underneath her foot, and a small monkey is situated beside her in 

the foreground. A plethora of musical instruments – string and wind – hang on the wall in 

the background, yet the open virginal sits to the far left of the picture plane.15 Although the 

virginal here is less detailed and certainly not as large in composition as the previously 

discussed image, there are two square landscapes and what could be a coat of arms 

rendered on the underside of the lid, which provide evidence this is a different instrument 

altogether.16 17 Importantly, though, the woman pictured in this painting has no real 

connection to the keyboard instrument, and this is a striking difference to the former 

image. In this painting, the keyboard instrument operates as a symbol of vanity and 

particularly vanitas. Music and music making were seen as congruent with the vain pursuit 

of earthly pleasures, as well as transience as the musical notes would not last but eventually 

fade away, reflecting the very nature of fleeting human life. 

 

The other painting by Molenaer featuring a keyboard instrument is his Self-Portrait with 

Family Members (Fig. 13), also painted in the 1630s. Ten figures sit and stand within an 

interior room, most partaking in the musical company they form. The virginal, again 

situated at the left of the picture plane, is seen to be open, though the woman seated in 

front of it is instead playing a mandolin-type instrument in her lap. The landscape painting 

decorating the lid of the virginal is the only reference to the outside world, as there are no 

windows or other landscape pictures within this scene. The music unites these kin and 

therefore symbolises familial harmony. Throughout the picture there are also repeated 

                                                           
14 Jan Miense Molenaer utilised images of keyboard instruments nine times throughout his artistic career; all 
but two of these pictures feature women at the manuals. 
15 The layout of these background instruments, particularly the violin and flute on the left side of the wall, 
bear a remarkable similarity to one of Judith Leyster’s own paintings. Boy Playing a Flute (Fig. 12) (Stockholm), 
from around 1630–5, includes the same arrangement of instruments in the background, hanging on the wall. 
The only slight difference is the bow which rests within the strings of the violin balances in the opposite 
direction. This further attests to the possibility of these two artists working together around this time, or at 
the very least being extremely familiar with one another’s work. 
16 It is possible that Molenaer rendered the same instrument in these two paintings but chose to detail the 
underside of their lids very differently and also change the scale of the instruments. He may have adapted the 
decorations in accordance with the subject matter of the pictures, and therefore took some degree of artistic 
license in the conception of their image, therefore making them appear as though they are two completely 
distinct keyboard instruments.  
17 It is possible the artist worked on these pictures around the same period, but this painting seems to suggest 
an earlier date of conception, which lies in accordance with the dates listed here. 
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symbolic notions of time passing: the clock on the back wall, for example, and the vanitas 

symbols of the skull and hourglass depicted in the pendant marriage portraits hanging at 

the back of the room. Depicted herein are the patriarch and matriarch of the family 

hanging above the gathering, quite literally overlooking these new generations of their 

blood line. The music therefore is also utilised in this painting to represent impermanence 

and the ephemeral nature of life.  

 

From these three paintings by Molenaer, an evolution of sorts is clear, both in the artist’s 

use of the keyboard instrument and its relationship with the women depicted. The 

representations of the virginals became more elaborate, larger in size in terms of the whole 

composition, more intricately detailed, and together with the woman in the latest picture – 

Woman at the Virginal (Fig. 9), a meaningful relationship was thus established. Further 

connecting the viewer to this music-making moment, the woman openly gazes outwards at 

the spectator, heightening an awareness of the intimacy of the scene, as well as the power 

of music as a harmonising presence. 

 

Similar to Molenaer’s use of the keyboard instrument, Dirck Hals’s Company Making Music 

in an Interior (Fig. 14), painted during 1633, depicts a merry collection of instrumentalists 

and listeners in an interior setting.18 To the right, two men play a flute and violin; with their 

                                                           
18 Dirck Hals is described by Franits as a painter of ‘garden parties and merry companies’, but he also 
depicted dramatic scenes illustrating women reading, holding and tearing letters. The author lists Willem 
Buytewech (c. 1591/2–1624) as one of Hals’s primary influences, especially in reference to his images of 
grouped figures in pleasant surroundings. Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and 
Thematic Evolution, p. 31. 
In the exhibition catalogue, Love Letters: Dutch Genre Painting in the Age of Vermeer, the artist, Esaias van de 
Velde (1587–1630) is also considered an important influence on the work of Dirck Hals. The artist also 
bought pictures, facilitated two art auctions and had direct acquaintance with an art dealer and painter by the 
name of Pieter Jansz. van den Bosch, therefore Dirck had experience in, and an awareness of, the market and 
how it operated. In Dirck’s Woman Reading a Letter by Candlelight (Academia Carrara, Bergamo), the artist is 
praised for his intimate portrayal of a woman reading alone by the flame of a single candle. This picture 
highlights the woman in a domestic space, however she ‘is not dealing with children, family, or household 
matters but relaxes with her reading, while at her side are books, the attributes of learning’. Indeed, depicting 
the woman on her own emphasises her personal quest for knowledge, and at the same time, aligns with 
contemporary seventeenth-century ideas based on the Aristotelian philosophy of ‘night schools as 
expressions of earnest education’. Adams, Sutton & Vergara, Love Letters: Dutch Genre Painting in the Age of 
Vermeer, pp. 79-81. 
Laurinda Dixon also comments on Hals’s pictures representing women with letters, particularly his use of 
pictures-within-pictures and the significance of the metaphor of the sea in contemporary Dutch thought. The 
author ties common proverbs and other literary sources, including emblems by Otto van Veen, to the 
inclusion of seascapes within two of Hals’s paintings featuring women reading letters. She writes: ‘Dirck 
Hals’s choice of women as carriers of emotion was proper for his time, in view of the common belief  that 
women’s bodies were much more susceptible to the influence of emotions than were men’s. Seventeenth-
century medical literature followed ancient tradition, employing the comparison between violent seas and 
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backs to the viewer, two women complement this ensemble with their accompaniment on 

the virginal and lute. Another woman, who is seated, keeps time with her right hand, while 

holding an open song book with her left. Landscape pictures hang on the back walls of the 

room, and significant to the discussion here, the keyboard instrument lid is also decorated 

with a landscape image. Not only does this landscape painting connect to the others in the 

space, but it also ties to the map on the centre of the background wall. Dutch patriotic 

pride was at an all-time high during this period of the new-found Republic and was one of 

the chief reasons for the inclusion of cartographic maps within Dutch paintings. These 

young, wealthy, elite individuals certainly sat within a privileged echelon of society; the 

landscapes, maps, oyster shells, fine clothing and expensive musical instruments attest to 

their stature and superiority.19 

 

Men at the Manuals 

To continue this section, it is appropriate to highlight the few but significant pictures which 

feature men at the keyboard instrument manuals in Dutch painting. Hals’s painting of the 

Concert (Fig. 15) features an older gentleman standing at a keyboard instrument, whilst two 

other men stand behind and to the side of him. The artist has utilised a three-quarter length 

portrait of the man and a very dark-hued palette, which seems to further accentuate the 

masculinity of this art work, and hence the men depicted. The central man stares directly at 

the spectator, his mouth slightly open, and his long fingers are spread over the keys of the 

manual. This painting calls to mind an art work by Pieter van Roestraten (Haarlem, 1630–

1700) of Still Life with Musical Instruments (Fig. 16), which represents a collection of objects, 

musical and non-musical, strewn on and around a keyboard instrument with an inverse 

manual. What is particularly pertinent here is that this painting, with all of its vanitas 

symbolism riddled throughout, is also extremely masculine in appearance. From the 

wooden veneer of the keyboard instrument, to the various timbers utilised on the 

numerous stringed instruments, the blatant phallic symbolism of the wind instruments – 

notwithstanding the books, sheet music and quill –all seem to imply a worldly and 

intellectual owner of these goods. 

 

                                                                                                                                                                          
heightened passions specifically in discussions of women’. Dixon, Perilous Chastity: Women and Illness in Pre-
Enlightenment Art and Medicine, pp. 94-7. 
19 Oosterwijk highlighted that oysters and discarded oyster shells were symbolic of improper behaviour, as 
they are a known aphrodisiac; they were a suggestive inclusion on behalf of the artist. Oosterwijk, Sophie. 
“Women, Wine & Song: Dutch Genre Painting by Vermeer and His Contemporaries.” Paper presented at 
ADFAS, Newcastle, New South Wales, 10 July 2017. 
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The trompe l’oeil effect provided by the open drawer, key still in place, and the convex 

reflection cast upon the hanging globe strung above this conglomeration, indicates that the 

artist or owner could be present, and simultaneously functions to include the spectator in 

this painting. Revisiting the inverse manual, with its majority black keys versus the 

intermediate ivories, also serves to highlight the male nature of this image, gendering the 

instrument, which indicates the gender of the consumer too. Marriage portraiture adds yet 

another dimension to the evolution of this theme within Dutch seventeenth-century genre 

painting. Jan Barentsz Muyckens (Leiden, 1595–1665) painted Couple at the Clavichord (Fig. 

17) in 1648, a wholesome and moralistic portrayal of the unity of marriage. The gentleman 

is seated and playing the tabletop clavichord, while his wife keeps time with her right hand 

and holds open a songbook with the other. They are both respectfully dressed and gaze 

directly at the spectator. One may argue that it is the clavichord which yields the most 

detail and hence most attention from the artist, with its slightly skewed perspective, 

arabesque lid design and flurry of tangents and levers topped with felt – even the musical 

notes are indicated on the keys. The music this man plays is symbolic of the harmonious 

union between himself and his wife, as well as their love for each other. The man, however, 

is in complete control of the music; consequently, he emits a certain level of subjugation 

towards the female protagonist. It is interesting to note the date of this painting; at just a 

couple of years prior to my respective time-frame, this reserved art work marks a stark 

difference to pictures produced later in the century with female instrumentalists. 

 

Similar and prior to the above Muyckens, artist Gerrit Donck (Amsterdam, 1600–50) 

painted a marriage portrait depicting a virginal circa 1640, titled Marriage Portrait of a 

Husband and Wife of the Lossy de Wariné Family (Fig. 18). This picture represents a well-

dressed gentleman seated at the virginal to the right, and (as is tradition) on his left sits his 

equally outfitted counterpart, his wife. Though the instrument depicted in this image is not 

in play, nor are the man’s hands spread over the keys, he physically reaches out to touch 

the instrument, making contact just above the manual. She slightly mirrors him with her 

left hand supposedly reaching out to touch him. Unlike the Muyckens portrait, Donck does 

not have his figures gazing out towards the viewer, but instead has them locking eyes with 

one another, a befitting connection that further unites their link as man and wife. Again, 

the artist has taken great care to render the details of the virginal to a degree which proves 

his idiosyncrasy, as well as the painting-within-a-painting device that is utilised so 

frequently later in the century. The image painted on the underside of the virginal’s lid is 

difficult to make out with confidence; nonetheless, it depicts multiple figures with a strict 
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grey palette – and perhaps a man and woman in the foreground. A coat of arms (or family 

crest) sits proudly in the centre of this instrument’s lid, a colourful rendition executed with 

great clarity, which once again highlights the importance of family tradition. 

 

In the Catalogue for this thesis I have collected six seventeenth-century Dutch paintings 

featuring men seated or standing at the manuals.20 These images include: Dirck Hals’s 

Concert (Fig. 15), Jan Barentsz Muyckens’s Couple at the Clavichord (Fig. 17), Gerrit Donck’s 

Marriage Portrait of a Husband and Wife of the Lossy de Wariné Family (Fig. 18), Jan Verkolje’s A 

Musical Interlude (An Elegant Couple with Musical Instruments in an Interior) (Fig. 19), Gabriel 

Metsu’s The Cello Player21 (Fig. 20) and Gerard ter Borch’s A Music Making Couple (Fig. 42). 

The last three of these paintings can be divided from the first half by nature of them being 

genre pictures. Not one of the six men is gazing at the keyboard instrument manual; all are 

either connecting with the observer of the painting, or looking at their female counterparts. 

Hals’s Concert depicts a trio of figures performing a musical company, and the paintings by 

Muyckens and Donck are both marriage portraits. These first three pictures appear to 

function similarly in relation to the keyboard instruments depicted: they are symbolic 

devices signifying wealth, status, worldly goods, accomplishment and unity in marriage. 

These paintings were also made during the first half of the seventeenth century.22  

 

The symbolic function of the keyboard instrument may be corroborated by Donck’s 

painting (Fig. 18) in particular as the identity of the male sitter is known. The picture shows 

the successful ‘Amsterdam composer and city organist Nicolaes Willemsz. Lossy’.23 The 

sheet music and the instruments are testament to his achievements, his learned background 

and his participation in important municipal activities. This symbolic function then changes 

as the century progresses; from a markedly conservative group of images to more light-

hearted scenes depicting love and courtship among the leisured classes. I would argue that 

Muyckens’s and Donck’s pictures are pre-cursors to the genre paintings by Verkolje, Metsu 

                                                           
20 In Jan Verkolje’s Portrait of a Youth with a Viola da Gamba (Fig. 95), the keyboard instrument is situated in the 
background of the image; therefore I have not included this picture in the number above. 
21 This male figure is facing away from the keyboard instrument and playing a cello, but he is illustrated seated 
at the virginal, therefore I have included this image in the total. 
22 Although the Hals picture is not dated, it was most likely completed in the first half of the seventeenth 
century as the artist lived from 1591–1656. Dirck Hals is renowned for his lively ‘garden parties’, merry 
companies and musical scenes; therefore this portrait-style painting is quite unique in his oeuvre. Franits, Dutch 
Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 31. 
On the scroll of paper in the bottom right of the image, there seems to be an inscription reading ‘Stodio…’, 
but the remainder is hard to make out in the digital reproduction. It could refer to the studio in which the 
painting was made, but this is uncertain. 
23 Jansen, “Pieter de Hooch in Delft: From the Shadow of Vermeer”, p. 189. 
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and ter Borch, especially in the way the keyboard instruments and their music bring the 

figures together in harmony. Notably, in the genre pictures there are also other stringed 

instruments throughout the room; a sign of invitation to make music. Again, this further 

highlights the unity between the two protagonists. In the marriage portraits, the male 

figures hold a dominant position in the picture and in the relationship with their wives. As 

these male protagonists are sat at the keyboard instruments, they control the sound as 

much as they do their female partners, highlighting and strengthening their hierarchical 

position in the family. But in the genre pictures, the three males appear more interested in 

the female figures and less in the instruments at which they are seated. Their gazes are 

completely focused on the women in their company. The music is not complete without 

the contribution of the female musicians; in fact it is dependent upon it.  

 

The images with men at the keyboard instrument manuals are present at this time because 

the emblematic weight of the instrument is established as a tool to communicate status, 

success, wealth and education; all important signs and traits in Early Modern society. They 

are also visual evidence of an evolution which takes place with regards to the female figure: 

first she is not depicted at all (Hals), then she is illustrated in the role of loyal, virtuous and 

civilised wife (Muyckens and Donck), and later as the accompanying musician (Verkolje, 

Metsu and ter Borch). She will go on to be represented as the only instrumentalist pictured 

in the painting. 

 

The Lure of Love & Lust 

Next are the works of two latter seventeenth-century artists who represented men and 

women, together with keyboard instruments, throughout their artistic careers: Jan Verkolje 

(Amsterdam, 1650–93) and Gabriel Metsu. Remarkably, these artists use depictions of 

keyboard instruments in similar ways, not functioning as simple backdrops to the scenes 

but as important symbols of musical accompaniment and love. For example, in Verkolje’s 

A Musical Interlude (Fig. 19), a gentleman sits at a virginal turned towards an attractive young 

woman. The virginal positioned next to the windows foreshadows many art works 

produced later in the seventeenth century. The man gazes longingly at the woman, 

beseeching her to join him in play. She already holds a stringed instrument of her own, so it 

is unclear whether she intends to make music on her own or partake in his offer. His right 

hand points towards the upright bass viol, which leans against the corner of the virginal, so 
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his proposition may include a display of his aptitude on either stringed instrument. Perhaps 

this musical display will allow him to woo the young woman into love or lust, as either 

notion could curtail her. Another interpretation may be that he beckons her to play the 

virginal. He is certainly a visitor to her home, as we can see his black hat with resplendent 

white feathers discarded to the right. The dog in the right foreground also attests to fidelity, 

and this aligns with the burgeoning relationship between the man and woman. 

 

Comparable to Verkolje, Metsu provides a similar scene of the prospect of young love with 

The Cello Player (Fig. 20), from around 1658. Here though, a trio of figures form the 

narrative of the painting. A gentleman, playing a cello, sits in front of a virginal, and 

descending from the staircase to the right is his object of affection, a young woman holding 

a piece of sheet music over the bannister. The male figure on the balcony, pictured with his 

head supported by his own arm, is in fact not staring at the woman at all, but gazing off 

towards the far left of the image. One reading of this forlorn gaze is that this melancholic 

young man is in love with the woman on the stairs and jealous of the gentleman playing the 

cello; further perpetuating a love triangle occurring between the three protagonists.24 An 

alternate interpretation of this painting is to consider its meaning and function from not 

only a heterosexual perspective but to also contemplate a homosexual one. Homosexuality 

was commonplace in seventeenth-century Europe,25 although it was labelled in various 

ways, especially between two men. The four most common terms for these individuals 

were ‘sodomite, buggerer, catamite and ganymede’.26 Contemporary documents reveal that 

sex was a popular topic for writing and reading,27 for example the diaries of Constantijn 

Huygens, Jr. disclose information regarding sexual habits at court and more broadly 

throughout the middle to upper classes of Dutch society. Particularly, he recorded a 

plethora of sexual liaisons and experiences of others including those involving ‘whore-

                                                           
24 The three figures also form the three points of a triangle, which operate to direct the gaze of the viewer to 
the characters within the painting. 
25 Prior to the eighteenth century, it was assumed that all men were attracted to women and teenage boys 
(aged fourteen to twenty-three). After all, women and pubescent boys were considered sexually ‘passive’ 
partners. Trumbach, “The Transformation of Sodomy from the Renaissance to the Modern World and Its 
General Sexual Consequences”, p. 832-3. 
26 McEnery & Baker, “The Public Representation of Homosexual Men in Seventeenth-Century England – A 
Corpus Based View”, p. 202. It should be noted that any sexual behaviour that did not lead to reproduction 
was considered ‘sinful’. Dekker, “Sexuality, Elites, and Court Life in the Late Seventeenth Century: The 
Diaries of Constantijn Huygens, Jr.”, p. 103. 
27 Authors also utilised ‘Foreign language terms, classical mythology and historical figures, particularly from 
Ancient Greece and Rome…to allude to homosexuality and male prostitution’. McEnery & Baker, “The 
Public Representation of Homosexual Men in Seventeenth-Century England – A Corpus Based View”, p. 
214. 
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hopping and homosexuality to lesbian cross-dressers’.28 Samuel Pepys’s diaries also 

divulged sexual exploits, but contrary to Huygens, he chronicled his own.29 Sexuality 

however, is quite different from sex because it relates to ‘identity and self-definition’.30  

 

In Early Modern Florence, there was a consistent association between literature, plays and 

songs and the topic of homosexual love, as Michael Rocke writes there were ‘Verses on 

same-sex love [which] were apparently even set to music’.31 Consequently, there is a link 

between music and homosexuality, which could add another dimension of analysis to 

Metsu’s painting. Returning to the male onlooker positioned on the balcony – posed in the 

traditional stance of melancholy, with his cheek resting on his hand – one can see his 

sorrowful facial expression.32 The love triangle interpretation still holds, but instead of his 

envy projected towards the young cellist, it could be directed towards the young woman. 

This could explain his disdain for the situation unfolding beneath him, and the resulting 

look to the extreme left of the picture, as if to deny acknowledgement of the couple below 

and their imminent music making. Indeed, the man on the balcony is not included in the 

invitation to partake in musical accompaniment, which operates to separate him both 

physically and symbolically, from the couple below, whose eyes are only locked on each 

other. His rejection is amplified by the pending presence of music; as the harmony will 

function to bring the male cellist and the female figure closer together, it simultaneously 

works to isolate the pensive man to an even greater degree. As a result, the picture, whether 

read in heterosexual or homosexual terms is indicative of a dichotomy; where there is 

romantic love, there is also loss. 

 

Only three of these pictures featuring men at the manuals actually show them playing 

(making contact) with the keyboard instruments. And so this painting provides a distinctive 

                                                           
28 Roberts, “Sexuality and Courting”, p. 148. 
29 Dekker, “Sexuality, Elites, and Court Life in the Late Seventeenth Century: The Diaries of Constantijn 
Huygens, Jr.”, p. 95. 
30 Streule, “Objects of Desire: Case Studies in the Production and Consumption of Erotic Images in the 
Dutch Golden Age”, p. 29. 
31 Rocke, “Introduction: Florence and Sodomy”, p. 4. Rocke also states that according to religious doctrine, 
sodomy was believed to be a ‘serious and potentially destructive sin, and everywhere it remained a crime 
punishable by severe penalties, including death by burning’. ibid. In light of these harsh punishments, 
McEnery and Baker suggest that ‘self-preservation’ caused these men to become stealthily proficient in hiding 
their sexual orientation from society at large. McEnery & Baker, “The Public Representation of Homosexual 
Men in Seventeenth-Century England – A Corpus Based View”, p. 200. 
32 During this time, the young man in melancholic state was considered highly desirable. Not only were they 
intelligent and emotional individuals but remarkably creative and well-bred too. Captured in their vulnerable 
condition, these figures were fascinating and, after Dürer, popular subjects for art works. McAloon, Jonathan. 
“The Sad Boys of the Renaissance.” https://www.artsy.net/article/artsy-editorial-sad-boys-renaissance 

https://www.artsy.net/article/artsy-editorial-sad-boys-renaissance
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forerunner to later examples from the seventeenth century, as the relationship between the 

women and the keyboard instruments has been established in various ways, but 

significantly here in both the Verkolje and Metsu, she is on the precipice of having a deep-

rooted connection with the keyboard instrument. This will provide a foundation for the 

gendering of the keyboard instrument, and as we shall see, a profound bias repeatedly 

linking this instrument with young, elite women in Dutch paintings of the mid- to late-

seventeenth century. 

 

Melancholy 

Laurinda Dixon’s “Privileged Piety: Melancholia and the Herbal Tradition” discusses the 

historical origins of melancholia and the theories and philosophies that were to re-emerge in 

the seventeenth century. Deeply rooted in the body and the intellect, melancholia was 

linked to many unpleasant issues, for instance ‘mental depression, cholera, syphilis, 

witchcraft, and even murder’, but at the same time, it has gained a somewhat duplicitous 

reputation over time – ‘a combination of apprehension and reverence’.33 The author 

highlights the most famous writer on the melancholic condition was Marsilio Ficino, who 

advocated for treatments and also detailed the associated signs of melancholy. His theory 

was based on astrological conventions, and in line with this belief, directed sufferers to 

utilise ‘astrological talismans – herbs, music, and colors’ in order to ‘channel Saturn’s 

malevolent power toward creative inspiration and deep thought’.34 In reference to this 

philosophy and the influence of music to overcome melancholy, these paintings featuring 

women, courting couples and elite companies at keyboard instruments may inspire a 

melancholic reading; however, this sits outside the scope of sound.35 

 

In Robert Burton’s book titled The Anatomy of Melancholy, the author also proposes music as 

a remedy to the symptoms of melancholy. He writes ‘Many and sundry are the means which 

philosophers and physicians have prescribed to exhilarate a sorrowful heart, to divert those 

fixed and intent cares and meditations…none so apposite as a cup of strong drink, mirth, 

music, and merry company’.36 Moreover, the author underlines the manifestation of love 

melancholy, emphasising that unmarried women would learn music so as to procure love, 

after which they would not play the instrument. For example:  

                                                           
33 Dixon, “Privileged Piety: Melancholia and the Herbal Tradition”, p. 2. 
34 ibid, p. 5. 
35 This topic may be a compelling research topic for a paper or presentation in the future. 
36 Burton, The Anatomy of Melancholy, p. 115. 
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We see this daily verified in our young women and 
wives, they that being maids took so much pains to 
sing, play, and dance, with such cost and charge to 
their parents to get those graceful qualities, now being 
married will scare touch an instrument, they care not 
for it.37 

 

The highs and lows brought about by love were believed to be eased by music, which is an 

idea encapsulated in proverbial form and in pictures, for instance the motto MUSICA 

LAETITIAE COMES MEDICINA DOLORUM (Music is the companion of joy, the 

medicine of sorrows). 

 

The Legacy of Saint Cecilia 

Christian patron saint of music, Saint Cecilia, has a long and fascinating depiction 

throughout European art history as a beautiful young woman paired with keyboard 

instruments, particularly the organ.38 Although her association with music in this regard did 

not start emerging in visual art until the fifteenth century,39 her now potent relationship to 

music is well-known and well-documented throughout the literature. It is worthwhile to 

mention the religious significance of Cecilia because of the prevalence of her symbolism 

amongst Catholic imagery generally and sacred imagery specifically, especially from the 

Southern Netherlands. The influx of Flemish artists and craftsmen from the Southern to 

the Northern Netherlands has already been highlighted in Setting the Scene; however, it is 

important to utilise some examples of Flemish painting here, as this imagery may have had 

some forbearing on the evolving relationship between women and keyboard instruments 

seen later in the seventeenth-century Dutch Republic.  

 

Peter Paul Rubens (Siegen, 1577–1640) is one such example of an artist who had an 

extraordinarily powerful influence Europe-wide. Rubens painted his picture Saint Cecilia 

(Fig. 21) later in his life (c. 1639–40); it is a full-length composition presenting her in the 

company of four putti, with a sleeping dog at her feet. She is seated within a classically 

inspired stone structure, complete with Corinthian carved column capitals. Her instrument 

                                                           
37 ibid, p. 177. 
38 For an in-depth discussion on representations of Saint Cecilia in Italian Renaissance and Baroque art, see 
Festa, Lisa Ann. “Representations of Saint Cecilia in Italian Renaissance and Baroque Painting and 
Sculpture.” PhD thesis, Rutgers, The State University of New Jersey, New Brunswick, 2004. 
39 Hall, Dictionary of Subjects and Symbols in Art, pp. 62-3. 
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is not a large part of the overall scene, but it is replete with carvings and decorations, from 

the table leg to the keyboard casing. Interestingly, as her delicate hands gently stroke the 

keys of the manual, she looks to the heavens with her ear cocked upwards and to the left, a 

clear listening gesture, as if to translate the divine music only she can hear for earthly 

consumption. Another picture which was formerly attributed to Rubens and currently 

identified as an Abraham van Diepenbeeck (‘s-Hertogenbosch, 1596–1675) is now housed 

in the collection of the Metropolitan Museum of Art, New York. It is extremely similar in 

composition to the Rubens, but at the same time it displays notable differences. 

 

Also titled Saint Cecilia (Fig. 22), in Diepenbeeck’s painting she is depicted in three-quarter 

length profile, and again she is seated at the keyboard instrument. Two putti are positioned 

at her right side, seen deliberating over the musical score and keeping time. Above all of 

the figures, a drape luxuriously hangs diagonally across the top of the picture plane, so as to 

create an illusion of movement, which also echoes Cecilia and her swift fingers over the 

keyboard’s manual. Seen from a loftier perspective, the keyboard instrument here is 

rendered with a great degree of care, from the keys to the tangents. Diepenbeeck has 

created a slightly more intimate vision of the music-making saint compared to the former 

Rubens; by utilising the foreground to his advantage, changing the angle of the instrument 

and subsequently concentrating the emotion within the scene, he has enlivened the senses 

of the viewer and simultaneously further connected this female figure to the keyboard 

instrument. 

 

In 1627, Rubens travelled to Utrecht, and while there he encountered artist Gerrit van 

Honthorst (Utrecht, 1592–1656), a well-known member of the Utrecht School.40 In 

Honthorst’s41 Saint Cecilia Playing the Organ (Fig. 23) from 1620, the virgin martyr is depicted 

in typical “Caravaggesque” style. With Cecilia seated at the portative organ on the right, 

together with two angels encircling her (one of whom proudly brandishes a music book), 

an intimate scene is thus established between these figures. This is intensified by the artist’s 

use of light, inspired by Caravaggio: a lone candle’s flame flutters up above the pages of the 

open book, its light diffusing throughout the room. Utilising this specific light source, 

Honthorst has enrobed Saint Cecilia with a warm pool of candle light, and as a result 

focuses the viewer’s eye on her as the important subject in this painting. The angels, who 

                                                           
40 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 201. 
41 This painting could have been executed in the Utrecht School, of which Honthorst was a master. 
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gaze directly up towards Cecilia, also work to lead the spectator to her. Intriguingly, the 

organ’s pipes, descending from the left-hand side of the picture, internally frame this 

moment, along with the chair the saint is seated upon located on the opposite side of the 

scene. The organ also assists in directing the viewer’s gaze to Cecilia’s delicate hands, sitting 

gracefully on the keys of the manual. This picture is quite distinct from the previous two 

images in that Cecilia enthusiastically sings along with the keyboard music as she plays, 

perhaps bringing her closer to God, as the more ardent she is, the more devoted she 

appears. 

 

Honthorst42 also painted a secular Musical Scene (Fig. 24), which represents a similar set of 

figures in a close-knit configuration. This picture illustrates a female figure seated at the 

manual of a keyboard instrument, a young boy playing the flute, an older woman (possibly 

a servant reading from a piece of sheet music), and finally, a bearded man with a turban on 

his head. A violin and an open songbook sit upon the top of the keyboard instrument at 

the left of the picture plane. Fascinatingly, it is the young boy who blatantly stares out of 

the picture, while the attractive, young woman gazes up and off into the distance. Although 

this woman does not acknowledge the viewer, her well-lit face, the exposed skin of her 

bare shoulder, drapery of her sleeve and line of her arm leading to her left hand and 

fingers, all emphasise the significance of this woman at the instrument. Her hand gesture 

and facial expression seem to suggest a thoughtful playing of the keys, and so it appears 

this genre version of a “Dutch Cecilia” has been created. These art works on Cecilian 

themes demonstrate another evolution within Dutch and Flemish painting, not only on 

behalf of the artists who utilised the depiction of keyboard instruments to their 

compositional and symbolic advantage, but also from the perspective of the women. In my 

opinion, by altering the scale, angle and viewpoint of these instruments, as well as their 

point of touch on the manuals, the viewer gains a greater understanding between and hence 

a closer relationship to the women and the keyboard instruments.  

 

Female artist, Gesina ter Borch (Deventer, 1633–1690), half-sister of Gerard ter Borch, 

also represented Cecilia in a drawing now held in the collection of the Rijksmuseum, 

entitled De Heilige Cecilia met twee engelen (Fig. 25).43 The chalk-on-paper sketch again features 

                                                           
42 Again, this picture was possibly also painted in the Utrecht School, closely associated with Honthorst.  
43 In “Coloring the Narrative: Color Symbolism in Seventeenth-Century Dutch Painting” by Brighton K. 
Hanson, the author writes that Gesina’s poetry was heavily influenced by ‘musical and emblematic literature 
of the seventeenth century’. Hanson continues by stating that ‘Following contemporary literary fashion, 
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Cecilia seated at her famous attribute, the organ. One angel positioned behind her reads 

sheet music and the other appears mid-flight, beyond the instrument. Gesina has illustrated 

the young Cecilia, in a typical pose for the saint, looking upwards towards the heavens. Her 

left hand is poised just above the manual, while her right traces the progression of notes on 

the sheet of music. The organ itself is well-rendered and its pipes also help to create a sense 

of perspectival depth within the image, though Gesina has taken some artistic license in 

their portrayal. Accurately, the pipes of the organ would descend from left to right, which 

suggests an awareness of composition and technique on her part. Captivatingly, the female 

figure is finely dressed and bejewelled in pearl earrings and necklace, with bracelets on both 

wrists and ribbons in her hair.  

 

Moreover, if we compare this drawing to Gesina’s Self-Portrait (Fig. 26) from 1661, it is 

possible that the artist used her own likeness to embody the female saint. For example, her 

facial features are extremely similar to those of Cecilia, even down to the style in which she 

wears her hair. Her jewellery also shares marked commonalities, such as the pearl earring 

and the armlets on her forearms. Again, her face is positioned towards the viewer, but in 

                                                                                                                                                                          
Gesina includes many poems and songs of Petrarchan or pastoral sympathies’ and her ‘particular interest in 
this genre is evidenced by the poems and songs about desperate and scorned suitors, cruel mistresses, and the 
tragedies of love that she includes’. Hanson, “Coloring the Narrative: Color Symbolism in Seventeenth-
Century Dutch Painting”, p. 45 & p. 47. 
Kettering’s discussion on Gesina aligns with Hanson; she suggests that ‘love was much on her mind during 
this period of her life’. Gesina’s knowledge of songbooks is also mentioned, for instance: ‘Two-thirds of the 
album entries are devoted to amorous songs’. Kettering also establishes an important connection between the 
artist and her half-brother, Gerard, in relation to each artist having a bearing on one another’s work. The 
author says ‘Perhaps Gesina’s watercolours and the printed illustrations that gave them inspiration also 
indirectly influenced Gerard. Certainly we find numerous formal and thematic parallels between his paintings 
and her illustrations. The nature of the artist-model relationship also suggests that Gerard and Gesina spent 
hours in conversation’. Kettering, “Ter Borch’s Ladies in Satin”, pp. 101-2.  
In “Pharmacy for the Body and Soul: Dutch Songbooks in the Seventeenth Century”, Natascha Veldhorst 
asserts that ‘Personal song collections were by and large the preserve of women’. In one of Gesina’s drawings 
from her manuscript, the artist includes a ‘drinking song to the tune of ‘Prins Robert’, but interestingly, she 
has depicted a female figure smoking a Gouda pipe. In Julia A. King’s article, “Still Life with Tobacco: The 
Archaeological Uses of Dutch Art”, it is underlined that imagery of women smoking seldom appear, and 
became associated with ‘social deviance and the lower classes’. But as the century progressed, smoking 
became more popular for trendy men, for women however, this was not the case. As King highlights, 
‘Women who smoked were considered sexually promiscuous or otherwise “perverse and degraded.” When 
they appeared in Dutch art, it was to provide a “comic theme of inversion,” a “household turned upside 
down”’. Gesina, therefore, enjoyed exploring gender roles within her work, often placing women in powerful 
and risqué situations, like smoking tobacco. Veldhorst, “Pharmacy for the Body and Soul: Dutch Songbooks 
in the Seventeenth Century”, pp. 236-7. King, “Still Life with Tobacco: The Archaeological Uses of Dutch 
Art”, p. 16. 
For more references on Gesina ter Borch see: Oosterwijk, Sophie, and Alice Zamboni. “Painted 
Remembrance: The Drawings and Paintings of the Dutch Seventeenth-Century Ter Borch Family.” Church 
Monuments Vol. XXXI (2016): 149-74, Oosterwijk, Sophie. “Morbid Morality. The Danse Macabre Motif in 
Dutch Art of the Golden Age.” In Mort n’espargne ne petit ne grant, 174-94. Paris, 2019 and Cook, Nicole 
Elizabeth. “By Candlelight: Uncovering Early Modern Women’s Creative Uses of Night.” In Women Artists 
and Patrons in the Netherlands, 1500–1700, edited by Elizabeth Sutton, 55-84. Amsterdam: Amsterdam 
University Press, 2019. 
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this instance she is seen gazing directly at the spectator. If Gesina has represented herself in 

the guise of the patron saint of music, this is a significant discovery that a contemporary 

seventeenth-century woman has purposely sought to depict herself as having the same 

qualities and graces as Saint Cecilia. Gesina took pains to change the direction of the 

organ’s pipes, which speaks of her attention to this drawing. Cecilia made a promise of 

chastity, and Gesina herself never married, so perhaps there exists a strong connection 

between the saint and the woman. With regards to the keyboard instrument, I have found 

no other art works by Dutch female artists that depict either themselves or other women at 

these instruments; significantly, this drawing and subsequent watercolour provide a 

powerful link between a seventeenth-century elite, Dutch woman and evidence of her 

connection to the keyboard instrument as well as the important legacy of Saint Cecilia 

within the Dutch sphere. 

 

Tronies 

The word tronie means head or face and depicts a sitter from the shoulders up; frequently 

set against a non-specific background.44 Despite this name, it often designates a picture 

which is less of a portrait – in the traditional sense of the word – and more an image 

illustrating an anonymous subject.45 Often, the figures are clothed in ‘contemporary dress 

or fantasy costume, sometimes with an attribute which hints at a specific story or allegory, 

but mostly not even that’.46 Both Franits and Frederic Schwartz, however, describe these 

pictures as more complex than just simple studies of faces and heads. For instance, Franits 

states that tronies of older women allowed artists to particularly concentrate on one 

protagonist in great detail, presenting ‘rich opportunities for close scrutiny’.47 Moreover, 

these painters could also explore the potential for the ‘expression of intense spiritual 

ardor’.48 Schwartz’s argument also highlights the emphasis of the tronie on ‘not only the 

typically exotic figure but the physiognomy in isolation and its emotional resonance’.49 

                                                           
44 Dercon, “A Few Notes on the Exhibition Tronies”, p. 5. 
45 Frederic Schwartz discusses the use of the word tronie and the word ‘konterfeitsel’ in his article ““The 
Motions of Countenance”: Rembrandt’s Early Portraits and the Tronie”. The Appendix particularly, details 
the problematic nature of these terms throughout the seventeenth century. One way the author differentiates 
between the two terms is as follows: ‘Our concern is to distinguish between the two types of pictures: the 
anonymous face painting, uncommissioned, produced in large quantities, and sold at relatively low prices; and 
the commissioned portrait, sold for considerably higher sums’. Schwartz, ““The Motions of Countenance”: 
Rembrandt’s Early Portraits and the Tronie”, p. 113. 
46 De Vries, “Tronies and other Single Figured Netherlandish Paintings”, p. 185. 
47 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 175. 
48 ibid. 
49 Schwartz, ““The Motions of Countenance”: Rembrandt’s Early Portraits and the Tronie”, p. 92. 
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Thus, there is an underlying function to these images that predominantly seeks to convey 

the feelings and emotions of the sitter directly to the viewer.  

 

Eric Jan Sluijter describes tronies as ‘ubiquitous’ and steadily ‘cheap’.50 And according to 

Gerard Koot, tronies were successfully ‘popularized’ by Rembrandt and his supporters.51 

Schwartz continues to explain the significance of these types of paintings for Dutch 

audiences, for example ‘Its prominent place in the inventories of the period belies its 

supposedly subordinate function; there was a lively market for these pictures, a clear taste 

for hanging interesting faces on the wall’.52 Therefore, tronies were consistently available and 

affordable on the open market, but even more significantly their popularity is evidence that 

Dutch buyers were interested in pictures representing the emotions or passions as they 

were known in the seventeenth century. Tronies were simultaneously visually appealing 

images and indicative of emotional gestures and passionate expressions; emphasising a keen 

fascination with the visual expression of the internal mind.53 Pamela H. Smith details this 

quality of the tronie in reference to the painter’s capacity to ‘represent this fleeting 

movement of the soul’.54 She recalls the writings of Samuel van Hoogstraten, who urged 

the artist to examine the passions in oneself perceiving their overall impact.55 Smith’s article 

continues to explore the collecting habits and ideas of Leiden medical professor and 

philosopher Franciscus dele Boë, Sylvius (1614–72). He owned many tronies, and Smith 

demonstrates that this pattern of taste was connected to his preoccupation with ‘medical 

interests’.56 For instance ‘Sylvius held that the agitations of the human mind caused by the 

passions of the soul were the proper subject of medicine…He enumerated seven passions 

and their opposites that moved the souls of men: love/hate, happiness/sadness, 

                                                           
50 Sluijter, “On Brabant Rubbish, Economic Competition, Artistic Rivalry, and the Growth of the Market for 
Paintings in the First Decades of the Seventeenth Century”, p. 8. 
51 Koot, “The Portrayal of Women in Dutch Art of the Dutch Golden Age: Courtship, Marriage and Old 
Age”, p. 85. 
52 Schwartz, ““The Motions of Countenance”: Rembrandt’s Early Portraits and the Tronie”, p. 95. 
53 With regards to history painting in particular, Lyckle de Vries asserts that tronies depicting various ‘facial 
expressions, glances, gestures and attitudes’ were significant because they permitted the observer to recognise 
the characters in a narrative and to further comprehend the story. Therefore, the tronie, in context of a 
historical painting, was a combination of applying established pictorial traditions and at the same time, a 
challenge for the artist in re-inventing such imagery. de Vries, “Tronies and other Single Figured 
Netherlandish Paintings”, pp. 185-6. 
54 Smith, “Science and Taste: Painting, Passions, and the New Philosophy in Seventeenth-Century Leiden”, p. 
447. 
55 ibid. 
56 ibid, pp. 447-8. 
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hope/despair, wrath/fear, clemency/cruelty, generosity/jealousy, and empathy 

[commiseratio]/insult’.57  

 

Furthermore, Sylvius believed that these stirrings of the soul were stimulated by outward 

influences, and as a result, were inextricably linked to the senses: sight, hearing, taste, touch 

and smell.58 Lyckle de Vries argues that the large number of tronies circulating at the time 

was also due to ‘the willingness of the art collecting public to accept paintings without an 

elaborate iconographic program or with hardly any iconographic content at all’.59 This 

meant that viewers had room for ‘active participation’ in interpreting the emotions, 

characters, clothing, attributes, light and shadow within these pictures, thus forging a 

stronger reaction and therefore connection to the work overall and the figure in 

particular.60 In conclusion, Dutch audiences appreciated the pictorial representation of the 

passions in light of the emotional spectrum of human beings, consumed tronies depicting 

them, and valued their visual interest as well as their strong link to the senses and large 

scope for interpretation. 

 

Marriage Portraiture 

David R. Smith writes that Dutch painters often criticised the portrait genre for not 

allowing them artistic freedom and limiting their self-sufficiency.61 Thus, the combination 

of marriage portraiture and genre painting may have been an attempt to overcome these 

issues. Firstly, artists like Jan Barentsz Muyckens and Gerrit Donck, may have received a 

commission for their double portraits and as a result secured a healthy stream of income. 

Secondly, they were permitted greater creative liberty by painting a marriage portrait within 

the realm of a genre picture; a type of painting which allowed for larger scope overall in 

terms of pictorial conventions. 

 

                                                           
57 ibid, p. 448. 
58 ibid. 
59 De Vries, “Tronies and other Single Figured Netherlandish Paintings”, pp. 190-1. The author states that it 
was artists like Leonardo da Vinci and Albrecht Dürer, whose popular caricatures of human faces, as well as 
the work of Frans Floris, who ‘paved the way’ for Rembrandt and others to make riveting and commercially 
successful tronie images. 
60 ibid. 
61 Smith, Masks of Wedlock: Seventeenth-Century Dutch Marriage Portraiture, p. 1. 
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Ann Adams suggests that portraiture was especially respected for ‘providing ideals of 

character and models for behaviour’, which aligns with the functions of genre painting 

too.62 She continues by stating that ‘portraits act upon the viewer both as a material object 

as well as through the concepts invoked by the image’.63 These pictures are conceived as 

‘cultural objects to have an impact on their viewers – to convince their viewers of 

something about their sitters, their character, and their social position’.64 So, where as a 

viewer of a genre picture can insert themselves into the image, the spectator of a portrait 

can ascertain information about a specific person, couple, family or group. In relation to 

portrait conventions, Adams explains that the two types we observe are ‘the tranquil and 

the active figure’.65 The stationary portrait represents the subject in ‘the ideal neo-Stoic state 

of tranquillitas achieved through rational self-control, while the active portrait is a physical 

representation of the spiritual process of acquiring insight and self-knowledge’.66 The two 

marriage portraits discussed above would be classified as the latter: ‘the active figure’. In 

terms of pendant pairs or double portraits, images of married couples ‘reflect 

understandings of their respective roles’.67 Moreover, their popularity during the 

seventeenth century echoes the ‘deep-seated communal values in Dutch society and, 

increasingly, in European civilization as a whole’.68 

 

Italian Influences 

The long artistic tradition of music making in genre pictures has roots in Italian art, 

particularly Venetian painting. The artists Giorgione (1478–1510), Titan (1490–1576) and 

especially Caravaggio (1571–1610) were to have a profound influence on Dutch painters of 

the seventeenth century. Titian’s Three Ages of Man from c.1513 is an early work which 

shows a total of six figures in a pastoral setting;  one of whom - a woman - is depicted 

holding two musical instruments, which are recorders. The male and female protagonists 

are represented as shepherd and shepherdess, who are clearly visible as locking eyes with 

one another. The two infants, winged figure of Cupid and the elderly man in the 

background attest to the themes of the picture; namely vanitas and memento mori. The 

woman’s pause in playing music also reinforces these ideas, for music is as equally fleeting 

as human life. Peter Humfrey suggests that the foremost subject of the painting though is 

                                                           
62 Adams, Public Faces and Private Identities in Seventeenth-Century Holland, p. 28. 
63 ibid, p. 25. 
64 ibid. 
65 ibid, p. 79. 
66 ibid. 
67 Smith, Masks of Wedlock: Seventeenth-Century Dutch Marriage Portraiture, p. 3. 
68 ibid, p. 10. 
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‘human love’ both ‘sensual and spiritual’.69 Thus, the symbolism of music operates to 

communicate the transience of love and simultaneously the unity of lovers.70 These are key 

themes and meanings which were later appropriated throughout seventeenth-century 

Dutch paintings. 

 

Caravaggio’s use of intense chiaroscuro, naturalism, dramatic subject matter and vivid detail 

served as a primary example to Utrecht artists throughout their training. The Utrecht 

Caravaggisti including ter Brugghen (1588–1629), Honthorst (1592–1656) and Baburen 

(1595–1624) subsequently, had a profound effect on later Dutch painters such as Dirck 

Hals, Molenaer and Vermeer. In the thesis “Shaping the Royal Image: Gerrit van 

Honthorst and the Stuart Courts in London and The Hague, 1620–1649”, the author 

highlights Caravaggio’s influence on Honthorst. She writes ‘Deriving from Caravaggesque 

merry companies and works like Caravaggio’s Lute Player, Honthorst and his fellow Utrecht 

painters introduced the type of the half-length, single figure merrymaker or musician 

around 1621. The majority of these paintings have overtly erotic connotations, and many 

of Honthorst’s images of this type are no different’.71  

 

Ter Brugghen’s work featuring music and musicians forms the topic of another thesis, in 

which Abigail Johnson underscores ‘Musicians make up the subjects of half of his genre 

scenes, no doubt due to their popularity, and are most striking for their absorption in the 

musical task at hand’.72 In relation to the sensory perception of the spectator, the author 

argues instead of seeing his pictures of music making as representing trivial earthly pleasure 

or direct copies of Caravaggio’s works, observers should demonstrate their multifaceted 

interpretations with reference to ‘earlier northern art traditions and in their sophisticated 

appeal to a full synaesthetic involvement of the viewer’.73 Consequently, the significance of 

the senses and their effect on their viewer was an integral part of early seventeenth-century 

paintings as well. 

 

 

                                                           
69 Humfrey, Titian, p. 46. 
70 ibid, p. 47. 
71 Frederick, “Shaping the Royal Image: Gerrit van Honthorst and the Stuart Courts in London and The 
Hague, 1620–1649”, p. 84. 
72 Johnson, “Hendrick ter Brugghen’s Musicians and the Engagement of the Viewer”, p. 4. 
73 ibid, p. 5. 
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Music Making & Prostitution 

Sonnema writes that the link between music making and prostitution was an especially 

important one.74 This was the case for inns and taverns specifically, regardless of class, for 

example: 

 
For such establishments, music was crucial to a 
successful business. The sweet sounds which could be 
heard through the window by those passing by in the 
street below functioned as an tantalizing advertisement 
of the pleasures to be found within. Inside, music was 
the central pretext and ambience for indulgence in the 
other senses. Music which best entertained and 
delighted patrons translated in to greater income.75 

 
Alex D. McAllister’s thesis which focused on the depiction of the lute in Dutch brothel 

scenes also concurs with Sonnema. He found that not only did numerous genre pictures 

from the era feature brothels as settings, but copious examples illustrated the lute. The 

author stresses the significance of this instrument in the following passage: ‘the lute [w]as an 

important aspect of the sex trade in the Low Countries, but also provide clues about 

speelhuizen, the underground “music halls where whores plied openly”’.76  

 

Lotte C. van de Pol also specialises in the area of pictures representing prostitution in the 

Netherlands. In her journal article, “The Whore, the Bawd, and the Artist: The Reality and 

Imagery of Seventeenth-Century Dutch Prostitution”, van de Pol compares the paintings 

depicting this theme in context of the actuality of this “business” throughout the time. She 

highlights that although the Calvinists attempted to shut the brothels and quash prostitution 

in the previous century, the task proved nigh ‘impossible’.77 In the later seventeenth century, 

the author discusses Amsterdam particularly, she asserts: ‘prostitutes could be found in 

speelhuizen, or music halls, sometimes also called musicos. Amsterdam was famous for the 

latter, with their live music and dancing, and their harlots ready to pick up clients…As one 

of Amsterdam’s prime tourist attractions, the music hall serve to solidify the city’s 

reputation for immorality. Hundreds of travel accounts attest to this’.78 Van de Pol 

continues her paper with regards to the reality of such scenes in art and stresses the degree 

                                                           
74 Sonnema, “Representations of Music in Seventeenth Century Dutch Painting”, p. 187. 
75 ibid, p. 189. 
76 McAllister, “The Lute in Seventeenth-Century Dutch Brothels: A Study of Selected Genre Paintings”, p. vi. 
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Prostitution”, p. 4. 
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of artistic liberty taken by artists was great, for instance ‘Depictions of women owed more 

to traditional ideas of the lecherous and cheating character of women than to direct 

observation. Many objects in the paintings were included to point out a moral to the 

spectators, not because the walls of real brothels were hung with musical instruments or the 

floors littered with oyster shells. And it is obvious that the painters usually looked first to 

other paintings and not to any reality to be observed in their own cities.79 

 

Returning to the topic of music making in pictures featuring courtesans, it is tangible that 

artists were making direct contrasts between the procurement of flesh with the sale of the 

music; for music was an optional extra for purchase in a brothel.80 Also illuminating is the 

similarity of the fleeting nature of music making alongside the transience of the beauty of 

the female body, neither of which lasts long. Furthermore, these two symbolic meanings 

function to emphasise the brevity of the sexual liaison itself. According to Sonnema, this 

theory is credible because ‘The very act of placing music in a prostitution scene counters all 

of the previous ideal, neo-platonic conceptions about music and redefines it as an empirical 

phenomenon – a physical commodity which can be exchanged for another, such as a gold 

coin’.81 

 

Pittura 

In Cesare Ripa’s Iconologia (published in 1593 without images; printed in 1603 with 

illustrations), the allegory of painting or La Pittura is depicted as a female figure in the act 

of painting.82 She holds brushes in her other hand, has a heavy chain around her neck and 

most importantly, her mouth is gagged. This gag represented the established contemporary 

belief that painting was ‘silent poetry’.83 The image as a whole is highly symbolic and 

involves numerous attributes that are replete with meaning, such as:  

                                                           
79 ibid, p. 13. 
80 Sonnema, “Representations of Music in Seventeenth Century Dutch Painting”, p. 192. 
81 ibid, p. 194. 
82 Pittura is also known as Pictura and Peinture. 
83 Stephen Halliwell discusses the origins of this line of thought, he writes ‘The aesthetic association of poetry 
and painting is at least as old as the poet Simonides, who near the end of the sixth century B.C. famously 
described poetry as ‘speaking painting’ or ‘painting with a voice’, painting as ‘silent poetry’. Halliwell, “Beyond 
the Mirror of Nature: Plato’s Ethics of Visual Form”, p. 173. 
De Jongh states that this idea ‘can be traced back to a remarkably influential sixteenth-century interpretation 
of Horace’s words: ‘Ut pictura poesis’. What the Roman poet meant was that a poem is like a picture, but 
sixteenth-century writers on art preferred to translate these words as ‘a picture is like a poem’, a reversal 
prompted by the ambition of painters to share in the poets’ prestige’. De Jongh, Questions of Meaning: Theme 
and Motif in Dutch Seventeenth-Century Painting, p. 92. 
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…a pendant mask on a gold chain (to show the artist’s 
capability for imitation of what he or she sees in life), a 
green dress that shifted hues (to demonstrate the 
painter’s control of color), unruly hair (depicting the 
divine frenzy of the artistic temperament,” as well as 
emotion and inspiration), the tools of a painter, a piece 
of cloth binding the mouth, meant to symbolize the 
non-verbal means of expression to which the artist was 
limited, and that the form – like other allegories of 
abstract ideas – be a woman.84 
 

One of the most famous interpretations of this allegory is Artemisia Gentileschi’s La Pittura 

or Self-Portrait as the Allegory of Painting. Gentileschi portrayed herself, as if completely 

unaware of the viewer, in the process of painting. This three-quarter length picture has 

been praised for its subversion of established gender conventions of the time. For instance, 

Mary D. Garrard writes that ‘Because of her identity as a woman, Artemisia was in a 

position to take creative advantage of the allegorical tradition, and to make a statement that 

was at once more humble and more profound’.85 Furthermore, and most significantly, 

Gentileschi did not illustrate herself with a covered mouth.86 

 

Although Gentileschi receives the most scholarly attention, Gesina ter Borch’s 

representation of Pittura is less discussed. In her Family Scrapbook (1660; Rijksmuseum, 

Amsterdam), Gesina made a colourful and dynamic scene in which Pittura is the central 

figure. In this picture, titled Triumph of Painting over Death, Pittura is illustrated seated at the 

artist’s easel armed with multiple brushes and a palette. Again, she is depicted clothed in a 

colourful dress, a mask hangs from her lap and her mouth is bound. Oosterwijk highlights 

that the allegorical figures of Poetry and History are included in the image as well as Time, 

History and Death, however, Gesina’s decision to illustrate herself in the guise of Pittura 

‘shows that she intended to be remembered as an artist.87 Above all, these allegorical 

images attest to the strong links between painting and sound that were so deeply embedded 

in Early Modern thought and practice. 

 

                                                           
84 Conn, “The Personal is the Political: Artemisia Gentileschi’s Revolutionary Self-Portrait as the Allegory of 
Painting”, p. 25. 
85 Garrard, “Artemisia Gentileschi’s Self-Portrait as the Allegory of Painting”, p. 107. 
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act of making art gave her a “voice” with which to express herself. 
87 Oosterwijk, “Painted Remembrance: The Drawings and Paintings of the Dutch Seventeenth-Century Ter 
Borch Family”, p. 157. The author states that Ripa’s Iconologia was printed in Dutch during 1644 by Dirck 
Pietersz. Pers. ibid. 
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Ambiguity 

Wade asserts that ‘Human commination thrives on ambiguity. It is built into our languages 

and it is a fundamental feature of pictures’.88 By extension, ambiguity in Dutch genre 

paintings is important to the understanding of them. Angela Vanhaelen and Bronwen 

Wilson argue that ambiguity, in fact, operates to trigger thoughtful conversation and 

ultimately ‘urges viewers continuously to reposition themselves and to keep on engaging, 

moving and thinking’.89 The authors highlight that art treatises of the time provided a 

wealth of information on the processes of creating pictures, but did not direct observers on 

how to ‘interpret the enigmatic visual motifs that recur especially in the ostensibly 

descriptive genres such as still life, landscape and genre scenes’.90 In other words, genre 

pictures are some of the most mysterious images in the history of Dutch art. Furthremore, 

Vanhaelen and Wilson suggest that the ambiguity of these paintings works to allow and 

‘even demands an unpredictable range of social and ideological perspectives’ permitting 

various ‘political, religious and social views’.91 The authors draw upon the words of a Dutch 

song from 1660: 

 
One sees a host of paintings 
With something that appeals to each and every one, 
This makes the heart delight. 
What this or that signifies 
Is laid out by many who try 
To make a conclusion.92 

 

                                                           
88 Wade, “Artistic Precursors of Gestalt Principles”, p. 335. De Jongh writes on the fact that numerous 
pictures are ‘reticent about their intrinsic meaning could very well have something to do with the general 
fascination of the seventeenth century with the enigmatic, with ambiguities or patrial disguise’. De Jongh, 
“Painted Words in Dutch Art of the Seventeenth Century”, p. 173. 
He also states that ‘If we consider the separate demands made of form and content in the seventeenth 
century, we can conclude that it was often a question of combining two sorts of deception: the ‘pleasing 
deception’ of the seemingly true-to-life imitation, and the deception created by disguising the true meaning of 
a scene’. De Jongh, Questions of Meaning: Theme and Motif in Dutch Seventeenth-Century Painting, pp. 91-2. 
Cultural historian Willem Frijhoff highlights that Dutch history generally is riddled with ambiguity. For 
instance ‘The basic question of how relevant Dutch history really is, remains therefore fraught with ambiguity 
from the start. It refers not only to the practice of historical narrative, but more profoundly to the meaning of 
the Dutch past for insiders and for outsiders: in both cases ambiguity looms large’. Frijhoff, “The Relevance 
of Dutch History, or: Much in Little? Reflections on the Practice of History in the Netherlands”, p. 15. 
Authors Frijhoff and Marijke Spies established the phrase ‘discussion culture’ with regards to seventeenth-
century Dutch society. They have utilised this term to underline that the Dutch culture has consistently been 
a strong ‘communicative society’. This is an interesting point to consider in light of Dutch paintings which 
fostered discussion via their multi-layered and ambiguous nature. Frijhoff, “The Relevance of Dutch History, 
or: Much in Little? Reflections on the Practice of History in the Netherlands”, p. 35. 
89 Vanhaelen & Wilson, “The Erotics of Looking: Materiality, Solicitation and Netherlandish Visual Culture”, 
pp. 880 & 884. 
90 ibid, p. 875. 
91 ibid, p. 884. 
92 ibid. 
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These lyrics testify to the contemporary spectators of pictures and how they could each 

discover something different in their attempt at finding the “right” interpretations. Thus, it 

was this ambiguous quality that gave their hearts pleasure. 

 

Conclusion 

Prefaces A and B have established the parameters for this thesis, while simultaneously 

providing a contextual background for the reader to understand the seventeenth-century 

Dutch Republic in terms of several important factors including the historical, religious and 

political climate, the increase in population due to mass migration from the Southern to the 

Northern Netherlands, a subsequent rise in artistic production, and the consequential 

refinement of subject matter and extreme detail visible in paintings executed after this time. 

As the Dutch became ever more proud of their burgeoning, independent nation, the 

people responded with a keen desire to recreate the world around them in paint – but with 

a penchant for verisimilitude, illusionism, mimicry and pride hitherto unseen. They were 

inward-looking and focused on narratives concerning the domestic space of the home and 

family life. The people dictated taste in pictures on the open market, and all levels of 

society could purchase art works – from cheaper prints, to paintings by renowned, 

successful contemporary artists. Using several examples of painting, we have seen how 

pictures were displayed in the home environment, how they were preserved and hence the 

apparent value they held, as well as examples of the viewing experience, which was 

ultimately an enjoyable and often theatrical one.  

 

I have also traced the evolution of women and keyboard instruments throughout various 

examples of both Dutch as well as Flemish paintings in order to demonstrate the breadth 

and significance of the subject. The importance of the work of Dou, and his treatment of 

women and keyboard instruments, influenced other artists such as Metsu and Vermeer. 

Then there was the output of Molenaer who evolved the subject within his own practice; 

for instance, he utilised the keyboard instrument in three separate paintings in three very 

different ways. In Woman at the Virginal he used the keyboard as well as music firstly as a 

harmonising device, then as a didactic vanitas device in Allegory of Vanity and, lastly, as a 

symbolic device in Self-Portrait with Family Members. His œuvre of just a few years shows how 

diversely the keyboard instrument could function in paintings of this period and place. Men 

were also depicted at the manuals, although this appears rarely throughout the evidence of 



52 

pictures. Similar to Molenaer though, marriage portraits by Muyckens and Donck showed 

keyboard instruments and their associated music as symbols to unite a husband and wife in 

love and concord. Southern Netherlandish religious imagery, particularly imagery 

representing Saint Cecilia, the patron saint of music, was extraordinarily popular around 

this era. This sacred theme in painting shows how a woman depicted making music at the 

keyboard instrument could be illustrated as showing her devotion to God through music 

making, thus emotionally moving the observer and triggering a profound viewing response. 

In the work of Honthorst, one can see an interpretation of the theme in a secular manner, 

and so here the subject develops as a kind of “Dutch Cecilia”. Lastly, there was the 

outstanding work by Gesina ter Borch who possibly depicted herself in the likeness of 

Saint Cecilia. This must have been a significant saint for her personally and therefore an 

important art work in her personal album. One may now continue to see the repeated 

utilisation of depictions of women and keyboard instruments in Dutch genre paintings, 

especially how the instrument is gendered female, with hundreds of pictures as evidence as 

to the social practice of women learning and playing this instrument in elite Dutch socio-

culture. And so here lies the initial foundation on which to build the Methodology for this 

thesis, as well as a background for the reader to understand the time and place that was the 

Dutch seventeenth century. 



53 

Part One: Women & the Home 

 

…the delight I have always felt in musical concerts, which was always 
so great that sometimes, thinking about philosophers’ arguments 
concerning the celestial harmonies, I was inclined to agree with those 
who don’t envy the gods for hearing the music of the spheres, being well 
repaid by the sweetness that ravishes the human ear – Petrarch.1 

 

Introduction 

In order to establish and present the topic at large in the body of this thesis, it is essential 

to first summarise, understand and critically evaluate the most important and relevant 

literature in the field. The depiction of women in Dutch painting during the seventeenth 

century presents an overwhelmingly large and interesting scope of material to be analysed. 

As we shall find, musical subjects form a substantial percentage of the art works that were 

made by artists from this time. Moreover, women were consistently at the centre of this 

endeavour, repeatedly depicted in the interior space of the home. Together, these topics 

form the basis of my discussion.  

 

Part One: Women & the Home, combines and reviews selective literature focused on gender, 

education, music and, in particular, keyboard instruments, social conventions, cultural 

expectations and ideologies, as well as notions of domesticity, to ultimately demonstrate the 

magnitude and prominence of representations of women as sound-makers in Dutch 

painting. It goes on to underline the fact that there currently exists no comprehensive, 

analytical body of research and writing on the topic of women, sound making and 

keyboard instruments in seventeenth-century Dutch genre paintings. 

 

The Women 

Taking centre stage are the women featured throughout the plethora of musical paintings 

of the seventeenth-century Netherlands. The relationship between women and the arts was 

especially complex during the seventeenth century in Europe. Just a hundred years prior, 

women who played an instrument or who were simply associated with music were deemed 

to be trapping men ‘into the dangers of love’, as detailed by Merry E. Wiesner.2 Particularly 

in Italy, the restrictions on women were severe; for example, as one of the far-reaching 

consequences of the Council of Trent during 1563, Pope Innocent XI (Como, 1611–89) 

                                                           
1 Bishop, Petrarch and His World, p. 355. 
2 Wiesner, Women and Gender in Early Modern Europe, p. 155. 
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would disallow ‘all women – single, married, or widowed as well as nuns – to learn music 

for any reason from any man, including their fathers or husbands, or to play any musical 

instrument’ over a century later.3 She highlights that in the seventeenth century, however, 

musical endeavours – both instrumental and vocal – evolved for elite, noble and wealthy 

women as appropriate ‘accomplishments’.4 This gradual change in attitude appears quite 

profound, as it was the women playing keyboard instruments pictured in numerous Dutch 

paintings, who were initially taught by men.5  

 

Moreover, Wiesner provides a reason for the number of female instrumentalists pictured in 

the domestic space, by declaring that the women musicians, once trained and 

“accomplished”, were then to have no ‘acceptable public outlet’ to perform; therefore, it 

can be deduced that it was only in their homes and for their closest relatives that these 

women were permitted to play without fear or contrition.6 She also posits that it was the 

“accomplishments” that made women eligible matches for marriage, but unfortunately 

once they were successfully wedded they would no longer play or engage in music, being 

too busy with duties in the home. 7  Wiesner also makes brief comment on women as 

patrons of the arts, resulting in women often taking charge of home decoration, i.e., with 

regards to ‘furniture, small paintings of still life and domestic scenes’, as well as other 

pieces. On this point in particular, we will elaborate later in greater detail. 

 

The highly esteemed branches of the arts – music, literature and philosophy in particular – 

were also considered wholly ‘masculine’ ventures, inextricably linked with all manner of 

positive associations including ‘forcefulness, strength, power, logic, singularity of purpose’.8 

In turn, the creation of anything by a woman was considered the antithesis of these ideas; 

not only were her skills believed to be the work of her male instructors or relations, but 

they were also not seen as of equal standard or quality. She summarises her chapter with a 

statement that stresses the truth of the creative landscape for women at the time, being that 

no opportunities for women were akin to that of their male counterparts, and no work that 

was produced was received without her sex being a factor of influence. Wiesner’s brief 

account on the subject of women and music throughout her text, however, is somewhat 

                                                           
3 ibid, p. 158. 
4 Other notable and acceptable accomplishments for women at the time included ‘needlework, dancing, 
calligraphy, drawing and painting, moral instruction, domestic skills appropriate to their class such as planning 
meals, and...some instruction in French’. Wiesner, Women and Gender in Early Modern Europe, p. 133. It is also 
mentioned by Ronni Baer that to ‘be good wives, young women were trained in the practical arts’. Baer, 
“Catalogue: Women at Work”, p. 194. 
5 Buijsen & Grijp, The Hoogsteder Exhibtion of Music & Painting in the Golden Age, p. 119. 
6 Wiesner, Women and Gender in Early Modern Europe, p. 156. 
7 ibid. 
8 ibid, p. 148. 
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limited, as it only touches on the topic and approaches it from the perspective of a 

European study, once again highlighting the need for more research to be undertaken in 

the area with a Dutch emphasis. 

 

Germaine Greer highlights the problematic and sometimes pitiful challenges and 

complexities female artists were to face and overcome throughout the Early Modern period 

and subsequent two centuries. She draws upon biographical knowledge, as well as 

information regarding the artists’ families, teachers and contemporaries, and material from 

other influential historical texts and treatises, to introduce the overlooked and undervalued 

contribution these artists created. Her discussion on the output and impact of Dutch artist 

Judith Leyster is of great significance to this area of study, as well as the seemingly apt 

influence for the title of the section “The Disappearing Œuvre”. Leyster, a pupil of Frans 

Hals and wife of Jan Miense Molenaer, was an artist of great skill. She has unfortunately 

suffered the effects of incorrect attribution for centuries, thus resulting in being devalued 

and underappreciated as an important Baroque artist.9  

 

Caught in the dichotomy of a “woman painter” – women who were best known to copy 

the work of their male contemporaries – Greer writes that Leyster must have instead 

created many art works to realise such brilliance and ultimately grew to make original 

pictures that were consequently to be replicated by male contemporaries and pupils. 10 

Greer mentions the often patronising and problematic contemporary attitudes of the time, 

reflected in the writings of authors and commentators. She expresses her frustrations with 

the following statement:  

 
Any work by a woman, however trifling, is as astonishing as 
the pearl in the head of the toad. It is not part of the natural 
order, and need not be related to the natural order. Their 
work was admired in the old sense which carries an 
undertone of amazement, as if they had painted with the 
brush held between their toes.11 

                                                           
9 Greer, The Obstacle Race: The Fortunes of Women Painters and Their Work, p. 136. 
10 In 1634, Leyster was known to have established a studio with male students such as Davidt de Burry, 
Hendrick Jacobsz and Willem Woutersz. Leyster’s contemporaries, David Bailly and Dirck Hals, even 
included her paintings in their own compositions, showing a high regard for her work as an artist. For a 
thorough biography of Leyster’s life, see Hofrichter, Judith Leyster: A Woman Painter in Holland’s Golden Age, pp. 
13-21, 27. 
11 Greer, The Obstacle Race: The Fortunes of Women Painters and Their Work, p. 4. 
Leyster is unique as a Dutch artist; she stands out because she ‘sought out and established a career as a 
professional guild-affiliated artist who produced oil paintings for the art market and engaged with the artistic 
trends that guided her male peers’. Welu, “Introduction”, p. 12. Yael Even compares Leyster’s Self-Portrait 
with Sofonisba Anguissola’s self-portraits from the 1550s, asserting that the ‘two women painters masculinize 
their images, thereby promoting their talents and reputations, not as women painters but as painters’. Even, 
“Judith Leyster: An Unsuitable Place for a Woman”, p. 118. 
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While I was simultaneously consulting Frima Fox Hofrichter’s monograph dedicated to 

and thus titled Judith Leyster, the author safely attests that there are forty-eight attributions, 

including paintings on canvases and panels, etchings, and silverpoint pieces. By my 

reckoning of that number, there are seventeen of those pictures with purely musical 

themes, amounting to over one third of her work.12 This clearly demonstrates that while 

none of these surviving attributions include representations of keyboard instruments, a 

notable female artist – the first to be accepted into the Guild of Saint Luke in Haarlem 

during 1633 – was engaged in painting musical subject matter throughout the seventeenth 

century. Therefore, music was a significant subject for a female artist to paint as well.  

 

                                                                                                                                                                          
In the exhibition catalogue, Judith Leyster: A Dutch Master and Her World, it is underscored that Leyster was also 
remarkable for having her own workshop before her marriage to Molenaer. This is especially significant for 
an artist who was born to a non-artistic family. Ellen Broersen highlights ‘Membership in the guild was a 
prerequisite to establishing oneself as an independent painter. By 1633 Leyster apparently thought there was 
sufficient demand for her work to warrant setting up her own studio… an unmarried woman of twenty-three 
or twenty-four, Leyster had already established herself as an independent painter with a servant and her own 
male students’. Broersen, “‘Judith Leystar’: A Painter of ‘Good, Keen Sense’”, pp. 20-1. 
Judith Leyster’s use of visual effects such as nocturnal light and night time settings is discussed from a 
feminist perspective by Nicole Elizabeth Cook. The author draws comparisons to the artist Gesina ter Borch, 
who painted slightly later in the century. Cook underlines the influence of Italian and Flemish artists, 
especially the dramatic chiaroscuro illusions perfected by Caravaggio, Rubens and their contemporaries. Cook 
suggests that both artists’ works reflect ‘the period’s emerging concept of night as a romanticized time for 
creative labor and emotional introspection’. Moreover, the pattern that emerged throughout the author’s 
research demonstrated ‘a pragmatic advantage of working into the late hours for creatively oriented women 
and these women’s affinity for the ethereal beauty of night’. Cook, “By Candlelight: Uncovering Early 
Modern Women’s Creative Uses of Night”, p. 56. Welu agrees with Cook on the importance of Leyster’s 
candlelight images, for example: ‘Leyster developed her own style, which was crystallized in her small, 
intimate candlelight scenes’. Welu, “Introduction”, p. 12. 
12 Hofrichter comments on the interesting reversal of roles between the male and female protagonists in 
Leyster’s paintings – in my opinion notably her Self-Portrait (Fig. 27), which depicts Leyster paused in the act 
of painting a male fiddler while also gazing directly and confidently at the viewer. Furthermore, upon 
consultation of the author’s detailed provenance information, Hofrichter mentions the infrared of this picture 
revealed a painting of a ‘young girl’ actually predating the easel painting of the fiddler. Therefore, the female 
artist painting a male musician adds a further dimension to the complex gender roles at play within this art 
work. Hofrichter, Judith Leyster: A Woman Painter in Holland’s Golden Age, pp. 51-3. 
Yael Even describes this work in the following passage: ‘Leyster has succeeded both in distinguishing herself 
from most so-called ordinary women and in equating her artistic talent with those of her male competitors. 
Indeed, she has created a self-representation which “like [those] of other artists from this period, show[s her] 
freedom from conventionality and restraint ordinarily demanded by a patron”’. Even, “Judith Leyster: An 
Unsuitable Place for a Woman”, p. 115. 
In the exhibition catalogue which accompanied the major exhibition titled Judith Leyster: A Dutch Master and 
Her World, Cynthia Kortenhorst-Von Bogendorf Rupprath writes about this painting in detail. The author 
suggests that Leyster’s pose is ‘confident’ and ‘self-assured’. The pose is credited as being of Hals’s making, 
and when used in portraits of artists and academics, means to emphasise the ‘intellectual activity of the sitter’. 
The discussion continues with Leyster’s possible influences and knowledge of established pictorial 
conventions, namely those self-portraits by the female artists Sofonisba Anguisciola and Katharina van 
Hemessen. Moreover, the author’s entry continues with an examination on the painting of the male fiddler. 
She attests that the reason for the change referenced above, most likely could have been a very personal one 
for Leyster. A figure from another one of her own paintings, Merry Company, the modification could have 
signalled her own success as an artist. Alternatively, it could also relate to the ‘sense of hearing’. Another 
theory posed by Rupprath is that the fiddler embodies Leyster’s awareness of instruction books by Karel van 
Mander as well as others, illustrating a ‘modern figure’ who is young, good-humoured and cheerful. Rupprath, 
“Catalogue”, pp. 162-7. 
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Greer writes about the connections between male family members and acquaintances. For 

example, prior to the nineteenth century, most female artists who were establishing their 

own artistic careers were almost always related to a male artist, painter or craftsman. The 

discussion also extends to the domestic duties of the home, which took precedence over 

their careers forged as successful artists. 13  This corroborates Wiesner’s earlier account. 

Throughout Greer’s chapter on “Still Life and Flower Painting”, she considers the trend of 

these genres with regards to Dutch female artists, notably Anna Janssens, Maria van 

Oosterwijck (Nootdorp, 1630–93), Rachel Ruysch (The Hague, 1664–1750) and many 

more. She highlights the popularity of these pictures representing exotic flowers by stating 

that ‘the painting might cost less than the blooms depicted so vividly in it’.14 

  

The previous quote from Greer may have some relevance to the equally expensive, 

hierarchical position occupied by the group of keyboard instruments. For example, if this 

simple statement is extrapolated in terms of the market during the seventeenth century, it 

may shed further light on why there were many paintings of musical instruments – 

especially the costly group of keyboard instruments. According to Arend Jan Gierveld, the 

town of Utrecht purchased a two-manual Johannes Ruckers harpsichord during 1631, for f 

200 (guilders). 15  Throughout this time, the market for paintings was flooded with 

acquisitions valued and purchased from as little as a few guilders to hundreds for the 

popular Rembrandt or an artist with the support from a Guild – but roughly 20 guilders 

was a fair price for a painting.16 Therefore, we may suppose it was easier and thriftier to 

obtain a painting that included a reproduction of a keyboard instrument (at only 10 percent 

of the total price of a keyboard instrument), rather than the instrument itself, hence the 

popularity of this subject for cycles of commission and market. 

 

Elizabeth Alice Honig is a scholar specialising in visual culture of Early Modern Europe, 

and particularly, her writing on gender issues is relevant to the body of this thesis. In her 

journal article “Desire and Domestic Economy”, Honig considers Dutch genre painting in 

reference to the sexuality of women and the business of exchange. She underlines that 

readings of images, like Metsu’s Bird Seller for example, should be interpreted both 

‘realistically’ and ‘symbolically’ as she states ‘by doing so…questions the nature of women’s 

                                                           
13 Greer, The Obstacle Race: The Fortunes of Women Painters and Their Work, pp. 12-4. 
14 ibid, p. 238. This statement also insinuates that the work of female artists may not have fetched quite the 
same price on the market as art made by male artists during the time. 
15 Gierveld, “The Harpsichord and Clavichord in the Dutch Republic”, p. 120. 
16  Essential Vermeer. “A Brief Overview of the Dutch Art Market in the 17th Century.”  
http://www.essentialvermeer.com/dutch-painters/dutch_art/ecnmcs_dtchart.html#.WBCxvOB97IU  

http://www.essentialvermeer.com/dutch-painters/dutch_art/ecnmcs_dtchart.html#.WBCxvOB97IU
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desire, a desire that it suggests may be erotic, or economic, or both’.17 Honig utilises an 

earlier picture by an unknown artist to demonstrate further points regarding the role of 

women together with economy and commodity. For instance, in Market with Virgil’s Revenge, 

a woman is depicted as being publicly punished; her dress pulled up so passers-by can 

wound her exposed flesh with candles. 18  Honig emphasises that this representation of 

Virgil’s tale allows a ‘ritual resolution to a problem of female misconduct as seen from a 

male viewpoint’. 19  Moreover, women are used within the image to strengthen values 

concerning acceptable female behaviour, as Honig stipulates in the following passage: 

 
The emphasis on motherhood reinforces the proper 
function of woman’s sexuality, a function threatened 
both by excessive “fire” and by sexual refusal…most 
of these mothers are positioned as either buyers or 
sellers of goods, conflating feminine sexual propriety 
with feminine economic propriety. The painting thus 
sanctions women’s public duty as the maintenance of 
the circulation of commodities in a market that 
depends on exchange, on wants and their satisfaction.20 

 
Thus, female sexuality is symbolised by the very nature of the market itself, which is based 

on the trade and investment of valuable goods. Furthermore, Honig’s article “Country Folk 

and City Business: A Print Series by Jan van de Velde” questions the motivations and 

meanings of the artist’s prints depicting scenes of markets. Honig highlights her 

perspectives on portrayals of the marketplace by suggesting ‘Markets were linked to 

bourgeois domestic virtue, to the thrifty housewife and the honest, toiling farm woman’.21 

Therefore, women were important parts of the market system.  

 

The Woman’s Art Journal provides extensive scholarship on feminist studies and the article 

“Women as Artists and “Women’s Art” aligns with the arguments posed by Greer. For 

instance, Madlyn Millner Kahr writes that female pursuits like ‘spinning and weaving’ did 

not pose a threat to the established place of women in the privacy of the home.22 ‘Dutiful 

women might also knit, sew, embroider, make lace or quilts’ and yet the results of these 

creative endeavours were then relegated as ‘craft’ instead of ‘art’.23 The author uses several 

examples throughout Western art history as well as historical documents to prove her 

                                                           
17 Honig, “Desire and Domestic Economy”, p. 294. 
18 ibid, pp. 296-9. 
19 ibid, p. 299. 
20 ibid. 
21 Honig, “Country Folk and City Business: A Print Series by Jan van de Velde”, p. 517. 
22 Kahr, “Women as Artists and “Women’s Art”, p. 28. 
23 ibid. 
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point. Specifically, just prior to the year 1900, numerous women were being educated in the 

arts in order to pursue a professional career, but newspapers persisted in the publication of 

journalistic reports which patronised and even ‘insulted’ their work. 24  In the journal 

Women’s Studies Quarterly “Women, Art, and Ideology: Questions for Feminist Art 

Historians”, author Griselda Pollock presents her views on the inequalities of the sexes 

throughout art history. She underscores the significant point that “The myth of free, 

individual creativity is gender specific; it is exclusively masculine. We never talk of men 

artists or male art; if you wish to specify that the artist is female the term must be qualified 

with a feminine adjectival prefix’.25 Pollock insists that the primary way to overcome this 

issue is to ‘critique art history itself, not just as a way of writing about the art of the past, 

but as an institutionalized ideological practice that contributes to the reproduction of the 

social system by its offered images and interpretations of the world’.26 

 

Sarah E. Pyle’s thesis takes a musicological and art historical approach of examination 

including two musical-themed portraits by Italian, female artists. Pyle draws on the 

iconography of Saint Cecilia and the impact of this female virgin martyr during the 

sixteenth and seventeenth centuries. She highlights that depictions of saintly figures were 

inspiration for viewers to ultimately emulate in their own lives, with the abundant Cecilian 

iconography, in particular, influencing female spectators throughout the period. For 

example, it operated as a ‘guide to raising young women by instilling within them a moral 

vigor that would hopefully lead to a prosperous marital match’.27 I argue that this is a valid 

point which may also be applied to the Dutch sphere, for music and keyboard instruments 

were considered highly respected pursuits; connecting a woman to this subject matter thus 

resulted in a secular depiction of a wholesome, virtuous woman to look up to and in turn 

emulate – I have called her the “Dutch Cecilia”. Similar to the influence of Catholicism on 

Italian Renaissance and Baroque art, Martin Luther was an avid supporter of the power of 

music and its capacity to support religious doctrine. For example, he continually preached 

the notion ‘music is a gift of God’, which incidentally appears on several keyboard 

instruments in the form of a classical Latin motto.28 

 

Pyle goes on to discuss the conflicting nature of music, with especial reference to Cecilia, as 

she can be recognised as a ‘sign that represents both the dangers of music and the divine 

                                                           
24 ibid, p. 29. 
25 Pollock, “Women, Art, and Ideology: Questions for Feminist Art Historians”, p. 2. 
26 ibid, p. 3. 
27 Pyle, “Interdisciplinary Approaches to Musical Portraiture of the Late Renaissance and Early Baroque: 
Reading Musical Portraits as Gendered Dialogues”, p. 18. 
28 Kipnis, The Harpsichord and Clavichord: An Encyclopedia, p. 340. 
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nature of it’.29 And this is where a pattern begins to emerge throughout the literature, in 

reference to the duality that female figures represent within examples of visual culture. As 

we will see shortly, women tend to symbolise a binary, normally with either positive or 

negative connotations. Subsequently, Pyle argues that it was due to these patterns in gender 

and performance in relation to societal, cultural and religious ideals, that the relationships 

between the figure of a woman and a keyboard instrument were impacted and developed, 

causing them to be widespread throughout Italy.30 The author also considers the viewing 

presence from the perspective of a male observer, and together with her research into 

other interpretations of the art works, secondary sources reveal the sexual eroticism within 

one of the paintings discussed.  

 

Pyle suggests that the compositional elements come into play here; for example, ‘the 

positioning of the woman and instrument “recalls the admirable purity of Saint Cecilia 

pleasantly mingling in the imagination with the erotic accessibility of another kind of 

woman altogether”’.31 She continues her analysis to consider and compare the perspective 

of a female spectator, i.e., female viewers would have realised the keyboard instrumentalist 

as embodying a woman adept at controlling her own ‘sexuality just as competently as she 

performs upon the musical instrument that symbolizes her total creative potential’.32 While 

there may not be an erotic undertone to all of the case studies featuring women and 

keyboard instruments, the notion of women viewing women as competent and creative is 

worthwhile to consider. Pyle perceives the keyboard instruments as extensions of the 

female bodies depicted – and therefore concludes they are culturally gendered in the two 

Italian art works discussed throughout her thesis. This I also hold to be true; keyboard 

instruments are certainly gendered as feminine objects. Pyle does not, however, consider 

the aspect of sound making in relation to the instruments in these paintings.  

 

Picturing Men and Women in the Dutch Golden Age by authors Klaske Muizelaar and Derek 

Phillips, is an important text from 2003 that is concerned with approaching Dutch and 

particularly Amsterdam paintings of the era from a gendered perspective. Not only does 

their argument centre on both men and women of the time, but also both sexes, in regards 

                                                           
29 Pyle, “Interdisciplinary Approaches to Musical Portraiture of the Late Renaissance and Early Baroque: 
Reading Musical Portraits as Gendered Dialogues”, p. 23. 
30 Pyle, “Interdisciplinary Approaches to Musical Portraiture of the Late Renaissance and Early Baroque: 
Reading Musical Portraits as Gendered Dialogues”, p. 23. 
31 ibid, p. 34. 
32 ibid. For a thorough discussion on Saint Cecilia see Festa, Lisa Ann. “Representations of Saint Cecilia in 
Italian Renaissance and Baroque Painting and Sculpture.” Ph.D., Rutgers The State University of New Jersey, 
New Brunswick, 2004. 
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to being the ‘producers, subjects, and viewers’ of the art works.33 Although early on they 

stipulate that the ‘producers’ were mostly male and normally from the higher echelon of 

the social order. Rather than using their artistic practice to express themselves freely and 

creatively, the authors highlight that painting and making art was mostly a commercial 

opportunity ‘in the hope of arousing interest and finding a buyer’. Women artists, on the 

other hand, as mentioned previously by Greer, were few, enumerated by Muizelaar and 

Phillips as approximately seventy working female artists during the era. These women were 

typically ‘daughters, sisters, or wives of male artists’ who could be taught within the familial 

clan.34 This information confirms the formerly discussed authors Wiesner and Greer. 

 

Their chapter titled “Elegant Men and Women, Peasants, and Prostitutes” is particularly 

relevant to my study. This section deals with scenes of domesticity, as well as how both 

sexes could have interpreted these images, and in turn why artists chose to paint such 

pictures. Muizelaar and Phillips begin by stating that the realm of the home and all its lively 

constructs were depicted as the universe of ‘women and children’. The suggestions these 

images would commonly present include feminine virtue, amongst others – and where men 

and women are pictured together in refined settings, this ‘represented an ideal of domestic 

living and sophistication for the rich and powerful’. These scenes incorporated ‘reading and 

writing letters, playing backgammon or other games, making music and listening to it, 

singing, dancing, drinking, talking, and engaged in romantic interludes’. 37 Muizelaar and 

Phillips emphasise that in these paintings upper-class women were given a degree of 

independence and pleasure that positioned them ‘on an equal footing with men’. 38 

Considering their earlier stance on seventeenth-century Dutch society being dominated by 

a ruling patriarchy, this statement reveals that art works represented a constructed feminine 

ideal. Male viewers may have wanted to gaze upon a virtuous, civilised woman but they also 

desired her to appear capable and accomplished. 

 

Furthermore, the authors refer to the writing of feminist art historian Alison Kettering and 

her research and interpretations on the paintings of artist Gerard ter Borch. They discuss 

this critically to evaluate how contemporary seventeenth-century viewers, both male and 

female, would have experienced and related to the painter’s work. For example, it is 

                                                           
33  Muizelaar & Phillips, Picturing Men and Women in the Dutch Golden Age: Paintings and People in Historical 
Perspective, p. 4. 
34 ibid, p. 19. 
37 ibid, p. 113. The authors view the influence of seventeenth-century artistic treatises as a major factor in the 
representation of the higher classes within these paintings, and in particular, how their skin, hands, costumes, 
poses and facial expressions extolled and reflected the ‘true beauty’ referenced in the aforementioned texts. 
38 ibid, p. 118. 
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proposed that female viewers of these high-life genre scenes would have intuitively related 

to the elegant women pictured in ter Borch’s work. They quote Kettering as having 

suggested that female viewers would have experienced the utmost sense of satisfaction by 

envisioning themselves: 

 
…posing center-stage, admired and perceived as beautiful. 
Equally immediate would have been her identification with 
the depicted lady’s delight in wearing such a shimmering 
gown. By imaginatively projecting herself into this pictorial 
context, a woman transported herself into a milieu of leisure 
and beauty.39  

 

Muizelaar and Phillips, however, conclude that depending on the place women occupied 

within the social order as well as her ‘age, religion, and educational background’, a woman’s 

response would not always align with the Kettering quote. I agree with this statement 

because as contemporary sources like Jacob Cats’s (Brouwershaven, 1577–1660) Houwelyck 

(1625) stipulate, it was highly improper to climb above the social class you were born to. 

Yet, Muizelaar and Phillips continue to highlight Kettering’s ideas on the meaning and 

purpose of ter Borch’s paintings, stating that they concurrently act to communicate 

‘prevailing ideas about women’s behavior and help to construct them’.40 This comment 

particularly aligns with Franits’s views on Dutch pictures of women in the domestic space 

of the home.  

 

Women serve as the main subject of Franits’s influential text Paragons of Virtue: Women and 

Domesticity in Seventeenth-Century Dutch Art originally published in 1993. Franits opens with 

the criticism that at the time of writing his book previous historians and art historians 

principally, were too focused on connecting Dutch imagery with immorality and sin, but 

paintings of ‘virtuous’ themes were largely overlooked.41 He explores the ways in which 

these images functioned in seventeenth-century society and culture, and states immediately 

that these paintings were ‘carriers of cultural significance, that they shaped and in turn were 

shaped by a firmly established system of beliefs and values about women that were 

endorsed within the patriarchal social order of the day’.42 

 

With regards to pictures involving musical themes, Muizelaar and Phillips state that both 

sexes are frequently represented as young and appealing, which concurs with the paintings 

                                                           
39 ibid. 
40  Muizelaar & Phillips, Picturing Men and Women in the Dutch Golden Age: Paintings and People in Historical 
Perspective, p. 119. 
41 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 1. 
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I have collected for this thesis.43 Muizelaar and Phillips discuss the functions of these 

musical-themed images; as mentioned later in this chapter, they were ‘allegories with a 

moralizing intent, providing instruction about domestic virtue and right living’. The authors 

further these ideas to ultimately conclude their popularity stems from the display of 

‘eroticism and allusions to romantic love’ evoking ‘sexual attraction and temptation’.44 This 

perspective corroborates Pyle’s interpretation concerning the eroticism within pictures 

featuring women and keyboard instruments, but in pictures representing both genders, the 

sexual eroticism appears slightly more explicit. My study differs from this one by Muizelaar 

and Phillips as it is utilises only examples of painting featuring women and keyboard 

instruments. My research is focused on the beholder’s perceptual experience, and 

particularly, the interpretation of sound within the pictorial realm. 

 

Salomon’s book Shifting Priorities: Gender and Genre in Seventeenth-Century Dutch Painting is also 

of importance with regards to this project. Her section, “Political Iconography in a Painting 

by Jan Miense Molenaer”, within the book discusses a musical-themed image by the artist 

and approaches the work in terms of its political function and meaning. She aligns with 

other authors mentioned here by maintaining that musical subjects were largely admired 

and adaptable themes prevalent in art works of the era, and their intentions were plentiful 

and diverse. Holding with their moralistic and communicative nature, she lists several 

examples including ‘an illustration of the sense of hearing, the sanguine temperament, the 

element Earth, or the idea of “Vanitas”’ as well as ‘a means to calm the spirit, as an aid in 

the service of love, or as an expression of harmony and accord’.45 With particular reference 

to stringed instruments, she notes that they were often utilised as appropriate symbols of 

‘domestic concord’.46 

 

Later in Salomon’s book, she centres her discussion on Jan Steen’s Morning Toilet to discuss 

the seventeenth-century modern woman and the notion of ‘woman as sign’. Salomon 

mentions a similar interpretation of the painting, proposed by Muizelaar and Phillips 

earlier, that the woman pictured is ‘dangerously seductive’ and only too conscious of the 

‘malevolent effects that seeing her body would have on the morals of a male viewer’. Here 

the author quotes the work of notorious art historian Eddy de Jongh (Amsterdam, 1920–

2002), and disparages his view that most genre paintings are focused on ‘naughty, sexy girls 

                                                           
43 ibid, p. 122. This also harmonises with the fact that men and women were young when they married, 
usually between the ages of twenty-three and twenty-five for women, and a few years older for the men. The 
paintings with women and keyboard instruments often represent women around this age group. 
44 ibid, pp. 122-4. 
45 Salomon, “Political Iconography in Jan Miense Molenaer”, p. 19. 
46 ibid, p. 23. 
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who seduce innocent men into immoral behavior’.47 Salomon criticises de Jongh’s overuse 

of the narrative involving ‘victim Adam and seducer Eve’ and points out that this has 

resulted in a limited, unfortunate and commonplace approach to Netherlandish 

scholarship, especially art history. After all, we are looking at contemporary man-made 

perspectives on the depictions of women and not female-made pictures or explorations of 

the female gender. If we were to simplify all genre paintings with depictions of women as 

their subject in the same manner as de Jongh, resulting interpretations of these pictures 

would be very limited. She draws attention to the idea of women being directly connected 

to the symbolism of vanitas or vanity. Salomon states:  

 
The combination of a young woman and a skeleton, or 
simply a skull, often references the vanity of material 
concerns, represented by the woman’s costume and hairdo, 
and presents the consequences of such vanity for the soul 
after death.48 

  

In de Jongh’s book titled Questions of Meaning: Theme and Motif in Dutch Seventeenth-Century 

Painting, he highlights that Dutch genre paintings consistently ‘communicate an idea, give a 

warning or deliver a sermon about morality’. 49  This declaration aligns with Salomon’s 

critique of de Jongh’s blanket statement. Throughout de Jongh’s book chapter, “Painted 

Words in Dutch Art of the Seventeenth Century”, the author writes about the work of 

Steen with regards to the sexual symbolism to which Salomon was referring. De Jongh 

emphasises that Steen utilised words, especially quips and proverbs in visual form, for 

instance ‘His visualisation of an obscene expression about the filling of a tobacco pipe as 

an allusion to coitus is a typical example’.50 Moreover, the author states that Steen played 

on the same pun numerous times within his œuvre, particularly in relation to the 

ambiguous nature of language. This presents itself not only in Steen’s pictures but also 

other artists paintings. One example is the word ‘kous’ for stocking but could also mean 

‘female sexual organs’.51 It is precisely this misogynist view that Salomon considers limiting 

in the field of Dutch art, and especially in the area of gender studies in Netherlandish 

painting. 

 

Salomon also highlights the apparent evolution of Dutch genre painting throughout the 

seventeenth century. She affirms that from about 1630 to 1670 ‘genre’s progressive 
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gentrification’ is evident, and the space it occupied developed into an increasingly ‘feminine 

rather than masculine character’. 52  This is one of the reasons why this thesis will 

concentrate on latter seventeenth-century Dutch paintings. To conclude her book, she 

finishes with a chapter on “Vermeer’s Women: Changing Paradigms in Midcareer”. In this 

section of the book, Salomon expresses her aim to follow the shift in genre painting during 

the seventeenth century, with particular regard to Vermeer and his representation of 

woman. She says that instead of ‘reflecting any real woman (or women), these figures may 

be seen as formulations of evolving ideological constructs in early modern Dutch society’.53 

In other words, these female representations that we refer to as “truly indicative of 

seventeenth-century life” are alternatively calculated and transforming socio-cultural 

archetypes – ‘definitions of femininity and masculinity’.54 But to emphasise the point once 

more, they are patriarchal ideological constructs, and this is crucial to remember. As there 

is a lack of paintings of women made by women, there is an important bias to consider 

while evaluating the issues of gender in these art works.  

 

Simon Schama’s journal article recounts the dichotomous and complex outlook of 

contemporary males with regard to women of the time. For example, he opens his article 

with a popular riddle of the era: 

 
Question: “How is it that the Devil rules Holland?” 
Answer: “Why, because Amsterdam rules Holland; 
Burgomaster (Andries) Bicker rules Amsterdam; 
Mevrouw Bicker rules the Burgomaster; Mevrouw is 
ruled by her maid, and the Devil, you can be sure,  
rules the maid.”55 

 

Women – as already mentioned by authors Salomon, Muizelaar and Phillips – were 

creatures interpreted as, on the one hand ‘succubi’ ready to pounce on unsuspecting men 

and relieve them of their morals, and on the other hand ‘sentinels of domestic virtue’, so 

often depicted as good, wholesome mothers, pure daughters and dutiful maids. Schama 

once again aligns with points previously made by Muizelaar and Phillips, stating that most 

representations of Dutch women are essentially the product of male attitudes held about 

them. He also stresses that there was a great proportion of female artistic talent across 

several very diverse disciplines, including painting, drawing, poetry, glass engraving and 
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theatre, but disappointingly there exists no contemporary documentation from a female 

perspective on female life.56 

 

Schama goes on to list the copious liberties which foreign people journeying through the 

Dutch Republic frequently remarked upon as overwhelmingly surprising and lenient with 

regards to women. This extended to their place within the church, their legal rights after 

their husband’s death and even their ability to banish their spouse from their own home as 

punishment for ‘excessive drinking, smoking or cursing’.57 Although Dutch women had 

rights, they were not necessarily freedoms; they were still answerable to a prevailing 

patriarchal social system. Schama talks of the Dutch preoccupation with the ‘objective’ 

character of the physical world and not giving in to its recurrent lack of order and 

morality.58 Ideology, as laid out in publications by writers such as Cats was immensely 

important in providing boundaries of ‘moral regulation’, thus casting them from their 

‘classical pedestals’. 59  In other words, the high and lofty position occupied by the 

Renaissance woman of allegory, myth, history and religion. 

 

Schama describes this shift: ‘women in Dutch art were immediately encumbered with a 

massive baggage of secondary associations concerning their duties in the home and 

towards their husband…These took the form of a comprehensive inventory of symbols 

and visual allusions, some traditional, though adapted…, and some freshly devised’.60 The 

old woman is used as an example, typically depicted as the “old hag” in a plethora of 

Renaissance art works, but within Dutch emblems and books she is used to assert 

thoughtfulness, devotion and faith. In the realm of genre painting, she is regularly seen in 

the background so as to further amplify the trivial frivolity and silliness of young women 

pictured in the forefront of the image. At other times, she is a significant and effective 

symbol of vanitas, used countless times in the guise of the procuress, dishevelled and 

wrinkled by all of her previous “work”, ultimately fuelled by desire and greed.61 

 

                                                           
56  Schama, “Wives and Wantons: Versions of Womanhood in 17th Century Dutch Art”, p. 5. One brilliant 
exception to this statement is the artist Gesina ter Borch. Born to an artistic family, Gesina ter Borch, 
amassed three albums or ‘Art Book[s]’ which consisted of watercolours, drawings, songs, illustrations, 
cuttings, poetry as well as calligraphy. It details her elite perspective on ‘daily life as she observed, 
experienced, and imagined it in and around her home town’. Honig, “The Space of Gender in Seventeenth-
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Here, Schama emphasises the importance of home as theatrical setting; concurrent with 

authors Muizelaar and Phillips, he highlights once again that home and the culture of the 

home, was not just residence or dwelling but represented a ‘fetish of domesticity’. 62 A 

microcosm within the macrocosm, the domains of ‘home and homeland’ were inextricably 

linked. Home had a certain transformative power; for example, the ‘wayward habits of 

animals, children and footloose unmarried women, were transmuted, into ordained 

harmony and grace’.63 64 

 

In stark comparison to the old woman of Dutch art and culture, Schama then continues 

with discussion on her counterpart, the maidservant, to which the opening riddle is 

especially relevant. Her role was extremely diverse within the Dutch home as she fulfilled 

positions of ‘cook, cleaner, nurse and even companion and dresser’ for the matron.65 The 

author states that an interesting balance occurred throughout this relationship in Dutch art; 

for instance, ‘If…the housewife role represented the incarnation of vigilant virtue in 

women, the maid was held to incarnate the opposing qualities: sin and corruption’.66 Not 

only was the maidservant nefarious in her own right, but she was also believed to influence 

her betters, namely the mistress of the house.68 

 

Schama ascribes the notion of woman as succubi or temptress, seducing the honourable 

male to his downfall, as having a root established in Dutch ‘folk traditions’.69 Taken to the 

extreme in a cartoon by Jan de Wasscher, where-by the roles of man and woman were 

clearly reversed, he is shown ‘cleaning, cooking and childrearing, being soundly beaten by 

his wife on one occasion for maltreating the infant’.70 This example is particularly pertinent, 
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as even this extremely powerful demonstration of woman dominating man still did not 

convey a revolutionary upheaval of male and female roles but instead functioned to 

‘reinforce, rather than subvert, prevailing norms of sexual authority’.71  

 

To conclude this article, Schama discusses the brothel and tavern scenes that were so often 

attributed as familial and domestic in nature. He highlights that eroticism, sex and money in 

particular, were a Dutch obsession. Although frequently treated with ‘delicacy and subtlety’, 

iconography and gesture were utilised to not so much reveal erotic action but ‘shroud it 

behind a gauze of illusions and metaphors’. For example, ‘a wink, a leer or a nudge: the 

proffering of a single coin, or a glass of wine held at the stem, or a strategically placed foot’, 

all used to underpin a sense of sexual goings on.72 Schama does not include the wife as a 

major topic of discussion throughout his article, as he does the old woman and maid, and 

as the title would ultimately suggest. But he finishes his piece with a paragraph that I find 

infinitely apt, especially in keeping with my own topic of research. He states ‘women were 

rarely seen as exclusively given to either vice or virtue; to the purified world of vanity and 

lust. It was precisely the daunting suspicion that the two identities – paragon and hussy – 

might cohabit within the same frame that literally, bedevilled Dutch men’.73  

 

Kettering’s article “Ter Borch’s Ladies in Satin” from 1993 is an interesting comparison to 

previously discussed author Schama, and co-writers Muizelaar and Phillips. In this paper, 

Kettering discusses the work of Gerard ter Borch in especial reference to the women 

featured throughout his paintings. She begins with highlighting that her approach to these 

art works considers them as communicating ‘ideals of social and sexual behaviour’ and, in 

turn, how they simultaneously assist in forming those notions.74 On this, Kettering concurs 

with Muizelaar and Phillips as well as Franits, thereby highlighting a pattern in the literature 

on Dutch painting. Kettering continues stating the importance of the viewer’s 

interpretations of these images, particularly how the artist ter Borch conveyed through his 

works common ideas of femininity held at the time. For example, these included ‘how they 

should look, how they should behave, and particularly how they should interact with 

men’.75 Therefore, the pictures, just like the popular household manuals and instruction 

books, were a visual source of information for the proper sociocultural behaviours 

expected of elite women. 
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Through the artist’s realistic rendering of the women’s garments, predominantly satin, the 

women illusionistically transcend the picture, and herein rests an interesting factor of 

seventeenth-century fashion history. The practice of the day for women’s clothing, married 

women in any case, was to wear and be represented in ‘black bodices and overskirts’, a 

tradition that would emphasise her place within elite Dutch order.76 Kettering notes that 

sometimes images of women around the time included satin, and that it functioned to 

communicate notions of ‘chastity, arcadian innocence, ephemerality, the newly wedded 

state, or aristocratic status’.77 

 

Therefore, these satin-clad women were based on a feminine ideal that male artists were 

setting out for the elite women of society to achieve. Kettering goes on to extrapolate this 

idea, stating that the sheer verisimilitude of the satin, altered it to be above the nature of 

simply material, to the position of ‘fetish’. Schama also used the term fetish to describe the 

domestic scenes in Dutch pictures, but by focusing on the women, Kettering furthers this 

idea. For instance, the author accentuates the role of the satin as engaging the spectator on 

a level ‘in which the gown became a surrogate for the woman’s body’.78 Kettering moves 

on to argue about the important influence of Petrarchan notions within the art works. She 

underlines that this literature, dating from the 1300s, involves a rigid structure of gender 

associations.79 The author notes the characteristically biased roles of men and women, such 

as ‘man is always the victim, the martyr, driven by the arrows of love; the woman is the 

hard-hearted bewitcher, the sweet enemy’.80 

 

Here, Kettering makes specific reference to the work of ter Borch’s sister Gesina, whom I 

discussed briefly in the previous section Preface B. She was an interesting artist in her own 

right and periodically worked on three albums of poetry, illustrations and songs, which are 

now held in the collection of the Rijksmuseum. These albums are extremely illuminating as 

they serve to highlight that love was a subject close to her heart throughout her life, even 

though she herself never married. 81  Kettering posits that these albums were largely 

dedicated to love songs and that of these examples, Petrarchan notions and values abound. 

This case is an important one, as it gives us strong evidence that a woman of a wealthy 
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family and equally lofty connections was enamoured with art, verse and most significantly 

song. 

 

In direct opposition to these Petrarchan ideals, women during this time were mostly seen 

as feeble and impulsive and urged to cultivate qualities that were appealing to suitable male 

associates, among these ‘meekness, patience, silence – and above all to maintain their 

chastity’.82 It was also a family decision as to who the woman was to be paired with and 

ultimately marry. Kettering resumes her discussion on the viewer and, in particular, the 

male spectator. She declares ‘when the image contains a woman the male viewer 

psychologically possesses what he sees, the female identifies with the object of his gaze’.83 

Moreover, she suggests that the splendid items pictured so vividly in these pictures connote 

wealth; not only the material rendered so beautifully, but the female figure herself could 

have been interpreted as an ‘attractive commodity’. 84  Although these statements make 

logical sense in reference to gender, they are somewhat limited in their perspective of 

ownership and emulation of the male/female viewing experience. As mentioned previously 

by Muizelaar and Phillips, other significant factors also influence the beholder’s experience, 

including class but also religion and education. 

 

Kettering then considers the women represented in ter Borch’s paintings as being viewed 

as pure, ‘secular Virgins’ and also the other extreme, viewed ‘voyeuristically’. Again, it 

should underscore that these complex paintings of women have a plethora of meanings 

from both iconographic and narrative perspectives, depending on the viewer of the image 

and his or her background and personal beliefs. This is where it should be proposed that 

we will never know for certain what the viewers actually thought and felt while in front of 

these pictures. Just as Kettering has done, however, an analysis of art works made by artists 

working on the same theme, will inform us of why it was a significant subject in Dutch 

society and how it came to be valued in that socio-culture. Finally, to conclude this article, 

Kettering makes mention of ter Borch’s paintings with musical subjects. She asserts that 

these images forge a sense of ‘eroticism’, and that the women pictured therein demonstrate 

their ‘inclination toward love by actively involving…[themselves] in music-making’.85 This 

is all she says on this subject though, so it is limited in respect to my topic. 
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Returning to Franits, he highlights that women from the middle and upper classes of 

society were destined for two callings from the start of their lives, one being ‘housewifery’ 

and the other inevitability being parenthood. 86  He explains that the highly circulated 

instruction books and manuals of the time were instrumental in communicating an ‘ideal, 

yet theoretically imitable female’, and that paintings of these nurturing and capable women 

were in fact functioning in the same way. This observation aligns with my previous 

statement concerning the instructional nature of the art works. Franits cites Cats’s 

Houwelyck (Marriage) from 1625 as just one of these important treatises and bases the 

subsequent chapters of his book on the same structure as Cats; for example, each section 

represents the chronological phases of a woman’s life. 87  Nevertheless, this infamous 

instruction book was not the only one; they were abundant throughout the seventeenth 

century. 

 

The author continues his discussion in light of the ways in which these pictures reflect and 

simultaneously enhance the ‘value system’ of the society and culture of the Netherlands.88 

Namely, in two separate respects, Franits deems one as the ‘pictorial style’ or ‘aesthetic 

form’, and the other as the utilisation of painted ‘objects or motifs replete with 

significance’.89 In simplified terms, this comes down to what we see (the narrative and 

symbolism) and how we see it (the style and composition) as portrayed by the artist. In this, 

he emphasises that the body of working Dutch painters, who were predominantly men as 

we have already established in this review, depicted women as ‘types’. Franits states that 

frequently ‘they are generalized and objectified, their individuality and psychic dimension 

minimized, in the interests of having them embody an idea or, more accurately, an 

appropriate feminine virtue’.90 The essence of this claim is important because in simplifying 

the depiction of women to fit more easily into stereotypes, Dutch artists thus made these 

meanings easier to decipher in the eye of the beholder. 

 

In specific relation to my topic, he says of the items that Dutch painters utilised in 

conjunction with these women or female “types”, that ‘artists repeatedly surround these 

women with the same, surprisingly limited number of meticulously painted objects that 
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could only have been meant to connote virtue’. 91  Therefore, it may be suggested that 

keyboard instruments also acted in this way. Artists working multiple times with the theme 

of women and sound making may have appreciated the possibilities of virtue in depicting 

the keyboard instrument at the hands of a young and mouldable but still virtuous woman. 

Ultimately, Franits returns to the influence of the male dominated society in which these 

women lived; he describes these images as being imbued with a structure of morals, ideas 

and biases, culminating in a manifestation of men’s thoughts and feelings about women 

throughout the time.92 This furthers the pattern in the literature thus far, highlighting that 

these images were largely communicative, but they were also predisposed conceptions 

devised by men. 

 

Franits posits that the role of their parents was primarily to provide a strong and moral 

example, to correct their offspring and to ‘provide them with practical training that was, 

naturally differentiated according to sex’.94 Consequently, among the most admired subjects 

concerning young women were the notions of love and courting. Again, Franits pays 

tribute to Cats who, in his aforementioned Houwelyck, considers the troubles experienced 

by unattached women and in turn espouses the guidelines of courting, as well as the 

‘virtues most befitting of women of marriageable age’. 95  This means that these young 

women were in a precarious position growing up in Dutch society. 

 

Franits confers further on the influence of contemporary literature of the time, in particular 

reference to emblemata amatoria, or emblem books in addition to songbooks associated with 

the theme of love. Songbooks were especially significant for the young and wealthy elite, as 

they functioned not only to enforce the stories of love and lovers but also provided 

‘unattainable paradigms of female beauty and virtue’. 96  These songbooks were often 

comprised of melodies, poetry and images and had useful application in everyday life; for 

example, ‘young people toted them on excursions (particularly in the country, as such 

locales were best thought to hasten courtship), to weddings, and other festive gatherings, 
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where they facilitated singing and polite discourse about love’.97 The practice for young 

courting couples was also to give the songbooks to one another as gifts, and in certain 

books a place was allotted for the woman’s coat of arms to be included.98 He notes the 

important role of other texts around the time, authored by historical writers such as 

Petrarch and Ovid. 

 

Ultimately, Franits underlines the function of these songbooks and amatory texts as 

primarily teaching and instruction books. Above all, he states that ‘the ideology that imbues 

this literature advocated caution, self-control, moderation, and reliance on God’s 

sovereignty’.99 Franits goes on to compare the paintings with the songbooks directly, in that 

several observers of the pictures would have been drawn into the illusionistic realism of the 

sumptuous interiors with fashionable young men and women falling in love, thereby 

connecting with them and as a result imagining themselves in the image. This view is 

remarkably similar to Kettering’s perspective on the viewing experience. Songbooks, he 

declares, also encouraged music makers to sing their melodies and in turn experience or at 

least understand the sentiments espoused in the tunes.100 

 

Franits moves on to interior pictures specifically, and in relation to this genre, highlights 

the importance of music making with reference to the aforementioned love struck youths. 

He notes the popularity of this theme in Dutch seventeenth-century painting and again 

underscores the connections between songbook prints and images, with these paintings of 

young men and women playing music. The author posits that these youthful figures are 

‘exemplars of courting etiquette… especially true of the maidens’. 101  The seventeenth-

century practice of courting placed greater emphasis on the role of the male, being the 

pursuer of the romance, and the women, on the other hand, being allowed to utilise their 

good looks, irreprehensible manners and exquisite dress to initially charm companions.102 

 

In conclusion, Franits highlights a contradictory element to these paintings, declared in the 

following statement: 

 
Despite the power that women exert on submissive men in 
art and literature saturated with popular amorous conceits, 
their dominance was pure fiction that paradoxically affirmed 
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and endorsed the existing social order. Women may have 
subjugated men through their beauty and decorous reserve, 
but these very qualities consistently championed as 
quintessentially feminine did not afford them opportunities 
to exercise direct power in the male-dominated social order 
of the period.103 

 

This quote supports the comment I made previously in reference to the supposed 

freedoms experienced by women being a misrepresented idea, and in actuality it was the 

patriarchy who ruled the day. 

 

Another work by Salomon, this time a paper presented in the Vermeer Studies compendium, 

is particularly pertinent to this project. Titled “From Sexuality to Civility: Vermeer’s 

Women”, the author concentrates on three of Vermeer’s earlier works in order to trace the 

development of ‘woman as a culturally produced sign’.104 She reiterates, as it has been 

established in this section already, that a significant change took place in Dutch genre 

painting around the middle of the seventeenth century. Just as Muizelaar and Phillips, 

Franits and Kettering stated above, Salomon reveals that Vermeer’s women were not 

actually representative of an authentic woman but rather should be interpreted as 

‘formulations of evolving ideological constructs’ in the seventeenth-century Netherlands.105 

However, Salomon extends her discussion of these premeditated women further. 

 

Salomon refers to early Netherlandish painting traditions throughout her paper, and she 

does so with regard to the representation of interactions between men and women. For 

example, when comparing the early and later periods, she says of the paintings that sexual 

narratives evolve from ‘illicit trysts’ to the depiction of ‘civil trysts’.106 In other words, there 

is an apparent shift from the explicit exchange of sexual favours for money, to the 

sanctioned and implicit trysts of civil society. Salomon criticises the understanding of these 

paintings being limited to interpretations of ‘moralizing texts warning their viewers against 

lust, greed, and various other canonical sins’.107 The author accepts that the images do carry 

an undertone of religious ideas of womanly immorality but urges viewers to consider the 

‘positive’ values of these pictures, which she believes will add to our overall knowledge and 

appreciation of them.108 Endorsing what has been said before, Salomon is emphasising the 

communicative function of these paintings, but at the same time – and to which I agree – 
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she is suggesting that they are not just images illustrating the “lustful wantons” that we are 

quick to see. Our interpretations should be more fluid than this virtuous/immoral binary 

that currently exists within the literature on Dutch painting.  

 

Salomon draws on the depictions of women having training in ‘music, drawing, or writing’ 

and notes the case of ‘instructors often turn[ing] into suitors’.109 On these paintings, she 

claims that they offer a ‘different kind of picture and figure woman as a sign within a 

different paradigm’.110 This point is intrinsic to this thesis, as we ask what kind of picture, 

what does she signify, and under what paradigm does this fit? Lastly, she discusses the 

importance of the interior space in relation to the meanings associated with women of the 

time. For instance, Salomon mentions that throughout the Netherlandish tradition of 

picture making, there grew a deep connection between interior spaces, women represented 

in those spaces and the sexual meanings this combination resulted in and thus conveyed. 

She continues with a fascinating statement, highlighting that ‘the pictorial space is 

structured as an enclosure that is… defined as both a woman’s space and a woman’s 

sexualized body’.111 With these aspects taken into consideration then, this review shall now 

focus on the The Home in relation to these seventeenth-century Dutch paintings. 

 

The Home 

The women and keyboard instruments that have so far occupied the core of this review are 

almost always represented, framed and situated within the realm of the home in paintings 

of the seventeenth-century Netherlands. The catalogue titled Art & Home: Dutch Interiors in 

the Age of Rembrandt was published in 2001 by the Denver Art Museum, Colorado. This 

catalogue encompasses a wide range of excellent essays on the topic of the home in Dutch 

art. The first essay by guest curator Westermann, ““Costly and Curious, Full off pleasure 

and home contentment” Making Home in the Dutch Republic”, discusses the ideas of 

“home”. She begins by stating that even though we see peaceful, contemplative and often 

very private goings on within domestic pictures, the reality reveals ‘this type of home was a 

novelty in its time’.112 

 

Artistic license was in full throttle throughout the period, in order to encapsulate a brand 

new ‘ideal of home’ and all its related notions of ‘family, privacy, intimacy, domestic 
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comfort, and luxury’.113 The author argues that with the changes and evolutions of the new 

Dutch Republic came these new meanings of home and in this sense, artists played an 

equally significant part in conveying and constructing these ideas, meanings and functions. 

So artists were not only establishing and strengthening ideas about women in their work, 

they were concurrently using their pictures to communicate beliefs and values concerning 

home and family life. Although these domestic interiors and abundant items, objects and 

foodstuffs are represented with such illusionistic tenacity, which the Dutch viewing public 

would have found visually appealing, Westermann writes that they provide a ‘voyeuristic 

thrill of peeking into the daily routines and spaces of Dutch domestic life’.114 She asserts 

later in the essay that the extent of visual reality depicted in the items and domestic rooms 

of the pictures resulted in them being ‘persuasive as images of a desirable, and attainable, 

reality’.115 In other words, this was an achievable reality that viewers could seek to replicate. 

 

Westermann continues her essay highlighting that these domestic interiors had, most 

importantly, a ‘human presence at their core’ and also that Dutch artists frequently left 

reminders of their own part, be it a ‘prominent signature’, subtle self-portrait, or for the 

purpose of my project, perhaps the distinctly legible motto featured on a keyboard 

instrument. Westermann emphasises that it was the latter half of the century in the 

Netherlands, a period when the arts truly communicated with never-before-seen 

prominence and lucidity ‘proto modern ideals of home, privacy, and self, as well as the 

relationships among these notions’.116 She details a statistic for interior and still-life pictures, 

calculating that of the five million produced, these subjects enumerated approximately ten 

percent or 500,000. Westermann continues her essay with sections indicating the turbulent 

history of the Netherlands, that subsequently unfolded with independence from Spain after 

the Eighty Years’ War (1568–1648), and the economic advantages this then brought – one 

example being the expansion of cities, including a surge in residential construction.117 

 

All of this eventually culminated in, as Westermann describes it, ‘an early version of the 

modern consumer culture’.118 This keen interest in extravagant items was encouraged and 

enabled by numerous factors, including a healthy income, in relation to European centres 

elsewhere, extended working hours, as well as a surge in local production and industry. 
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These items are consequently demonstrated so ornately and abundantly in Dutch visual 

culture – but particularly within images of the domestic realm.119 Some objects, although 

functional, were embedded with psychological meaning, for example the mirror, which 

carried with it notions of beauty, vanity, truth, sight, lust, pride and vanitas,120 and also 

helped to present interior spaces as places of wealth, refinement and inspiration.121 It was 

within the middle and upper classes of Dutch society that contribution to the spaces of the 

home and its presentation was a fully cognisant process.122 According to Elizabeth Alice 

Honig, women were responsible for the decoration of the home, and this undertaking 

included the purchase of art work to be displayed within it.123 In this, she stresses that 

‘paintings were made not just to be seen by women but to appeal to their ideals, their gazes, 

their tastes. They had to have qualities that a woman would wish to integrate into the 

domestic world that she controlled and inhabited’. 124  This statement refutes Fallon 

(discussed in Preface A), but at the same time, women did manage the home, so this is a 

worthy perspective to consider. 

 

Westermann underscores these images with a certain character she denotes as strangely of 

their time, in that they work to endorse, strengthen and simultaneously construct ‘powerful 

ideals of the family and its perfectly designed shelter’.125 The author links the idea and 

concepts of the home with Protestant, particularly Calvinist, doctrine, as well as the civil 

and governmental requirements of the seven provinces.126 After such an arduous struggle 

for independence, Westermann states that the provinces themselves were still in a 

somewhat precarious position, which in turn made them vulnerable to foreign pressures 

and national conflict. Therefore, the ‘Dutch and political leaders attempted to forge a 

society capable of withstanding the fragmenting effects of religious strife and radical 

economic transformation’.127 One of the significant factors involved in the foundation of a 

common national ‘identity’ was the ‘heightened valuation of domestic life and its 

constitutive concepts: marriage, family, and the individual’s personal, hence private, 

responsibility for his or her salvation’. 128 This evolving, inward focus was discussed in 
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Preface A. And according to Westermann, the great power behind these ideas was the 

influence of Calvinist belief held over the inward-looking, Dutch people. 

 

She continues her discussion to highlight the abundance of religious and instructional 

literature widely published and available during the seventeenth century, as well as the 

production of a ‘new Dutch translation of the Bible’ available from 1637, thus emphasising 

that Calvinist theology was extremely ‘prescriptive in matters of marriage, family 

organization, and communal morality’. 129  She stipulates marriage in particular as so 

extraordinarily different from Catholicism, where-by ‘Jean Calvin echoed the views of 

Martin Luther and other reformers when he called marriage “a good and holy ordinance of 

God”’, as opposed to a ‘sacrament that ensured salvation because it took the sting out of 

fleshly desire’.130 Marital matches in the Netherlands were based upon companionship and, 

of course, the stipulation that both male and female were from the same social class. 

Westermann reiterates that the man was the head of the family, having to provide financial 

support, while women were to ‘use the household purse wisely, nurture the couple’s 

children, and supervise female servants’.131 

 

This research project is largely focused on Dutch paintings made during the middle to late 

seventeenth century, and Westermann stresses that it was this time-frame in which 

representations of family adopted a burgeoning realistic home space as the backdrop for 

the light-hearted and tender moments shared by persons within this circle.132 Therefore, 

these domestic paintings reached a zenith at this point in the seventeenth century. 

Westermann underlines the significance of the Dutch home, especially in how it aided in 

developing the ‘psychological and social growth of individual awareness, of what we would 

call a sense of one’s self’.133 This is pertinent in relation to the spaces of the home and how 

these specific areas allowed members of the family to seek solace within the overall 

residence. Westermann refers to the examinations of seventeenth-century records that 

demonstrate how the study became a valued space within the domain owned by male 

academics, educators, experts and investors, and in turn how they served to balance female 

spaces of the home, ‘where women made their toilette or played music’.134 
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The author states that female figures were hardly ever represented as ‘capable of serious 

introspection’.135 I believe this statement is severe as there is no mention as to what this 

‘serious introspection’ could encompass. As we have discovered, women were depicted as 

idealised, civilised and accomplished, thus I believe it would have required serious thinking 

to have attained such a status. Moreover, Westermann says that even when women were 

depicted as being occupied by private thoughtfulness, this was expressed as religious piety, 

the trifles of love or simple vanity. Honig provides a perspective beyond this. She insists: 

 
Pictures are seen either as offering “role models” for the 
housewife to follow or as admonitions that she not behave in 
certain proscribed ways. Sometimes this was, no doubt, their 
authors’ intention. But when we consider women’s active 
role as purchasers of paintings, this general interpretive 
approach comes to imply that Dutch women were the 
victims of a sort of mass false consciousness, eagerly lapping 
up everything that was dictated to them by men regardless of 
their own interests or experiences.136  

 
 
Honig highlights the importance of the ‘feminine gaze’, as well as the home as a kind of 

stage for the performance of acceptable female behaviour.137 To the female eye, domesticity 

is the imagined space of the self in the realm of representation’.138 I agree with Honig on 

this matter of the complex female gaze compared to Westermann’s generalisations. Women 

did have a degree of autonomy in the space of the home, as well as a role in the 

procurement of paintings for its decoration, therefore Honig’s approach holds firm in light 

of these facts.  

 

Westermann goes on to say that the location of displaying these images, made about the 

home for the home, ‘does nothing to lessen their active confirmation of social ideals’.139 

Westermann emphasises that it was in the domestic sphere where these paintings could 

function with greatest efficacy. She finally concludes her essay with a summation that 

Dutch domestic images were rooted in the Dutch people, as she describes them, 
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represented in myriad parts, appearances and emotions.140 Importantly, she states that the 

artists were absolutely crucial in the ‘wider cultural effort to shape new living environments 

and familial relationships’.141 Not only were these images illuminating and influential, but 

they functioned to communicate seventeenth-century social principles, most significantly 

the importance of valuing the home and the family. 

 

“Semblance or Reality? The Domestic Interior in Seventeenth-Century Dutch Genre 

Painting” by C. Willemijn Fock, examines the realistic probabilities of these Dutch 

interiors, in particular with reference to the marble floors, floor coverings, light fixtures and 

curtains. It tells the reader how best to approach these homes and the actuality of their 

existence. This essay will be extremely useful when analysing art works discussed in later 

chapters, especially in light of why an artist would choose to construct a scene and 

elements within a domestic setting that were or were not part of reality. Fock begins her 

paper by referencing a quote from H. L. Peterson, on the artist’s intentions and the 

viewer’s interpretations of these seventeenth-century images: ‘“If he portrayed a detail that 

everyone would know was wrong or impossible, he would be destroying the effectiveness 

of his picture. Under normal circumstances he would be careful not to do it”’.142 So, in 

order to maintain the illusion of reality within a painting, an artist would not portray an 

element which was out of the ordinary, or even complete make-believe, as he would be 

effectively compromising this highly sought-after version of reality if he did so. 

 

The author discusses Emanuel de Witte’s Interior with a Woman at the Virginals143 (Fig. 47) 

(Rotterdam, c. 1665) and starts to question the credibility of several elements within the 

picture. She uses the domestic setting to open her argument; for example, the foreground 

interior is pictured with a bed to the left and a woman at the keyboard instrument to the 

right. The author posits that the amalgamation of these two features was reasonably 

conventional among elite families in Dutch society. Although, she says that the ceiling 

beams that run horizontally at the top of the picture plane could have not been an actuality 

in the commonplace Dutch home as they would have instead run perpendicular to the 

frontage of the residence. She attributes this alteration of reality as an activation of artistic 

authority that meant the image ‘could be closed off’ and therefore a more effective framing 
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device to the whole composition.144 The author also comments on the series of multiple 

rooms set in the distance of the picture, and concludes that this architectural arrangement 

has also been purposely appropriated by the painter in order to construct a profound 

perspectival illusion. For instance, ‘in this period such a sequence of four rooms en enfilade 

simply did not exist’.145 Therefore, the artists manipulated the composition and spatiality of 

their pictures to enhance the illusion of reality and create a visual treat for the eye, thus 

altering the viewing experience. John Berger states that in fact ‘the more imaginative the 

work, the more profoundly it allows us to share the artist’s experience of the visible’.146  

 

To conclude her essay, Fock explains why her research was so important, mainly in 

illuminating the ‘motives and incentives of these inventive painters, who sometimes twisted 

reality to their own purposes and in the process produced deceptively “real” interiors’.159 

Keyboard instruments, although one of the most played and significant instruments of the 

period, may also have been part of this artistic tendency to render keyboard instrument 

materials such as timber, string and ivory, as well as details including text, paint, appliqué 

and paper decoration so realistically that the instrument appears palpable, to such an extent 

that the viewer could almost reach out and play it themselves. 

 

““All striving to adorne their houses with costly peeces” Two Case Studies of Paintings in 

Wealthy Interiors” by Eric Jan Sluijter, discusses two prevalent collectors of pictures in the 

seventeenth century. However, it was the foundation of his argument that I found 

particularly useful for my project, especially regarding collecting practices of the time. For 

example, he asserts that it was after the formal split of the Northern and Southern 

Netherlands during the sixteenth century that these practices began to change. The author 

attributes this change to religious factors as well as commercial opportunities, where large 

numbers of artists, tradesmen and labourers made their way north where they quickly 

flourished. And it was these southerners that certainly ‘stimulated the fashion to decorate 

homes with paintings’.160 
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Sluijter estimates that approximately two thirds of homemakers in the city of Delft 

decorated their interiors with paintings, and each home would have had a mean of eleven 

pictures. Some of the more successful and renowned Dutch artists’ works could be sold for 

hundreds of guilders, but these costs could exceed one thousand guilders, which would also 

be equal to the price of a working-class family home.161 The author goes on to mention the 

extraordinary range of subject matter found in collections of art throughout the age; for 

example, ‘there appears to have been a perfect symbiosis between omnivorous art lovers 

and the great variety of painters who worked in many different genres and kept developing 

eye-catching variations on the themes in which they specialized’.162  

 

The final essay from this catalogue “Home and the Display of Privacy” by H. Perry 

Chapman is also relevant to my research topic. She opens by stating that the people of the 

Netherlands displayed pictures in their homes that essentially engaged them in many ways; 

for instance, paintings ‘must have served as a focus for pleasure, entertainment, 

contemplation, and discussion’.163 The author also emphasises that it was in the second half 

of the seventeenth century when paintings of the Dutch interior presented an outstanding 

and never-before-seen glimpse into middle and upper-class society.164 Just as Westermann 

had stressed previously, Chapman highlights that it was amidst a backdrop of an evolving 

society, culture and political structure, that ‘changing attitudes towards domesticity gave 

rise to imagery that mediated between the realities of family life and societal ideals of the 

home’.165  

 

The success of the Netherlands, especially in areas of shipping and commerce, as well as 

the fact that there was no monarchy in control of the republic, meant that the ruling 

powers invested a greater meaning and value in the ‘family and domestic virtue’. For 

example, with their new-found freedom ‘there arose a kind of vernacular political allegory 

in which the garden and household became metaphors for the new state and the legendary 

cleanliness of the Dutch home became a metaphor for its virtue’. Indeed, just as the widely 

circulated instruction books and guides of the seventeenth century informed the Dutch 

people of new and approved moral and social ideas, dictums and assistance, so did the 

burgeoning creation of domestic interior paintings facilitate the ‘urban ruling elite’s 
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communal consciousness’. 166  This view aligns with several authors already discussed 

previously. 

 

Chapman extrapolates this notion to the family itself, thus in commissioning, purchasing 

and subsequently displaying certain art works in their homes, the selection of an art work 

would be of upmost importance, as it would serve to simultaneously represent the family 

group and its overall ‘investment in the values of the larger community’. Comparing this 

statement to Honig, Chapman stresses the communal importance of the beliefs held up by 

paintings, particularly how they could represent a family’s adherence to these social 

principles, thus symbolising their honour. Chapman continues by stating that the Dutch 

preferred these images of domestic virtue so they could identify in them a ‘virtual mirror 

image of themselves’; however, it is now more likely the ‘reflection they saw was perhaps 

more about the way they hoped to be than the way they really were’.167  

 

Chapman highlights that an important shift took place about half-way through the century, 

where the themes and settings of Dutch paintings moved away from inn houses and the 

poor, as well as affluent classes and feasting scenes, to the activities of the mid to upper 

levels of society pictured in their homes. 168  As this research project deals with artists 

returning to the theme of keyboard instruments and women in Dutch interiors, it is 

important to mention why they did this. Chapman explains why artists so readily returned 

to images of women and children in particular – she stipulates it was because they so 

successfully communicated and underpinned central ideals of the time. But not only this, 

she persists, ‘giving an inventive twist to an old, but still meaningful, pictorial convention 

must have represented both a professional challenge and a way to entertain the viewer’.169 

 

Chapman then moves her discussion towards women depicted in these Dutch interior 

genre paintings. She explains that this genre was evolving throughout the era, as the spaces 

within the home were gradually ‘opening up to women’. Chapman emphasises that it was 

throughout the upper and middle classes that a ‘new ideal of the educated, cultivated 

woman who spent time reading, writing, making music, and drawing’ was developing and 

hence shifting the relationship of a woman to her domestic space.170 Not only are these 

women represented delighting in their creative and intellectual efforts, but – and the author 
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uses Vermeer’s women as an example – they are shown ‘uniquely empowered by, and able 

to take satisfaction in, the home as a place of retreat’.171 Therefore, to summarise this last 

essay, we have the evolution of a Dutch Republic none had seen before, the home as a 

space of pride, familial bliss and virtue, and the young women within that home as mighty 

emblems of domesticity and conformity. 

 

Class Distinctions: Dutch Painting in the Age of Rembrandt and Vermeer was the catalogue that 

accompanied the exhibition organised by the Museum of Fine Arts, Boston, in 2015. 

Featuring an array of useful essays and a large number of paintings, the catalogue is an 

excellent resource centred on all levels of class in the society of the seventeenth-century 

Netherlands, as reflected throughout art work of the period. The background of society 

and culture is discussed in relation to contemporary views of the “class systems” believed 

to be in existence during the time, with a reiteration throughout the text concerning the 

utter disgust and disproval of certain lower classes that were ambitious in attaining a higher 

rank and acting above their station. It was popular belief, as proclaimed by writer Cats, for 

example, that as creatures made by God, it would be against His word to move through the 

social order. 172  Therefore, religious ideas were still a major determining factor in the 

representation of society and class. 

 

Henk van Nierop suggests that it was the painters of the seventeenth century to whom we 

owe our understanding of Dutch society, more than the ‘would-be social analysts of the 

period’.173 Not only do these images inform us about society and culture during the time, 

but they also tell us of the ‘social and religious networks of artists and their patrons’.174  An 

extraordinary statistical figure is mentioned with regards to painting of the time; for 

instance, throughout the Northern Netherlands alone, it has been assessed that there were 

over five million art works created during this era. Hence, the market was inundated with 

paintings to be sold and purchased.  

 

Having a thorough knowledge of art and painting during the seventeenth century also 

served to improve social standing; this was a common practice throughout every level of 

society. It was also apparent that different classes were interacting every day in various 

ways, and consequently this was a typical scene unfolding in Dutch paintings from the 

time. It was of increasing concern by some, however, for the classes to constantly mingle, 
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as servants, for example, would often learn skills and manners from their mistresses, thus 

gaining knowledge of proper society. There were many reasons for the inclusion of lower 

classes depicted in images with the wealthy elite, one primary intention being to ‘glorify the 

benevolence of their betters or as a moralistic warning against sloth and idleness’.175 This 

aligns with the earlier quoted Schama text. 

 

The representation of wealth and status in Dutch easel paintings of the seventeenth century 

was an important visual symbol, further highlighting the social hierarchies that were at play. 

This was frequently presented by the wealthy upper and middle classes, for example ‘their 

clothing, their townhouses and country estates, their coaches, and…their portraits, in 

which they had themselves depicted with as many of these attributes as possible’. 176 

Clothing, in particular, played a vital role in the identification of a certain class, vocation or 

profession of an individual. Think of the women clothed in silk discussed by Kettering 

earlier. This may be evidenced in the expensive fabrics and idiosyncratic details of clothing 

worn by the elite – and the subtle and sometimes dull materials sported by the peasant 

class. For instance, ‘courtiers, regents, nobles, wealthy burghers, and merchants are dressed 

in silk and velvet, often trimmed with costly fur and lace’ where as the ‘tradesmen, 

shopkeepers, laborers, peasants, and the poor wear… wool and linen’.177 

 

Another important element to the accepted conventions of painting during the seventeenth 

century was how the figures within an image were portrayed in movement. As suggested in 

the essay “Footwork: How Seventeenth-Century Painters Made Their Merrymakers 

Dance” featured throughout the catalogue titled Celebrating in the Golden Age, the authors 

state that ‘deportment and ways of moving were… essential in communicating social 

status, both in everyday life and in art’.178 It is also mentioned that the seventeenth-century 

manner of viewing paintings was often ‘accompanied by making music’.179 Therefore, it 

may be proposed that all of these themes are linked, interconnected by sociocultural 

ideology, musical practice, class, wealth, status and gender, yet to be explored in art 

historical discourse. 

 

In light of the practice of viewing paintings in the presence of music, the space where this 

occurred in the home is also relevant. Johan van Beverwijck – the prominent academic, 
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author and doctor – died in the year 1647 and four years later a full inventory of his 

household and its contents was drawn up.180 Throughout this inventory a room called the 

‘kelderkamer’, which was a basement space or a ground-floor room with access to the 

basement, was frequently utilised by the women of the family.181 Within this room was ‘a 

harpsichord with a pedestal for the daughters’ as well as ‘a lady’s chair upholstered with 

blue damask’.182 Also in this room hung a reproduction of Rubens’s ‘‘Susanna’’, possibly 

depicting the moment she was voyeuristically gazed upon by the Elders.183 The subject of 

this painting attests to Susanna’s innocence and ultimately she was a symbol for ‘female 

chastity’.184 It is not surprising to discover the combination of the nature of the room, the 

keyboard instrument and the painting of Susanna; after all, women making music in the 

home was regarded as an acceptable pastime and a private space where they would be 

protected from the perils of the outside world. In conclusion, it appears that the kelderkamer 

in Beverwijck’s home was a dedicated room for his daughters to actively play music upon 

the keyboard instrument, listen to this music and simultaneously view the painting of 

Susanna: a female heroine. 

 

Conclusion 

Women & the Home has demonstrated the importance of these areas of study and how large 

the overall topic is, but in spite of this there still remains a significant gap to be filled with 

regards to current literature available today on depictions of women and keyboard 

instruments. These themes were repeated several times by Dutch genre painters in the 

latter half of the seventeenth century, representative of the artistic challenge involved in 

these types of scenes or their popularity on the market. This point in time was also where 

an important shift took place, and home and family life moved to the forefront of genre 

painting. National pride was evident in these interior scenes, and in turn a high value was 

placed on marriage, family and personal morality. These paintings communicated 

significant ideas about women held by a dominant patriarchal society. Pictures were not 

only effective carriers of information, but they helped maintain social order, gender 

ideologies and beliefs concerning the consecration of the home. As a result, paintings 

established these ideas and at the same time, they strengthened them.  
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Women provide a dichotomous array of notions and values in Dutch paintings, from the 

virtuous to the nefarious. While present interpretations insist on there being a duality of 

erotic temptress and pure virgin represented by these women throughout Dutch pictures, 

as both Salomon and Honig have emphasised, a more fluid analysis is required. Women 

purchased art works for display in the home and so exercised a degree of taste. After all, 

women were gazing upon these art works just as much as men. As we have found, 

although all of the case studies collected here were painted by male artists, the female gaze 

is a significant issue to consider. Indeed, women embodied ideas concerning domesticity 

and virtue; therefore female viewers were seeking out a version of themselves to judge, 

compare and find pleasure in. For the first time, this research project will bring together 

these art works – all connected by the themes of music, women and home in the 

seventeenth-century Netherlands – and gain further insight into the artists who created 

them, a public that valued and displayed them, as well as a society and culture that helped 

to shape them. The next section of this literature review will detail Music, Sound & Silence; it 

will lay the foundation for a background in music throughout the seventeenth century and 

highlight important sources and terms pertaining to sound studies. 
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Part Two: Music, Sound & Silence 

 

Sounding is active and generative. Sounds are verbs. Like all creation, 
sound is incomparable. Thus there can be no science of sound, only 
sensations…intuitions…mysteries…1 

 

Introduction 

Penelope Gouk highlights that studies on sound are currently needed, and it is the aural 

environments in which people lived that can inform researchers on ‘what changes 

occurred…, how these changes might have altered people’s inner sense of themselves as 

well as their relationship to the outer world’.2 She continues that there has been far too 

much emphasis on ‘new “ways of seeing”’ and yet ‘new “ways of hearing”’ have not been 

utilised for their capacity to reveal new information. This is in especial reference to ‘the 

experience of listening in various historical periods and to trace the concept of a “musical 

ear”, which seems first to have emerged in the late seventeenth century’.3 James W. Cook 

concurs and highlights that researchers are starting to address ‘aurality as an historical 

problem’.4 Leigh Eric Schmidt also stresses the imbalance of attention sight has received 

over hearing. For example, ‘the sovereign nobility of vision,…has made the modern story 

almost always one of profound hearing loss in which an objectifying ocularcentrism 

triumphs over the conversational intimacies of orality’.5 The author writes: 

 
The voices of the past are especially lost to us. The world of 
unrecorded sounds is irreclaimable, so the disjunctions that 
separate our ears from what people heard in the past are 
doubly profound… Almost all of history is eerily silent, and 
so, to evoke these stilled and faded voices, the historian 
must act as a kind of necromancer.6 

 

So too does Mark M. Smith believe that sight has taken precedence in the literature. He 

explains that ‘we understand the past in one-fifth of its texture and scope, and historical 
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analyses of how people sensed – heard, tasted, smelled, and touched – are staggeringly few 

and far between’.7  

 

If the eye has ‘eclipsed’ the ear, then it is significant to address this bias, and examine how 

these two senses can come together, particularly in the vehicle that is visual culture, making 

this project cross-disciplinary and multifaceted in its approach.8 Steven Connor argues that 

‘Cultures are sense traps that bottle and make sense of sensory responses’,9 and so could 

Dutch paintings from the seventeenth century be the vessels of such senses, and in turn 

portray sensory responses? Throughout this section, I will explore the current literature 

pertaining to the significance of music, sound and silence, as well as noise, hearing and 

listening in order to highlight the gap in knowledge that this thesis will address. This 

section will raise questions, and introduce terminology that will be applied to the visual 

analyses featured throughout Chapter Four. I will propose that specific paintings from this 

era can provide visual evidence of one such listening culture existing in the Netherlands 

during the seventeenth century. These visual sources are documents which afford modern 

viewers a glimpse into an artist’s interpretation of beliefs held about sound, silence, music, 

hearing and listening at the time of the Dutch seventeenth century.  

 

Visual Culture, Ocularcentrism & Paul Claudel 

Deborah Cherry considers visual culture at length in her article “Art History Visual 

Culture”. She stresses that ‘visual culture has launched a robust challenge to established 

practices and priorities’, and that a ‘non-hierarchical’, inclusive methodology is required.10 

The study of art history in particular, she argues, should encompass ‘an understanding of 

embodied knowledge, of disputed meanings, of the formation of scholastic discourses of 

material value, of viewing subject positions within culture, and of the role of vision in the 

formation of the structures of desire’.11 Moreover, on the senses in studies of visual culture, 

the author underlines that ‘With the body, and with aesthetics, has come a renewed address 

to the senses…that revisits their hierarchy, examines sensory experience and…re-situates 
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vision as embodied, sensate and haptic’.12 In other words, she acknowledges that the sense 

of sight is interconnected with all of the other senses. 

 

In Liz James’s article on “Senses and Sensibility in Byzantium”, the author suggests that the 

labels “art history” and “visual culture” favour the visual and build dialogues in only visual 

ways.13 Throughout her paper she analyses an example of visual culture through a 

multisensory lens. Writing on the sense of hearing, James asserts that ‘both sight and 

hearing interacted in the overall comprehension of the image; the visual did not act alone’.14 

Ruth Phillips advocates in her journal article “Making Sense Out/Of the Visual: Aboriginal 

Presentations and Representations in Nineteenth-Century Canada” that ocularcentrism in 

art history, particularly Western art history, limits Aboriginal studies as well. For instance 

‘The exclusive focus on visual experience intervenes in non-Western hierarchies of sensory 

authority that emphasize related non-visual, perceptual channels and expressive media’.15 

Thus, the impact of purely visual modes of research and wiring are “blinding” the 

possibilities for extensive cultural knowledge. 

 

Published in 1950, The Eye Listens presents the idea of listening to Dutch paintings. Firstly 

Paul Claudel writes about Willem van de Velde’s The Cannon Shot (c. 1680; Rijksmuseum, 

Amsterdam) with reference to the ‘detonation in a cloud of smoke’, emphasising that it is a 

picture to not gaze upon, but to listen to.16 He then moves onto landscape painting, 

stressing that viewers would comprehend more about the genre – these ‘themes of 

meditation and sources of silence’ – if we absorbed their aurality as we ‘feed our 

intelligence upon them by means of our eyes’.17 Subsequently, in the following passage 

Claudel describes the effects of perceiving sound as well as the soundmarks he interprets 

through the act of viewing:  

 
Whether it be accentuated and enlarged in crescendo as 
we ascend for instance to the arms of a windmill; or 
whether it starts up tumultuously, as in Ruysdaël, in 
round rocks piled on one another and in spiral foliage; 
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or whether it spreads out like a long raft with steeples 
here and there for masts, as in the canvases of Van 
Goyen, it is still that which…gives force and secret life 
to the whole, fluid and stationary at the same time, 
where time for us is frozen into ecstasy. And as for the 
natural and human incentives that come in to give life 
to this whole: a mill-wheel in motion, a cart sunk in the 
mire, little human figures running hither and yon like a 
quavering trill, I compare these to those fingerings at 
the vibration point of a string, or to the plectrum that 
makes the lute tremble.18 

 
Claudel’s discussion shifts to genre pictures, namely interior scenes, which he describes as 

illustrating ‘harmonic society’.19 For example, ‘on the other hand, what subject could be 

more apt to suggest to us the intimate pact between souls and their attraction for each 

other than one of those concerts, so often represented by the brush of a Palamedz or a Ter 

Borch, where a woman’s voice is wedded to a man’s attention – without mentioning the 

little dog that stirs uneasily in a corner’.20 Claudel examines Steen’s work in detail, 

deliberating on the multisensory nature of his pictures, the author says ‘The centre of the 

composition is…for instance, the pupil of this young woman’s eye, the point of the lace-

needle at the end of ten slender fingers, the doctor’s thumb on the patient’s pulse, the nail 

on the treble-string, that flask, that glass that the taster turns about in the sunlight’. In this 

sentence, Claudel mentions sight, touch, sound and taste, and the significance of these 

senses in Steen’s œuvre. 

 

The Senses 

Scholarship on the senses in art of the Renaissance period has gained considerable 

attention in the last few years. Herman Roodenburg is an expert in the field and his studies 

reveal the importance of ‘sensescapes’ throughout Early Modern history.21 He highlights 

that sensory historians working now are not necessarily focused on historiography, but 

instead ‘they like to focus on how people sensed, including how they perceived and 

experienced possible ruptures’.22 The author asserts that art historians are making insightful 

contributions to the area of sensory studies. Interestingly, Roodenburg writes that the five 

senses we know today (six in China),23 did not have exact equivalents in the Renaissance, 

                                                           
18 ibid, p. 9. 
19 ibid, p. 19. 
20 ibid. 
21 Roodenburg, A Cultural History of the Senses in the Renaissance, p. 2. 
22 ibid, p. 4. 
23 Cherry, “Art History Visual Culture”, p. 488. 



92 

for instance there were more than five, they might not have had a precise name for them, 

nor did they utilise similar labels that we do.24 

 

In the same volume, François Quiviger’s chapter “Art and the Senses: Representation and 

Reception of Renaissance Sensations” yields yet more connections between visual culture 

and the senses, using both sacred and secular examples of art. In his discourse on 

allegorical images, the author underlines the Christian origins of four of the senses in 

pictorial tradition. He says of this: ‘The ancestors of Hearing tuning or plucking a stringed 

instrument are the angels and musicians of medieval Psalters and Renaissance altarpieces’.25 

Therefore, sacred imagery serves as a strong root in allegories throughout the European 

Early Modern period. Moreover, the role of imagination is vital in the perception of the 

senses in art. In a comparison with contemporary neuroscience principles, Quiviger 

illuminates the power of the imagination in the following passage: 

 
The early moderns believed in the ability of the 
imagination to make present what is not, and the ability 
of images to represent and stimulate the imagination. 
Today neuroscientists have the mirror neurons. Both 
theories explain the familiar multisensory discomfort 
of watching something painful being inflicted on 
someone else as if it was inflicted on us. The history of 
the uses and application of this faculty is the theatre of 
the history of sensation represented in the visual arts.26 

 
Thus, the role of empathy in the act of viewing is deeply embedded in sensory 

representations; and to use the example mentioned previously, one does not just see the 

pain, but feels it too.  

 

Samuel van Hoogstraten 

The poet, writer and artist Samuel van Hoogstraten is a crucial figure in seventeenth-

century art theory. Thijs Weststeijn describes him as ‘one of Rembrandt’s pupils, as a key 

author in the seventeenth-century theory of art, and as a social climber who achieved 

success through a combination of prolific painting, poetry, optical experiments, and 
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common sense, the phantasy (or also the imagination), and memory’. 
25 Quiviger, “Art and the Senses: Representation and Reception of Renaissance Sensations”, p. 172. 
26 ibid, p. 200. 
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European travels’.27 Hoogstraten’s art treatise published in 1678, titled Inleyding tot de hooge 

schoole der schilderkonst; anders de zichtbaere werelt (Introduction to the Academy of Painting; or the 

Visible World) was particularly significant. It presents an overview of contemporary 

seventeenth-century attitudes about painting; drawing on philosophy, literature and history. 

Important to this thesis discussion, is Hoogstraten’s writing on imitation, the imagination, 

synaesthesia and the senses. In Weststeijn’s book devoted to Hoogstraten, The Visible World: 

Samuel van Hoogstraten’s Art Theory and the Legitimation of Painting in the Dutch Golden Age, the 

author writes on the role of the spectator in observing paintings as a ‘virtual reality’.28 For 

instance: 

 
The notion of the paradoxical nature of imitatio 
auctoris…is based on a theory from antiquity focusing 
on the emotional response of the beholder, who is 
deemed to sympathize completely with the depicted 
figures. In accordance with this view, the imitator 
should not focus on imitating the work of art, but on 
reconstructing the original reality that inspired his 
example. And this focus on another reality is not 
confined to the sense of sight: the imitator should 
become affectively and physically involved in the 
reality that is conjured up.29 

 

Furthermore, Weststeijn explains that the imagination is fundamental to the spectator’s 

‘affective involvement’ by stating that ‘Ultimately, the viewer’s experience of a painting 

becomes an immersion in a virtual reality. What is more, not only sight but the other senses 

too are deemed to be affected by the virtual reality of the painting’.30  

 

In his section on synaesthesia, Weststeijn examines Hoogstraten’s theories on the 

imagination in relation to those of classical philosopher Philostratus. He affirms that: 

 
…a good work of art is believed to stimulate the 
imagination through all sorts of illusionistic, persuasive 
and affective means, such that the image becomes more 
than a mere painting: it comes to life such as to bring 
the other senses too into play…the viewer hears the 
painting speak, sees it move, and his other senses too 

                                                           
27 Weststeijn, “Approaches to a Multifaceted Master”, p. 7. 
28 Weststeijn, The Visible World: Samuel van Hoogstraten’s Art Theory and the Legitimation of Painting in the Dutch 
Golden Age, pp. 132-3. 
29 ibid. 
30 ibid, p. 133. 
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are mobilized; in short, he is immersed in a 
performative illusion.31 

 

Thus, the senses are powerful components in the act of viewing and work to trigger the 

imagination. In especial reference to sound, Weststeijn highlights Hoogstraten’s quoting of 

Philostratus in the former’s Inleyding throughout the following passage: ‘Philostratus himself 

waxes particularly lyrical on the synaesthetic facets of artistic illusion; describing a painted 

garden, he asks: ‘do you notice something of the fragrance of the garden, or are your senses 

numbed?’ When he evokes an image of horses, he states that ‘they whinny fast, nostrils 

raised, or do you not hear the painting?’’32 At another point in the treatise, Hoogstraten 

approaches an image of Venus with a multisensory lens, for example ‘Who will not imagine 

the most enchanting elegance if he reads Virgil’s words on Venus? “Thus speaking, she 

departed, looking back over her rosy neck, a divine fragrance like ambrosia wafting from 

her hair, her robe trailing behind her, and her tread that of a true goddess”’.33 These extracts 

demonstrate an appreciation for and an awareness of the senses, particularly aurality in 

Dutch art, and how this may be applied to paintings made during the seventeenth century.  

 

Jan Blanc also writes on Hoogstraten in the book chapter “Van Hoogstraten’s Theory of 

Theory of Art”. The author delves into Hoogstraten’s theory of art, which advocated for 

the combined study of other disciplines like ‘poetry, philosophy, science’ and 

simultaneously gave precedence to the ‘technical and mechanical’ elements of painting.34 

Blanc underlines that by being an active artist himself, Hoogstraten was able to learn 

through practice and concurrently develop his individual artistic philosophy.35 An important 

directive that Hoogstraten encouraged was ‘the rule of decorum’ so as to ‘‘be strongly 

attached to the truth or verisimilitude, and only to represent what exists or…what can 

exist’.36 This principle is reliant upon understanding ‘the literary or discursive sources, the 

iconographical traditions, and the visual representation’.37 

 

                                                           
31 ibid, p. 149. 
32 ibid. 
33 ibid, p. 50. Weststeijn then goes on to annotate the other senses that appear within Hoogstraten’s treatise, 
such as touch. 
34 Blanc, “Van Hoogstraten’s Theory of Theory of Art”, p. 36. 
35 ibid, p. 39. 
36 ibid. 
37 ibid, pp. 39-40. 
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Additionally, Celeste Brusati discusses Hoogstraten in her chapter titled “Paradoxical 

Passages: The Work of Framing in the Art of Samuel van Hoogstraten”, in which she writes 

about the concept of framing throughout Hoogstraten’s work. She underscores that the 

artist and author considered framing both ‘deliberately and with creativity’.38 Brusati 

emphasises that Hoogstraten utilised ‘feigned frames to visualize the dual status of paintings 

as both representations and fabricated material objects’, often using illusionistic effects such 

as trompe l’œil to achieve such a vision.39 She attests that Hoogstraten’s intention was to allow 

spectators to comprehend their ‘paradoxical artifice’; instead of creating a perfect illusion of 

reality, he aimed to ensure that observers understood they were looking upon a simulated 

image.40 This characteristic of Hoogstraten’s theory highlights the role of the painter and his 

potential to entice the viewer but then remind them of the talent of his brush. 

 

The Music 

At the heart of this research topic is the subject of music, therefore it is of primary 

importance to understand and appreciate the significance of music throughout the 

seventeenth-century Netherlands. The catalogue produced by the National Gallery during 

2013, in conjunction with the exhibition Vermeer and Music: The Art of Love and Leisure, 

opens with interesting statistical information regarding musical subject matter prevalent in 

seventeenth-century Dutch painting. Curator Marjorie Wieseman states that twelve percent 

of paintings in the seventeenth-century Dutch Republic revolve around music and musical 

themes. She goes on to state that approximately thirty percent of Dutch genre painters 

depicted music and musical instruments in their work.41 This information immediately 

demonstrates how extraordinarily significant music was in Dutch life during this time. As a 

researcher these figures are astounding, and already it appears quite clearly that this is an 

extremely large, understudied area of art history.  

 

Wieseman continues providing a historical background in her essay; she expounds the 

subject of music from the fifteenth century onwards within social, cultural and religious 

contexts. She highlights that music and art were strongly aligned, in that they were firmly 

situated in the realm of everyday people, made for and by all levels of society. She claims 

music was classified as largely ‘bourgeois’ where conventional and basic psalms and well-

                                                           
38 Brusati, “Paradoxical Passages: The Work of Framing in the Art of Samuel van Hoogstraten”, p. 54. 
39 ibid, p. 57. 
40 ibid, p. 59. 
41 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 9. 
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known songs reigned.42 Wieseman makes mention of keyboard instruments several times, 

noting the virginal as being used for ‘intimate indoor occasions’ and the carillon and organ 

for larger-scale performances associated with the church.43 Domestic spaces in particular 

are cited as important places for making, learning and engaging with music and music 

makers.44 It was pleasurable, calming, societal, lively and above all unifying. Wieseman 

asserts the majority of music was undertaken in the home, with women, at the centre of 

this daily endeavour.45 

 

Importantly, Wieseman indicates that stringed and keyboard instruments were the ones 

most frequently painted in the seventeenth century, and these make up a large amount of 

art works still seen today.46 Keyboard instruments were also the most costly of instruments 

to own, therefore it seems that not only did they assist in portraying natural skill and talent, 

but they acted simultaneously as a tool to further ideas of wealth and status, accrued by 

merchants and burghers.47 Again, it appears this catalogue essay has established the size of 

the subject, but also the significance of keyboard instruments within the domestic sphere, 

throughout Dutch life during the seventeenth century. In turn, this inspires the query as to 

why this area of study is touched upon briefly, but not investigated in greater detail and 

even extensively, thus currently emphasising a large gap in art historical research. This essay 

does not delve into why women were so often depicted with keyboard instruments, and the 

music-making possibilities they represented, which is what I seek to do throughout this 

project. 

 

Gierveld wrote in his journal article titled “The Harpsichord and Clavichord in the Dutch 

Republic” from 1981, that keyboard instruments were incredibly prevalent in the 

Netherlands. This view corroborates Wieseman previously, and he goes on to state the 

substantial number of paintings, including representations of harpsichords specifically and 

keyboard instruments generally.48 He also affirms the importance of the collegia musica, a 

                                                           
42 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 12. 
43 ibid. This thesis will not analyse the use of organs or carillons in art works from the seventeenth century, as 
this scope is too large for the parameters of this project. Please see the Glossary of Terms & Musical 
Instruments in the Appendix for an explanation of a carillon, and how its sound is made.  
44 ibid, p. 14. 
45 Wieseman states that women were more frequently represented playing music than men, and virginals and 
harpsichords in particular were a solely female vocation. She mentions that men were sometimes wary of 
playing instruments in front of company, as they did not want to be misidentified as ‘career musicians’. ibid, 
pp. 30-1. 
46 ibid, p. 17. 
47 ibid, p. 20. Burghers were significant civilians of towns or cities.  
48 Gierveld, “The Harpsicord and Clavichord in the Dutch Republic”, p. 117. He also states that it was 
incredible the clavichord was so well-liked in the ‘northern provinces’, a trend that continued through to the 
nineteenth century. ibid, p. 126. 
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collection of music makers utilising communal harpsichords led by the locally appointed 

organist. Therefore, another connection arises within performances of collegia musica – that a 

keyboard instrument and instrumentalist are vital to the music made by this group. 

Gierveld continues, underlining that the music these musicians played often assisted in 

raising the notability of the ‘domestic keyboard instrument – organ, harpsichord or 

clavichord’ throughout the period of the seventeenth century.49 The purpose of his article, 

however, directly bases itself in the instrument makers and the history of the instruments.50 

 

In his 1990 doctoral thesis entitled “Music and its Symbolism in Seventeenth Century 

Dutch Painting”, Ignacio Moreno presents an in-depth discussion on the role of music in 

painting during this time. He concentrates on group and self-portraits, merry company 

scenes and genre paintings, and begins by introducing the importance of music in the 

Netherlands, the influence on greater Europe, widespread trends in music of the time, and 

the composers and musicians themselves. Moreno continues by detailing some of the most 

significant musical figures and groups during the period, emphasising the special role 

played by the church organist, as well as qualified musicians appointed by local councils. 

These musicians were paid to play at ‘municipal functions and social events’, 

supplementing their earnings with musical pieces at ‘private weddings, parties, and 

celebrations, or by teaching others to play musical instruments’.51 Moreno proposes that it 

was these adaptable performers who served as the figures for the teachers we see depicted 

in the copious “music lessons” that abound in Dutch painting.  

 

He also claims, just as Wieseman and Gierveld earlier, that harpsichords and virginals were 

among the most often represented in Dutch painting and consequently the most played 

instruments of the period.52 Moreno continues in his dissertation to highlight the cost of 

the intricately painted keyboard instruments, and the subsequent understanding this would 

have garnered from a seventeenth-century Dutch viewer.53 He reiterates throughout his 

                                                           
49 ibid. The central position the harpsichord managed to maintain in Dutch musical life continued to flourish 
well into the eighteenth century, due in part to the plentiful number of compositions written especially for 
this type of instrument. 
50 For a comprehensive list of Netherlandish harpsichord and clavichord makers, consult Gierveld, Arend 
Jan. “The Harpsichord and Clavichord in the Dutch Republic.” Tijdschrift van de Vereniging voor 
Nederlandse Muziekgeschiedenis 31, no. 2 (1981): 117-66. 
51 Moreno, “Music and its Symbolism in Seventeenth Century Dutch Painting”, p. 4. 
52 Moreno, “Music and its Symbolism in Seventeenth Century Dutch Painting”, p. 12. Clavichords and 
spinets were less frequently depicted in painting compared to the aforementioned harpsichords and virginals, 
according to Moreno. 
53 ibid, p. 16. The initial purchase price of a keyboard instrument, as well as its transportation and later 
decoration, would have made it an expensive venture. This investment would have been a valuable one, and 
the Dutch viewing public would have completely understood all of the associated connotations, including 
wealth, status, skill and intelligence. 
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thesis that music in Dutch society was certainly well-respected, more so than painting, 

therefore the combination of music within painting sought to raise ‘social, intellectual, and 

aesthetic prestige’.54 While Moreno’s thesis is thorough in achieving a solid case on the 

function of music in Dutch painting, it still encompasses multiple genres of painting, as 

well as music and musical instruments as a whole, general subject. Furthermore, it 

continues to cement the argument that a comprehensive new body of research and writing 

could fulfil the current gap that has been highlighted in the texts discussed thus far. This 

comes about with multiple references to the importance of keyboard instruments and their 

continued association with women playing in the space of the home, a venue where they 

were permitted to express themselves musically. My study is therefore different to 

Moreno’s thesis, as I will use specific art works to find evidence and connections between 

women and sound making during the seventeenth century. 

 

The catalogue titled The Hoogsteder Exhibition of Music and Painting in the Golden Age was 

published in conjunction with the 1994 exhibition of the same name, held in both The 

Hague and Antwerp. The instruments depicted in the images throughout the catalogue are 

extremely diverse and plentiful, as was the case during the seventeenth century. Over thirty 

different kinds of instruments are cited overall, which provide a background of symbolic 

meanings and interpretations, culminating in an awareness centred on the ‘duality of the 

seventeenth century’.55 The Hoogsteder’s even state the catalogue’s aim was to act as a 

catalyst to ‘spur towards further interdisciplinary research’.56  

 

The first essay “Music in Seventeenth-Century Dutch Painting” by Magda Kyrova is 

structured very similarly to that of the previously discussed author Wieseman. Beginning 

with statistical information regarding the large number of paintings and artists depicting 

musical themes, Kyrova comments on the sheer precision of the portrayal of instruments 

as well as the correct ‘manner of playing’ utilised by seventeenth-century artists.57 This 

reinforces the prevalence of music and musical instruments in society during the time, as 

well as how important it was in daily life among all classes of people, including the artists 

themselves. Kyrova provides a detailed list of principal musical figures in the seventeenth-

century Netherlands, for example, the city organist, collegium musicum and city musicians.58 
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55 Hoogsteder & Hoogsteder, “Preface”, p. 11. 
56 ibid. 
57 Kyrova, “Music in Seventeenth-Century Dutch Painting”, p. 31. 
58 Kyrova notes that the collegia musica was extremely significant, as these gatherings evolved to become the 
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She asserts that music in the domestic realm was as equally significant to ‘public 

performance’ throughout the period.  

 

The large number of female figures together with representations of keyboard instruments 

may be attributed to a plethora of different reasons according to Kyrova’s essay. She 

remarks on the prevalence of songbooks and mentions that songs written for one vocalist 

were the most common – these often included accompaniment on the virginal. She notes 

the massive number of songbooks available at the time, and surmises that there were songs 

written for all vocalists, ‘of every level and for every occasion’.59 Importantly, Kyrova 

declares that the composers, authors and issuers of these songbooks were predominantly 

focusing on an audience of ‘amorous youths’ and in particular the ‘fair sex’. For instance, 

she explains that the ‘introductions and dedications were addressed to the “Maagdelijck 

geslacht”…who were not only in love but affluent and constituted a growing market’.60 

Furthermore, Kyrova reveals the duality of musical symbolism – and deduces it as complex 

in nature. Not only does music emerge in various ways, but it also encompasses many 

different interpretations – sometimes contradictory, other times opposing, sometimes 

negative and at other points positive.61 

 

Above all, musical themes and instruments as symbols were used as a powerful visual 

language. This comes about both literally and symbolically. For example, keyboard 

instruments were used in this regard to convey explicit messages on the decorated lids of 

‘harpsichords, virginals, and clavichords’. As Kyrova emphasises, ‘music was credited with 

certain powers to exorcise evil spirits’. This is evidenced in the commonly painted motto 

‘MUSICA LAETITIAE COMES MEDICINA DOLORUM’ which translates as ‘Music is 

the companion of joy and the medicine of grief’.62 Not only do these messages on keyboard 

instruments resound quite obviously in written form, but they also impart meaning in 

symbolic form. Kyrova mentions this with regard to the massively prevalent theme of 

vanitas. She uses the Ruckers workshop as an example, as it was this group of instrument 

makers, particularly of keyboard instruments, that would commonly represent mottoes 

such as ‘SIC TRANSIT GLORIA MUNDI’, translated as ‘So passes away the glory of the 

world’. Kyrova highlights that it is certainly not just the message that makes keyboard 

instruments a primary symbol of the fleeting nature of existence but also the extraordinary 
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decorations, including ‘sounding boards painted with flowers, small animals and insects – 

all short-lived creatures of nature’.63 Thus, it seems that keyboard instruments act as a 

simultaneous tool of warning and lesson, with a degree of moral ambiguity. Appealing to 

the senses and the emotions, these instruments seem to go through a cycle of influence, 

fascination and interest for the owner of the instrument, player, listener, patron, artist and 

consequently the owner of the painting. 

 

The Sound 

In 1972, Berger presented an influential four-part television series on the BBC, titled “Ways 

of Seeing”. His aim was to highlight how viewing practices had changed with the advent of 

the camera, the influence of television and the resulting mass reproduction of the image. In 

his book of the same name, he writes ‘We only see what we look at. To look is an act of 

choice’.64 To this, I would add that hearing is not an act of choice but a physiological 

response. Berger emphasises the importance of the ‘eye of the beholder’ and yet the query 

has never been asked, “What about ways of listening and the ear of the beholder?” Art 

works throughout history, and particularly during the seventeenth century, sought to 

emphasise the relationship between people and music specific to their time and place. 

During this period, paintings produced on this theme abound, as stipulated previously. The 

complex notions of sound, music, noise, silence, hearing and listening are all entwined 

within these pictorial sources, and it is important to examine them in this regard today. 

 

Music, Sound & Silence 

From the perspective of physics, one may determine sound as vibrations travelling through 

the air to be detected by the ear.65 Brian C. J. Moore writes that ‘Sound originates from the 

motion or vibration of an object. This motion is impressed upon the surrounding medium 

(usually air) as a pattern of changes in pressure’.66 The production of sounds may be 

controlled and purposeful, as well as accidental or even omnipresent. Music, however, is 

completely different to sound. For centuries it has been part of the human condition to 

create music, consequently it is a multifaceted cultural and historical medium. Music 

comprises a body of sounds, tones, rhythms and silences, in a meaningful period of time, 
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which are purposefully designed and orchestrated to satisfy the human sense of hearing. 

Music may affect our emotions, memories, moods and feelings, and it would not exist 

without the presence of sound and silence. Harry F. Olson details this in chronological 

sequence: 

 
Music is the art of producing pleasing, expressive, or 
intelligible combinations of tones. The sounds of original 
music are produced by the human voice or instruments 
actuated by musicians. Most music is recorded and translated 
into sound from a symbolic notation on paper. The ultimate 
objective destination of all music is the human hearing 
mechanism. Thus the production of music consists of the 
following processes: the symbolic notation on paper by the 
composer, the translation of the notation into musical 
sounds by a musician employing his own voice or an 
instrument or both, and the actuation of the human hearing 
mechanism by the musical sounds.67  

 

Silence is an integral part of music theory. The total ‘absence of sound’ is how The Oxford 

Compact English Dictionary defines “silence”.68 But David Guion furthers this explanation 

using the following example: 

 
Avant-garde composer John Cage once entered an anechoic 
chamber so that he could experience silence. To his 
disappointment, even there he heard two distinctly different 
sounds, one high in pitch and one low. So he asked lots of 
scientists for explanations and determined that the high 
sound he heard was his nervous system and the low one was 
the blood circulating through his body. He concluded that if 
silence has to mean absence of sound, there is no such thing 
as silence. Silence can only mean absence of intentional 
sound.69 

 

Thus, music and silence are reliant on an ‘intentional’ source, where-as sound and music 

may be differentiated by the purpose for which the sounds were first created. The Dutch 

artists of the seventeenth century appear to deliberately and consciously utilise these modes 

of sound, music and silence within their paintings. 

 

                                                           
67 Olson, Music, Physics and Engineering, p. 1. 
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69 Guion, David. “Quotations on Sound and Silence.”  
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David Sonnenschein writes that by assigning value to noise, ‘sound becomes 

communication’.70 As a result of these communicative sounds that we have utilised 

throughout the ages, we may ‘alert one another, organize activities, exchange messages, 

entertain, love, and battle’.71 Sonnenschein also posits that by means of sound, discoveries 

can be made to track the developments of ‘religion, music, language, weaponry, medicine, 

architecture, and psychology, not to mention cinema’.72 It is noteworthy that visual culture 

is not included in this list, highlighting the current gap in knowledge in reference to the 

communicative power of sound and its capacity for revealing new discoveries in the realm 

of art.73 He also outlines the distinctions between hearing and listening. Simply, ‘Hearing is 

passive and listening is active’, with the former relying on anatomical processes and the 

latter concerning Gestalt psychological ideas in order to ‘filter, selectively focus, remember, 

and respond to sound’.74 Applying these ideas to seventeenth-century Dutch paintings 

then, one may extrapolate that musical themes were in turn used to communicate and 

further ideals held by artists, patrons and certain classes of society at the time. 

 

Claudia Gorbman organises film music into three different categories, such as ‘diegetic’, 

‘nondiegetic’ (‘extradiegetic’) and ‘metadiegetic’ music. For this project, her use of the 

terminology ‘diegetic music’ may be applied to art historical study as well. For example, 

diegetic music means ‘music that (apparently) issues from a source within the narrative’, 

which includes all case studies collected for this project.75 The ‘nondiegetic’ includes sound 

beyond the immediate narrative depicted, i.e., the wind in the trees, the flowing water of 

the canals, the people moving on the streets outside the decadent interior spaces of the 

home. The area of film studies also provides the terms ‘visualized’ sound and ‘acousmatic’ 

sound.76 Similar to Gorbman’s use of diegetic and nondiegetic music, visualised sounds are 

sounds that are seen in conjunction with their origin, where-as acousmatic sound refers to 

sounds issuing from an unseen source, such as ‘Radio, phonograph and telephone’.77 
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Noise 

Noise is sound without meaning. The concept of noise brings many sounds and images to 

mind. Noise is frequently a negative experience, the screech and clatter of myriad sounds 

cast upon the ear. The antithesis of thoughtful composition, noise intimates a thoughtless 

or accidental array of sounds with no purpose or direction. The dictionary definition of 

“noise” highlights the Latin origin of the word, which comes from ‘nausea’ meaning 

sickness – and with the word itself denoting ‘a sound, especially one that is loud, 

unpleasant, or disturbing’ as well as ‘continuous or repeated loud, confused sounds’.78 R. 

Murray Schafer suggests that ‘noises are the sounds we have learned to ignore’, thus ‘noise 

pollution results when man does not listen carefully’.79 Therefore, this interpretation comes 

back to our lack of listening ability within our sociocultural soundscape. Noise is just as 

universal as sound and silence, and so it makes a valid contribution to the later analysis of 

art works.  

 

Cagean Theories 

In a depiction of a musician playing an instrument, no matter how enthusiastically the 

musician performs, audiences/viewers will never ‘hear his music’ as an image will always be 

‘silent’.80 However, it is possible to determine the intimation of sound, music and even 

listening within sources through the artist’s use of visual devices that infer these invisible 

qualities. Following Cagean theory, Anthony W. Lee argues that ‘not all silences are equal’ 

but actually ‘silence shifts and changes qualitatively according to our openness and 

sensitivity to it’.81 Silence should not be considered as a one-dimensional concept, 

representing a ‘lack (of importance, of interest, of meaning)’ but instead it encourages art 

historians in particular, to “listen”.82 Just as negative spaces should be observed, and voids 

can carry meaning, conspicuous silences should be carefully considered within the 

interpretation of art works.  

 

The infamous 4’33”, a controversial experiment conceived by John Cage in 1952, provides 

parallels which may be applied to Dutch seventeenth-century paintings.83 In its 1952 
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82 Lee, “Silence”, p. 14. 
83 4’33” is a reference to the length of the musical composition; for example, the total performance time was 
four minutes and thirty-three seconds. To watch a recent version of the performance, use the following link: 
Marx, William. John Cage's 4'33". YouTube, 2010. https://www.youtube.com/watch?v=JTEFKFiXSx4 

https://www.youtube.com/watch?v=JTEFKFiXSx4


104 

premiere, the musician David Tudor sat at a piano without playing a single key. The 

composition was expressed in ‘three movements’, and it was the sounds from ‘within and 

outside the performance space’ that made up these various sections.84 For instance, 

throughout the first and second movements Cage highlighted the ‘outside “accidental” 

sounds of “stirring” wind and then “pattering” raindrops’, and later in the third and final 

movement of the piece, the ‘living bodies of those restless in the room, “interesting” 

sounds… of people “talk[ing] and walk[ing] out”’.85 Clark Lunberry emphasises the 

commonalities between Cage’s chamber and composition experiments; these situations 

‘share within them a discovered awareness of silence’s absence and the unintended 

emergence of indeterminate sound’.86  

 

It is these ‘indeterminate’ sounds, including both categories of ‘accidental’ and ‘interesting’, 

that parallels may be drawn to paintings of Dutch interiors featuring keyboard instruments. 

In analysing the potential indeterminate sounds depicted in the art works, we may find a 

new way of interpreting seventeenth-century Dutch paintings today, thus highlighting a 

new contribution to the field of art historical study. Indeed, there are a plethora of 

indeterminate sounds throughout pictorial sources, and it is this expansion of the visual 

soundscape that increases the reality of the depicted scene while simultaneously operating 

as a communicative tool. 

 

Hearing & Listening 

The distinction between hearing and listening is important to the analyses of paintings 

appearing later in this thesis, and so it is worthwhile to detail these concepts further. The 

Oxford Compact English Dictionary defines the word “hear” as to ‘perceive (a sound) with the 

ear’, and “hearing” as ‘the faculty of perceiving sounds’.87 Listening provides two 

definitions relevant here: for example, to “listen” means ‘give one’s attention to a sound’ or 

‘make an effort to hear something’.88 It is clear when comparing these terms, both nouns 

and verbs, that there are physiological and cognitive processes involved reliant upon 

human anatomy and brain function. Listening though, implies a discernible sense of choice 

on the part of the listener, and so a conscious decision to listen, demanding both attention 
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and effort, is of upmost import to the comparison of hearing and listening. Paul Carter 

simply says ‘Listening is engaged hearing’.89 Thus, hearing happens and listening deciphers. 

 

Listening may also leave a mark on the listener. As Lunberry states, ‘sound could go in one 

ear and out the other, or it could go in one ear, permeate the being, transform the being, 

and then perhaps go out, letting the next one in’.90 Carter’s discussion corresponds with 

Lunberry’s in the following statement, ‘the listener is after traces of significance’.91 

Returning to the inquisitive nature of the sense of hearing, Connor describes this as 

‘intensity without specificity, which is why it has often been thought to be aligned more 

closely with feeling than with understanding’.92 Listening is the way in which we interpret, 

understand and connect to this world. 

 

Moreover, the act of listening is meaningful to society, culture, time and place, as Carter 

writes, ‘In the context of “hearing cultures,” it conjures up historical, cultural, or social 

situations in which listening surfaces as a device for creating new symbols and word 

senses’. This statement suggests that there is a symbolic reference point for the act of 

listening. The presence of sound and listening in the pictorial realm, particularly paintings, 

provides evidence that one such ‘hearing culture’ was extant in the Dutch seventeenth 

century. In addition, Daphne Brooks and Roshanak Kheshti provide another perspective 

on sound and its applications, for example, ‘to move beyond sound as an object and to 

think of sound instead as an analytic or a hermeneutical tool for understanding inequality, 

racism, gender formation, desire, pleasure’.93 This is especially relevant to this project, as 

the interpretation and analysis of sound may assist in determining these aforementioned 

issues in seventeenth-century Dutch painting. 

 

Acoustemology, Acoustic Ecology & Sonic Ethnography 

Acoustemology adjoins the term ‘acoustic’ together with ‘epistemology’94 and denotes ‘a 

sonic way of knowing and being in the world’ or simply ‘a special kind of knowing’.95 The 
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word was coined by Steven Feld in 1992, who works as an anthropologist, 

ethnomusicologist and linguist.96 While on a fieldwork trip in Papua New Guinea, Feld 

sought to learn the ‘ways sound and sounding link environment, language, and musical 

experience and expression’.97 What is more, this term is applicable to Dutch painting, as 

Feld emphasises a deep connection exists between ‘natural and human sound 

expressions’.98 For instance, the singing voices of a trio of musicians in a painting or the 

wind rustling trees outside a window, are but one example of natural and human sound 

converging and comingling – orality in visual form. Even the subject of active listening may 

be considered in this regard, as Feld articulates ‘A way of hearing the world comes from 

interacting with it, but it also has to do with appreciating it, imagining it as one’s very 

own’.99 Another term, ‘acoustic ecology’, also has significance here, as it stems from 

“ecology”, the ‘study of the relationship between living organisms and their environment’. 

Acoustic ecology, by extension, is the ‘study of sounds in relationship to life and society’.100 

This is pertinent because this project is based on the interpretation of sounds in relation to 

Dutch life and society during the seventeenth century. 

 

Sonic ethnography,101 on the other hand, indicates the ‘sonic representation of 

ethnographic data’.102 This classification is intricately connected to acoustemology as well as 

the term “soundscape’’, which centres on ‘a piece of music considered in terms of its 

component sounds’.103 Although here it denotes singular use in the area of music, 

“soundscape” is now more readily applied to other areas of research including ecology, 

urban design and computer science, to name but a few.104 Schafer believes a soundscape to 

be ‘any acoustic field of study’,105 which accurately applies to my analyses of Dutch 
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paintings in Chapter Four. Returning to sonic ethnography then, this depends on an 

extensive ‘history of sound and understanding in and through sound’, including 

‘constructions of sound in, as, and through the performing and visual arts’.106 This is 

interesting as it points to a deep connection between sound, culture, people and music, and 

once again may be applied to the discourse of art history, comprising seventeenth-century 

Dutch paintings. 

 

The Soundscape 

Schafer, a leading acoustic researcher and composer, wrote on the topic of soundscape 

studies in 1977, stating that: 

 

The home territory of soundscape studies will be the middle 
ground between science, society and the arts. From society 
we will learn how man behaves with sounds and how sounds 
affect and change his behaviour. From the arts, particularly 
music, we will learn how man creates ideal soundscapes for 
that other life, the life of imagination and physic reflection. 
From these studies we will begin to lay the foundations of a 
new interdiscipline – acoustic design…in which musicians, 
acousticians, psychologists, sociologists and others would 
study the world soundscape together...107 

 

From this short passage it is plain to see the interconnectedness of this study area in terms 

of research disciplines. In addition, Schafer emphasises that we can learn from humanity’s 

interaction with sound in society. Moreover, he intimates how music, and by extension art, 

allows human beings an avenue to create an ‘ideal soundscape’ for our ‘imagination’ and 

‘reflection’. This is significant because it reveals that, to an extent, aurality being of our own 

making, for our own psychological benefit and hearing pleasure, can represent an ideal, or 

an idea pertinent to a specific time, place and socio-culture. It is the primary aim of this 

thesis to interpret visual culture as a form of evidence from such a period, in order to 

reveal the ways sound affects women and those she plays for and with. If sound 

communicates ideas and values, my task is to uncover those beliefs throughout the case 

studies in Chapter Four. Schafer also asks the question: ‘is the soundscape of the world an 

indeterminate composition over which we have no control, or are we its composers and 

performers, responsible for giving it form and beauty?’108 Therefore, he also believes that 
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sound can illuminate form and beauty, which adds yet another facet to this thesis: can 

aurality function to elucidate form and beauty in Dutch paintings?  

 

Just as I will do later in Chapter Four, Schafer advises that soundscape analysts must 

primarily ‘discover the significant features of the soundscape, those sounds which are 

important either because of their individuality, their numerousness or their domination’.109 

He classifies four types of sounds as being active within the soundscape, namely ‘keynote 

sounds, signals and soundmarks’ in addition to ‘archetypal sounds’.110 Keynote sounds are 

defined as ‘the note that identifies the key or tonality of a particular composition’, ‘it is in 

reference to this point that everything else takes on its special meaning’, and they ‘do not 

have to be listened to consciously; they are overheard but cannot be overlooked, for 

keynote sounds become listening habits in spite of themselves’.111 Schafer says keynote 

sounds are significant because they assist in defining the qualities of the people living with 

them.112 Signals are ‘foreground sounds and they are listened to consciously’. They 

comprise warning sounds such as ‘bells, whistles, horns and sirens’.113 Soundmark comes 

from landmark, and has a similar meaning, pertaining to a sound which is individual to a 

particular society or it may ‘possess qualities which make it specially regarded or noticed by 

the people in that community’.114 Schafer states ‘The unique soundmark deserves to make 

history as surely as a Beethoven symphony’.115 Lastly, archetypal sounds are described as 

enigmatic, historical sounds that are frequently symbolic and inherited from years gone 

by.116 Of particular interest to this study are the categorisations of keynote sounds and 

soundmarks; as we shall see, these types of sounds are present within seventeenth-century 

Dutch paintings.  

 

Schafer continues to define the ways sounds can be interpreted and grouped, for example, 

‘according to their physical characteristics (acoustics) or the way in which they are 

perceived (psychoacoustics); according to their function and meaning (semiotics and 

semantics); or according to their emotional or affective qualities (aesthetics)’.117 Parallel to 

Charles Sanders Peirce’s (Massachusetts, 1839–1914) division of semiotics into three 
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distinct categories, so too does Schafer separate aural occurrences into ‘acoustic signs, 

signals, and symbols’.118 Signs are demonstrations of a material actuality, for example, the 

‘note C in a musical score’ or an ‘on or off switch on a radio’. It does not make sound but 

instead directs. A signal is a sound with a particular implication and it frequently 

encourages a particular reaction like a ‘telephone bell’ for instance.119 However, a symbol 

has deeper implications; it moves our feelings or considerations outside its ‘mechanical 

sensations or signaling function, when it has a numinosity or reverberation that rings 

through the deeper recesses of the psyche’.120 

 

What Other Terms are Used in Sound Studies? 

Schafer’s continued research and writing in the area of sound studies includes his thought-

provoking exercises to train the ear to listen, which he calls ‘ear cleaning’. One such way to 

accomplish this is to conduct a ‘soundwalk’.121 But it is in his “100 Exercises in Listening 

and Sound-Making” (1992) that there are important terms and practices that may be 

applied to looking and listening to visual culture. One such exercise is Number 32 in which 

Schafer uses the term ‘careless listener’ to describe ‘how weak our ability to remember 

sounds accurately has become’.122 On the other hand, he also utilises the term ‘attentive 

listener’. He urges the participant to recreate throwing a crushed paper ball against a wall, 

which he details in the following points: 

 

The attentive listener should hear 

a) the sound of the arm being raised 

b) the sound of the paper leaving the hand 

c) the ball whistling through the air 

d) the ball hitting the wall 

e) the ball dropping to the floor123 

 

Schafer insists that a careless listener will concentrate only on the sound of the ball hitting 

the wall. This idea of attentive listening applies to the case studies of paintings in this thesis. 
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If we return to Molenaer’s Woman at the Virginal (Fig. 9) as an example we can appreciate a 

far greater spectrum of sound. As the woman turns towards the spectator, scraping her 

chair across the tiled floor, the heavy silk of her dress whispers and rustles with friction. As 

she plays the instrument, her arms rise and fall as she strikes the manual and even her 

fingernails may sharply scratch the keys. The footwarmer underneath her dress may also be 

making sound as the embers emit warmth to her foot perched on top of it. Accordingly, 

there are many complex layers of sound when listening attentively and carefully.  

 

Many sounds move and others do not. In exercise Number 4, Schafer uses the terms 

‘Stationary Sounds’, ‘Moving Sounds’ and ‘Sounds You Move’ in order to demonstrate the 

dynamism of aurality.124 For instance, these three categories designate sounds into the ways 

in which they remain static, they move, or you move past them. For example, stationary 

sounds include ‘church bells’, ‘factory whistles’ and ‘hearing and ventilation systems’; 

moving sounds comprise ‘traffic’, ‘aircraft’ and ‘birds’; and finally sounds you move 

encompass ‘your voice’, ‘your footsteps’, ‘your clothing and jewellery’ and ‘your car or 

bicycle’.125 The emphasis here is that as sounds move, their qualities evolve, and these 

alterations can be heard. This exercise leads into the term ‘acoustic shadows’, which relates 

to the slight changes that occur when sounds move, remain still or pass behind various-

sized objects.126 Coming back to the Molenaer painting used earlier, we can classify the 

sounds from the virginal as being stationary sounds but the sounds of the woman’s shifting 

dress and the footsteps of the entering gentleman as sounds they move. 

 

Throughout exercise Number 24, Schafer poses the importance of ‘hidden’ sounds. He 

writes that when things are hidden it is hearing and not sight that may detect their 

whereabouts and significance.127 He lists examples such as ‘water in a drain pipe’, ‘wind’, 

‘thunder’, ‘an echo’ and a ‘stomach growling’, to name but a few.128 In terms of the painting 

by Molenaer, some hidden sounds may include other family members or servants moving 

in the house in rooms we cannot see, the sounds from outside the home, the breathing of 

the figures, the chirping of the bird in the cage for only the bird cage is visible, etc. Lastly, 

Schafer uses the term ‘clairaudience’, which means the supposed ability to perceive by 

hearing that which is inaudible. But Schafer’s perspective denounces its fictional qualities, 
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and emphasises that it can achieved by training the ear, and as a result acquiring 

‘exceptional hearing ability’.129 This project is based on the idea that this ability may be 

refined in looking at seventeenth-century Dutch pictures in reference to sound. 

 

“Subvocalisation” is a term especially relevant to Chapter Six of this thesis. It is the silent, 

internal speech made when reading, also called ‘auditory reassurance’.130 Nikos Bubaris 

describes subvocalisation as ‘the homophonic reproduction of the written word as an 

internal monologue that contributes to the better understanding and memorisation of the 

text’.131 Subvocalisation is another form of muttering but to one’s self. As Bubaris states, it 

aids in our appreciation and remembrance of the words we read. Moreover, it is a silent 

sonic experience; we sound words out in our mind. This may be likened to the way we 

interpret sound in Dutch paintings, and also how we attribute meaning to text within 

images, such as mottoes. 

 

Sight, Sound & Touch 

Sight and sound are interconnected senses. We rely on sight (seeing things) to make sense 

of sound (hearing things), and sound to raise queries which sight then solves. Steven 

Connor notes that ‘sound and sight may…be largely indexical, by which I mean that the 

evidence of sight often acts to interpret, fix, limit, and complete the evidence of sound’.132 

Particularly relevant to this section is the fact that sight can interpret the presence of sound. 

Paradoxically, sound has a certain mystery about it, an unseen quality; Schmidt uses the 

word ‘mysticism’ to describe this, which etymologically comes from ‘a closing of the 

eyes’.133  

 

Another sense intricately tied to hearing is touch. Schafer suggests that touch is ‘the most 

personal of the senses’, and ‘Hearing is a way of touching at a distance and the intimacy of 

the first sense is fused with sociability whenever people gather together to hear something 

special’.134 He also says ‘The eye points outward; the ear draws inward. It soaks up 
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information’.135 This connection may be extrapolated in terms of the keyboard instrument, 

where-by players lift its covers and fallboards, place and straighten their sheet music, after 

which they turn the pages, sidle up to the manual on their stool, stroke the keys with their 

fingers, place differing levels of pressure and various amounts of time and attention on 

those keys; the keyboard instrument is bound up with the sense of touch, it is wholly 

guaranteed and inevitable that it will be touched, for that is its purpose. This experience is 

inherently visual, audible and tactile. Then there are those individuals or groups who come 

together to listen and play as a group or merry company, to ultimately absorb and trade 

information in the form of sound.  

 

Sound & Hearing in the Early Modern Period 

Theories of sound and music were progressively evolving throughout the Early Modern 

period. From classical times there was already an established hierarchy of the senses, for 

example: 

 
For both knowledge and delight, the sense of sight was, 
according to Aristotle, “above all others”; it was the most 
developed sense, the clearest and most discerning, the one 
most able to bring “to light many differences between 
things.” Hearing was a close second, superior for its 
conduciveness to learning; taste and touch, associated with 
animality, had the “least honor”; and smell fell as a mediator 
in the middle.136  

 

The 1500s marked a shift in the objectives of music, with a greater emphasis on the power 

of music over the emotions, harking back to ancient times. It was believed that music in 

antiquity had greater influence over people, principally with regards to ‘morals and 

behaviour’.137 In particular, musicians as well as writers and composers of music, desired to 

stir what they labelled the ‘passions’ and ‘affections’, which led to the ‘development of 

monody (flexible solo song with chordal accompaniment)’ and the innovation of the 

opera.138 Schmidt discusses this power of music in relation to the work of Early Modern 

philosopher, scientist and writer Francis Bacon (England, 1561–1626). The author states 

that Bacon described hearing as the most potent sense in its command over a person’s 
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‘manners’. For example, ‘What “men” listened to had the power “to make them warlike” or 

“to make them soft and effeminate” or “to make them gentle and inclined to pity”’.139 

 

During the seventeenth century, people began to think of their bodies, particularly the 

hearing mechanism of the ear, in relation to the characteristics of musical instruments.140 

They extrapolated that ‘There was a direct correspondence, or sympathy, between the 

vibrations produced by musical instruments and the body, which was itself responding like 

a musical instrument’.141 Benjamin Rush (Philadelphia, 1746–1813) also believed in this 

metaphor, stating that ‘“Our bodies may be compared to a violin: the senses are its 

strings”’.142 Italian philosopher Marsilio Ficino (Italy, 1433–99), went one step further in his 

conviction that music’s distinctive effects lied in the parallel between the air (as air was the 

means by which music was transferred) and the ‘human spirit’.143 Sounds sought out the 

human soul via the spirit of the ear, in order to communicate directly to the being and 

essentially reach the rest of the body.144 In this way, sound had an even more potent ability 

than sight, the first being involved with ‘movement’ and the latter being concerned with 

‘static images’. Music could reproduce and transfer human emotion and belief, due to the 

fact that these emotions and beliefs were fundamentally movements of the human soul. 

Gouk writes:  

 
Indeed, the matter of song itself is “warm air, even 
breathing, and in a measure living made up of articulated 
limbs, like an animal, not only bearing movement and 
emotion, but even signification, like a mind, so that it can be 
said to be, as it were, a kind of aerial and rational animal”.145 

 

Moreover, the sense of hearing has also been connected with many diverse connotations 

throughout history. Schmidt describes these multifaceted links, such as ‘learning, the 

passions, credulity, ecstasy, and Christian proclamation, hearing possessed an ambiguous, 

unstable power that made its careful management especially urgent’. The author continues, 

                                                           
139 Schmidt, Hearing Things: Religion, Illusion, and the American Enlightenment, p. 22. 
140 Gouk, “Raising Spirits and Restoring Souls: Early Modern Medical Explanations for Music’s Effects”, p. 
97. 
141 ibid. 
142 Schmidt, Hearing Things: Religion, Illusion, and the American Enlightenment, p. 26. 
143 Gouk, “Raising Spirits and Restoring Souls: Early Modern Medical Explanations for Music’s Effects”, p. 
103. 
144 ibid. 
145 Gouk, “Raising Spirits and Restoring Souls: Early Modern Medical Explanations for Music’s Effects”, p. 
103.  



114 

‘Marked as a spiritual, emotional, and superstitious sense, the ear posed a potential danger 

to the clearsightedness of reason’.146  

 

Hearing has also been gendered due to its ‘passivity’ and therefore its ‘femaleness’, which is 

an idea that has stemmed from classical beliefs. A Biblical example of the capacity of the 

ear to connect to God, and specifically the female ear, was the Virgin Mary, who became 

pregnant with Jesus Christ via the ear. For instance, ‘this implanting of the angelic words of 

the annunciation starkly suggested the symbolic power that hearing possessed for 

elaborating God’s incarnational presence in the world’.147 Perhaps this is why listening is 

also strongly associated with the emotions, i.e., it is ‘knotted with feeling, desire, 

responsiveness, and touch, with the stirring and soothing of passions – whether joy, love, 

grief, courage, or heavenly yearning’.148 Nina Kraus and Travis White-Schwoch explain this 

link between aurality and emotion: ‘Hearing is coupled with feeling: In the brain, the 

auditory and emotional systems are interconnected by feedforward and feedback pathways, 

and reward-related neurotransmitters such as dopamine are expressed in the auditory 

centers of the brain’.149 Therefore, hearing is essentially an emotional trigger, affecting both 

brain and body.  

 

Developments were made throughout the period, from music and opera, to Ficino and his 

discourse on the human ear, as well as the invention of the ‘speaking trumpet’ used as an 

early hearing aid in the 1670s. Also in this decade, studies in acoustics were gaining 

traction, and one of the chief aims of the science was to ‘visualize sound’.150 Already, 

several experiments sought to comprehend the imperceptible nature of acoustics or the 

sight of sound; Robert Hooke (Freshwater, 1635–1703) for example, was utilising flour to 

demonstrate the waves of sonic vibrations produced by sound.151 Returning to the classical 

idea of music’s power and the aforementioned visualisation of sound, one may think of this 

in mythological terms, particularly the Greek narrative of Amphion playing his lyre, moving 

stones of their own accord, thus strengthening the walls of the kingdom of Thebes.152 

Alternatively, there is the Biblical story of Joshua who marched around the city of Jericho 

for six days with seven priests blowing seven ram’s horn trumpets, culminating in the 
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destruction of the walls on the seventh day.153 These narratives provide a visual 

(imaginative) perspective to an invisible sense, which Connor highlights as the ‘tactility of 

sound’ and continues ‘all sound is disembodied, a residue or production rather than a 

property of objects’.154 Then it is the painters’ task to rise to this challenge – through the 

utilisation of visual devices such as composition and spatiality, illusionism and trompe l’œil, 

linear and aerial perspective, as well as light, shadow, pose, gesture and expression, to name 

only a few – in order to evoke sonic dimensions in their work.  

 

Depicted Listening 

Depicted listening is one part of the aural process that is equally as significant as depicted 

sound and silence. In “Picturing Listening: The Sight of Sound in Chinese Painting”, 

Nelson examines painting with regards to the ‘semiotics of sound in the pictorial 

medium’.155 She was particularly concerned with how these sonic concepts came to the fore 

and states that ‘Figures in the act of listening are one of the ways to signal its presence’.156 

However, Nelson also emphasises that listening is fairly ‘ambiguous’ in terms of physicality, 

i.e., compared to the other senses ‘there is no distinctive physiognomy of listening’.157 That 

said, there are pictorial references in the art works to assist in gauging active listening and 

listeners. For example, poses, gazes and gestures are powerful elements that may signify 

listening protagonists. Correspondingly problematic are the meanings inherent within visual 

sources portraying a lack of sound, for example, paintings with no clear or direct sonic 

ideas or signifiers, in Nelson’s case landscapes, in which ‘the meaning of the listening look 

is much more elusive’.158 The conspicuous absence of sound may also represent a visual 

void, a mysterious state of the unknown and unknowable.  

 

Even in pictures representing figures with their backs turned to the viewer, as is the case in 

many Dutch paintings, one may determine purposeful listening gestures. Nelson explains 

this as an expression of attention, which brings us back to the very definition of listening, 

which is demarcated by meaningful intent. She notes that sonic stimuli are often unseen in 
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155 Nelson, “Picturing Listening: The Sight of Sound in Chinese Painting”, p. 32. 
156 ibid, p. 34. 
157 Nelson, “Picturing Listening: The Sight of Sound in Chinese Painting”, p. 34. 
158 ibid, p. 35. 
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images depicting sound, and function just as successfully as those with clear or deliberate 

visual and aural stimuli. In this regard she discusses a specific example of Chinese painting 

portraying a turned figure thus:  

 
Whatever has caused him to look around must have been 
heard rather than seen. With his back to us, his eyes are not 
in view, and this further marginalizes the question of sight – 
indeed, the pose is predicated on a kind of competition 
between the claims of sight and hearing. It is as expressive 
an attitude, in fact, as cupping an ear, and much more 
natural.159 

 

Nelson then moves her discussion to consider the viewer’s perception of sound when in 

front of the paintings. She stresses that the figures respond to sound in the pictures so as to 

stimulate the viewer’s own experience of listening, especially to the sounds intimated by the 

image. For example, spectators ‘are asked to identify with the pictured listener, think about 

the sounds he is hearing, and in some measure to imagine and hear them too’.160 

Consequently, this presents a complex problem, and once again it is highlighted that images 

after all, are silent.  

 

The very nature of looking at pictures means involuntarily quashing the act of hearing, 

something Nelson terms as having a ‘visual bias’. However, this also provides artists with 

fantastic opportunities to challenge these natural viewing tendencies and perceptions. For 

Nelson, painting is all the more powerful because of its sonic realms. She says ‘The 

listener… beckons the viewer out of his viewing into another sensory zone – a zone… of 

access to knowledge no less privileged than that of sight’.161 I would argue that Dutch 

painting too holds greater significance due to the possibilities of its aural dimensions, and 

in turn the viewers of these pictures may have responded accordingly, their imagination or 

‘mind’s ear’ being stirred.162 

 

Imagining Sound Through Space 

The phenomenon that the poet T. S. Eliot (Missouri, 1888–1965) termed ‘the auditory 

imagination’163 is another significant factor to consider in the analysis of Dutch painting. It 

                                                           
159 ibid, p. 36. 
160 ibid, p. 42. 
161 Nelson, “Picturing Listening: The Sight of Sound in Chinese Painting”, p. 50. 
162 ibid, p. 43. 
163 Schmidt, Hearing Things: Religion, Illusion, and the American Enlightenment, p. 19. 
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is problematic to detail the exact viewing response to these art works from the seventeenth 

century; however, there is a possibility that artists were considering the powerful nature of 

sound in these musically themed ‘aural pictures’.164 McCombe suggests that listening and 

imagining are intricately connected. She highlights that space is also interwoven within 

these two ideas.165 A person’s understanding of a space is affected by numerous factors, ‘by 

our knowledge of the function and/or history of a space, by cultural associations, by 

memory and imagination’.166 Marinna Guzy identifies the activity of aural imagining as 

‘audiation’, ‘vivid mental sonic imagery’ which transmits ‘meaning, emotion, memory, and 

facts through language, music, and field recordings’.167 These perspectives can, and should, 

be applied more widely to art interpretation. 

 

McCombe claims that the manner by which we understand a space is fundamentally 

directed by ‘our aural perception and our physical presence within that space’.168 One may 

argue that the visual perception of a space – in the viewing of an art work, for instance – 

may in turn stimulate knowledge, memory and imagination of sound or our aural 

perception. An ocular catalyst thus triggers our auditory imagination. Dutch artists utilising 

the illusion of linear and aerial perspective, colour, light and shadow effects, as well as 

other illusionistic devices to create an impression of three-dimensional space, populate 

these realistically rendered spaces with sound-making apparatuses, recognisable as musical 

instruments, and ultimately provide spectators with the freedom to ‘imagine and project’.169 

Through the same illusory process, they also provide us with spaces that are almost 

reverentially quiet. 

 

Brooks and Kheshti suggest that this ‘aural imaginary’ may be contemplated as a space in 

and of its own, described in the following statement:  

 
…constituting a space of imaginary contact between the 
listener and the performer in the “aural imaginary.” The 
“aural imaginary” can thus be considered as a space in which 
subjects interact through the listening event, producing the 
surplus forms of affective value.170  

                                                           
164 Brooks & Kheshti, “The Social Space of Sound”, p. 332. 
165 McCombe, “Imagining Space Through Sound”, p. 2. 
166 ibid, p. 3. 
167 Guzy, Marinna. “The Sound of Life: What Is a Soundscape?” Smithsonian Center for Folklife & Cultural 
Heritage, https://folklife.si.edu/talkstory/the-sound-of-life-what-is-a-soundscape  
168 McCombe, “Imagining Space Through Sound”, p. 3. 
169 McCombe, “Imagining Space Through Sound”, p. 4. 
170 Brooks & Kheshti, “The Social Space of Sound”, p. 334. 

https://folklife.si.edu/talkstory/the-sound-of-life-what-is-a-soundscape


118 

 

With this in mind, could this ‘interactive’ space exist between the viewer/listener of a 

Dutch painting and the music-making figures depicted within it? This is yet another 

stimulating undertaking that this thesis seeks to address with regards to seventeenth-

century Dutch pictures. 

 

The Dutch Soundscape 

The Dutch soundscape during the seventeenth century was unique, as most European sites 

had geographical, architectural (built), agricultural and pastoral (natural) factors that were 

individual to its own towns, cities, rivers, canals, flora, fauna, systems of transportation and 

communication, as well as traditions, religions, politics, values and people indigenous to 

their particular area. These unique factors within a soundscape are known as 

‘soundmarks’.171 Carter stresses the correlation between the sonic realm and the condition 

of socio-culture; for instance, ‘All living (and sounding) things are implicated in each 

other’s lives. Individual and collective well-being depends on maintaining this acoustic 

ecology’.172 Cook concurs with this idea, by stating that ‘Sound is, of course, everywhere; its 

ideological traces and social consequences run through every facet of human experience’.173 

Smith too, writes that ‘Sounds… were so meaningful that they helped shape the 

psychoacoustical perception of region’.174 A soundscape can yield a great deal of 

information on the identity of the people that live within and around it; for instance, 

‘people dwelling in a particular soundscape know the world in fundamentally different ways 

from people dwelling in another soundscape’.175  

 

The Dutch were no different in this regard, as David Garrioch stresses sound ‘formed a 

semiotic system, conveying news, helping people to locate themselves in time and in space, 

and making them part of an “auditory community’’’.176 Garrioch goes on to underline that 

various semiotic systems operate differently and so too did this one; for example, certain 

‘sounds might have different associations for different people according to rank, gender or 

                                                           
171 Guzy, Marinna. “The Sound of Life: What Is a Soundscape?” Smithsonian Center for Folklife & Cultural 
Heritage, https://folklife.si.edu/talkstory/the-sound-of-life-what-is-a-soundscape  
172 Carter, “Ambiguous Traces, Mishearing, and Auditory Space”, p. 60. 
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174 Smith, Listening to Nineteenth-Century America, p. 14. 
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176 Garrioch, “Sounds of the City: The Soundscape of Early Modern European Towns”, p. 5. 
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origin’.177 Not only did the soundscape system function in society to construct personal and 

group identities, but it also strengthened prevailing hierarchies.178 Connor also stipulates 

our use of the senses in communicating details about ourselves; in addition, we 

correspondingly ‘establish strong bonds of pleasure, identity, and even love with those 

senses’.179 Carter highlights the sheer breadth of sounds that permeate the soundscape, and 

emphasises that even the most mundane or accidental sounds are culturally important as 

they ‘punctuate and shape our sound world. They represent a kind of auditory 

environmental unconscious orchestrating our communications’.180 

 

Garrioch goes on to detail the sounds that would have been common as well as distinctive 

to several European towns in the Early Modern era, including several cities throughout the 

Netherlands. For example, horses were commonplace throughout all areas of Europe, 

which meant the primary sounds of the clip-clop of their hooves in addition to their neighs 

and brays were abundant. Not only were they associated with sounds radiating from trade 

and commerce but also secondary sounds emanating from travelling carts with wheels 

made of timber and iron.181 Next, there were dogs barking, chickens clucking and cockerels 

crowing, not to mention other livestock that could be taken to and from market for trade. 

Garrioch moves from animal sounds to those produced by the weather and industry, as 

well as those made by the main inhabitants of the towns and cities – the people. Town 

criers, street-sellers, and of course music makers, were among those who would provide 

another layer of sound to the public milieu. Music was ubiquitous regardless of the level of 

society one belonged to; for instance, ‘Whatever a person’s rank, music was in their ears 

and often on their lips, as much part of everyday sociability as conversation or card-

playing’.182  

 

When Bruce R. Smith compares our modern-day soundscape volume to that of an Early 

Modern one, he highlights that the loudest resonances people would experience would 

have stemmed from ‘thunder, cannon-fire, and bells – [and] fall within a range of decibel 

intensities that would nowadays almost rate as normal events’.183 Smith also stresses that 

houses in Early Modern London were to some extent sound funnels. He proposes that 
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people inside a home could hear external sounds more clearly, compared to an external 

listener trying to hear sounds emanating from inside. Smith uses the writing of Helkiah 

Crooke (Great Waldingfield, 1576–1648) to further his point; for example ‘From inside 

out, he reasons, sounds get lost in the larger space, while from outside in “the sound 

entering into the house is contracted, gathered, or vnited, and therefore it must needs 

mooue the Sense more fully”’.184 This may be a thought-provoking notion to consider 

when analysing examples of Dutch painting, especially pictures which depict scenes within 

the space of the home.  

 

Due to the geographical location of the Netherlands, and its stronghold on trade because 

of its ports, waterways and canal systems, there were also sounds from these sources 

flooding the aural environment. These sounds would have included the tumult from 

boatyards and construction sites, along with Amsterdam-specific sounds such as harbour 

bells announcing the arrival of ships coming back after an arduous journey, and the drum 

which marked curfew.185 There were also sounds linked to customs within the different 

class systems. For example, the everyday sounds of maids scrubbing the stoop, sweeping 

the floors, beating the laundry, clattering pots and pans in the kitchen. Houses with maids 

were more likely to feature keyboard instruments. The sounds of children playing games, 

laughing, bickering, crying, etc., were also commonplace within family homes throughout 

the Dutch seventeenth century. The middle and upper classes of society had their own 

conventions to uphold, especially with regards to women. In relation to propriety and 

refinement, volume was a marker of civility; for instance, ‘Quiet demeanour came to be 

viewed as genteel, loudness as ill-bred… It was nevertheless permissible for gentleman to 

speak and laugh more loudly than ladies’.186 Therefore sonic systems operated in society to 

further existing class and gender ideas that prevailed at the time of the seventeenth century; 

in particular, volume was a form of subjugation men held over women. 

 

Middle and upper-class individuals found a large degree of contentment in the sociocultural 

soundscape. Smith concurs with these ideas about the power of sound in relation to the 

strengthening of social hierarchies; for instance, ‘Constructions of what constituted noise 

and sound, of what was gratuitous and what was socially necessary and culturally desirable, 

were largely a reflection of and contributor to the formation of colonial culture and class 
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relations’.187 Therefore, sound assisted in forming, and at the same time reinforcing, social 

behaviours and class boundaries. Furthermore, silence, akin to low volume, functioned to 

separate subordinates from superiors. For example, silence operated as a ‘mark of respect, 

[and] was a privilege of authority. It reinforced an unequal relationship in which one party 

was free to speak, the other constrained to listen and obey’.188 He writes of the potent role 

of sound in society: ‘Whoever controlled sound commanded a vital medium of 

communication and power’.189  

 

Garrioch progresses in his discussion to the topic of women and music, noting that for 

elite women of the mid to upper strata of society, ‘music became an indispensable 

accomplishment, central to family, courtship, and other social rituals… it became part of 

their sense of self, differentiating them both from their social inferiors and from their male 

peers’.190 This is gripping, as these statements not only isolate women as in control of 

sound at keyboard instruments – a notable position of some power – but also as music 

makers; music was part of the female identity as accomplished, educated and civilised 

young women.  

 

The Silence 

Silence in an important part of the aural spectrum. As already defined previously, silence is 

complex and distinct from sound and music by being the absence of intentional sound. 

Silence also carries with it other notions, including peace, stillness, purity, grace, delicacy 

and vulnerability. Though, silence is just as transitory, fleeting and impermanent as sound 

and music.  

 

Silence in Dutch Art 

Regarding seventeenth-century Dutch art, especially the medium of painting, one only has 

to think of works by artists such as Vermeer, Rembrandt, de Hooch, Dou and Netscher, as 

well as countless others to reflect on what first appears as silence. Schafer advocates that 

humans necessitate silence just as we need sleep; for instance, during ‘quiet periods…[we] 

regain mental and spiritual composure’.191 However, in most of the case studies throughout 
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this thesis, with the exception of The Anomaly, it is quiet that abounds and not silence. This 

sense of quiet may not only be visually present in the image, but the momentary quiet that 

exists between the spectator and the picture is also significant, and by extension the 

quietude surrounding the viewer. The act of viewing these pictures is just as powerful in 

transposing these qualities into feelings and emotions; for example, upon observation of A 

Maid Asleep (Fig. 36) by Vermeer (c. 1656–7), one would not approach with brash 

carelessness but contemplate with calmness and respect so as not to disturb the maid’s 

well-earned, brief moment of rest. The quiet is almost contagious for the viewer, and one 

can only think and feel peacefulness, calm and tranquillity upon seeing this painting, 

identifying so readily with her transient moment of quiet serenity. X-rays have revealed that 

Vermeer originally painted the figure of a man in the open doorway, a dog on the floor and 

a plate in front of the maid. In making these subtractions, Vermeer has quite literally 

“turned down the volume” in the painting.192 These references to love, courtship and fallen 

morals have been taken out of the picture, but rather than seeing them as simplifications, 

let us interpret them as subtle suggestions that are still present and ever-mysterious; for 

instance, note the glass on the table in the foreground that has been tipped over, perhaps 

due to overindulgence or carelessness, notably symbolic of vice. Thus, Vermeer has turned 

a soundly picture into one of quiet suggestion, representative of his evolving practice, his 

thoughtfulness as an artist and his consideration of the viewer, allowing them greater room 

for interpretation.  

 

It is extraordinarily fascinating and somewhat challenging to pair the concept of paintings 

featuring music and musical instruments with the mode of quiet. However, as Westermann 

has stated so convincingly, the increasing visuality of hushed volume is a unique element of 

Netherlandish painting throughout the seventeenth century.193 She continues: 

 
Despite the manifold efforts to relieve painting’s muteness 
with sound and speech, the predominant march of Western 
painting since the Renaissance has been towards silence, or 
at least towards quieter kinds of painting, towards a modern 
kind of painting that accepts, embraces, even trumpets its 
own silence, the better to turn in on itself and place the 
viewer into a position of hushed attention.194 
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Indeed, the genre of still life painting successfully proclaims quietude while simultaneously 

muting the spectator. Van Roestraten’s Still Life with Musical Instruments (Fig. 16) discussed 

earlier is a spectacular example of combining a musical narrative, with string and wind 

instruments in abundance; vanitas theme, represented by the clock topped with a winged 

hourglass and a figure holding a skull pointing down, as well as a sprig of leaves; and at the 

same time stressing quiet within the picture plane and enforcing that same volume on the 

viewer. In fact, Smith writes that ‘Sounds, noises, and silences took on tactile qualities that 

proved real, substantive, and palpable’, therefore he emphasises the tangible nature of both 

sound and silence.195 Utilising van Roestraten’s painting again, we may visually perceive this 

markedly quiet realm. The artist has cleverly depicted all of these worldly objects with 

immense detail and texture, so as to mute viewers, allowing us to intensely examine these 

items. This empathetic silence may be compared to actively listening viewers in Chapter 

Four. 

 

The paradoxical manner of quieting musical instruments that are designed, produced, 

tuned, bought and valued to make pleasing sounds is thought provoking. These pictures 

capture an intentional absence of sound, returning us to the very definition of silence. The 

silencing of musical instruments may be directly compared to the hushing of human 

figures, notably soundly, noisy creatures, and particularly relevant to Chapter Four, the 

quieting of keyboard instruments and women.  

 

Conclusion 

Music and musical subjects were a popular theme for painters of the seventeenth century, 

with twelve percent of pictures focused on this topic. Depictions of women situated in 

their homes were central to these images, and keyboard instruments are consistently seen 

within surviving paintings today. Indeed, Dutch artists established this subject as a genre-

within-a-genre. Music had a highly symbolic function in visual art of the period, often 

having multitudinous meanings and connotations, from vanitas implications, religious 

associations and moral reminders, or representing the harmonious nature of human 

relationships. 

 

Sound is vibration. Silence is an intentional absence of sound. Music is the artful 

arrangement of particular tones and notes. All of these forms of sound, including others 

                                                           
195 Smith, Listening to Nineteenth-Century America, p. 14. 



124 

such as noise, may be seen within Dutch genre paintings. Most importantly, sound as one 

of our primary senses informs us about the world around us; it communicates. Throughout 

current literature on the visual culture from the Netherlands, and art history more 

generally, there has been a bias toward purely ocular modes of viewing, resulting in an 

‘ocularcentrism’. If we now address this gap in research, ways of hearing and listening to 

this visual culture will provide us with a more thorough interpretation of the images. In 

applying terminology used by sound researchers and sound designers, the visual analyses 

throughout Chapter Four will discuss, interpret and appreciate the meaning and function of 

aurality in Dutch paintings. As a consequence, this will elicit greater information 

concerning the people, society and culture of the seventeenth-century Netherlands. The 

next section titled Spatiality will examine significant literature relating to the topic of 

spatiality in painting, and how the division of pictorial space as well as other visual devices, 

invite the viewer into and through an image. We will see how sound operates within these 

domestic spaces, and consequently how the spaces function to increase the aurality 

throughout the paintings.  
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Part Three: Spatiality 

 

We do not look at a painting by Viel, Vermeer, Pieter de Hooch, nor 
even accord it a superior and affectionate glance; we are immediately 
inside of it; we live in it. It takes possession of us. It contains us. We 
feel its form all about us like raiment. We are impregnated by the 
atmosphere it encloses. We absorb it through all our pores, all our 
sensibilities, all the fissures of our soul. For, in truth, the house where 
we are possesses a soul. It welcomes, divides, separates the light from the 
outside just about as ours does. It is quite filled with the silence of the 
present…This is our private domain.1 

 

Introduction 

Since medieval times, manuscript illuminations as well as stained glass windows have been 

cleverly divided into various compositional spatial zones.2 Throughout Dutch paintings of 

the seventeenth century, artists were evolving their illusionistic skills and virtuosic 

employment of linear perspective to a masterful degree, which simultaneously impacted the 

spatial environments, fields, enclosures and vistas they could represent. Space is clearly 

divided within these pictures for a multitude of reasons, including to extrapolate the 

narrative, to assist in explaining meaning, to provide visual and contextual contrast, and to 

bolster the illusion of reality. Moreover, spatiality is fundamental in enhancing the 

amplification of pictorial sound, and in turn aurality reinforces the illusion of three-

dimensional space. Schafer suggests that ‘Space affects sound not only by modifying its 

perceived structure through reflection, absorption, refraction and diffraction, but it also 

affects the characteristics of sound production’.3 Therefore, space has the ability to alter the 

form of sound, especially in the ways it can appear to move through a space, but space also 

influences the nature of sound making. 

 

It is important to explore the concepts of spatiality, trompe l’œil and illusionism, and to study 

the ground-breaking work of Dou as well as other artists, in order to examine the 

fundamental visual devices that not only lead the viewer on a journey into and through a 

picture, but also consider how certain elements of a painting work to successfully puncture 

the space of the viewer. In analysing how these spatial devices were used by Dutch artists of 
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the seventeenth century, we will have a foundation on which to build in the later section 

which focuses on sound and spatiality in paintings depicting women and keyboard 

instruments, titled Amplified Echoes.  

 

Spatiality 

Firstly, what is spatiality and how does it work in the visual arts, particularly painting? 

Spatiality derives from the word “spatial”, meaning ‘of or relating to space’.4 Consequently, 

space comprises several definitions, the first and second being connected: for instance, an 

‘unoccupied ground or area’ and ‘a free or unoccupied area or expanse’, and finally, ‘the 

dimensions of height, depth, and width within which all things exist and move’.5 In terms of 

the medium of painting then, one may conclude that space is an artist’s utilisation of 

pictorial and illusionistic systems/proportions of height, depth and width thereby creating 

an illusion of three-dimensionality in two-dimensional form. It is also, by extrapolation, 

how an artist situates depictions of people and objects within such a place, thus creating 

meaning, context and an identifiable world to which the viewer can successfully relate.6  

 

Hollander writes in her influential book An Entrance for the Eyes: Space & Meaning in 

Seventeenth-Century Dutch Art, that ‘The division of a picture into two or more spaces is most 

prevalent in pictures of interiors’.7 Paintings of domestic interiors were compartmentalised 

into several zones, and this became ever more popular for homes of the urban elite. For 

instance, the inner space of ‘an urban house became the preferred setting for such scenes 

[of daily life], particularly after the 1640s’.8 Significantly, she describes the formulaic method 

in creating these spaces within spaces that evolved from this period. This approach may be 

repeatedly seen in Dutch paintings of the latter seventeenth century, much like a template 

or blueprint for artists to follow. Hollander writes: 

 
The conventional format featured a room with a window, or 
at least the indication of a light source, along the side wall. 
The back wall was parallel to the picture plane and could be 
punctuated by one or more objects such as windows, 
pictures, or maps, along with doorways framing views of 

                                                           
4 Soanes, The Oxford Compact English Dictionary, p. 1104. 
5 ibid, p. 1101. 
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8 ibid. 
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other rooms. The result is a sort of anatomy lesson about 
Dutch houses and their furnishings: compact, variegated, 
invitational. The inclusion of these internal vignettes 
enlarges the sense of compelling spaciousness in these 
pictures, despite their small size. It also makes each picture a 
collection of smaller pictures.9 

 

These so-called ‘internal vignettes’ are defined by Hollander as secondary spaces or 

secondary pictures, that is, the artists’ expert utilisation of visual devices that presented 

multiple areas within their larger compositions for their protagonists and objects to 

populate. For example, in Hollander’s use of landscape painting, ‘the eye is led into the 

secondary space by a gap through the trees or distant mountains’.10 With regards to 

domestic scenes though, these secondary spaces are offered via ‘archways, open doors, 

pulled-back curtains, or the hairline grids of latticed windows, or [they] appear within the 

frames of mirrors and pictures on walls’.11 These secondary spaces or pictures visually 

extend the scope of the image, allowing the artist to delicately weave the narrative 

throughout ancillary rooms, chambers, corridors, stairways, niches and levels, while 

simultaneously introducing more characters and a multiplicity of objects within them. 

Consequently, viewers are offered a greater degree of information, an expansion of possible 

interpretation and meaning, and are purposefully led on a labyrinthine journey of 

composition.  

 

Indeed, the illusion of multiple spaces, the utilisation of accurate linear perspective and 

extreme attention in reproducing textural detail, as well as the interplay of light and shadow, 

all worked to increase the realism of a dwelling and as a result the figures that inhabited it. 

In utilising these visual devices, artists were able to draw viewers into their scenes, invite 

them into their homes, include them via the tempting display of food, wine and musical 

instruments; amuse them with the interactions of polite society; influence them with ideas 

concerning family, domesticity, gender and class; and challenge them with the use of 

complex iconography. Although, as has been mentioned previously, Fock argues that many 

of these homes were artificial, artistic constructs and only partially based on factual 

architectural spaces. Benjamin Binstock has maintained a different stance, particularly 

focused on the work of Johannes Vermeer. The author believes that Vermeer used his own 

house and family as the settings and models for his paintings.12 Binstock utilises Vermeer’s 
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picture of his home in Delft titled Little Street (c. 1664) as the foundation for his discussion. 

Convincingly, he compares the ‘number and types of panes in the windows…[to] those in 

his three most common types of interiors’ to conclude that there is a direct correspondence 

between his home and his images.13 Binstock continues by stating that Vermeer also made 

adjustments to the size of his rooms and windows for aesthetic reasons, but that the 

knowledge and experience of the world the artist inhabited – notably his home and family 

in Delft – had a significant role in the construction of space and subject within his 

paintings. This use of empiricism, or knowledge drawn from sensory experience, is 

important because it attests to the artist’s understanding of spatiality within the elite Dutch 

home and the effect this use of space could have on the experience of the beholder. 

 

The sixteenth-century, Flemish-born artist, writer and historian Karel van Mander14 

(Meulebeke, 1548–1606) wrote on spatiality in his infamous text Het schilder-boeck (The 

painter’s book) first published from 1604, which has since earned him the moniker of the 

‘Dutch Vasari’.15 Throughout the section titled ‘The foundations of the noble and free art 

of painting’, van Mander remarked: 

 
Work enjoys a fine arrangement, delighting the senses, if we 
allow there a view [insien] into a vista [doorsien] with small 
background figures and a distant landscape into which the 
eyes can plunge. We should take care sometimes to place our 
figure in the middle of the foreground, and let one see over 
them for many miles.16 17 

 

Here, the insien ‘a looking-into’ and doorsien ‘a looking-through’ are integral to van Mander 

and his overall pleasure upon looking at a picture – in his case a landscape.18 They are visual 

systems which provide the spectator with a form of entry (insien) or access (doorsien) – and 

together create the illusion of a deeply receding perspective. A basic example of these 

systems at work in a Dutch painting would be a view through an open doorway, leading to 

a point of access via a hallway, both of which guide the viewer on a calculated journey 

through a house, its internal rooms, chambers and offshoots. Simply, Hollander states that 

the doorsien is ‘the subdivision of the visual field into separate segments for the purpose of 

                                                           
13 ibid. 
14 Van Mander’s first name is also spelled Carel. 
15 The J. Paul Getty Museum. “Karel Van Mander.”  
http://www.getty.edu/art/collection/artists/2960/karel-van-mander-dutch-1548-1606/ 
16 Heuer, The City Rehearsed: Object, Architecture, and Print in the Worlds of Hans Vredeman de Vries, p. 95.  
17 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 8. 
18 Heuer, The City Rehearsed: Object, Architecture, and Print in the Worlds of Hans Vredeman de Vries, p. 162. 

http://www.getty.edu/art/collection/artists/2960/karel-van-mander-dutch-1548-1606/
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persuasion’.19 One may argue that van Mander’s explanation of these spatial systems is more 

elaborate than Hollander’s interpretation, despite his observation being made in the early 

seventeenth century. Certainly, van Mander’s approach is concentrated on the eye of the 

beholder – and as a result the viewing experience in relation to observing two-dimensional 

pictures – as opposed to Hollander’s straightforward dividing and labelling of various 

spatial areas within an image. As we shall see, Dutch painters used a variety of strategies for 

depicting space in order to highlight class differences, gender imbalances and the difference 

between public and private spheres in society. The following visual analyses will focus on 

applying this spatial language proposed by van Mander and Hollander to seventeenth-

century Dutch paintings with distinct compositional zones.  

 

Spatiality & Class 

The open threshold of the home – the utilisation of the doorway and its capacity to reveal 

the inner sanctum of domestic life – is quite extraordinary in Ochtervelt’s Street Musicians at 

the Door (Fig. 28). Painted in 1665, it depicts the intermingling of the polarised social classes 

through the use of spatiality. The foreground and middle ground of the picture represent 

the inside world of an elite family; situated in the voorhuis (front room) are a well-dressed, 

seated woman to the left and presumably her maidservant and young child to the right – 

they are the habitants of this safe and ornate dwelling. In the background, just on the cusp 

of entering the interior space, stand two figures in contrapposto,20 in the process of playing 

their musical instruments, focused completely on entertaining the enthralled infant. Their 

joyful music permeates the space of the front room and echoes further into the home. 

Their instruments, the fiddle and hurdy-gurdy, communicate that they are of the lower 

social classes. These instruments amongst others, including the bagpipe and rommelpot, 

have strong associations for the poorer groups of society, as they are noted for their 

portability, as well as the country and folk sounds they produce. Not only their instruments, 

but their appearance also suggests their class; they are clothed in numerous layers of basic 

fabrics, displaying only drab browns and earthy tones, they possess a ruddy complexion, 

and the hurdy-gurdy player in particular exposes his teeth, clearly not a sign of a well-bred, 

respectable gentleman.21 

 

                                                           
19 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 18. 
20 “Contrapposto” is the Italian word for ‘counterpoise’. In reference to visual art, the term describes a human 
figure represented ‘in which twisting of the vertical axis results in hips, shoulders, and head turned in different 
directions’.  
Merriam-Webster. “Contrapposto.”  https://www.merriam-webster.com/dictionary/contrapposto 
21 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 14. 

https://www.merriam-webster.com/dictionary/contrapposto
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Beyond these two figures, via the open doorway which functions as a doorsien, the viewer 

can deduce the outside world: the street, various buildings, storeys and windows, as well as 

a tower in the far distance and finally a cloud-filled sky perhaps at dusk. The outside world 

here seems to represent a harsh and perilous environment, somewhat dark and threatening, 

which contrasts drastically with the harmonious, light-filled haven of the inside space. The 

two musicians almost breach the unspoken division between outside and inside, public and 

private, poor and elite; however, all of the figures appear content in this moment. They 

allow all of the sounds from outside to enter through the doorway and into the quiet, 

peaceful space of the home. The maidservant in this painting is the intermediary between 

the classes as she leads the child toward the musicians, while the matriarch of the house 

remains seated. The maid is a mediator between the two disparate groups as she does not 

occupy either of these extreme social classes; she appears comfortable in the presence of 

the poorer musicians. Her clothing is even painted to represent the colours of the palette 

from each social class, i.e., the warm sienna of her skirt which is not too dissimilar from the 

woman’s rich, orange satin and the ruddy brown of her bodice, which matches the clothing 

of the musicians.  

 

The woman seems willing to pay the two men for their musical efforts to engage her young 

child; the gesture implied by her right hand and the left hand of her servant intimate that 

there will be a monetary exchange. Ronni Baer indicates that this painting includes a theme 

often repeated in pictures where the classes converge; for example, she states ‘The patrician 

obligation of providing charity – and educating the young to meet that responsibility’ may 

be seen in this image as well as others throughout Dutch imagery.22 The respective spaces 

of front stoop and voorhuis maintain the figures in their rightful zones, thereby strengthening 

the class system. But it is the music that unites them; the sounds issuing from their 

instruments bridge the class differences between them. However, this is fleeting as the 

music will eventually end, and all of the protagonists will part ways, once again righting their 

respective spaces, thus reinforcing the importance of the seventeenth-century hierarchical 

class system.    

 

 

 

 

                                                           
22 Baer, Class Distinctions: Dutch Painting in the Age of Rembrandt and Vermeer, p. 255. 
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Spatiality, Gender & Domesticity 

Labour, trade, business and home life also provide plentiful and diverse settings for the 

spatial separation of gender throughout Dutch society.23 One picture that combines group 

portraiture, spatiality and daily domestic life within the home is Hendrik Sorgh’s The Family 

of Jacob Bierens (Fig. 29) painted in 1663. This scene features six figures situated in their 

voorhuis24 (front room); each character is animated in performing their various tasks and 

duties for the day. Firstly, on the left, the patriarchal father figure strides into the room, 

connecting his gaze with the viewer and showing us a plate of fresh fish. His youngest son 

assists him by holding up the platter. In the centre of the composition, the matriarch sits 

peeling fruit; her gaze is focused on her husband and son who have just entered. Behind 

and to her right, her three eldest children (from background to foreground) fetch water, 

pluck game and play the viola da gamba. Numerous accoutrements litter the room, including 

jugs, buckets, basins, more fish and an array of leafy cabbage, as well as a music stand, chair, 

fireplace, cat, three landscapes, an open doorway and latticed windows. 

 

The harmony of this family is plain to see; each relative member has their individual task to 

complete which would ultimately contribute to the smooth day-to-day functioning of the 

family home – intrinsic to the meaning of this painting. Hollander emphasises that this 

image is essentially farcical in relation to the traditional spaces and their purposes within the 

Dutch home; for instance, ‘Sorgh’s picture is defiantly unrealistic, since the labor of food 

preparation would normally take place in the kitchen and courtyard’.25 Even though Sorgh 

pictorially intimates the relevance of the outdoor courtyard here, it is not a large part of the 

composition – and so references the existence of an outside world but not its importance. 

Franits asserts that this family is in fact represented in the kitchen, and utilising the 

significance of this space, he describes the different gender roles in relation to food 

gathering, preparation and accomplishment. For example, the father is represented as the 

provider for his family, the mother shows her aptitude in utilising the goods he bestows, 

and the eldest daughter is depicted learning the skills she will require for her own future 

married life.26 The three women are strategically placed in the centre of the composition: in 

the back, middle and foregrounds of the space. They are also illustrated on a “conveyor 

                                                           
23 Art works featuring clear gender divides via the use of spatiality throughout the realms of business and 
trade include Quiringh van Brekelenkam’s Interior of a Tailor’s Workshop (c. 1655–60), Gerard ter Borch’s The 
Knife Grinder’s Family (c. 1653), and an unknown artist’s painting of a Pharmacist with His Wife and Servant in an 
Apothecary (165(6)), to list only a few. 
24 The voorhuis was a common area for business to take place in the home, or a general space for social 
engagement and interaction to occur. 
25 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 182. 
26 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 87. 
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belt” of food preparation. Their tasks are different but the goal is quite the same – a family 

meal will be the product of their capable hands. Each figure is compositionally placed in the 

room according to their gender roles, and so contemporary attitudes concerning the elite 

family and household are reinforced in this picture. Spatiality is used to strengthen the 

women’s relationship to the kitchen and the interior of the home, where-as the males are 

associated with the outside world and the accomplishment of music. 

 

As we have already discovered from the preceding chapters, music and musical instruments 

were symbolic of matrimonial and familial harmony. However, Franits discusses the 

significance of the stringed instrument and the activities of the home with regards to a text 

from 1612 by Robert Cleaver (d. 1613) and John Dod (Cheshire, c. 1549–1645):  

 
Where the husband and wife performeth these duties in their 
house, we may call it a Colledge of quietnesse: The house 
wherein these are neglected, we may terme it a hell.27 

 

Importantly, the authors use the term ‘quietnesse’, an aural idea as a metaphor for a 

harmonious household, wherein a diligent man and woman go about their daily 

responsibilities, and although not used directly here in this commentary, perhaps this was an 

ideal of heaven on earth. Therefore, the active sound present in this painting, translated via 

the viola da gamba, is the very embodiment of this belief concerning marriage, work and duty 

as well as the unity of man and woman. 

 

Some pictures also granted viewers unprecedented access to scenes which they would never 

be ordinarily allowed to see due to the constraints and expectations of proper society. For 

example, Metsu’s The Visit to the Nursery (Fig. 30) from 1661 permitted male observers an 

insight into the unfamiliar domain of the opposite sex, particularly motherhood. Wieseman 

writes:  

 
In real life, etiquette and custom restricted access to rooms 
within the home, but paintings permitted the viewer to 
wander freely through some imaginary house, opening 
doorways and peeking in at scenes normally hidden from 
view: stolen glimpses that reveal intimate details of family 
life or the mysterious world of women.28 

 

                                                           
27 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 89. 
28 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 41. 
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The painting represents a quiet scene involving a new mother holding her baby and her 

standing husband, who receive subtle felicitations from a visiting woman.29 A maidservant 

enters from the left, carrying a chair in her left hand and a footwarmer in her right, 

presumably for the benefit of the standing guest. Beyond the maid, an open doorway 

reveals an empty chair situated in a hallway. Between the three well-dressed figures, at the 

very centre of the composition, an elderly woman sits by the wicker crib, fulfilling the role 

of midwife or attentive relative.30 

 

This picture’s theme is one that gained popularity in the latter half of the seventeenth 

century; termed a ‘kraambezoek’ (‘cradle or lying-in visit’), it celebrated the triumph of 

mother and baby overcoming childbirth and acknowledged the social ritual of 

congratulating the new parents.31 It has been suggested by The Metropolitan Museum of 

Art that the interior is in fact one of embellishment and exaggeration, due to several factors, 

including one most significant element being the sheer scale of the space for a Dutch home. 

For instance, ‘The extraordinary size of the room exceeds what would have been found in 

almost any private house in a Dutch city during the period’.32 The inspiration for Metsu’s 

interior had actually come from the Town Hall of Amsterdam’s council chamber of 1655, 

conceived by Jacob van Campen (Haarlem, 1596–1657). Thereby drawing inspiration from 

a contemporaneous source – a public, secular, yet stately place – Metsu has raised the 

importance of this domestic space, the status of the figures within it, as well as the moment 

that unfolds between them – and before us. As a result, this allows the viewer a privileged 

glimpse into a richly decorated, private home, permits us access amongst these wealthy 

characters and integrates us as witnesses of this special, celebrated and highly valued 

sociocultural ritual.  

 

Moreover, the gender roles are clearly defined and demarcated in this painting. For 

example, the only male figure takes the lead in a bow of welcome towards the entering 

woman, tips his hat and is a presiding dominance over all who enter his household, 

                                                           
29 The room in which they gather is abundantly decorated and furnished with lavish textures, such as Turkish 
rugs, a large four-poster bed, an ornate fireplace with Corinthian marble columns, a black and white marble 
floor and a vast painting of a seascape on the back wall. 
30 Metsu’s own mother, Jacquemijn Garniers (1589/93–1651), was a midwife, who had four children herself, 
including Gabriel. Her occupation may have influenced Metsu’s intimate evocation of this theme in painting. 
Bakker, Piet. “Gabriel Metsu.”  https://www.theleidencollection.com/artists/gabriel-metsu/ 
31 The Metropolitan Museum of Art. “The Visit to the Nursery.”  
https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;
ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3 
32 ibid. 

https://www.theleidencollection.com/artists/gabriel-metsu/
https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3
https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3
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especially his spouse; his role is unmistakable as the patriarchal overseer. He is depicted in 

close proximity to his wife and child, positioned deep in the space, nearest the bed, almost 

as if their protector. The young mother is presented as relaxed and contented; her exposed 

breast, her pink cheeks and her smile all indicate that she is thriving in her role as nurturer. 

The three other women represent the stages of a woman’s life: the young maid ready and 

willing to serve under the direction of the new mother, the female visitor seemingly of 

marriageable age, and the old woman, slightly withered with time. The poet Jan Vos (1610–

67) wrote about this painting in 1662:  

 
The visitor politely enters the new mother’s room,/ 
Conversing animatedly with suitable restraint..../ Long a 
woman’s privilege, to which men had no recourse:/ Now art 
invites a man to see this mother and her babe.33 

 

This annotation provides explicit information regarding the social practices of the time, as 

men were not permitted to visit women and their newborns unless they were close family 

relations. This picture and the theme overall would have presented male viewers with an 

opportunity to observe a private, cherished moment full of warmth and hope.34 

 

Nicolaes Maes’s picture The Eavesdropper (Fig. 31) executed in 1657 is one of the most 

intriguing uses of spatiality in the history of Dutch painting.35 On the landing of an intimate 

interior space, at the centre of the composition, stands a well-dressed female figure, gazing 

directly at the observer while gesturing conspiratorially in order to silence us. To the left of 

this character, an open door divulges a chamber with an empty chair, and a staircase 

ascends upwards into a room with four figures, three of whom sit around a table. To the 

right of the central protagonist, the stairway continues downwards to reveal another room 

on the far right; a cat may be seen below the latticed windows. Continuing further down the 

steps, a young couple are visible cavorting below, and in the very far space, a series of 

repeated archways lead us from inside to outside, showing us a glimpse into a world beyond 

the domestic interior. 

 

                                                           
33 Wieseman, “Vermeer’s Women: Secrets and Silence”, pp. 41-2. 
34 ibid, p. 42. 
35 This painting is also known as The Listener in the collection of the Dordrechts Museum. Maes repeated this 
theme of the eavesdropper several times throughout his career, expertly evolving the spatiality and 
composition as he progressed; however, this rendition is widely believed to be the magnum opus of the 
pictures focused on this subject. Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic 
Evolution, p. 155. 
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Upon close inspection, the woman in the centre – the intermediary between these different 

spaces, doorways, openings and social groups – is in fact the young housewife of this 

dwelling. Her rich, red velvet coat and her olive silk skirts attest to this. She holds an empty 

glass, she smiles overtly and her cheeks are slightly flushed, perhaps with wine but also 

excitement. The party above her are seemingly oblivious and joyful in their own 

consumption of food and drink, as a woman holds up a wine glass in the very far space of 

the background. Diagonally opposite this merry company are the couple in the hallway who 

represent a visiting soldier – suggested by his bright red overcoat and sword slung over a 

chair in the foreground – and the maidservant of the household.36 It is in her apparent lack 

of concentration and neglect of her duties during this seduction that the cat sneaks up to 

eat fowl from the dishes, possibly intended for the dinner party above. Hollander states that 

the military accoutrements as well as the map hanging above them symbolise the ‘sexual 

freedom of a soldier’, notably his taking off of these garments insinuate a ‘man disarming 

himself for relaxation and sensual pleasure’.37 Moreover, the negligence of the servant and 

the resulting opportunistic cat eating the poultry connects to an epigram by Johan de Brune 

(Middelburg, 1588–1658), ‘“a kitchen maid must have one eye on the pan and the other on 

the cat”’.38 

 

While the spatiality within this painting is astoundingly complex, the setting of the home is 

totally contrived. The suggested size of the dwelling, particularly its width indicated by the 

rooms either side of the winding staircase, is incidentally artificial and especially ‘unusual by 

seventeenth-century Dutch standards’.39 Nevertheless, the open doorways, arches and 

hallways are the very doorsiens which allow the viewer to see the secondary scenes occurring 

in the auxiliary spaces and together with the applied linear perspective evoke a certain ability 

of penetration. Cole stresses the instrumental importance of the door and doorway in 

relation to the observer’s access to this image. For example: 

 
The space of the painting is composed of a series of 
perforated architectural layers superimposed on one another, 
each revising and fragmenting the other until the 
composition is entirely framed within the arch or rectangle 

                                                           
36 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 155. Hollander highlights 
the artist’s clever use of colour and palette in the rendering of the soldier’s overcoat, the jacket of the 
housewife and the attire of the maidservant, for they are all linked by Maes’s repeated utilisation of his 
characteristic vermillion. Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 
138. 
37 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 104. 
38 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 108. 
39 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 155. 
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of a doorway. The doorway is the central motif among a 
series of architectural frames that allow the eye to enter deep 
into the space of the house. A total of eight apertures 
articulate the architectural ‘joints’ of the interior, and 
produce a formal play between light and dark, and inside and 
outside, creating a series of boundary lines which our eyes 
are encouraged to transgress.40 

 

This commentary aligns with the previously quoted writings of van Mander, for in Maes’s 

repeated use of the doorway or doorsien, the viewer is permitted to cross the respectable 

boundaries of visitation, just like the formerly discussed Metsu, and enter into the spaces 

denoted by these internal apertures. In relation to the home being representative of a safe, 

protected, intimate and unspoilt place, a realm gendered as largely feminine, Cole stresses 

that these conventional demarcations of space are consequently breached and challenged. 

For instance, ‘Defying our sense of the home as an enclosed, private sphere, the doorways 

break down the interior into a maze of corridors, dispersing our gaze across a multitude of 

visual pathways’.41 Again, with Maes’s open doors, doorways, and at the very rear, a view 

into the somewhat perilous outside world, the influence of a masculine presence has 

violated the borders of the sacrosanct “feminine” home. This breaking down of public and 

private lines, as well as traditional gendered spaces, is further intimated by the soldier (an 

outsider/guest), the map (symbolic of ‘worldliness’), his military paraphernalia (signifiers of 

earthly pursuits and the “tools of his trade”) and his forceful seduction of the young maid.42 

 

It is the aural spectrum of this painting which leads us back to the visual presence of sound 

and quiet. Indeed, the housewife’s powerful gesture of placing her index finger up to her 

mouth encourages, nay demands, the silence of the spectator, which as a result involves the 

viewer as a quiet collaborator.43 Her own listening gesture is profound, as she does not see 

what is happening in the hallway below, but listens with her left ear marginally cocked 

around the column, which is essentially how she has discovered what is happening down 

the stairs. She moves from one step to take another one downward, trying ever so hard to 

gain more volume, thus piquing our interest. Noting the sensory implications of this 

Eavesdropper series, Hollander writes: 

 

                                                           
40 Cole, “‘Wavering Between Two Worlds’: The Doorway in Seventeenth-Century Dutch Genre Painting”, p. 
28. 
41 ibid, p. 30. 
42 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 155. 
43 Hollander relates this finger-to-mouth gesture as having roots in an emblem titled Silentium, which depicts a 
woman ‘with a finger to her lips, who encourages silence to avoid jealousy and strife’. Hollander, An Entrance 
for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 111. 
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…it is the viewer who can see what is happening in the other 
room, whereas the eavesdropper can only hear. The 
eavesdropper’s conspiratorial relationship to the viewer is 
reinforced by this suggestion of illicit sounds as well as 
sights, a stage device cleverly adapted for the mute medium 
of painting.44 

 

Franits describes the significance of the silencing hand gesture, emphasising its prominence 

throughout art history, particularly of the Western sphere. For example, ‘In late 

antiquity,…the evangelists and other major religious personages are shown making it, a 

reflection no doubt of the linking of silence and virtue by ancient cultures’.45  

 

Maes’s utilisation of this gesture here is somewhat polarising to its historical meaning; 

instead of promoting virtuous silence, it inspires quiet for the illicit enjoyment of sensual 

pleasure, voyeurism and eroticism. In this, Maes has placed his housewife on par with the 

distracted servant girl, and so it appears they are not too dissimilar after all, but each woman 

represents half of the whole.46 However, these two female figures, though separated by 

class, still operate within the sociocultural confines of gender stereotypes that prevailed 

throughout the time, namely that of the idle, young servant prone to vice over virtue, and 

the conniving matriarch conscious of all that goes on under her roof.47 Hollander writes of 

this significance in relation to popular contemporary manuals and handbooks from the era; 

for instance, ‘The theme of clandestine goings-on in the household has particular resonance 

for Dutch culture because it suggests the potential breakdown of the domestic order, an 

issue that dominated the didactic literature so prevalent in seventeenth-century Holland’.48 

She continues, ‘The tension between central and ancillary spaces ultimately expresses the 

precariousness of feminine experience’.49 Not only does this painting present the instability 

of female life regardless of class but also the astronomical bias placed on negative feminine 

experience in Dutch socio-culture. This intriguing use of aurality in Dutch seventeenth-

                                                           
44 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, pp. 111-2. 
45 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 155. 
46 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 137. 
47 Franits and Hollander both suggest that the inclusion of the sculptural bust above the housewife is 
significant in meaning. Juno, ‘ancient Roman goddess and protectress of the household and state’, is a 
reminder that she ultimately rules over the activities within this home. Not only is Juno posed facing away 
from the direction of the social depravity happening all about her, but she also represents a stark contrast to 
the lack of decency shown by the housewife herself. ibid.  
48 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 104. However, 
demonstrative of the duality of Dutch morality, Franits suggests that pictures depicting virtuous maidservants 
far outweigh those which represent maids who act with apparent weakness of character. Therefore, this 
speaks of the potency of contemporary literature on art of the time, for it too commonly extolled the power 
of a healthy, reciprocal maid and matriarch relationship. Franits, Paragons of Virtue: Women and Domesticity in 
Seventeenth-Century Dutch Art, p. 108. 
49 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 137. 
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century painting leads us into the next section of this chapter, concerning the effect of 

spatiality and illusionistic devices on the pictorial manifestation of sound. 

 

Spatiality, Illusion & Sound 

Arches and archways, as well as trompe l’œil window ledges and niches, are powerful visual 

devices that Dutch artists utilised to their full and illusionistic extent throughout their 

pictures, including those by Dou, Jacob Duck (Utrecht, 1600–67), Gerrit Battem 

(Rotterdam, 1636–84), Maes (Dordrecht, 1634–93), Job Berckheyde (Haarlem, 1630–93), 

Metsu, van Mieris (Leiden, 1635–81) and Netscher to name but a few. Simply, Franits 

describes these niche pictures with their upper arches as structures which ‘enhance the 

illusion by eliminating what are normally the empty upper corners of a picture’.50 Trompe l’œil 

is a French term meaning to ‘deceive the eye’.51 Miriam Milman noted the ability of trompe 

l’œil to ‘evade’ the picture plane, thus creating an illusion of space beyond the two-

dimensionality of an art work, or to ‘invade’ the picture plane, by cleverly occupying the 

space of the viewer, culminating in a kind of hyper-illusionism.52 Dutch niche paintings 

magnificently demonstrate both of these characteristics simultaneously. But never are these 

pictures more stimulating than when illusionism, spatiality and sound unite. For instance, in 

Berckheyde’s The Baker (Fig. 32) painted circa 1681, an industrious male figure leans 

forward from a stone niche, partially leaning on the protruding, customised ledge set in 

front of him. The archway opens up the whole image, allowing the viewer to see inside the 

room beyond the baker.  

 

To the right, a set of shelves leads the eye over various loaves of bread as well as a silver 

pitcher on the top shelf which catches the light. Above the baker hangs a sprig of vine 

leaves and over his left arm, a suspended, timber pretzel hanger. Behind the baker’s elbow, 

a foreshortened wooden table with a bowl containing flour and a spoon reveal the task at 

hand. The baker himself uses his right hand to hold up a horn, while his facial expression, 

particularly his furrowed brow, tell of the effort it takes to yield. Seemingly occupying the 

space of the spectator, the baker’s offerings are placed before him, arranged haphazardly as 

well as strewn in a wicker basket. The viewer can not only smell the baked goods placed so 

temptingly before us, but we can hear the baker’s outward blaring call to the public 

informing us of their freshness. The fact that the baker actively leans out of his own 

                                                           
50 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 116. 
51 Ebert-Schifferer, “Trompe l’Oeil: The Underestimated Trick”, p. 17. 
52 Milman, Trompe-l’oeil Painting, p. 14. 



139 

utilitarian place, occupies the space of the viewer and blasts us with the deep bellows of the 

horn, works to seemingly deafen the spectator with reverberating sound, echoing 

throughout the niche and back to the observer. 

 

The sound within this image operates to communicate to a market of consumers who buy 

the baker’s goods, returning to the significance of soundscape within Dutch society. This 

soundmark of the booming horn would have taken place at a particular time; consequently, 

it would have been part of the daily routine of a maid or housewife. Additionally, the sound 

of the horn would have been an important ritual for the baker, as his business and 

particularly his profit would have hinged upon selling his wares before they spoiled, and so 

the instrument’s call functioned as a catalyst of exchange and transaction, further stressing 

the fundamental skills of the Dutch Republic as successful merchants, dealers, tradespeople 

and labourers – and reflecting a sense of national pride. This niche painting effectively 

blends the senses, especially sound and smell, with spatiality which both evades and invades 

the picture plane. In this way, Berckheyde stimulates, invites, entices and captures the 

observer, who becomes part of this unfolding scene. 

 

Gerrit Dou 

Despite the effectiveness of this painting by Berckheyde, no other artist perfected the niche 

image quite like Dou.53 In fact, Dou pioneered this trompe l’œil spatial device and explored its 

pictorial efficacy with over forty renditions throughout his artistic life.54 His painting 

entitled Girl at a Window55 (Fig. 33) from 1657 is a prime example of numerous spatial 

devices at work in one picture. The scene depicts a young girl leaning out of a stone niche. 

Her left hand holds a basket of fruit in front of her, and with her right arm raised above her 

head, she draws back a thick curtain towards the top of the archway. To her right, hanging 

limp over the sill, is a dead poultry bird; above that is a wooden bird perch. Situated on a 

protruding ledge in the foreground, an ornate vase of flowers is positioned in the left corner 

                                                           
53 Anglea Ho states that the stone niche was not actually a conventional architectural element throughout 
domestic housing during the time. Ho, “Gerrit Dou’s Enchanting Trompe l’Oeil: Virtuosity and Agency in 
Early Modern Collections”, p. 4. 
54 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 48. 
55 The holding institution Waddesdon Manor titles this work slightly differently, i.e., A Girl with a Basket of 
Fruit at a Window. 



140 

of the painting, and to the right a small snail lies at the very bottom of the image.56 Into the 

niche, and through the heavy drapery, a secondary scene in the background can be 

perceived. In this small and intimate part of the composition, a young man seated by a 

window plays a violin, while another woman, also seated, holds a songbook in front of him. 

This woman, posed with her back angled towards the viewer, may be considered an active 

listener. 

 

The structure of the niche itself allows the viewer a mode of entrance into the space of the 

home; this we could argue is the insien at work here. The young girl’s action of drawing the 

curtain up and over her head to reveal the scene behind her is in turn the doorsien operating 

within the image. Dou uses this illusionistic device repeatedly throughout his œuvre, which 

functions to successfully ‘evade’ the picture plane, thus highlighting the depth of the room, 

and to reiterate van Mander earlier, creates a ‘plunging’ quality coaxing the spectator to 

enter. The fact that she herself leans out over the edge of the niche, and with details such as 

her foreshortened arm, hand and basket of goods, occupies the space of the observer is a 

clear ‘invasion’ of the picture plane. This employment of trompe l’œil is a testament to the 

fine painting technique Dou was so renowned for – but also his storytelling capabilities 

allowing multiple complementary narratives to take place in one work, his understanding 

and execution of linear perspective, as well as his triumph over composition and spatiality, 

and ultimately the effect of all of these factors on the experience of the viewer. 

 

The young girl at the window is the dominant figure in this painting, and consequently the 

most important by hierarchy; what is more, she is the one who connects the spectator with 

the secondary scene. Her straightforward gaze, her smiling facial expression, and her 

deliberate, conspiratorial gesture of showing us this background action of music making, 

and perhaps flirtation, is not only inviting, but together with this young girl, the viewer 

becomes her partner-in-crime, an accomplice to her own act of voyeurism. It is as if she has 

extended a metaphorical olive branch to us, communicating that this secondary, internal 

                                                           
56 Dou’s inclusion of the curtain as well as the snail recalls famous classical stories of successful deception and 
illusion. The first by Roman author Pliny the Elder (Gaius Plinius Secundus, 23/24–79 C.E.) concerns the 
competition between artists Zeuxis (act. 435–390 B.C.E.) and Parrhasios (act. 440–390 B.C.E.) (Historia 
Naturalis).  The painter Zeuxis was challenged by his rival Parrhasios in the ultimate show of artistic 
illusionism; the latter knew of Zeuxis’s previous work which fooled birds who attempted to eat his painted 
bunch of grapes. Subsequently, Parrhasios demanded Zeuxis draw back the curtain covering his own 
rendition of painted grapes. As a result, Zeuxis endeavoured to pull back the fabric; however, he quickly 
realised this too was painted, and therefore the trickery was a resounding success. Needless to say, Parrhasios 
won the contest. The second story, involving Philostratus’s famous bee, seems to connect to Dou’s inclusion 
of the enchanting snail but also echoes Giotto’s renowned fly motif. Battersby, 1974, p. 9. Ebert-Schifferer, 
“Trompe l’Oeil: The Underestimated Trick”, p. 21. 



141 

vignette is interesting and persuading us that we should want to know more, making us her 

equal. If this young girl is the maid of this household, the artist has only compounded 

existing stereotypes held about women at the time, particularly servants. She is the typical 

provocative troublemaker; although she appears somewhat virtuous, she is in fact 

duplicitous. The man and woman in the background may also be representative of 

Petrarchan ideals of love that were so popular throughout seventeenth-century socio-

culture. 

 

However, Dou’s clever utilisation of spatial devices and the appealing characters of the 

young, amorous couple as well as the mischievous girl are not the only aspects of the 

painting drawing the viewer in. The multisensory properties of the picture are also rich and 

varied; for example, the dead rooster hanging haphazardly over the ledge is a powerful 

vanitas symbol – and by extension the smells of death and decay, but more generally birds, 

were associated with the allegory of Touch, one of the Five Senses personified.57 58 The 

vacant perch and the birdcage at the back of the room are highly symbolic elements that 

relate to a wealthy household emphasising family status and affluence, as well as marital 

harmony.59  

 

Furthermore, Phillippa Plock proposes that the Dutch word for “bird” was ‘vogel’, also 

meaning ‘copulation’, and as a result advocates the erotic undertone of the image.60 The 

vase of flowers is also strongly suggestive of the sense of smell, whilst the woven basket, 

abundantly filled with fruit, especially grapes still attached to the vine, its leaves spilling over 

the edge of the wicker, effectively triggers the sense of taste. Most importantly though, the 

sound emanating from the gentleman’s violin appears to actively work its way around the 

room, through the niche and once again out into the space of the spectator. Therefore, the 

sound may also be described as an ‘invasion’ of the picture plane, or an inverse version of 

the doorsien, a sonic device which works in a similar way, quite literally plunging outwards 

from within.  

 

                                                           
57 Plock, Phillippa. “Girl with a Basket of Fruit at a Window.” Waddesdon.org.uk, 
https://waddesdon.org.uk/the-collection/item/?id=604 
58 Hall, Dictionary of Subjects and Symbols in Art, p. 49. 
59 Gonzalez, Kristen H. “More Than Mimicry: The Parrot in Dutch Genre Painting.”  
https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-
in-dutch-genre-painting.html 
60 Plock, Phillippa. “Girl with a Basket of Fruit at a Window.” Waddesdon.org.uk, 
https://waddesdon.org.uk/the-collection/item/?id=604 

https://waddesdon.org.uk/the-collection/item/?id=604
https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html
https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html
https://waddesdon.org.uk/the-collection/item/?id=604
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Dou encapsulates sonic dimensions as well as extreme spatial illusion throughout two more 

niche pictures: Violinist in the Studio (Fig. 34) from 1653 and The Trumpeter (Fig. 35) painted 

circa 1660.61 In Violinist in the Studio (Fig. 34), Dou has rendered a male figure leaning upon 

the ledge of a stone niche, while he supports his violin and directs his gaze away from the 

observer. An open music book, illuminated by a source of light from outside the scene, sits 

in front of the violinist, also placed over the edge of the niche, and above this hangs a small 

birdcage. At the bottom of the picture, partially hidden from view by the ornate rug, a relief 

sculpture featuring several putti, one holding up a mask to his face and one dragging a goat 

by its horns, may be seen.62 Past the violinist, music book and birdcage, and into the niche, 

two male figures occupy the secondary vignette; one seated and another bending over a 

table, they actively smoke and grind pigment respectively. Dou repeats the use of the 

hanging drape which cascades above these characters, while at the back of the room a 

painting stands on an easel.  

 

In terms of spatiality, once again Dou expertly utilises multiple illusionistic devices in a 

single picture. Firstly, the utilisation of the niche structure itself which acts as the insien of 

the painting, simultaneously permits the viewer a mode of entrance and frames the figures 

and objects within the image. Then the inclusion of the birdcage, music book and the 

violinist himself, who angles his body just enough to allow a view into the back of the 

studio, operate as the doorsien. Taking into account the unique placement of the stringed 

instrument and the musician’s arms, which both invade and evade the picture plane, his 

right forearm is especially foreshortened in perspective and portrayed in deep shadow, 

furthering the illusion of being able to penetrate the scene. Moreover, the violinist’s arms, 

hands and bow, as well as the neck of the instrument itself, imply the action of fluid 

performance and graceful movement in his very act of music making, consequently drawing 

the viewer further into the space.63   

 

                                                           
61 The Trumpeter is believed to be the companion piece to the aforementioned work Girl at a Window. 
Plock, Phillippa. “Girl with a Basket of Fruit at a Window.” Waddesdon.org.uk, 
https://waddesdon.org.uk/the-collection/item/?id=604 
62 This sculpture is based upon another sculptural work made by a Flemish artist François Duquesnoy 
(Brussels, 1597–1643), and was painted by Dou numerous times throughout his career. Versions of this relief 
were present throughout Leiden during the era. Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and 
Thematic Evolution, p. 116. 
63 Hollander advocates that the representation of the musician’s violin and bow simultaneously operate as 
references to the artist’s tools of both ‘brush and palette’. Hollander, An Entrance for the Eyes: Space & Meaning 
in Seventeenth-Century Dutch Art, p. 52. 

https://waddesdon.org.uk/the-collection/item/?id=604
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The sonic dimensions of this painting are also incredibly lucid and varied. For example, we 

can hear the regular puckers and puffs of the smoker inhaling and exhaling on his pipe, the 

crush and drag sounds made by the pigment grinder and his heavy pounding of the stone, 

and finally the contemplative violinist, who actively plays slowly and purposefully upon his 

stringed instrument, its dulcet tones echoing inside and outside his studio space, as if once 

again abounding and encircling the viewer/listener. It is precisely in this application of 

sound that striking similarities may be drawn between the act of painting and music making, 

which Franits emphasises in the following statement:  

 
Both... rely on principles of harmony, the harmony created 
by notes in music on one hand, and that created by the 
interactions of color and proportion on the other. 
Furthermore, music and painting both entertain by appealing 
to the senses of sound and sight respectively.64 

 

This commentary stresses the fact that this is a multisensory picture, and that Dou 

represented the male violinist as capable of both the arts of painting and music making, 

highlighting his intelligence, creativity and talent. Jana Finkel proposes that music in the 

artist’s studio was meant to function as a way to ‘stimulate creativity’, which she couples 

with the smoking of the pipe in the background.65 The act of smoking tobacco could be 

read as either deplorable behaviour expected of the lower classes, or as is the case here in 

the context of the painter’s studio, a pursuit in earnest, symbolic of good health, creative 

inspiration and worthwhile introspection.66  

 

Momentarily analysing this picture in relation to a painting of a female figure making music 

at a keyboard instrument discussed in Chapter Four, we could argue that while there are 

many obvious differences, there are also important similarities. For example, in Vermeer’s 

The Concert (Fig. 46), the sound of the keyboard instrument unites the three protagonists, as 

does the sound produced by the violin in Dou’s work. Furthermore, the woman playing the 

keyboard, sat at the manual in deep concentration is pictured as extremely focused on her 

music making, highlighting her active listening, commitment, thoughtfulness and 

intelligence. Dou’s violinist is also represented as deep in thought, head turned to the side 

and ear cocked, almost as if he is waiting for a moment of inspiration to hit him, or this 

pose is also intended as a listening gesture.  

                                                           
64 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 116. 
65 Finkel, “Gerrit Dou’s “Violin Player”: Music and Painting in the Artist’s Studio in Seventeenth-Century 
Dutch Genre Painting”, p. 4. 
66 ibid, pp. 91-3. 
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Additionally, Hollander suggests that this is a ‘triple self-portrait’, with each of the various 

male figures making up a different part of the artist himself.67 Moreover, the author states 

that Dou conceived it ultimately for the purpose of deceiving the viewer.68 For example, 

‘This doubling of large and small, of close and distant elements, and the depiction of 

competing colors and textures amount to a virtuoso performance’.69 Together with Dou’s 

virtuoso stream of fine painting (fijnschilderen), and the almost theatrical tactility of pulling 

the drape aside to envisage more of the secondary scene, similar to the manner of Zeuxis, 

the observer becomes part of the deception. In a manner of speaking, Franits confirms this 

reading by referring to an interpretation of the painting by yet another author, Peter Hecht. 

This writer believed the birdcage to be of significant import to the overall meaning of the 

painting, especially when tracing the line of the violinist’s gaze, which is directed towards 

the hanging cage. The violin’s music is construed as a way to coax the bird to chirp, 

therefore amplifying the importance of mimicry to the whole composition, highlighting the 

duality of meaning operating in this painting.70 Firstly, the mimicry of the violinist 

translating and performing the sheet music, secondly, the mimicry of the returning 

birdsong, and lastly, the mimicry of surfaces, textures, materials and figures rendered in 

paint.  

 

A point that has been neglected in the literature referenced so far is that Dou’s artist’s 

studio is representative of a purely male pursuit and is chiefly a male domain. The 

painter/violinist/owner of the studio is the dominant and most important character, while 

the male figures working behind him are seemingly his employees, including the pigment 

grinder who is also perhaps the artist’s apprentice. As has already been mentioned, female 

artists were conventionally raised amongst artistic surroundings, namely by creative families. 

Their output was commonly perceived as ‘amateur’, ‘from the lady watercolorist to the 

industrious needleworker’, executed in the home for close family and trusted visitors. In 

turn we can only deduce art made for a public market – that is, a masculine domain – was 

                                                           
67 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 52. 
68 ibid, pp. 52, 70-2. The author also proposes that Dou was heavily influenced in the conception of his male 
violinist character by Rembrandt’s own Self-Portrait at the Age of Thirty-four from 1640 (The National Gallery, 
London). In this picture, Rembrandt also wedges his elbow and forearm over a stone ledge, which markedly 
punctures the space of the viewer. ibid, p. 50. 
69 ibid, p. 52. 
70 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 116. 
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consequently distinguished as “professional” or ‘High Art’.71 Even though there is a lack of 

a feminine presence in this painting, Honig states: 

 
The studio was closely tied to the home, if not actually a part 
of it; apprentices might lodge with the master and become 
integrated into the family – or they might be members of it 
already, as many painters came from artistic families. The 
woman of this domestic economic unit, the painter’s wife, 
performed the traditional function of craftsmen’s wives, 
helping to market the wares that her husband and his 
assistants produced.72 

 

This commentary emphasises the dual purpose of the home as studio and the studio as 

home, as well as the gender roles that worked within such a business/dwelling. As a result, 

despite the absence of female figures, the boundaries between traditional masculine and 

feminine spaces are blurred.  

 

The second of Dou’s niche pictures to be discussed is titled The Trumpeter (Fig. 35) (c. 1660), 

executed seven years after his Violinist in the Studio (Fig. 34). A theatrically dressed male 

figure stands at the periphery of a stone niche, as he holds up his trumpet and emphatically 

blows into it.73 A silver tray and an elaborate pitcher are positioned on the far left of the 

window ledge, and beyond this, inside the room, a window reveals an internal light source. 

Further inside the space, a conglomeration of six characters populates a lively secondary 

scene.  

 

This extremely rich painting in both colour and texture is equally splendid in terms of its 

spatiality. The stone niche (insien) once again allows the viewer a method of entry into the 

scene while simultaneously framing the most important, upper register of the picture. The 

doorsien is effectively provided by the trifecta of luxurious fabric drapery featured so 

abundantly throughout the image: the gold and navy blue brocade curtain, the warm-toned 

Turkish rug over the window ledge and the gathers of royal blue and gold-fringed material 

that swathe the trumpet. Compared to the formerly discussed painting, Violinist in the Studio 

(Fig. 34), the artist has utilised not just the body and pose of the musician to lead the 

viewer’s eye through the picture – but also the instrument itself. The clear linear design of 

                                                           
71 Honig, “The Space of Gender in Seventeenth-Century Dutch Painting”, p. 190. 
72 ibid. 
73 A beautifully ornate, brocade curtain is drawn up to the far right of the arch, and just as in the previous 
work, another Turkish rug hangs below the base of the niche, which also depicts the same sculptural relief, 
although its composition has been slightly elongated. 
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the trumpet quite literally points to the ancillary scene in the background. The trumpet also 

punctures the space of the viewer, as does the Turkish rug, tray and pitcher which are 

positioned on the ledge of the window, culminating in an ‘invasion’ of the picture plane.  

 

The soundly characteristics of the picture are also profound; for example, the animated 

trumpet player himself, connecting with the viewer via his direct gaze, and his puffed, 

flushed cheeks as well as his furrowed brow, all tell of the effort and energy it takes to wield 

such an instrument. These signs of active playing also work to indicate the volume within 

the space; for instance, compared to the slow and dulcet tones of the violin from the 

previous painting, Dou has utilised the same lively enthusiasm captured in Berckheyde’s 

picture, although Dou’s image was made roughly two decades earlier. The boisterous nature 

of the dinner party in the background also adds a secondary soundly dimension to this 

painting, notably the hearty glug of wine emanating from a man who echoes the very pose 

of the trumpeter, another man pouring yet more wine from a lofty height, and finally, their 

general waves of vivacious conversation and laughter that echo throughout the room. The 

trumpeter’s position on the periphery of inside and outside, private and public, domestic 

and worldly spaces means that he acts as the intermediary between these systems, the 

revellers in the background and the spectators of the image. His music making therefore 

unifies these disparate groups, or at the very least brings us (the observers) on par with 

them (the depicted figures).  

 

The music also functions to make us viewers into active listeners, and in this Hollander 

suggests several interpretations of the painting; one in particular relates to the intentions of 

the trumpeter’s call. For example, and again like Berckheyde, the music operates to 

communicate as opposed to entertain in that the trumpeter evokes similar characters from 

‘guardroom scenes of the 1630s and 1640s who disrupt the amorous pursuits of soldiers 

and call them back to duty’.74 The author furthers this meaning by explaining that the 

musician as well as the silver ewer and tray on the ledge – symbols often connected with 

‘purity’ – provide a didactic and ‘moral’ counterpart to the party of merrymakers in the 

secondary scene.75 Despite these justifications, Hollander and Angela Ho conclude that The 

Trumpeter is fundamentally a painting celebrating the art of painting.76 77 The masterful 

rendering of various fabrics, textures, metals, stone, flesh and light effects, as well as the 

                                                           
74 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 64. 
75 ibid. 
76 ibid, p. 65.  
77 Ho, “Gerrit Dou’s Enchanting Trompe l’Oeil: Virtuosity and Agency in Early Modern Collections”, p. 5. 
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illusion of multiple spatial zones through the employment of scale, linear and aerial 

perspective, culminates in this ‘contrast between persuasive textural simulations and 

reminders of the illusory nature of mimetic artistry’.78 

 

Conclusion 

Spatiality or the division of a picture into multiple zones, compartments and areas, was 

particularly refined in seventeenth-century Dutch genre paintings, especially those depicting 

the elite home and family. It is evident that Dutch artists drew from sources around them, 

one example being the painter Vermeer, who presented his own home and family in his 

work. Spatial effects such as linear perspective, composition, attention to fine detail, the 

interplay of light and shadow, and the use of windows, doors, doorways, hallways, 

archways, niches and other apertures, demonstrate how artists reinforced seventeenth-

century values and beliefs concerning class, gender roles and domesticity. Van Mander’s use 

of the terms insien and doorsien have been used in relation to the spatial entities within these 

pictures. Milman’s terms ‘evasion’ and ‘invasion’ have also been applied in reference to the 

trompe l’œil effects throughout the images. These spatial effects function to create the illusion 

of space beyond the two-dimensionality of the picture plane and occupy the space of the 

observer respectively. In Berckheyde’s and Dou’s pictures we begin to see and hear how 

space and sound work in tandem. Ultimately, it is clear that space amplifies the illusion of 

sound, and in turn aurality strengthens the reality of depicted space. It is from here that we 

discuss the Methodology of this thesis – and later analyse and interpret the spectrum of sound 

as well as spatiality in specific examples of mid- to late-seventeenth-century Dutch painting 

representing women and keyboard instruments. 

                                                           
78 ibid. 
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Chapter Three 

Methodology 

 

Musica lieta dono divino. 

Joyful music is a divine gift – Spinet by Pentorisi, 1590.1 

 

Introduction 

This thesis is about the spectrum of sound – and then applying this sonic lens to 

seventeenth-century Dutch paintings depicting women and keyboard instruments. It was 

shaped by limitations and provocations such as not having access to seventeenth-century 

art collections and archival sources, little knowledge of the Dutch written language, as well 

as a gargantuan number of Dutch pictures on the theme of music to sift through. But in 

narrowing the control group of paintings to collect and analyse using a number of specific 

parameters, it was possible to carve out a thesis topic that could contribute new knowledge 

to the area of Dutch art history. In doing this, I began with the art works. I accumulated 

hundreds of images and started to notice a lack of literature on the subject of keyboard 

instruments in Dutch paintings, yet this was a very strong pattern to have emerged 

throughout the pictorial evidence. The trend was depictions of women seated, standing and 

playing keyboard instruments such as clavichords, harpsichords, organs and virginals, all set 

within the space of the elite Dutch home. The advantage of choosing to study paintings 

from the period of the Dutch seventeenth century, especially those illustrating a particular 

gender and class, was that this project was beginning to take on an interdisciplinary 

approach. For example, areas under consideration were art history, sociology, music 

history, musicology, performance practice, gender studies, class distinctions and more. 

Some of the significant authors whose literature I consulted included Franits, Greer, 

Honig, Kettering, Leppert, Muizelaar and Phillips, Oosterwijk, Salomon, Schama, 

Westermann, Wieseman and Wiseman, to name only a few. Journals dedicated to the realm 

of seventeenth-century Dutch art history, such as the Journal of Historians of Netherlandish Art 

and Simiolus: Netherlands Quarterly for the History of Art, have also been beneficial to the 

research component of this thesis, particularly as they continually present current research 

and writing on the topic.  

 

 

                                                           
1 McGeary, “Harpsichord Mottoes”, p. 27.  
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Iconographic Interpretation 

The methodologies of iconographic and iconologic interpretation have received much 

scholarly attention. Erwin Panofsky, Svetlana Alpers, Eddy de Jongh, Norman Bryson and 

other authors have debated on its application in the study of the arts. Iconology, simply 

put, is the examination of the meaning, function and context of images. This is achieved via 

the analysis of ‘underlying ideas and in iconographic and cultural definitions’.2 Kathleen 

Corrigan extends this definition with the statement that iconography and iconology ‘both 

refer to the descriptive and classificatory study of images in hopes of understanding the 

meaning, either direct or indirect, of the subject matter being represented’.3 

 

Panofsky published his Studies in Iconology in 1939; it was an important text highlighting the 

different branches of the iconographic argument. On the one hand, there is subject matter 

and meaning, and on the other, there is form.4 Panofsky explained three steps for 

interpretation, for example, one: ‘pre-iconographical interpretation’ which involves 

referring to motifs; two: ‘iconographical analysis’ which includes subject matter; and three: 

‘iconographical interpretation in a deeper sense’ comprising meaning, content and 

symbolism.5 Joan Hart describes Panofsky’s intention as a way to ‘establish a 

transcendental, aesthetic mode of looking at art that would not supplant but would 

complement previous writings in art history’.6 Consequently, this method formed the basis 

of art history, especially Dutch art history, for many years.  

 

Svetlana Alpers’s influential book The Art of Describing (1983) presents a very different 

methodology to Panofsky. She writes that ‘In our time art historians have developed the 

terminology and trained their eyes and sensibilities to react to those stylistic features that 

compose the art’.7 Moreover, Alpers highlights that analyses in Dutch art adopted the 

methods first established to examine Italian art, which also means issues arise to ‘find 

appropriate language to deal with images that do not fit this model.8 This point is pertinent 

as it would be very limiting to discuss Dutch art in reference to the culture of another 

country entirely. She goes on to argue that Dutch art provides pleasure to the eye of the 

                                                           
2 De Jongh, “Painted words in Dutch Art of the Seventeenth Century”, p. 168. 
3 Corrigan, “Iconography”, p. 1. 
4 Panofsky, Studies in Iconology, p. 3. 
5 ibid, pp. 5-14. 
6 Hart, “Erwin Panofsky and Karl Mannheim: A Dialogue on Interpretation”, p. 543. 
7 Alpers, The Art of Describing, p. xix. 
8 ibid, pp. xix-xx. 
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beholder and as a result, ‘seems perhaps to place fewer demands on us than does the art of 

Italy’.9 The author asserts that the study of Dutch art is complex because there is very little 

contemporary writing concerning the topic.10 Alpers urges scholars to look at Dutch art 

with a circumstantial eye, as she underlines in the following passage, ‘I mean not only to see 

art as a social manifestation but also to gain access to images through a consideration of 

their place, role, and presence in the broader culture’.11 

 

De Jongh then provided a rebuttal to this argument. He asserted that Alpers’s perspective 

dismissed iconology in ‘favour of the primacy of visual means’.12 De Jongh absolutely 

maintains that the majority of Dutch pictures communicate something which ‘transcends 

their purely visual offering’.13 Sluijter too, advocates the accomplishments of the 

iconological approach. He states: 

 
Its results have significantly enriched our knowledge of 
Dutch genre art…this method, which has also been 
somewhat imprecisely typified as “emblematic 
interpretation,” attempts to “decipher layers of 
meaning and literary allusions hidden in paintings and 
to relate the significance of genre painting to the 
classical concept of docere et delectare (to teach and 
delight)”.14 

 

So by utilising contemporaneous sources outside the realm of art, historians can discover 

greater knowledge about the meanings inherent throughout visual culture of the time.  

 

David Carrier remarked that ‘since the dominant methodology of art history was developed 

only recently, it would be surprising if new ways of interpreting art works do not continue 

to be developed’.15 My thesis applies interdisciplinary study, which is predicated on 

‘synthesis, and unification, where two (or more) things merge to become a third’.16 In light 

of this blend of art history, visual cultural analysis, applied musicology and creative and 

                                                           
9 ibid, p. xxii. 
10 ibid.  
11 ibid, p. xxiv. 
12 De Jongh, “Painted words in Dutch Art of the Seventeenth Century”, p. 168. 
13 De Jongh, Questions of Meaning: Theme and Motif in Dutch Seventeenth-Century Painting, p. 10. 
14 Sluijter, “Didactic and Disguised Meanings?”, p. 175. 
15 Carrier, “Erwin Panofsky, Leo Steinberg, David Carrier: The Problem of Objectivity in Art Historical 
Interpretation”, p. 336. 
16 Shaw-Miller, “Sighting Sound: Listening with Eyes Open”, p. 251. 
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ekphrastic writing, I would argue that this is a brand new way of interpreting art works, and 

as such, makes a worthy scholarly contribution to the field. 

 

Sound 

The thesis then evolved. Taking inspiration from Westermann’s Sound, Silence and Modernity 

in Dutch Pictures of Manners and Nelson’s “Picturing Listening: The Sight of Sound in 

Chinese Painting”, it was clear there was a substantial bias toward purely visual modes of 

viewing and interpreting art work, opposed to the consideration of other sensory 

perceptions, such as sound. In order to address this gap in scholarly research pertaining to 

sound in visual sources, this thesis is an experiment drawn from the interdisciplinary blend 

of scholarly art history, visual cultural analysis, applied musicology and creative writing. 

Authors such as Cage, Gorbman, Hollander, van Mander, McGeary, Schafer and Smith, 

equipped me with terminology to apply to the paintings so as to aid in the visual analysis 

and interpretation of them. In some ways, my process is based upon ekphrastic writing or 

the descriptive written analysis of visual forms so that others might better understand 

them. 

 

Selection of Art Works 

To continue this chapter it is also essential to address the parameters for selecting the art 

works featured in Chapters Four and Five of this thesis. I have chosen to focus my 

argument and discussion primarily on artists who have depicted the theme of women, 

keyboard instruments and the spectrum of sound in the Dutch domestic interior, often 

more than once within their œuvre. This demonstrates that not only did these artists seek 

to perfect this theme artistically and aesthetically, but also that it was a successful subject to 

be later sold on the Dutch market, whether to a private, anonymous buyer or a specific 

patron for which the work was produced in the first place. For the three main sections on 

the spectrum of sound, all of the paintings analysed were executed by male artists. These 

sections were arranged in order of volume on the spectrum of sound, for instance 

Polyphonic Pictures, Amplified Echoes, and lastly, Dulcet Tones. The art works are frequently 

referred to as “genre paintings” and as such they represent the everyday lives of those 

individuals depicted. In the case of the images throughout this thesis, these illustrated 

individuals are elite figures, primarily of the middle and upper classes of Dutch society.  
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I have chosen to exclude the representation of organs,17 as well as art works made during 

the first half of the 1600s. To extrapolate the reasons why I have made these decisions is to 

explain the development of genre painting throughout the century, touched on earlier in 

the scene-setting section of this thesis. My use of the classifications “Dutch” and 

“Netherlands” thereby exclude art works made in the Southern Netherlands or Flanders, 

what we now refer to as modern-day Belgium and Luxembourg. I have done this because I 

believe these art works reached a zenith in the Republic of the Seven United Provinces, or 

the Northern Netherlands as it is also referred.18 

 

Throughout literature, historians of Dutch art often state that these paintings of the 

seventeenth centurywere true representations of reality and thus serve as a type of 

photographic evidence of that particular time and place. Just as Schama recites in his 

important text The Embarrassment of Riches, ‘There are undoubtedly some pictures that 

record with unmediated naturalism what was in front of the artist’s eye’.19 However, I 

believe this was not the case. Painters exercised a great deal of artistic liberty in the 

conception of their pictures. And so, I will be treating these paintings ‘not as a literal record 

of social experience, but as a document of beliefs’.20 

 

Soundly & Soundliness 

Throughout the writing of this thesis I have utilised a term coined during the research and 

development process, that of “soundly” and by extension “soundliness”.21 Westermann’s 

use of the terms ‘soundful’ and ‘soundfulness’22 describe a picture as being quite simply full 

of sound. However, my coining and subsequent application of the terms soundly and 

soundliness denote that the aural dimensions of an example of visual culture are not as 

straightforwardly full as ‘soundful’ implies but instead incorporate a spectrum of sonic 

possibilities and strengths, from loud and brash, to quiet and subtle – and everything in 

between. Therefore, these terms are inclusive ones in service to all types of sound, i.e., 

noise, music, etc., and pertain to sound as a tool of cultural communication. These terms 

                                                           
17 Organs are primarily found in sacred imagery; for example, numerous art works from the Southern 
Netherlands depict Saint Cecilia with an organ. They also appear throughout architectural pictures, 
particularly paintings of church interiors, such as images by Hoogstraten, Houckgeest and Saenredam to 
name but a few. 
18 Please see the Appendix for colour-coded Maps that show the distinct areas of the Netherlands, from the 
beginning of the seventeenth century (Fig. C) (1603) to the proceeding century (Fig. D) (1702). 
19 Schama, The Embarrassment of Riches: An Interpretation of Dutch Culture in the Golden Age, pp. 9-10. 
20 ibid. 
21 A common meaning for the word “soundly” is to ‘sleep soundly’, an adverb denoting deep and undisturbed 
rest. Soanes, The Oxford Compact English Dictionary, p. 1099. 
22 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, pp. 7, 13, 18, 29. 
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assist viewers/listeners in interpretation and further understanding as to the meaning and 

function of sound in visual culture.  

 

Mottoes 

The collection and study of proverbs known as Paremiology also informed this chapter. 

Paremiology research deals with defining, categorising and revealing the origins of 

proverbs.23 Hrisztalina Hrisztova-Gotthardt and Melita Aleksa Varga stress that ‘Current 

paremiological research results show…that proverbs…illustrate the complex 

communicative functions the sayings possess’.24 This is true in the case of mottoes that 

appear on keyboard instruments in Dutch paintings. I translate them into English and 

discuss their originating sources so as to elucidate their meanings and functions within the 

pictures. Essentially, this approach illuminates further information regarding the 

interpretation of the image in conjunction with the text. The Emblem Project Utrecht, 

Archive.org and De Digitale Bibliotheek voor de Nederlandse Letteren (The Digital Library of Dutch 

Arts) were extremely useful sources in the formulation of this chapter.  

 

Also with regards to Chapter Five, I specifically chose to concentrate on artists who 

included Latin mottoes within the context of the keyboard instruments they depicted, not 

elsewhere within the composition. They did not have to be read in their entirety, i.e., if the 

figures in the paintings were blocking or interrupting the complete motto or certain letter 

therein, but on the other hand, had enough letters and words in order to complete the 

motto. I also required the mottoes to be clearly legible; I wanted to able to read them from 

image reproductions myself, not just rely on the authorship of other researchers and writers 

who have published on this topic, stating that “x” painting features “y” motto. This was 

incredibly important, due to the fact that I could not verify with confidence, just from 

image reproductions, that several of the mottoes listed were actually included.  

 

For example, Ochtervelt’s The Music Lesson25 (Fig. 37) from 1671, which is described as 

having the motto ‘MUSICA LABORUM DULCE LEVAMEN’ on the instrument, I could 

not read clearly myself, and so I could not accurately state this was depicted within the 

                                                           
23 Hrisztova-Gotthardt & Varga, Introduction to Paremiology: A Comprehensive Guide to Proverb Studies, p. 24. 
24 ibid. 
25 This art work is also referred to with an alternate title of Musical Scene. 
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painting, therefore excluding this picture altogether. As a result, the particular set of 

paintings I have referred to in this chapter form a reliable selection. Moreover, the specific 

examples of emblems I discussed in this section also included depictions of keyboard 

instruments. I deliberately analysed emblems from Pieter Corneliszoon Hooft’s and van 

Diepenbeeck’s emblem books in order to draw further parallels while comparing and 

contrasting them to the genre paintings discussed in detail throughout the chapter. 

Notably, it was art historian de Jongh who first linked Vermeer’s painting-within-a-painting 

from Lady Standing at a Virginal (Fig. 66) with the emblem by Otto van Veen (Amorum 

Emblemata, 1608) (Fig. 90) in 1967. Although, many authors writing on Dutch and Flemish 

art draw parallels between contemporary seventeenth-century literature (as well as other 

forms of visual culture like prints and drawings) and the elements within the paintings. 

These include many of the writers listed above.26 

 

Considerations for the Deaf & Reduced Range of Hearing 

The application of this new lens through which we may experience sound and the 

subsequent ways of hearing, listening, interpreting and understanding the spectrum of 

soundliness in painting is limited in light of people who were born deaf. However, 

depending on the age at which the hearing loss occurred, it may still be useful as an 

interpretative tool for individuals with a reduced range of hearing. Rachel Elaine posits that 

people with a reduced range of hearing can still interpret sound and therefore music via the 

same parts of the brain as those of hearing people. For example, she writes: 

 
When the body encounters music, the ears (for people who 
are not deaf) and/or the body (for people who are or are not 
deaf) sense the sound (the vibrations) which are then 
translated into neural messages that are sent to and 
processed by the brain, specifically, the auditory cortex.27  

 

This means that deaf and reduced range of hearing people can experience limited sounds, 

particularly those of lower bass lines and beats.28 Consequently, reduced range of hearing 

people can find appropriate use in applying the lens of sound in order to interpret visual 

culture. Moreover, Amber Galloway Gallego interprets music, specifically different songs, 

                                                           
26 Other authors who use this method include Naomi J. Barker, H. Perry Chapman, Lia van Gemert, Emilie 
E. S. Gordenker, Peter C. Sutton, Natascha Veldhorst, Arthur K. Wheelock and Jungyoon Yang, to list a few. 
27 Elaine, Rachel. “How Deaf People Experience Music.”  https://medium.com/@rachelelainemonica/how-
deaf-people-experience-music-a313c3fa4bfd 
28 ibid. 

https://medium.com/@rachelelainemonica/how-deaf-people-experience-music-a313c3fa4bfd
https://medium.com/@rachelelainemonica/how-deaf-people-experience-music-a313c3fa4bfd
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via American Sign Language for deaf and reduced range of hearing audiences.29 If a sound 

designer can construct a soundscape for a film and potentially extrapolate this idea to a 

painting, it poses the question: could you sign interpret the soundscape of a painting for a 

deaf and reduced range of hearing audience to access its auditory realm? Perhaps a problem 

for another researcher or a future project, nonetheless, this idea is based on the foundation 

of work that is already being undertaken today.30  

 

Limitations 

The use of secondary sources (such as reproductions of easel paintings) is a limitation of 

this study, as I have not accessed all of the original paintings firsthand. However, with 

digital technologies, the increasing availability for tools with zoom functions throughout 

image databases online, as well as museums and galleries around the world with fully 

accessible digital catalogues and collections, it is also becoming easier to obtain high-

resolution downloads and high-quality reproductions. I have also relied upon studies 

already undertaken that focus on interpretations of these paintings, as well as the emphasis 

on the research question and topics posed in each chapter of the thesis. 

 

I cannot read Dutch, therefore I have not consulted resources or archival material that was 

written in the original Dutch, other than throughout Chapter Five, Muttire: Keyboard 

Instrument Mottoes, Women & Dutch Painting. Fortunately, there are English translations 

readily available. Let us take, for example, the text by van Mander, which has now been 

translated into several languages and to which I refer and apply several key terms later in 

Chapter Four, Amplified Echoes. I am also unable to read musical notation and therefore the 

music books that appear within the art works have not been a focus of my study. 

 

Another limitation concerning the examples of art work is that throughout the literature, 

paintings are often referred to by differing titles, which also seems to vary depending on 

                                                           
29 Amber Galloway Gallego has a channel on YouTube. Please see the following link for more information 
regarding her work for the deaf community.  
Gallego, Amber Galloway. “Amber Galloway Gallego.”  
https://www.youtube.com/channel/UCAg6N0lO0_4gtU-v5U8_vfw 
30 Most major art galleries in Australia, notably the Art Gallery of New South Wales, the Queensland Art 
Gallery, the National Gallery of Victoria, as well as regional institutions like Bendigo Art Gallery and Lismore 
Regional Art Gallery, are making visual art accessible to deaf audiences by conducting regular tours in Auslan 
(Australian Sign Language). For a discussion on engaging deaf audiences in museums see Martins, Patrícia 
Roque. “Engaging the d/Deaf Audience in Museums.” Journal of Museum Education Vol. 41, no. 3 (2016): 202-9 
and Goss, Juli, Elizabeth Kunz Kollmann, Christine Reich, and Stephanie Iacovelli. “Understanding the 
Multilingualism and Communication of Museum Visitors Who Are d/Deaf or Hard of Hearing.” A Journal of 
Reflective Discourse Vol. 10, no. 1 (2015): 52-65. 

https://www.youtube.com/channel/UCAg6N0lO0_4gtU-v5U8_vfw
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author, source and publication year. Many times, art works are also listed as ‘no 

reproduction available’ or ‘present whereabouts unknown’, therefore they may have been 

lost or even sold to private collectors who do not wish to have their art works either 

analysed nor published. An example of this particular limitation is the artist de Hooch, who 

represented women and keyboard instruments at least twelve times throughout his career, 

and yet only three can be found in collections worldwide. This problem was overcome by 

consulting older sources that included image reproductions of these art works, albeit the 

images were of lower quality. 

 

Synaesthesia 

Synaesthesia is a blurring of the senses, or ‘the production of a sense impression relating to 

one sense or part of the body by stimulation of another sense or part of the body’.31 

Common examples of synaesthesia are listening to specific sounds and seeing certain 

colours, or tasting particular things and sensing parts of your body being touched. This 

‘neuropsychological phenomenon’32 is unique to the individual, and where it comprises 

more than three of the senses it is considered especially unusual.33 Why I mention this 

condition here is because those who experience synaesthesia may also experience this 

soundly lens slightly differently when looking at these art works, or any form of visual 

culture to which it is applied. One extremely interesting example of synaesthesia is the 

capacity for individuals to hear sounds in videos when there is no sound component.34 This 

sensation is known as ‘visually evoked auditory response’ or vEAR. It is reasonably 

prevalent, with statistics classifying ‘20 to 30 percent of people’ with the condition, many of 

whom may not even notice that they connect sounds with visual stimuli.35 This highlights 

that the senses of sound and sight are inextricably linked, and that aurality is a highly 

interpretative notion, to such an extent that no two people will have exactly the same 

response to the world around them via their sonic and visual experiences.  

 

 

 

                                                           
31 Soanes, The Oxford Compact English Dictionary, p. 1166. 
32 In the United States of America, the spelling of “Synaesthesia” is different, i.e., ‘Synesthesia’.  
“Synesthesia.”  http://www.literarydevices.com/synesthesia/ 
33 “Synesthesia.”  https://faculty.washington.edu/chudler/syne.html 
34 Moss, Laura. “What Is Synesthesia and What’s It Like to Have It?”  
https://www.mnn.com/health/fitness-well-being/stories/what-is-synesthesia-and-whats-it-like-to-have-it 
35 ibid. 

http://www.literarydevices.com/synesthesia/
https://faculty.washington.edu/chudler/syne.html
https://www.mnn.com/health/fitness-well-being/stories/what-is-synesthesia-and-whats-it-like-to-have-it
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Gestalt Theory 

The psychological theory of Gestalt analysis, based upon the idea that ‘the whole is more 

than the sum of its parts’, is also an approach to consider when interpreting the art works 

included in my project.36 Dating from the 1920s, “gestalt” translated from the German 

means ‘shape, figure, form’ and details our capacity to ‘recognize patterns and make 

associations; group objects that are close together into a larger unit; relate and group 

objects of similar shape’.37 It describes the visual universe as being so multifaceted and 

complicated that the brain works out the easiest answer to the puzzle. There are two ways 

in which we accomplish this: one is to make groups, including objects that have specific 

factors in common, called ‘unity’; the other is to do the opposite and ‘ungroup’ objects so 

as to identify what makes them distinctive and stimulating, known as ‘variety’.38  

 

In Nicholas J. Wade’s journal article titled “Artistic Precursors of Gestalt Principles”, the 

author emphasises the significance of the ‘holistic’ approach as opposed to the ‘atomistic’ 

one.39 He highlights that in art history gestalt can be seen as early as Roman times in the 

work of mosaic artists ‘who manipulated parts to produce wholes with exquisite skill and 

subtlety’.40 Roy R. Behrens discusses gestalt concepts in his article “Art, Design and Gestalt 

Theory”. Interestingly, Behrens argues that gestalt does not only operate in visual terms, 

but also in terms of hearing. Behrens writes on an example taken from the Austrian 

philosopher Christian von Ehrenfels, who noticed that ‘a melody is still recognizable when 

played in different keys, even though none of the notes are the same’. Therefore, the piece 

of music was not reliant upon its separate parts but instead by their ‘dynamic 

interrelation’.41 This is congruent with how the human senses work; they rely upon one 

another to form and interpret information.42 

 

Carla Gottlieb suggests the importance of Gestalt theory in relation to paintings depicting 

the illusion of movement: 

  
Screening is a case in point for shapes which strive apart. 
The figure cut by the doorway and the ship overlapped by 

                                                           
36 Interactive Arts + Media. “Gestalt Theory in Art.” Columbia College Chicago, 
http://www.iam.colum.edu/CLaska/DIDweb/media/gestalttheory.pdf  
37 ibid. 
38 Interactive Arts + Media. “Gestalt Theory in Art.” Columbia College Chicago, 
http://www.iam.colum.edu/CLaska/DIDweb/media/gestalttheory.pdf  
39 Wade, “Artistic Precursors of Gestalt Principles”, p. 330. 
40 ibid, pp. 330-1. 
41 Behrens, “Art, Design and Gestalt Theory”, p. 299. 
42 Quiviger underlines that ‘in fact we always perceive with several senses at the same time, rather than with 
one’. Quiviger, “Art and the Senses: Representation and Reception of Renaissance Sensations”, p. 172. 

http://www.iam.colum.edu/CLaska/DIDweb/media/gestalttheory.pdf
http://www.iam.colum.edu/CLaska/DIDweb/media/gestalttheory.pdf
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the frame suggest motion because they are awkwardly 
incomplete and our psychological need for wholeness will 
force us to supplement the amputated portion. In doing this 
we continue and finish the movement either as a full 
presence or as a total disappearance.43 

 

This approach helps me understand the composition used by an artist – in the way figures 

are grouped together, or the placement of an instrument within the overall layout, for 

example. It also assists in my interpretations of an image with regards to ‘ungrouping’, for 

instance why a particular figure is the focus of a painting, or why the instrument serves to 

emphasise relationships between the protagonists, etc. Regarding visual perception in 

particular, this theory allows me to not only concentrate on formal visual and 

iconographical analysis but to also consider interpretation of a wider scope, including the 

spectrum of sound. 

 

 

                                                           
43 Gottlieb, “Movement in Painting”, p. 26. 
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Chapter Four 

The Spectrum of Sound: Keyboard Instruments & Women in 

Seventeenth-Century Dutch Painting 

 

Sound immerses me in the world: it is there and here, in front of me 
and behind me, above me and below me. Sound moves into presence and 
moves out of presence: it gives me reference points for situating myself in 
space and time. Sound subsumes me: it is continuously present, pulsing 
within my body, penetrating my body from without, filling my perceptual 
world to the very horizons of hearing.1 

 

Polyphonic Pictures 

 

Introduction 

Seventeenth-century Dutch paintings, particularly those depicting keyboard instruments 

and women, represent powerful sonic environments in which the visual, the aural and the 

intellectual collide. This section of the thesis will examine mid- to late-seventeenth-century 

Dutch paintings in order to analyse the meaning and function of sound and listening as 

ideas prevalent in socio-culture at the time. What I describe as Polyphonic Pictures2 will be at 

the centre of this section: notably, art works which feature layers of sound as well as voices, 

and images located on the louder end of the sonic spectrum.  

 

Jan Steen 

Westermann describes Steen as ‘a noisy Dutch painter if ever there was one’.3 Steen’s work 

is often populated with multiple figures caught in the throes of a cacophony of comedy, 

consumption and debauchery, but on the other hand, many of his pictures display the 

thoughtful, virtuosic and even melodic talents of his brush. Of relevance to this chapter is 

                                                           
1 Smith, The Acoustic World of Early Modern England: Attending to the O-Factor, pp. 9-10. 
2 “Polyphonic” is a term defined as ‘having many sounds or voices’, but also in reference to music, 
particularly vocal music, as ‘in two or more parts each having a melody of its own; contrapuntal’. Soanes, The 
Oxford Compact English Dictionary, p. 876. 
3 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 13. 
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the fact that Steen included depictions of keyboard instruments and women on at least five 

different occasions throughout his working career.4  

 

Let us begin with Steen’s Musical Company (The Young Suitor)5 (Fig. 44) from approximately 

1661–4.6 At the centre of a densely populated room stands a young woman, in the process 

of playing a large harpsichord, which takes up a significant proportion of the space in the 

room, as well as the space of the painting. Her skin is highlighted by the natural light 

emanating from the windows on the left of the picture plane, one of which is wide open, 

and the peachy hue of her cheeks indicates she is contentedly flushed. Her upturned, 

slightly smiling mouth also suggests she is cheerful. The woman’s left hand sits upon the 

keys of the harpsichord manual, and her right hand turns the pages of her music book. 

Seated on a chest in the foreground of the picture is a young man, glass of wine in one 

hand and melancholic pose granted by the other, his elbow resting on the cheek of the 

keyboard instrument. His gaze indicates a connection to the young woman, who does not 

return his lovelorn contemplation. Other figures featured in this picture include, from left 

to right, a woman in black who is peeling fruit by the window, a young boy with his back to 

the spectator reaching upwards for a lute hanging on the wall, an even smaller boy who is 

the only protagonist to be directly acknowledging the viewer with his perceptive gaze, and 

finally, a well-dressed gentleman entering the space in the background of the painting, who 

we may assume as the true suitor of the young, female musician.  

 

The chamber is riddled with polyphony such as sound-making objects, animals, people and 

instruments, not to mention the intimation of the outside world, via the artist’s clever use 

of the open window and open doorway, suggesting access to an external courtyard. This 

may be further evidenced by the rooftop and brickwork, as well as the foliage and flowers 

growing outside. To apply Cage’s ideas, elements such as these provide their own layer of 

possible ‘accidental’ sounds within the image, for example, wind, birdsong, water and 

                                                           
4 Another painting by Steen, titled Scene in a Brothel, also depicts a keyboard instrument; however its current 
location is not known, and no reproduction is available, therefore it is not included in the total number of 
pictures listed above. 
5 The Netherlands Institute for Art History (RKD) recognise that this painting may have been executed by a 
follower of Jan Steen; however, other documents attribute it to Steen, and so I have continued with this 
attribution here. 
RKD Netherlands Institute for Art History. “(After?) Jan Steen.”  
https://rkd.nl/en/explore/images/record?query=steen+suitor&start=0  
Wade, Nancy. “The Samuel Collection: Materials and Techniques.”  
https://guildhallhistoricalassociation.files.wordpress.com/2017/01/the-samuel-collection.pdf 
6 Upon close inspection of the keyboard instrument, although it is difficult to see, one can make out text just 
above the manual on the name batten of the harpsichord. Steen placed his signature in the same position in 
an earlier picture from circa 1659, entitled A Young Woman Playing a Harpsichord (Fig. 50). 

https://rkd.nl/en/explore/images/record?query=steen+suitor&start=0
https://guildhallhistoricalassociation.files.wordpress.com/2017/01/the-samuel-collection.pdf
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weather, to name a few. The floor is an interesting aspect in consideration of the 

soundscape here, as it appears that it could be wooden flooring, which in itself provides 

echoes and ‘accidental’ din in an internal space. The high ceilings and wooden flooring 

afford wonderful acoustics for her lilting music to resound within this domestic space, as 

well as outside into the ancillary space of the courtyard. Other sounds may emanate from 

the moving figure of the young boy in the background, for instance, retrieving his stringed 

instrument which possibly strikes the wall as he brings it down, stepping while at the same 

time balancing on the floor, as well as the footfall of the approaching gentleman visible 

under the awning outside. One can also imagine hearing caws of excitement from the 

perched parrot, feeding himself with something interesting in the back of the room. Finally, 

the spaniel in the foreground reminds us of tactility by gnawing at an inconvenient itch on 

his back leg.  

 

The woman peeling her piece of fruit, possibly citrus, leans towards the light from the 

window, not only activating the visceral sound of oily skin coming away from juicy flesh, 

but also the sense of smell, permeating this room with tangy scent. The centrepiece though, 

of both the painting and the soundscape within it, is the soundmark of the keyboard 

instrument’s dulcet tones. The slight rustle of the turning page of sheet music allows the 

young woman only one hand to apply pressure to the manual’s keys. As she moves to play, 

her arms and her silk dress whisper and shift. The music, however, is the unseen quality in 

this room that ties all of these characters together. For example, the seated boy who is so 

enraptured with the young woman and lovesick in his wanting is clearly listening to her 

every note. After all, his melancholic pose may also be interpreted as an active listening 

gesture, therefore strengthening his role as an audience member. The two moving male 

figures also wish to engage with the young woman on a musical level. The boy grabbing his 

lute will soon make the music a polyphonic tune. And finally, the entering gentleman, who 

has possibly come to hear this young woman play, will add yet another active listener to the 

scene. It is through the music that there is a love triangle at play within this painting.  

 

Steen continued this theme, but with a theatrical twist, in another work, congruent with his 

more popular pictures featuring comedic undertones. In The Doctor’s Visit7 (Fig. 45) from 

                                                           
77 Steen repeated this theme of “The Doctor’s Visit” approximately nineteen times throughout his working 
career, which was also titled The Lovesick Maiden (The Metropolitan Museum of Art, New York). From this 
repetition, one may deduce that pictures featuring this narrative and theme were highly marketable for sale 
and purchase in the seventeenth-century Netherlands. 
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circa 1660–5, he painted a similar busy, polyphonic scene, with a woman seated at a 

keyboard instrument at its centre. Though compared to the former painting, in this 

composition the whole image is pictorially reversed. The keyboard instrument is positioned 

in the opposite direction and the open doorway is on the other side of the room. The 

foreground action is the focus of the picture; a finely dressed woman is seated at a table, 

with an older gentleman, presumably the doctor, taking her pulse with his right hand. It 

seems that this young woman is of the elite social classes. Her silk dress, and the fact that 

the doctor has not even taken off his hat, suggest that he was summoned in great urgency. 

The young woman at the keyboard instrument is equally well-dressed and is perhaps a 

direct relation to the sickly woman attended to by the doctor. A female maidservant located 

at the back of the room opens a wooden door, allowing entrance to a concerned-looking 

gentleman peering around the door frame. 

 

On the far right of the picture stands a self-portrait of Steen himself, depicted as an open-

mouthed jester of a man, seen holding up the proverbial red herring for all viewers to see. 

Importantly, he is also the only figure in the room to be making direct eye contact with the 

viewer of the painting. As a result, the spectator immediately understands there is a 

dramatic, satirical episode unfolding in this picture. The ailing woman does not appear too 

                                                                                                                                                                          
In Dixon’s book Perilous Chastity: Women and Illness in Pre-Enlightenment Art and Medicine, the author writes that 
the paintings-within-paintings in Steen’s work were often significant to the meaning of the picture. She 
highlights that ‘sickrooms are hung with images of Venus or bucolic paintings of shepherds and 
shepherdesses making love in the open air, an unmistakable allusion to the sexual nature of furor uterinus and 
to coitus as the certain cure’. This is interesting if we look at the painting within The Doctor’s Visit, which 
depicts a rural scene; although it is unclear if the figures are having intercourse. Dixon goes on to discuss the 
importance of the footwarmers illustrated in Steen’s images of lovesick women, she emphasises that in all of 
the artist’s pictures on this theme, the ceramic bowls are consistently portrayed outside their wooden boxes. 
The author explains the medical reasoning behind this decision, stating that ‘Given common contemporary 
references to the womb as a vessel and the female abdominal cavity as a box…this image becomes a 
conspicuous visual equivalent for the heated, displaced womb implicated in furor uterinus’. Dixon, Perilous 
Chastity: Women and Illness in Pre-Enlightenment Art and Medicine, pp. 98 &105-6. 
Dixon also emphasises the frequency of musical instruments and music making in Steen’s paintings of 
lovesick women. She asserts that these elements advocate a ‘specific therapy associated with the treatment of 
furor uterinus’. The author traces the history of the healing nature of music, citing more than ‘six hundred 
medical treatises written before 1800’ which espouse this belief. From Plato to Ficino, Dixon underlines the 
deep-seated faith in music’s healing properties popular during the era. Stringed instruments particularly, and 
by extension keyboard instruments were an integral part of this theory, equal to ‘Orpheus’ lyre and David’s 
harp’. Dixon stresses that the painted mottoes and decorated lids of keyboard instruments also reflect ‘the 
restorative power of Venus’. Dixon, Perilous Chastity: Women and Illness in Pre-Enlightenment Art and Medicine, pp. 
175-9. 
In Manuel Antonio Diaz Gito’s article on Jan Steen’s lovesick women, the author suggests that the burning 
brazier’s connection to pregnancy testing is also evidenced by the examination of the woman’s urine, which is 
included in several of Steen’s pictures. The author also links Steen’s women to Durer’s Melancholia and Ripa’s 
Lust, both personifications which would have been well known at the time in Dutch socio-culture. Gito, “Jan 
Steen and the Lovesick Maiden: Classical Tradition in Golden Age Dutch Painting (2nd Part)”, pp. 315-7. 
Sibley, Gail. “The Doctor’s Visit by Jan Steen...Many Times Over!”  
http://www.gailsibley.com/2013/07/01/the-doctors-visit-by-jan-steen/  
The Metropolitan Museum of Art. “The Lovesick Maiden.”  
https://www.metmuseum.org/art/collection/search/437748  

http://www.gailsibley.com/2013/07/01/the-doctors-visit-by-jan-steen/
https://www.metmuseum.org/art/collection/search/437748
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worried about the state of her health, while the doctor on the other hand is quite expressive 

in his awareness of her folly. Clues to what afflicts her lie on the floor. At the foot of the 

young woman one can deduce three items that commonly relate to love, lovesickness and 

pregnancy. On the right sits an opened letter, discarded after being read, perhaps a love 

letter, then there is a brazier with a burning lace in the centre, which was a rudimentary 

pregnancy test during the era,8 and lastly we can see a footwarmer, a notably erotic symbol 

for passion between lovers.9 With all of these pictorial symbols and devices taken into 

account, we may comprehend that this woman and the man entering the room are in love 

and now expecting a child together. Moreover, the woman in the centre of the space, 

seated at the keyboard instrument, may be playing her music so as to soothe the pregnant 

woman. 

 

Again, Steen has utilised wooden floorboards and high ceilings, which assist in amplifying 

the auditory dimension of this painting. The artist has ingeniously aligned the pregnant 

woman’s pulse, that which can be felt but not seen, alongside the sonic perceptions of 

music, particularly the ‘diegetic’ music from the keyboard instrument, which viewers can 

only imagine not hear.10 Steen has also emphasised the sense of touch here, in the doctor’s 

feel for the woman’s heartbeat, as well as the touch of the young woman’s fingers on the 

keyboard manual. Then there are the sounds of footsteps, predominantly those of the 

arriving gentleman, the answering gesture from the servant woman and the creak of the 

opening door. Even the open-mouthed figure of Steen may be interpreted as chuckling 

away at his own joke – the ‘keynote sound’ of the painting. This expression is noted by 

Westermann as having root in social behaviour; for instance, ‘almost nothing will generate 

pictorial sound as effectively as the opened mouth, not least because opening one’s mouth 

beyond a restrained utterance was considered very bad form’.11  

 

The figures in this room are passive hearers of the keyboard music, not active listeners, 

even though the young woman at the instrument does not seem to mind too much. It 

                                                           
8 Oosterwijk, Sophie. “Women, Wine & Song: Dutch Genre Painting by Vermeer and His Contemporaries.” 
Paper presented at ADFAS, Newcastle, New South Wales, 10 July 2017. 
9 Beranek, Saskia. “Judith Leyster, the Proposition.” Khan Academy, 
https://www.khanacademy.org/humanities/monarchy-enlightenment/baroque-art1/holland/a/leyster-the-
proposition 
10 Claudel discusses this gesture in works of art. He writes: ‘The time has come for someone to verify the 
hidden respiration that gives life to the imaginary picture: it is that hand that the sick woman holds out 
languidly to a gloomy doctor; the finger on the artery follows the beat and detects the slightest deviation in 
the heart-beat’. Claudel, The Eye Listens, p. 20. 
11 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 14. 

https://www.khanacademy.org/humanities/monarchy-enlightenment/baroque-art1/holland/a/leyster-the-proposition
https://www.khanacademy.org/humanities/monarchy-enlightenment/baroque-art1/holland/a/leyster-the-proposition
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seems that Steen has created a somewhat chaotic, middle-class, musical kerfuffle, which 

Westermann describes him only capable of in the rendering of low-life scenes. For 

example: 

 
Steen was exceptionally clever at figuring out new tactics for 
making painterly noise, generally favouring inelegant 
instruments such as fiddles, bagpipes, and drums; crockery 
and metalware crashing to the ground; gaping mouths; 
restless, spinning, topsy-turvy compositions of furniture and 
folks leaning alarmingly out-of-the perpendicular; rich and 
rapidly changing bright colours; and visibly forceful 
brushstrokes.12 

 

As I have indicated, Steen is quite adept in his depiction of elite groups of figures making 

soundly gestures and musical polyphony. He seems to also favour elegant instruments such 

as the harpsichords depicted in the previous two paintings – and not just those instruments 

associated with the peasant class. Cleverly, Steen also riddles the pictures with his wicked 

sense of humour that viewers particularly enjoy throughout his œuvre, whether it is a 

narrative surrounding a love triangle, or a scene depicting the discovery of an unexpected 

pregnancy. 

 

Johannes Vermeer 

Although Westermann suggests that Vermeer was among the most silent painters of the 

Dutch seventeenth century13, I argue that he was a soundly artist.14 Vermeer represented 

instruments and musical themes within approximately one third of his œuvre15; he depicted 

keyboard instruments and women five times throughout his artistic career. Vermeer’s The 

Concert (Fig. 46), painted throughout 1665–6, is not quite as loud or busy as Steen’s 

pictures; however, there is still a strong sonic resonance unfurling in this image. Vermeer 

                                                           
12 ibid, p. 13. 
13 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 7. 
14 In Binstock’s chapter “An Art of Women”, Vermeer is described as representing women as ‘thinking 
beings’. On The Concert, Binstock writes that the artist effectively unites three figures, as in his painting 
Drinking Lesson together with the musical subject of Interrupted Music. He draws from Vermeer’s whole œuvre 
to conclude that the woman playing the keyboard instrument could be the artist’s wife. Likewise, the male 
lute player could be Vermeer’s brother-in-law, Willem. Moreover, the author suggests that the standing 
woman is very much like Maria Thins (Vermeer’s mother-in-law) from his Procuress. Binstock continues his 
argument to identify the other musical instruments as a way to ‘evoke Vermeer as absent fourth member of a 
quartet’. The author also underlines the significance of Petrarchan ideals within the painting, but particularly 
in the relationship of the figures, for instance: ‘Bracketed between the two women whose arms seem to reach 
out to him, Willem looks like a domesticated and civilized captive. His black hair and dark brown costume 
also merge into the landscape on the virginal lid, an effect that evokes the Petrarchan motif of the exiled 
suitor in isolation’. Binstock, “An Art of Women”, p. 117 & 138.  
15 Essential Vermeer. “Music in the Time of Vermeer: Music in the Golden Age.”  
http://www.essentialvermeer.com/music/music_new.html#.WUxYCelLfIU  

http://www.essentialvermeer.com/music/music_new.html#.WUxYCelLfIU
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has painted three figures in a room, populated with musical instruments. A strong light 

source emanating from the left half of the picture intimates that there could be a window 

on that side of the room. This sunlight is absorbed by the standing woman’s face, so the 

viewer’s eye is immediately led to her figure. She reads sheet or song music, working to 

keep time with her right hand. 

 

Next, our gaze is led to the seated gentleman. His back is turned towards us, so we cannot 

tell much about him, other than that he is well-dressed, and he carries a sword, suggesting 

perhaps he is a soldier. He sits playing a lute, his left hand cradling the neck of the stringed 

instrument, of which we can see the drastic angle of the headstock and tuning pegs. Finally, 

our eye reaches the other woman, seated at the keyboard instrument situated just to the left 

of the centre of the scene. Her hands are on the keyboard manual and her concentration 

does not waiver from this position, as implied by her downward scrutiny. She is quite 

literally framed by the objects around her, demarcating her as the focus of this painting. 

The instrument is a harpsichord, its lid propped up against the back wall, decorated with a 

beautiful landscape painting. Vermeer has connected the instrument with the other 

landscape painting hanging in a frame to the left. Scenes of nature were often coupled with 

musical instruments, so as to comment on the transient quality of music and the fleeting 

nature of human life or vanitas.16 This is an extremely clever way to link the harpsichord and 

the painting together, as well as a manner in which to connect the owner of these objects. 

A sense of taste has been uncovered here, as it was the owner of the keyboard instruments 

who often sought to have them decorated after production. As the young woman is playing 

this instrument, we may assume that she is in fact the inhabitant of this house, and perhaps 

the owner of these items is her family, principally her father. The gentleman, by 

extrapolation, could be her suitor and therefore just a visitor to this chamber, while their 

chaperone is the standing woman on the right.  

 

Although this is not a dynamic scene full of movement like the Steen images discussed 

previously, Vermeer has used both sound and movement in an elegant way. For example, 

the standing woman in blue is marking time with her arm and hand, which causes the silk 

and fur she wears to rustle as she moves. Her gaze is concentrated on the paper in her 

other hand, which crinkles as she reads and stirs. The male figure scrapes back his chair to 

gain a comfortable playing position. As he plays the lute, its body harmoniously resounds 

                                                           
16 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 27. 
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the music of the harpsichord, and the harpsichord does the same for the music of the lute; 

therefore, the two figures are further connected through their active music making. And 

the woman at the keyboard is slightly open-mouthed as she continues enraptured in the 

music, her hands and fingers lively on the harpsichord manual, triggering her heavy silk 

dress to shift and flutter as she plays. Vermeer has also included a sketchy version of the 

Procuress (Fig. 38) (1622) by Dirck van Baburen, a painting owned by the artist’s mother-in-

law, Maria Thins. This image famously depicts the monetary exchange between a man and 

a weathered madam, for the procurement of the services of a lute-playing, young woman. 

Vermeer’s insertion of this lust-filled image of ill-gotten gains within his own composition 

states a clear contrast between his trio of figures and van Baburen’s, but they are all 

positioned in a comparable grouping.  

 

Aligned against a similar backdrop of music, Vermeer appears to be highlighting that love 

and marriage is an exchange of sorts, but the music underlines the harmony between this 

young couple, showing that it is not just a lustful, illicit liaison.17 Although Vermeer’s scene 

still represents a moment of love and lust, he does so in an intelligent and subtle way. Also 

of significance to this painting is the conglomeration of objects set so intentionally in the 

foreground. Haphazardly draped across the striking, carved timber table are the theatrical, 

colourful and textural folds of a Turkish rug, pages of sheet music, a mandolin, and on the 

floor beside this arrangement, a bass viol rests so as to only see its voluminous body. These 

foreground instruments have bulbous, curvy bodies akin to the figures of the female 

protagonists in this space, or one smaller and one larger instrument, symbolic of the female 

and male forms. Not only does this collection of stringed instruments provide an 

opportunity for others to join in with this polyphonic musical company, particularly an 

invitation to the viewer of the painting, but it also presents a juxtaposition between music-

making instruments and silent musical instruments.  

 

This provokes further questions and possibilities for interpretation. For instance, the 

gentleman with his lute, the neck of which could be construed as a phallic symbol, makes 

music that mingles potently with the music coming from the woman’s harpsichord. A sense 

of togetherness and unity is thus achieved via their musical act. The woman is so involved 

in her playing that she does not even glance up; Vermeer emphasises her intelligence and 

capability in making pleasing music, but this could also be representative of her demure 

                                                           
17 Wheelock & Broos, “The Catalogue”, p. 117. 
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state in the presence of a gentleman.18 19 On the other hand, this could also be significant as 

a listening gesture, demonstrating deep absorption in the progression of the song. The 

woman keeping time for the couple is seen with her lips slightly parted, suggesting that she 

could be singing, providing yet another sonic layer to this painting. The marble floors 

create an atmospheric and resounding space for the sound to echo within this room. One 

can even imagine the silent musical instruments echoing the sounds of the musical 

instruments in play, initiating further invitation to the viewer to become part of the 

polyphony. Vermeer depicts multiple forms of sound in this polyphonic picture, including 

‘diegetic’ music, silence, hearing and listening. He does so with an elegance that may be 

misconstrued as quiet, but upon careful inspection utilising an auditory lens, Vermeer is 

amongst the soundly painters of the Dutch seventeenth century.  

 

Emanuel de Witte 

De Witte was a painter of numerous church interiors; from his œuvre it is clear to see his 

keen interest in the mastery of linear perspective and the robust study of architectural 

space. However, he also made genre pictures, and although few in number, the artist 

executed multiple versions of the image to be discussed here, which illustrates a woman at 

a keyboard instrument. His polyphonic work Interior with a Woman at the Virginals20 21 (Fig. 

47) was painted around 1665. This art work represents a woman seated at a keyboard 

instrument in a domestic interior. Her back faces the viewer, but her reflection is cast in the 

gilt mirror before her, so the spectator has just a tantalising glimpse of her face. Through 

the open doors and doorways, as well as the illusion of receding space due to the utilisation 

of linear perspective, the artist has created a sense of depth within this dwelling. In the 

background he has included a maidservant sweeping the floor. To the far left of the picture 

plane stands a four-poster bed; amongst the exuberant folds of curtains and heavy covers 

lays a gentleman, just sitting up on the pillows, both prone and listening (Fig. 48). His 

accoutrements of sword and hat – military regalia – are draped over the chair in the 

                                                           
18 Personal volume was an indication of civility throughout Dutch culture during the time, particularly in 
relation to the female sex. Recalling the earlier quote by Garrioch, ‘Quiet demeanour came to be viewed as 
genteel, loudness as ill-bred…It was nevertheless permissible for gentleman to speak and laugh more loudly 
than ladies’. Garrioch, “Sounds of the City: The Soundscape of Early Modern European Towns”, p. 16.  
19 Alison McNeil Kettering also writes on this issue of proper behaviour with regards to aurality and gender; 
for instance, ‘They [women] were encouraged to develop virtues attractive to appropriate male partners – 
meekness, patience, silence – and above all to maintain their chastity’. Kettering, “Ter Borch’s Ladies in 
Satin”, p. 104. 
20 There are multiple versions of this painting, which suggests that the artist was stimulated or challenged in 
perfecting this picture, and/or there was prominent marketability for this theme at that particular time in 
Dutch socio-culture.  
21 For a discussion on this painting’s spatial qualities and their bearing on sound, please see the proceeding 
section titled Amplified Echoes in this chapter. 
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foreground of the painting, also situated on the left. De Witte litters these spaces with 

objects, shapes, textures, light, shadows and sounds that demarcate this picture as 

exceptionally unique within the Catalogue of Paintings featured here.22 It stands out 

because of the artist’s dedication to mimicry of surface and texture, attention to detail and 

use of spatiality and illusionism.  

 

One may argue that this is possibly one of the most soundly paintings in this entire thesis, 

yet at the same time it exudes such a peaceful quality. Firstly, de Witte has formed an 

illusionistic, three-dimensional space which exploits three distinct internal chambers, each 

with their own acoustic dimensions. The foremost room provides an insight into the other 

spaces, allowing viewers a sense of their size, openness and high ceilings. The repetition of 

lines and geometric shapes operate at an extraordinary level in creating echoes and 

amplification for all the sounds that are conceived within these spaces. For example, the 

horizontal ceiling beams, door frames, windows and panes of glass, wall hanging, mirror, 

bed frame, curtains and vertical folds, rug, chairs, table, marble flooring, shadows and last, 

but not least, the virginal itself, all work to create tangible reverberations of sound in space. 

This is particularly pertinent in relation to the sounds of the virginal’s dulcet tones echoing 

into and through the spaces of the painting. The artist has also intimated a peek into the 

outside world, where viewers can make out trees to the right, as well as in the very far 

background of the picture. This cleverly insinuates a cocoon-like quality to this residence, 

implying a private and secluded home, and simultaneously allows sounds from the outside 

world to penetrate inside. Recalling the earlier quote by Smith and his retelling of the words 

from Crooke, sounds permeate inwards from outside much more readily than inside to 

outside. These include natural sounds like the wind in the trees, other weather conditions 

and noises made by animal life; it may extend to human voices as well.  

 

The viewer’s presence here is, to an extent, voyeuristic, although the depiction of the busy 

maid relieves a sense of disturbing a very personal moment between this music-making 

woman and her male companion. One interpretation of this relationship has suggested that 

the music is being played to heal the gentleman of his illness, particularly lovesickness for 

the young woman, which were attitudes held not only about the restorative qualities of 

                                                           
22 In de Witte’s other version of this painting, titled Interior with a Woman at a Clavichord (Fig. 39) from circa 
1665–7, the artist has included a sleeping dog curled up on a rug next to the bed, and behind the open door 
in the primary space. It is difficult to see from the reproduction, but I believe there is also a dog on the floor 
in de Witte’s Interior with a Woman at the Virginals (Fig. 47). Also of import is the painting above the doorway 
which shows ‘two curved palm branches and two gold rings’ which are symbolic of unity, matrimony and 
may also reference love. Buijsen, The Hoogsteder Exhibition of Music & Painting in the Golden Age, pp. 316-8. 
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music during this time but also notions concerning the beguiling nature of women and the 

powers they wielded over men.23 Franits has written extensively on the Petrarchan ideas 

operating within Dutch seventeenth-century genre painting, where-by the man is frequently 

the unaware, innocent victim of the mesmeric, calculating woman.24 I do not think this 

interpretation applies to de Witte’s painting, particularly the female protagonist, but I do 

think that the music she makes functions as a calming balm for the bed-ridden gentleman. 

 

Another reason why I think this painting does not demonise the woman so drastically is 

evidenced in the very position that de Witte has put her in; he seems to protect her from 

our scrutiny. Her downward glance seen in the mirror only strengthens her relationship to 

the keyboard instrument and therefore the music as well. Perhaps she is playing her 

soothing music so as to communicate her love towards the male figure in the bedchamber, 

thus symbolising the unity that bonds them together. The diligent maid sweeping in the 

back room highlights the woman at the virginal’s place within the hierarchy of the 

household; de Witte has literally separated them by room, space, distance, clothing, stance 

and activity. For instance, the maidservant stands, back bent over her broom and soundly 

brushing the floor of its debris with her “instrument”, probably a rough broom made of 

small sticks. The sounds created by the broom do not carry the same weight, volume or 

status as the eloquent music conceived by the woman seated at the keyboard instrument.  

 

This music made by the woman at the virginal carries throughout the space, resounding to 

the back room, and perhaps even urges the maidservant on in her own tasks for the day, 

which in turn makes her an active listener too. This painting forms a scene, almost akin to a 

microcosm within a macrocosm, a world in and of its own within another world, and de 

Witte effectively produces a sonic and listening environment throughout. He does so not 

only for the trio of figures within this domestic space but also for the viewers peering into 

it. The artist has used the illusion of space and line to his utmost artistic advantage, and the 

visual perception of this space has simultaneously strengthened the reality of the painting, 

while at the same time reinforced an auditory complexity extant within it.  

 

                                                           
23 Louis Peter Grijp asserts that the music being made is significant for its healing properties, since ‘Ancient 
times music had been accepted as means of curing illness in general and melancholy in particular’. Grijp, 
“Interior with a Woman at a Virginal”, pp. 316-21. Buijsen, Edwin. The Hoogsteder Exhibition of Music & 
Painting in the Golden Age, Music and Painting in the Golden Age. The Hague, Zwolle: Hoogsteder & 
Hoogsteder: Waanders, 1994. Compact Disc. 
24 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 36. 
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Jan Steen 

Let us return to the sonic mastery of Steen and particularly his interpretation of the music 

teacher theme in The Harpsichord Lesson (Fig. 49) from around 1660. Steen depicts a young 

woman in profile, seated at a keyboard instrument, while an older gentleman stands 

opposite her, pointing knowingly as if her tutor. A seemingly lower-volume scene for the 

regularly loud Steen, this picture represents another comedic layer to the artist’s repertoire. 

Steen has moved the whole episode closer to the viewer, concentrating all of the action in 

the foreground of the picture plane. Just as he did with his “Doctor’s Visit” paintings, 

Steen shrouds his music teacher with an air of theatricality; outlandish dress, aged skin, 

unkempt facial hair and inappropriate gaze all work to emphasise his leering attitude 

towards this young, pretty and innocent young woman. This is an exact antithesis to the 

previously discussed belief that women were consistently wanton, lustful creatures, and that 

men were the wounded victims of their acts. Although, seeing as this picture represents a 

certain jest or playful part of Steen’s personality, as well as the popularity and hence 

marketability of this theme, it seems his ogling, old music teacher was readily accepted in 

Dutch society. 

 

Moreover, the young woman appears happy in her music making; her lips are slightly 

parted and her eyes are in deep concentration to situate her fingers in their correct 

configurations. The door to the far right of the image remains open while the woman 

undergoes her lesson. A lone iron key hangs on the back wall, located between the figures, 

and above that, a curtained painting reveals a depiction of a reclining Venus and Cupid. 

Oosterwijk describes the key as having notable significance within this painting; she 

suggests it is the actual key in understanding the picture. Oosterwijk ties the narrative of 

the ‘unequal couple’ to Geoffrey Chaucer (c. 1343–1400), and one may connect his 

Merchant’s Tale from Canterbury Tales (c. 1390s) to these figures within this painting.25 For 

example, in this story an older man, sixty years of age, named January, takes an attractive, 

young wife, May. Alison G. Stewart discusses the text from the perspective of the 

merchant: 

 
It is a glorious thing to take a wife, 
Especially when a man is old and hoary; 
Then a wife is the best part of his treasure; 
Then he should take a young and beautiful wife 
On whom he can engender an heir 

                                                           
25 Oosterwijk, Sophie. “Women, Wine & Song: Dutch Genre Painting by Vermeer and His Contemporaries.” 
Paper presented at ADFAS, Newcastle, New South Wales, 10 July 2017. 
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And lead his life in joy and in delights.26 
 
 

Coming full circle, however, and in alignment with seventeenth-century Dutch attitudes 

towards women, Chaucer cautions the older man:  

 
…if you take a wife into your keeping, you may very easily 
become a cuckold…[especially since] the youngest man in 
the group has enough trouble to keep his wife to himself.27 

 

Regarding the auditory sensorium within this picture then, one interpretation may be that 

just as the scene has been moved closer to the viewer, the sound has also been 

concentrated throughout this tightly constructed space. Steen has not provided a strong 

sense of depth, like the formerly discussed de Witte, but instead projects the sound out 

towards the spectator through his utilisation of the foreground space, and the observer’s 

place on the periphery of the scene. One can imagine the older man’s low, gruff voice and 

perhaps his slightly terse delivery while instructing this young woman. The viewer can hear 

his footsteps around the instrument, and in the moment he leans on the chair beside him, it 

protests and creaks under his weight. But the female figure continues in her playing, slow 

and deliberate and melodic. Her dress swishes as she moves, and her chair scrapes back on 

the floor as she does so. The woman’s fingers are perceptible on the keys of the 

instrument’s manual; the rhythmic pressure is clearly audible. Meanwhile, the door creaks 

softly in the background. 

 

The narrative of the music teacher allows Steen to subjugate the young woman. Educated 

male standing above deficient female: she is making the sound, yet he is directing it. At the 

same time, in keeping with Canterbury Tales, a young woman may be pleasant company for a 

mature gentleman, but she may also be the harbinger of betrayal, deception and vice.28 

Taking this into account, one may argue that the sound and the woman’s relationship to 

the keyboard instrument operate within this painting to not only construct these gender 

ideologies but concurrently strengthen existing ones as well. 

                                                           
26 Stewart, Unequal Lovers: A Study of Unequal Couples in Northern Art, pp. 19-20. 
27 ibid, p. 20. 
28 Chaucer writes, ‘I give you firm warning, it is no child’s play to take a wife without deliberation. One must 
inquire, in my opinion, whether she is discreet, or sober, or inclined to drink, or proud, or shrewish in other 
ways; whether she is a chider or a waster of your goods, or rich, or poor, or inclined to unwomanly rages-
although it is true that no man shall find any in the world that runs soundly in every respect…’ Chaucer, The 
Canterbury Tales, p. 389. 
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Comparing Steen’s A Young Woman Playing a Harpsichord (Fig. 50) from circa 1659 which 

just predates The Harpsichord Lesson (Fig. 49), there are striking similarities and notable 

differences between the two paintings. In the earlier painting, Steen has depicted a beautiful 

young woman seated at a harpsichord, with an equally young gentleman standing over the 

keyboard instrument. Just as before, neither figure makes direct eye contact with the 

viewer. Through an open doorway in the background, we see a boy walking towards the 

couple, holding a lute in his hands. This may be interpreted as a scene not involving 

instruction, like the unequal couple above, but instead represents an equal relationship, as it 

appears the young man has the intention of joining her in polyphonic musical company.  

 

The four-poster bed just visible in the left background (Fig. 50) was a commonplace item 

found in rooms of this kind in the Netherlands during the time.29 The Dou-inspired 

archway that frames the couple so effectively, together with the dramatically hanging 

tapestry arranged above the figures, could possibly indicate that Dou and Steen were aware 

of one another’s work.30 The archway also provides a heightened sense of space to this 

room and is therefore a place for acoustic diffusion. The manner in which the gentleman 

leans over the cheek of the harpsichord directly connects him with the keyboard 

instrument, the motto that faces him and the instrumentalist at the manual. The light, 

perspectival lines, and the linear qualities of the instrument itself, all work to highlight the 

young woman as the focus of this painting.  

 

Unlike Steen’s The Harpsichord Lesson (Fig. 49) and The Doctor’s Visit (Fig. 45), this picture 

lacks the comedic undertone that Steen is now so famous for. The detail with which he has 

executed certain parts of this scene is testament to his skill as a painter. For instance, the 

keyboard instrument has been rendered with astonishing attention, from the Latin mottoes 

located on the fallboard and lid interior, to the notes on the keys of the manual, Steen’s 

signature inserted on the name batten, the seahorse-shaped arabesques on the inner paper, 

and finally, the musical notation one can just make out on the music book sitting open on 

the music desk (Figs. 51 & 52).31 To an extent, the woman parallels her instrument; she too 

is finely costumed in pale yellow bodice and blue satin skirts, as well as a necklace tied with 

                                                           
29 Oosterwijk, Sophie. “Women, Wine & Song: Dutch Genre Painting by Vermeer and His Contemporaries.” 
Paper presented at ADFAS, Newcastle, New South Wales, 10 July 2017. 
30 Both artists were from Leiden, and both were members of the Leiden guild. 
31 See Chapter Five for a discussion on this art work and the utilisation of Latin mottoes. 
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ribbon and charmingly coiffured hair. Providing the viewer with the musical notation is 

particularly interesting, as it indicates the level of the woman’s education and proficiency in 

music. Her intelligence is clear; not only is she erudite in reading this notation but also 

translating it into keyboard music.  

 

The beating footsteps of the boy entering the room work like the maid in the de Witte, 

providing a counterpart to the viewer, who is, in a sense, disturbing this private moment. 

The open doorway suggests that there are other sounds from within the house permeating 

through and into this room; to borrow Schafer’s term, these are known as ‘hidden 

sounds’.32 These hidden sounds imply another layer of polyphony to this painting: those of 

muffled voices from other members of the household situated in ancillary rooms, for 

example, or even how these particular sounds change as people move, causing ‘acoustic 

shadows’ to take place. Returning to the entering boy coming down the steps, through the 

doorway, holding the lute – the sounds he makes change and evolve as he moves through 

the space (‘sounds you move’), around the figures and objects within the chamber, and the 

lute he carries echoes the keyboard instrument music the closer he gets to it. The door 

swings lightly, and the gentleman leaning on the cheek of the harpsichord makes it groan 

under his weight. The clothing of all three figures shifts and rasps with each movement 

they make, also known as ‘sounds you move’.33  

 

The music the young woman is making offers a catalyst for the gentleman, akin to an 

invitation to join her. The music filters around them and penetrates the space occupied by 

the viewer, as well as beyond their figures, and through the open doorway in the 

background. This may also be symbolic of their union, their coming together, a harmony 

between man and woman, and with this in mind it is perhaps also synonymous with their 

blossoming love. The gentleman in his leaning pose also strikes me as an actively listening 

figure. This gesture allows him to angle his ear rather than direct his gaze towards her; he is 

engrossed in her music, opposed to her beautiful countenance. As she fills this room with 

her solo keyboard music, making the gentleman a captive audience member, she does so 

with the viewer too. We, in turn, are part of her audience, momentarily absorbed in this 

fleeting musical moment. Soon, the gentleman will take this monophony and make it 

polyphony, therefore changing the whole dynamic between them and the scene. 

 

                                                           
32 Schafer, “100 Exercises in Listening and Sound-Making”, pp. 18-9. 
33 ibid. 
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Steen continued his interest in depictions of keyboard instruments and women throughout 

1659–60 with Fantasy Interior with Jan Steen and the Family of Gerrit Schouten (Fig. 53). In this 

wonderfully detailed and well-populated painting, Steen represents a grouping of eight 

figures, two dogs, a lute and a harpsichord, as well as numerous objects, all situated within 

a domestic space. Three upper-class women sit and stand to assemble a polyphonic musical 

company, while three well-dressed men of varying ages form their audience. An African 

page boy is seen fetching a pitcher on the far left of the picture; behind him in the 

background stands a maidservant preparing their meal, possibly oysters, at a table. In 

alignment with all of Steen’s pictures discussed thus far, this work provides further 

evidence of him being a multisensory painter. 

 

The inherent symbolism in Fantasy Interior with Jan Steen and the Family of Gerrit Schouten is 

quite extraordinary, as well as the detail with which Steen has captured the people and 

objects in paint. Firstly, Steen has inserted a self-portrait in the centre of this meeting; he 

stands bowing to Gerrit Schouten, and this respectful gesture marks him as a visitor to this 

home.34 He is clothed in black and connects with the viewer by directly meeting our gaze. 

Schouten also turns to the spectator, as he swivels in his chair, his left arm craned around 

the backrest. The four young and exceedingly well-dressed figures are believed to be 

Schouten’s three daughters and son.35 Then the two servants inhabit the left side of the 

picture; utilising spatial divisions Steen successfully distances them from the elite 

individuals depicted. Concentrating on the maid in the background of the painting, seen 

through the open doorway and drawn tapestry, she appears like a homage to the work of 

de Hooch. The use of leaded windows and natural light, even the intimation of leafy trees 

in what could be an open courtyard, underlines a significant influence of de Hooch on 

Steen’s work.36 Steen has portrayed two dogs in the foreground, one at rest and one eager 

to play. Dogs are a well-known symbol for fidelity, and family loyalty may have been the 

reason for their presence.37 The unused footwarmer which sits near the harpsichord player 

has already been mentioned as a sign of heated passion between a man and woman, so this 

is an interesting reference here.  

 

                                                           
34 Baer & Kennedy, “Catalogue: Regents and Wealthy Merchants”, p. 151. 
35 ibid. 
36 It has been established that Jan Steen admired the work of Pieter de Hooch; see the Biographies section in 
the Appendix. 
37 Hall, Dictionary of Subjects and Symbols in Art, pp. 108-9. 
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The items in the background of the scene are particularly fascinating in terms of 

iconographic meaning. For instance, just above the marble columns with Corinthian 

capitals forming the fireplace which frame the figure of Steen, there is a Latin inscription 

within an emblematic cartouche. The artist was notorious for inserting classical proverbs 

within his work. The motto reads ‘Discite Mori’ which translates as ‘Learn to Die’, stressing 

the transience of earthly life and the inevitability of mortality.38 Concentrating this message, 

and located just above this aphorism, sits a classical bust of Death personified, clothed in a 

Grecian robe, arrow in hand, crown of laurel leaves on his skull head. This sculpture 

coupled with the motto suggests that all human beings are equal in the presence of death: 

young and old, rich and poor. Behind this sculpture hangs a large painting of conflict 

involving horses and elephants; their spear and flag wielding masters are engaged in battle. 

To the right of this, three more classical sculptures stand upon a wooden cupboard. Left to 

right they are Bacchus, god of wine; Venus with putto, goddess of love and fertility; and 

young Cupid in the far corner, god of love.39 40 A familial connection has been established 

between Steen and Schouten. Not only was there a link via the marriage of Steen, but 

Schouten was also the owner of a brewery named the Elephant, hence the inclusion of the 

animal in the painting above the mantelpiece.41 The whole composition was said to have 

been an extravagant concoction to represent the overall wealth and splendour of the upper 

classes, and all the trappings that go with this elite stratum of society.42 The young African 

servant boy, for example, is represented as an ‘exotic status symbol’.43 In addition, the 

stringed musical instruments are associated with prosperity and luxury, items only afforded 

by the elite social classes. 

 

The auditory dimensions within this painting are enchanting. Beginning with the trio of 

female music makers, Steen has made them the focus of the picture by elongating their 

figures, particularly the tall, confident woman standing at the harpsichord, gazing at the 

viewer, echoing the pose of Venus above her. The lute player stands holding the 

instrument, although we do not see as much of her figure. The seated woman reading from 

the music book keeps time for the instrumentalists and probably provides vocal 

accompaniment as well. All of the figures, besides the woman at the keyboard instrument, 

                                                           
38 The Nelson-Atkins Museum of Art. “Fantasy Interior with Jan Steen and the Family of Gerrit Schouten.”  
http://art.nelson-atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-sch  
39 ibid.  
40 Hall, Dictionary of Subjects and Symbols in Art, pp. 38, 329 & 90. 
41 Baer & Kennedy, “Catalogue: Regents and Wealthy Merchants”, p. 151. Steen also came from a family of 
brewers. 
42 Baer & Kennedy, “Catalogue: Regents and Wealthy Merchants”, p. 151. 
43 ibid, p. 147. 

http://art.nelson-atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-sch
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are bent, turned or seated, so as to diminish their importance in the room. The wooden 

floors, open fireplace, high ceilings, open doorway, and even the suggestion of a garden 

outside, all work to open up this room spatially and acoustically.  

 

The maid bent over the painstaking array of food pours liquid from a jug onto the platter, 

which drizzles with an audible slosh. The servant boy smiles and exposes his teeth 

conspiratorially; we can see his intention with a wine glass in one hand, while he reaches for 

the jug with the other. The young gentleman offers a partially peeled lemon to his sister, 

which adds other senses to this already intoxicating space, those of smell and taste.44 The 

keyboard music unites these figures, providing one dominant soundmark to the domestic 

soundscape of this elite home. The music diffuses throughout the primary space of the 

room, around all of the characters positioned within it, and even through the doorway to 

the maid in the secondary chamber. The protagonists all move and shift audibly: their 

chairs scratch and scrape against the wooden floors, their footsteps, their clothing and 

jewellery also thump, rasp and whisper amongst the dynamic interaction of the scene. The 

playful dog is challenging the peaceful one with a sharp yap; all the while the sisters play the 

stringed instruments, complementary sounding bodies with plucked strings reverberating 

throughout the room.  

 

The ladies touch the songbook pages, the strings on the phallic neck of the lute and ever so 

lightly the keys of the harpsichord manual. As they touch these items, an allusion to sexual 

eroticism is evident. With the lute gendered as male and the harpsichord gendered as 

female, these instruments function as symbolic references to the unity of man and woman. 

Therefore, the artist has cleverly adjoined the realm of touch to this already multisensory 

painting. Again, Steen has rendered the keyboard instrument with fine brushwork and a 

keen eye for detail. One can make out the marbled paper on the exterior cheek of the 

instrument, the sculpted putti revelling below, the symbolic, musical notation on the pages 

of the music books, the partial Latin mottoes on the fallboard and lid,45 and finally, the putti 

seen on the interior paper decoration situated just above the manual. The scrutiny with 

which the artist has painstakingly rendered this instrument is nothing short of genius, 

                                                           
44 For an in-depth discussion on the symbolism of lemons in Dutch imagery see: Piepmeier, Mary. “The 
Appeal of Lemons: Appearance and Meaning in Mid-Seventeenth Century Dutch Paintings.” University of 
North Carolina, 2018. 
45 The mottoes that may be read here include ‘DEO GLORIA’ on the fallboard, which was probably “SOLI 
DEO GLORIA” meaning ‘Glory to God alone’. The motto on the underside of the harpsichord lid reads 
‘MUSICA PELLIT CURAS’ or translated ‘Music dispells cares’. McGeary, “Harpsichord Mottoes”, pp. 32 & 
28. See the List of Mottoes & English Translations in the Appendix of this thesis. 
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although it has been suggested that this was not an existing instrument but probably a 

figment of imagination.46 Although the picture does not represent Steen’s loudest 

conglomeration of bawdiness and revelry, it is one of the most successful soundly paintings 

discussed in this chapter as it occupies the end of the spectrum that deals with voluminous 

polyphony.  

 

Frans van Mieris 

The artist van Mieris was a pupil of the renowned fijnschilder (fine painter) Dou.47 It is plain 

to see Dou’s influence on his student’s work, as Dou executed several art works featuring 

depictions of women and keyboard instruments throughout his career. Van Mieris painted 

a soundly scene titled Duet (Fig. 54) in 1658.48 The picture represents a standing woman at a 

keyboard instrument, a gentleman – also standing – playing a stringed instrument, a young 

page offering refreshment on a silver tray, a greyhound and a parrot on a perch. Just like 

                                                           
46 Baer & Kennedy, “Catalogue: Regents and Wealthy Merchants”, p. 151. To this I would like to add that 
this instrument could possibly have been several keyboard instruments put together in paint, Steen taking 
details from instruments he saw or came across like the Italian putti sculpted base, for example, and making 
his own Frankenstein-like construction for artistic challenge and aesthetic beauty. It is certainly visually 
interesting to look at this as a keyboard instrument. 
47 Dou even spoke of van Mieris as ‘“the prince of all my pupils”’. National Gallery of Art. “Amorous 
Intrigues and Painterly Refinement: The Art of Frans Van Mieris.”  
https://www.nga.gov/press/exh/0228.html 
48 The exhibition catalogue on van Mieris published in 2005 discusses Duet in detail. De Jongh examines the 
painting in reference to popularised thought on the healing powers of music. He asserts that Arnold 
Houbraken was moved by the female figure; depicted as if “‘listening with uplifted thoughts to the tones of 
the strings”’. De Jongh explains that ‘uplifted thoughts’ meant that the sounds ‘transported her to lofty 
spheres; music was believed to be capable of ennobling the mind’. De Jongh, “Frans van Mieris: Questions of 
Understanding”, p. 49. Buvelot, Frans van Mieris 1635–1681, pp. 120-4. 
In Dixon’s Perilous Chastity: Women and Illness in Pre-Enlightenment Art and Medicine, the author highlights van 
Mieris’s Doctor’s Visit of 1657, with specific reference to the artist’s inclusion of the Bible in the lap of the sick 
female figure. She writes that the picture ‘affirms the importance of religious meditation as good therapy for 
women’, which was a belief disseminated by physicians at the time. Thus, the power of the Scriptures was a 
powerful tool in the healing process. Dixon, Perilous Chastity: Women and Illness in Pre-Enlightenment Art and 
Medicine, p. 173. 
The journal article by Adriaan E. Waiboer titled “A View Beyond Delft: Johannes Vermeer’s Woman with a 
Lute and Its Relationship to Frans van Mieris”, explores the strong connections between the two artists’ 
works. In particular, Waiboer discusses Mieris’s Duet, which the author says influenced Vermeer’s paintings of 
Young Woman with a Wine Glass, Lady Standing at a Virginal and A Lady at the Virginals with a Gentleman (The 
Music Lesson). Moreover, the author establishes further links between more musical themed works by the two 
painters. For instance, Vermeer’s Woman with a Lute and van Mieris’s Woman Playing a Theorbo-Lute, Waiboer 
claims were ‘part of a direct artistic rivalry’. Van Mieris’s work may have also inspired Vermeer again in 
painting The Guitar Player. Not only did van Mieris inspire the output of Vermeer, but many other artists 
during the time, from Eglon van der Neer, Caspar Netscher and Jacob Ochtervelt, all of whom appear 
throughout the body of this thesis. Waiboer, “A View Beyond Delft: Johannes Vermeer’s Woman with a Lute 
and Its Relationship to Frans van Mieris”, pp. 3-7. 
In the book chapter by Angela Ho titled “Invention by Repetition: Imitation and Emulation in the Work of 
Frans van Mieris”, the author emphasises the influence of both Dou and ter Borch on van Mieris’s work. She 
suggests that ‘Van Mieris…appropriated Ter Borch’s and Dou’s innovations and moved them towards 
increasingly luxurious imagery’. Ho also underlines van Mieris’s pictures of musicians were largely inspired by 
Dou, whereas van Mieris’s courtship paintings were made popular by ter Borch. I would argue that the above 
painting, Duet, illustrates both of these themes and influences simultaneously. Ho, “Invention by Repetition: 
Imitation and Emulation in the Work of Frans van Mieris”, pp. 141 & 165-6. 

https://www.nga.gov/press/exh/0228.html
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Steen with The Harpsichord Lesson (Fig. 49), van Mieris concentrates the whole scene within 

the foreground of the painting, allowing all of these figures to sit just on the cusp of the 

viewer’s space. The finely dressed woman playing the keyboard instrument is utterly 

absorbed in her music; as she turns the music book page with one hand, her left hand 

strokes the keys of the manual. Her youthful skin is iridescent, and her peachy, satin dress 

is illuminated by an unseen light source. The woman’s head is tilted at an angle as she reads 

the symbolic musical notation before her. This position may be interpreted as a listening 

gesture, her ear angled upwards so as to gain clarity of hearing and intensely concentrate on 

the polyphony she hears. The gentleman behind her is smiling while they perform their 

musical duet, his gaze facing downward as though he is also following the sheet music on 

the music desk. 

 

Behind these two dominant figures, a large landscape painting hangs on the wall. This 

painting has an echo in the keyboard instrument itself. Situated just above the manual, the 

decorative paper is painted with yet another landscape scene; one can make out trees, 

cloudy sky and a similar palette utilised throughout, suggesting a consistent pattern of taste 

in this household. Owners of these keyboard instruments were known to have them 

decorated after production with ornate papers, arabesques and landscapes, as well as 

painted flowers, birds, insects and mottoes of their choosing. The curtain on the left-hand 

side of the image could have been inspired by the work of Dou, as a strong link exists 

between the two artists; this is a striking possibility. Also reminiscent of Dou is the use of 

the stone archway to the right of the background. The intimation of ascending steps, a 

table, a leaded window and a chandelier suggest a certain sense of depth to this secondary 

environment. The curtain and back room operate to open up this chamber to the spectator. 

Not only does this ancillary space allow the sound to enter, it also circulates the layers of 

aurality back to the viewer. The possible ‘accidental’ and ‘interesting’, ‘nondiegetic’ sounds 

from the other areas of the home are also suggested through the inclusion of this spatial 

zone. The chair the woman is not using while she plays the keyboard instrument is 

positioned in such a way as to propose that it is vacant for another person to join them, or 

perhaps an invitation to the viewer. The scene is one of intimacy and connection. 

 

The name batten on the harpsichord, located just above the keyboard manual, reads (in 

capitals) ‘AEGERTS ME FECIT ANTVERPIAE’.49 Dijck and Koopman concluded that 

                                                           
49 Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art before 1800, 
pl. 216. 
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‘AEGERTS’ is in fact the Flemish harpsichord maker ‘Haegerts’ working around 1626–

42.50 The fact that van Mieris has included the established builder, place (‘ANTVERPIAE’ 

translated means ‘Antwerp’) and by extrapolation, date of the harpsichord construction, 

implies he was working from an existing instrument. This could mean that this was a 

specific detail in the commission of this art work, for a particular patron who owned this 

harpsichord, or the artist himself sought to represent the keyboard instrument for thematic 

reasons or even artistic challenge.  

 

Returning to the sonic characteristics inherent within this painting, as the duo play their 

respective stringed instruments their music echoes into each other’s instrument body, 

around the room, through the archway and up into the adjacent chamber. The woman 

turns the page of music, and one can almost hear the slight crinkling of paper. Perhaps she 

pushed back her chair to allow more room for her playing, and in the process the friction 

caused a scraping sound along the floor. The woman’s hands, arms and dress also add 

another layer of sound to the painting; classified as “sounds she moves”, they encompass 

the whispering silk of her clothing and the gentle, rhythmic thudding of the instrument’s 

keys. The gentleman’s fingers work the frets and strings on the neck of the lute, and the 

contact makes a rasping noise. Despite this acoustically vibrant space, the parrot sleeps 

restfully on his perch, undisturbed or perhaps lulled into sleep by the music. The boy’s 

footsteps are audible as he enters the scene. The loyal hound steps beside the young 

servant boy, who looks down to his tray, using both hands to balance the glass, not rattling 

but not completely quiet either. He does not yet disturb the music makers in front of him. 

The polyphonic music operates within this image to unify the man and woman, 

highlighting the harmonious bond between them. It also allows the viewer to partake in 

this private episode, so we can hear what they hear, and actively listen just as the woman is. 

This makes us visual and aural voyeurs. Perhaps this couple represent a future marital 

match, but what is certain is that van Mieris meant for this moment not to be silent or even 

quiet but alive with music and sound. 

 

Jacob Ochtervelt 

Another artist who consistently represented musical instruments and women throughout 

his work was Jacob Ochtervelt.51 Ochtervelt utilised depictions of multiple figures, a 

                                                           
50 ibid. 
51 Susan Donahue Kuretsky’s monograph on Ochtervelt reveals that in fact ‘one-third’ of the artist’s total 
output (or thirty-nine pictures) were based on musical themes. The author proposes that due to this sheer 
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significant number of whom were women, and keyboard instruments in the home at least 

ten times within his œuvre. One of the most successful of these pictures with a clear 

auditory component is Two Women and a Man Making Music (Fig. 55) from circa 1675–80, 

held in The National Gallery, London. This painting depicts three figures in a room, with 

two dogs in the foreground. On the left, a man plays a violin while leaning in close to a 

seated young woman who perhaps keeps time with one hand and holds a music book with 

the other. Next to her along the back wall, are an open virginal and a graceful standing 

figure of a woman at its manual. A map on the wall hangs above her keyboard instrument, 

while another painting hangs above a doorframe, the door of which is slightly ajar. The 

polished marble floor is well executed by Ochtervelt, as is the cascade of dazzling satin 

folds that form the pink dress of the standing woman. The other female figure is not quite 

so meticulously rendered in terms of her garments. As a result of these painterly details of 

light and texture, as well as the compositional placement of the standing instrumentalist, we 

may deduce that the woman playing the virginal is in fact the focus of this image. The 

repeated linear details also work to highlight her as the centre of the painting. These 

include the cupboard on the left, the map and framed painting, the open doorway, the 

virginal itself, as well as the marble floor tiles, wherein a large black oblong section all 

appear like a stage for the standing woman. Moreover, these strong lines also operate to 

echo the aural qualities of the picture, just like those in the aforementioned de Witte work.  

                                                                                                                                                                          
number of paintings together with his ‘precise representation of the instruments used and by an equally 
knowledgeable interpretation of how each is handled and played’, Ochtervelt may have valued music on a 
personal level. She goes on to state that Ochtervelt depicted himself ‘three times in the guise of a singing 
violinist’. Later, the author recognises a connection between Two Women and a Man Making Music and the work 
of Vermeer, especially his A Lady at the Virginals with a Gentleman (The Music Lesson). Kuretsky writes on the 
Ochtervelt picture in the following passage: ‘light is no longer used to define a single focus, but to add to the 
complexity of a design in which the sweeping curves of the figures’ elaborate costumes are combined with the 
multiple squared patterns of the interior and its furnishings’. Kuretsky, The Paintings of Jacob Ochtervelt (1634–
1682), p. 21 & 28. 
Alan Chong’s chapter on “Jacob Ochtervelt’s Rotterdam Patron” discusses the significance of Ochtervelt’s 
patron Hartlief van Cattenburgh (d. 1669). Cattenburgh was a wine merchant and in an inventory drawn up 
after his death, it was shown that he owned ten of Ochtevelt’s pictures, all of which were pendants. Chong 
considers the rate at which the paintings were bought in conjunction with the couples’ death and Ochtervelt’s 
relocation to Amsterdam around 1672–4. Six of these paintings survive today. Chong, “Jacob Ochtervelt’s 
Rotterdam Patron”, pp. 102-3. 
Laurinda Dixon also writes on Ochtervelt in her book Perilous Chastity: Women and Illness in Pre-Enlightenment 
Art and Medicine. In his painting of The Doctor’s Visit from 1680–2, the artist illustrates a woman stricken with 
illness. The woman receives attention from two other female figures, while the doctor is seen on the left of 
the room. The two fussing women are depicted ‘holding a string to her nose’ as it was the belief propagated 
by the physician Robert Turner that ‘having on hand “such stinking things”’ may help in cases of fainting. 
This may be the reason for smouldering linens visible in charcoal burners throughout Dutch art. Indeed, the 
sense of smell here is particularly important on numerous levels, one being that it will revive the ailing 
woman. The second involves the viewer’s interpretation of the painting, and lastly, it furthers knowledge held 
at the time concerning women’s health and popular remedies so ingrained in seventeenth-century socio-
culture. Dixon, Perilous Chastity: Women and Illness in Pre-Enlightenment Art and Medicine, pp. 147-8. 
For a discussion on two of Ochtervelt’s paintings of family portraits see: Richardson, Elaine M. “Portraits-
within-Portraits: Immortalizing the Dutch Family in Seventeenth-Century Portraits.” University of Cincinnati, 
2008. 
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This painting reminds me of an earlier quote by Nelson in her discussion on listening 

figures. By not seeing the standing woman’s gaze, the sense of her sight is marginalised and 

instead we are permitted to focus on the aural scope of this picture. She glances down and 

to the side, but we are not privy to exactly what. Perhaps she is distracted by the incessant, 

playful whispers emanating from the young man and woman beside her. Or maybe she is 

preoccupied by the barking dogs teasing each other and frolicking behind her. Their 

moving paws are audible sliding and scratching the slick marble floors. The melodious 

sounds of the violin and virginal are continuing in spite of these sonic diversions. These 

shifting bodies, both human and animal, suggest a degree of movement, and as such, create 

a dynamic aural component within the work. Ochtervelt has provided a suitable acoustic 

space for such music and sound to take place; for instance, the details of marble flooring 

and high ceilings allow a certain degree of resonance to occur. The open doorway permits 

another layer of sound into the room. The ‘nondiegetic’ sounds, or those pictured outside 

of the immediate depicted narrative, are therefore allowed to enter the space. One 

interpretation of this scene is that it is a love triangle of sorts, a romantic and yet 

problematic tale of young elites and their amorous afflictions. In conjunction with the 

fighting dogs, this discord between the human figures is certainly a strong possibility. 

However, here it seems as though the standing woman in her pink dress, playing the 

keyboard instrument, is spatially and sonically divided from her company. And yet, music is 

conventionally the entity that unites characters in harmony.  

 

Pieter de Hooch 

Pieter de Hooch is another artist who consistently represented women and keyboard 

instruments in his work; however, many of these pictures have been lost or are just not 

traceable via private collections.52 In saying this, Dijck and Koopman collected 

reproductions of twelve of his paintings featuring this theme.53 One particular image by de 

                                                           
52 During October 2019 to February 2020, there was a survey exhibition of the artist’s work held at the 
Museum Prinsenhof Delft, titled Pieter de Hooch in Delft: From the Shadow of Vermeer. There was a catalogue of 
the same name published in conjunction with this recent exhibition. In the catalogue entry for the painting 
entitled Portrait of a Family Playing Music, de Hooch has included four figures in the foreground; each person 
depicted making music on various instruments. Although this picture does not portray a keyboard 
instrument, it does indicate the artist’s consistent interest in illustrating musical themes. This picture is also 
important because it shows de Hooch’s first iteration of music making in a portrait subject, which he would 
go on to repeat on more occasions but in genre pictures of the latter 1660s. Jansen, Pieter de Hooch in Delft: 
From the Shadow of Vermeer, p. 188-9. 
53 One of these art works could be by another artist or follower, which would bring this total down to eleven 
paintings. Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art 
before 1800, pl. 176-87. 
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Hooch captures the polyphony made by an elite man and woman depicted in a domestic 

setting. Titled Young Couple Playing Music in an Interior with Two Dogs (Music Making Couple) 

(Fig. 56) and painted throughout 1680–4, this picture illustrates a jovial scene in which a 

female figure stands playing a keyboard instrument, while a male figure leans over it and 

plays a small wind instrument.54 Two dogs are depicted in the foreground space, both 

actively dancing on their hind legs. In the background are several details, including a 

curtained, latticed window, an open doorway receding into an exterior space, what could be 

a mirror hanging at an angle above this doorway, and lastly, a framed, curtained painting 

positioned above the gentleman. 

 

The well-dressed, standing woman appears to have just got up from her chair that she has 

pushed back and scraped along the marble floor. She uses only one hand to play the 

keyboard instrument and gestures with the other as though towards the dogs. Her gaze is 

directed solely on the two animals before her. The gentleman leans on the instrument she 

plays, and it groans underneath his weight. His wind instrument also fills the room; its high 

pitch intermingles with the dulcet tones of the keyboard, thus creating layers of polyphony. 

The dancing dogs playfully respond to this music, acting differently to the animals seen in 

the previously discussed art works. They do not stir, fight or peacefully rest, but they are 

driven to perform for the young woman, presumably their owner, who they watch in 

return. This makes the animals active listeners to the music resounding in the room. Their 

paws are perceptible rhythmically tapping on the marble floor. The mirror hanging above 

the open doorway operates to circulate these sounds back to the viewer. Furthermore, the 

open door and doorway mean that sounds from outside work their way inside. Sounds 

from nature, like the wind in the trees, or running water, or even wild animals such as birds, 

are all possible ‘nondiegetic’ sounds that permeate this interior domestic space. Cleverly, de 

Hooch has highlighted a connection between these public and private spaces with his 

inclusion of the landscape painting featured on the inner lid of the keyboard instrument. 

This painting is very unlike the pictures already analysed in this section, as the music unites 

all of the characters, both human and animal, but the music also provides a jolly and 

pleasurable atmosphere to the work. There is rarely the depiction of music for music’s sake 

throughout these pictures, and so this one is clearly demarcated from the rest of the 

collection by the sheer enjoyment that music can bring to both humans and animals alike. 

 

                                                           
54 Due to the reproduction quality of this painting, it is difficult to judge the exact wind instrument depicted. 
It could be a pipe, whistle, flute or recorder, but I cannot say with certainty as to which one in particular. 
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Conclusion 

To some extent, these Dutch paintings captured and preserved the aural soundscape of 

seventeenth-century Dutch elites, with especial reference to the domain of the home. This 

reflects a certain level of value and significance that sound lexicons played in the socio-

culture of the time. The sounds emanating from instruments, particularly the keyboard 

instruments pictured in the art works discussed in this chapter, were produced by objects 

only owned by middle and upper-class individuals. Therefore, these musical sounds, it 

could be argued, were made by the privileged (notably elite women) for the privileged in 

seventeenth-century Dutch society. I argue, by extension, that the keyboard instrument 

was, in effect, a conventional soundmark in the soundscape of a seventeenth-century elite, 

middle or upper-class, young woman. 

 

Artists repeatedly depicting keyboard instruments and women in their paintings were 

extremely successful in pictorially representing sonic environments and associated aural 

qualities. Artists such as Steen, consistently known as a soundly painter of crash, bang and 

wallop scenes, exposed his dynamic creativity in representing eclectic, thoughtful and 

polyphonic pictures. On the other hand, notoriously quiet artists like Vermeer and de 

Hooch proved that they too could visually project the sensorium of sound and hearing in 

the painted medium. The ‘indeterminate’ sounds, including those that are accidental and 

interesting, as well as ‘sounds you move’ relate to the ‘diegetic’ and ‘nondiegetic’ aural 

qualities, i.e., those that issue directly and indirectly from the immediate narrative, 

respectively. These diverse sounds are amplified by these pictures and indicate the 

importance of aurality in Dutch socio-culture. Perhaps one significant discovery in this 

section is that viewers were simultaneously listeners just like the actively listening figures 

illustrated in the images, as spectators decode not only visual devices inherent within these 

paintings but aural ones as well.  
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Amplified Echoes 

 

Concentu laetentur eo super astra loc[ato]. 

Let them rejoice in that harmony located beyond the stars – Harpsichord by Vido 
Trasuntino, 1571.1 

 

Primary Spaces 

 

In more enigmatic scenes by Metsu and Emanuel de 
Witte, elegant ladies amuse themselves at keyboard 
instruments while in an adjacent room other, more simply 
dressed, women (sometimes but not always identifiable as 
servants) do embroidery or housework.2 

 

In this way, Hollander describes two paintings already featured in previous sections of 

this thesis, namely de Witte’s soundly Interior with a Woman at the Virginals (Fig. 47) (c. 

1665) and Metsu’s quieter Lady at a Virginal (Fig. 57) (also c. 1665). Both of these 

pictures attest to the artists’ refinement of the manipulation of space in two-dimensional 

form. Moreover, as the author suggests they both depict two women: one woman of the 

middle to upper classes, the finely dressed instrumentalist; and the other woman, a 

maidservant represented in basic attire, keeping house for their present mistresses and 

absent masters.  

 

Emanuel de Witte 

De Witte’s Interior with a Woman at the Virginals (Fig. 47) is an intriguing picture in terms 

of its trichotomous complexities of narrative, spatiality and aurality. Firstly, it is a 

painting that features three separate, internal receding chambers and two different 

visions into the outside world: one to the right, through the red curtains and leadlight 

windows, and the other at the very back of the space. This characteristic use of spatiality 

makes this image very special in comparison to the other art works featured throughout 

this thesis, as the viewer can observe all of these spaces simultaneously.3 De Witte’s 

career as a painter of church interiors also makes this work quite unique within his 

œuvre, but owing to his fascination with architectural space, the artist has executed this 

                                                           
1 McGeary, “Harpsichord Mottoes”, p. 20. 
2 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 2. 
3 Another picture that is similar to de Witte’s painting in terms of spatiality and particularly the illusion of 
perspectival descent is Samuel van Hoogstraten’s View Down a Corridor (Fig. 6) (1662). 
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painting as an ode to domestic light and space. The spatial divisions have been 

masterfully created by the use of multiple doorsiens, in particular the open doors, 

doorways and windows that allow viewers a way through the apertures and into the 

different zones of the home. It is in these various compartments that the narrative 

begins to unfold. In the primary and most important scene the woman plays the virginal 

with her back to the spectator, while to the left, a man sitting up in the bed listens to her 

music intently (Fig. 48).4 The secondary space is the voorhuis (front room) of the dwelling, 

which is punctuated with a repeated chandelier, wall hanging and wooden bucket, as well 

as rectangular blocks of light and shadow cast upon the floor. The tertiary scene 

connects to the primary one by way of the two open doorways that branch off the 

voorhuis, where a servant woman actively sweeps the floor from left to right. Over the 

maidservant’s left shoulder a fourth and final space is visible via the open window and 

through the glass panes of the closed window, which reveal a vista of green trees and 

cloudy sky. The Dutch artist, writer and theorist van Mander utilised the term perspect to 

designate a particular kind of doorsien, and it may be applied to this painting specifically. It 

refers to an ‘architectural setting in which…a receding passageway or colonnade is 

viewed through an archway’.5 The perspect operating here is the plunging view through 

various architectonic zones, adjoined by numerous doorways. 

 

I have already suggested that the strong and recurring linear qualities of the painting 

assist in amplifying the sounds of the scratching bristles of the broom on the hard floors; 

the maid’s footsteps throughout the room; the woman’s melodic notes on the virginal; 

her shuffling body and dress on the chair; the movement of her arms, hands and fingers 

as she plays; and the man rustling the heavy covers while prone in the bed, which all 

echo around the triplex of internal spaces in the residence. Perhaps the woman playing 

music at the keyboard instrument spurs on the maid in her own industrious work. 

However, the spatial environments and the sonic dimensions need to be addressed in 

greater detail to highlight how they relate to the narrative and symbolism of the picture. 

De Witte has led observers on this journey through the picture for good reason. One 

interpretation of the painting is that de Witte forms a parallel between the two women 

where-by the artist ‘emphasizes their similarity’.6 Hollander believes that the women are 

linked by the very fact that they are ‘engaged in forms of work’ signifying ‘kinship’, even 

                                                           
44 Depictions of beds within paintings are symbolic of matrimony and fertility, and by extension relate to 
‘courtship’ and ‘amorous love’. Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century 
Dutch Art, p. 83. 
5 ibid, p. 9. 
6 ibid, p. 141. 
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though they are separated by class boundaries.7 Indeed, the sounds they make do 

connect them in terms of aurality; both protagonists diligently contribute to their own 

soundscape by the very soundmarks that would have been directly associated with their 

social status as well as their gender.  

 

Conversely, I propose that there is a hierarchy of sound functioning within this picture. 

For instance, the amplified echoes of the woman’s melodious music at the virginal 

penetrate through the picture and into the multiple receding chambers; however, the 

maidservant’s footsteps and the sweeping broom with its coarse bristles scraping against 

the hard floors are not as forceful as the keyboard instrument, and although these 

sounds reach the viewer they do not have the same gravity as the lilting music. To apply 

Milman’s use of the terms ‘evade’ and invade’ with regards to the picture plane, I posit 

that the aurality of the painting is also functioning in this way. For example, the primary 

sounds of the woman playing the virginal are evading the picture plane, thus penetrating 

into and through the various chambers discussed above. Whereas the sonic qualities 

emanating from the maidservant and the broom are invading the picture plane, and as a 

result, pervading the space of the observer. This returns us to the maid’s position within 

the painting (namely the third compartment); in an analogous manner to the effects of 

aerial perspective, where-by colours and hues are altered to reflect distance and highlight 

perspective, the sounds made by the servant woman are weaker and quieter, and they 

underline her measurable distance from the viewer. Finally, there is a powerful 

relationship between space and subject matter operating within this painting. The spatial 

areas effectively work to circulate and echo the layers of sound throughout the picture, 

and in turn the sonic properties further perpetuate the illusion of spatial reality. 

Therefore, this image provides a perfect example of amplified echoes.  

 

Gabriel Metsu 

Metsu’s Lady at a Virginal (Fig. 57), also painted around 1665, demonstrates the use of 

multiple doorsiens, in especial reference to the open door, doorway and open window. 

The well-dressed, elite woman seated at the open virginal occupies approximately two 

thirds of the picture, while the adjacent room and the resting maid are positioned in the 

secondary scene – she inhabits only roughly one sixth of the image.8 This distance from 

the viewer emphasises the difference in their class, as well as their relative hierarchy in 

                                                           
7 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 141. 
8 See Chapter Five for more information about the Latin motto featured on the virginal in this painting.  
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the painting. Similar to the de Witte image, Metsu has used linear details to utmost 

advantage in this work, repeating line as well as shape and form in order to lead the 

viewer’s eye into and through the spatial echoes of the painting. The woman at the 

keyboard instrument swivels in her chair so as to gesture to her small dog pictured in the 

foreground, just in front of the doorway. The lap dog stretches or bows to his mistress, 

while the maidservant in the background is captivated by the animal – she is visible 

bending her head to take in more of the scene.  

 

The woman at the instrument is paused in play, and this suspension is comparable to the 

moment of respite that the maid opportunely seizes. Therefore, the aurality of this 

painting is very different to the soundly de Witte piece discussed previously. The diegetic 

sonic dimensions are much quieter, more subtle and generate a spectrum of sound from 

moderately sonorous in the primary scene, to soft tones throughout the secondary space. 

For instance, the dog in the doorway is padding on the wooden floor boards, and his 

claws create a mild scrape and scuff sound. The elite woman seated at the instrument is 

clothed in heavy satin which whispers and catches as she pivots in the chair. The 

creaking door fluctuates as the wind from the open window causes it to swing on its 

hinges. And the curtain, reminiscent of Dou’s work, which has been pulled back to 

accommodate cleaning or ventilation, also flutters and shifts in the breeze.9 The spaces 

function to echo the sounds in and around these two internal zones, and by extension 

the nondiegetic sounds from outside the window permeate the inner compartments. 

These may include the noises from the street such as horses trotting, bells tolling and 

passing conversation, and the house and household intimated by the colourful brickwork 

next door may have its own sounds that flow inwards, such as maids doing laundry, 

playing children or barking dogs. The open window and the drawn-back curtain allow 

the spectator a glimpse into the outside world; therefore, the sanctity of these feminine 

areas has been breached to permit public life and public sound inside, through these 

internal chambers and apertures, and straight to the space of the viewer.  

 

Hollander proposes that the dog is the link between these primary and secondary spaces 

as it stands on the periphery of the open doorway which connects the two rooms. In this 

way the canine is positioned like Maes’s main female character in The Eavesdropper (Fig. 

                                                           
9 Hollander highlights that the left vertical edge of the door, together with the broom seen resting at an 
angle against the bench the maid is seated upon, as well as the angle created by the pinned-back curtain, 
intimate the illusion of a triangle or arrow that quite literally points to the maidservant’s face and intrigued 
expression. Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 141. 
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31), who is the significant intermediary for space and sound. Hollander describes these 

three figures as the points of a triangle,10 and while the two women do not rely on 

sighting one another, they are both fully aware of the dog located at the junction 

between them. Despite this, there is a strong possibility that the two female protagonists 

can hear each other. Perhaps it was this woman’s sweet music making that was 

motivating the maidservant to work even harder, and while one figure rests so too does 

the other. In this way, their relationship, their respective pursuits, their occupation of 

space and their sound making are symbiotic.  

 

Gerrit Dou 

Metsu was a student of Dou, and it is plain to see the connections between the use of 

spatiality and sound within their work. Young Lady Playing the Virginal (Fig. 58) from circa 

1665 shows an insien and a doorsien operating simultaneously within the picture. In the 

foreground and primary scene of the image, a finely dressed woman sits at the keyboard 

instrument, as she turns and gazes directly towards the viewer. A heavy, ornate drape 

hangs above her figure. This drapery has been pinned back to reveal an ancillary space 

beyond the woman. The curtain acts as the insien and effectively opens up the scene and 

concurrently frames the woman. The doorsiens in this painting are the open door and 

threshold of the doorway in the middle ground, which allow the viewer through to the 

secondary space of the background. Dou has utilised a dark palette between these two 

zones, and he uses the effects of light to lead the eye of the observer through the picture 

and its spatial entities. He highlights the elite woman’s face; her clothing (especially in 

the fur trim, apron and folds of silk); the iridescent skin of her arms, hands and fingers; 

the keyboard instrument; and the music book stationed in front of her. The merry 

company positioned in the secondary scene are arranged next to an enfilade of lead light 

windows, one of which appears to be open with a white curtain hanging over it, 

intimating a tertiary space, and yet another breach of the privacy of the inner sanctum of 

the home. The secondary curtain functions as an echo to the first one, operating to point 

to the characters in the background chamber.  

 

One interpretation of this painting is that it represents the pleasures of earthly life, 

making it a lively, indulgent, pleasure-seeking scene, which is evidenced not only in the 

                                                           
10 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 142.  
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reference to music but also by the avid drinking of wine in the background.11 

Additionally, there is another musical instrument depicted within this image: a bass viol 

leans within the periphery of the doorway, facing towards the gathering of figures in the 

secondary space. This detail alludes to a duet or musical accompaniment that has either 

ceased or will soon begin. The woman at the keyboard instrument has also paused in 

play, seemingly to acknowledge the viewer’s presence upon entering the scene. In terms 

of aurality, the secondary space is louder than the primary zone, which is a different use 

of sound than in the previously discussed Metsu and de Witte paintings. The background 

scene illustrates four protagonists: on the left a gentleman grasps a glass full of wine as 

he leans against the window sill; to the right a male servant pours more wine from a 

height into another glass, and the liquid sloshes into the vessel; a woman seated nearest 

to the open doorway echoes the pose of the woman in the foreground, and she appears 

to be rustling paper which could possibly be sheet music; and finally, another male figure 

is visible at the back of the table. Together these animated characters provide an 

amplified cacophony of conversation, laughter and clatter, which projects from the 

secondary scene, through the doorway, past the woman and into the space of the viewer. 

This joyful party is alluring to the spectator. Conversely, the elite woman in the primary 

space is quieter; she shifts in her chair, possibly scraping it back against the hard floor, 

her heavy dress swishes as she pivots to the left, and her hands and fingers whisper over 

the keyboard instrument manual. This woman appears introspective as she takes in the 

observer. Yet the quiet that hangs between the sitter and viewer is inviting, which makes 

her an intercessor between spectator and secondary scene.  

 

In the Manner of Cornelis de Man12 

Pair Making Music (Fig. 59) painted in the manner of Cornelis de Man depicts two full-

length figures playing stringed musical instruments inside a small, interior room. The 

woman is seated at the harpsichord, turned to her right and gazing directly at the viewer, 

while the visiting gentleman stands, holding a lute, positioned with his back towards the 

spectator. In the foreground, the man’s hat lays upside down on the stone floor, which 

explains his status as a guest in the home. To the far left of the picture, an open window 

or doorsien leads the eye through to a secondary and external space beyond this chamber. 

                                                           
11 Dulwich Picture Gallery. “Dou’s Musical Paintings Reunited after Nearly Four Centuries Apart.” 
Dulwich Picture Gallery, https://www.dulwichpicturegallery.org.uk/about/press-media/press-
releases/dou-s-musical-paintings-reunited-after-nearly-four-centuries-apart/ 
12 On the Rijksmuseum website (the holding institution), Pair Making Music is listed as painted in the 
‘manner of’ Cornelis de Man (Delft, 1621–1706). Rijksmuseum. “Pair Making Music, Cornelis De Man 
(Manner of), 1650 – 1710.”  http://hdl.handle.net/10934/RM0001.COLLECT.8965 

https://www.dulwichpicturegallery.org.uk/about/press-media/press-releases/dou-s-musical-paintings-reunited-after-nearly-four-centuries-apart/
https://www.dulwichpicturegallery.org.uk/about/press-media/press-releases/dou-s-musical-paintings-reunited-after-nearly-four-centuries-apart/
http://hdl.handle.net/10934/RM0001.COLLECT.8965
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Buildings, rooftops, windows, brick walls, a tower topped with a flag, trees and a cloudy 

sky are all visible features of this outside world. As we have seen already in Metsu’s 

painting as well as the Dou work, a drape is pinned back over the frame of the open 

window which points to a male face rendered in a mirror hanging on the back wall.13 

Cleverly, the artist has used the mirror as a visual device to cast the reflection of the 

gentleman, allowing the observer to see the details of his face and expression. This is 

comparable to the mirror in the aforementioned de Witte image, although the woman’s 

reflection in Interior with a Woman at the Virginals (Fig. 47) permitted little detail of her 

face, only the direction of her downward facing gaze. The male figure’s reflection in the 

mirror lets the viewer connect with him, and in turn he connects with the observer. 

Behind the woman, a cloth-covered table with a glass roemer full of white wine sits on top 

of a silver tray. And to the far right of the picture, the harpsichord lid’s decoration is just 

visible, illustrating a landscape with leafy trees. 

 

Again, Pair Making Music is different to the examples analysed above in reference to both 

spatiality and aurality. For instance, this domestic space is not as deeply recessed as the 

other pictures; it is more intimate in composition as the characters and objects are all 

arranged close together. The view through the window showing the exterior world 

coupled with the landscape painting on the harpsichord lid provides a strong link 

between inside and outside, public and private, rural and urban. By extension, the 

intimation of such meticulously rendered elements of this outside world such as the 

tower suggests a cornucopia of sounds that permeate inwards, like the pealing of church 

bells, for example. The sounds issuing from within the room are equally audible: the 

woman’s gentle melody on the harpsichord, the movement of her hands and arms as she 

plays and touches the manual, the groaning of the chair she sits upon, the swathe of the 

material that shifts under her weight, the gentleman’s lilting harmony on the lute, as well 

as his footsteps on the floor. Importantly, the central points of the whole painting are 

the woman’s hands and fingers touching the keys of the harpsichord manual. This focal 

point bestows upon the woman a sense of significance in her music making. The 

gentleman, too, with his face looking back at the viewer via the mirror, creates a visual 

and a sonic echo. The mirror highlights the importance of space, in particular the spatial 

environment occupied by the spectator. The tangibility of the sonic scope of the picture 

is heightened by the intimation of our spatial zone evidenced in the mirror. The key to 

                                                           
13 Mirrors are symbols of ‘pride’ and ‘vanity’, but also ‘self-examination’ and ‘deception’. Hall, Dictionary of 
Subjects and Symbols in Art, p. 217. Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century 
Dutch Art, pp. 97, 100. 
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the invasion of the picture plane in terms of both sound and spatiality lies in the 

expansion of space provided by the mirror’s reflection, therefore creating the illusion of 

amplified echoes.  

 

Secondary Spaces 

Pieter de Hooch  

The paintings discussed in this section depict women and keyboard instruments situated 

at the back of domestic interiors, therefore occupying the secondary scenes of the 

pictures. Analysing the relationship between spatiality and aurality in these images may 

reveal new information regarding their overall meaning and interpretation. Returning to 

a previously mentioned image by Ochtervelt titled Street Musicians at the Door (Fig. 28) 

from 1665, we can see that positioning musicians in secondary spaces was an established 

mode of spatiality and composition with reference to sound, music and musical 

instruments. De Hooch’s Elegant Company with a Woman at the Virginal (Officers and Ladies 

in an Interior)14 (Fig. 60) represents a total of six male and female figures positioned 

throughout a domestic space. In the primary zone of the painting, three characters sit 

and stand around a table; the two women converse and drink wine while the seated 

gentleman smokes a pipe. To the right and beyond this trio, a woman sits at an open 

keyboard instrument, a man stands at her back, and a dog stands behind them both. On 

the far right of the picture plane, an open doorway permits another young man entrance 

to the room. 

 

De Hooch painted keyboard instruments numerous times throughout his working 

career, and one picture that stands out is his Young Woman in an Interior, Receiving a Letter15 

(Fig. 40) circa 1670. The reason I am including a reference to this painting here is 

because while the interaction between the man and woman takes place in the foreground 

and primary space of the image, there is a secondary scene, visible through the 

succession of archway, hallway and then the open doorway, where a virginal and an 

empty chair may be seen. This is compelling because the viewer has to seek out the 

keyboard instrument via the various spaces and chambers of the composition. Even 

though the instrument occupies only a very small percentage of the picture, its inclusion 

                                                           
14 Pieter de Hooch uses a similar spatial composition in his painting titled Company Making Music in an 
Interior (Fig. 41) executed in 1684. However, instead of a company of figures positioned around a table in 
the foreground, he illustrated a seated man on the left holding what could be sheet music, and a standing 
woman playing a cittern to the right.  
15 This painting is also known as Woman Receiving a Letter from a Man. 
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has expanded the narrative of the whole painting, and simultaneously connected the 

male and female protagonists with themes of unity, love and courtship, as well as the 

depiction of another empty chair, the communique of the letter and the man’s entrance 

from street and city outside.  

 

Revisiting de Hooch’s Elegant Company with a Woman at the Virginal (Officers and Ladies in an 

Interior) (Fig. 60) allows us to appreciate striking similarities between these images, with 

especial reference to the artist’s expert utilisation of spatiality. For instance, the picture 

plane is compartmentalised into separate spatial divisions; there are a sum of five distinct 

zones within this painting. In fact, it is quite similar to how de Witte structured his earlier 

discussed Interior with a Woman at the Virginals (Fig. 47). Firstly, there is the primary space 

occupied by the three figures arranged around the table, then the secondary area 

inhabited by the woman, keyboard instrument, gentleman and dog. Next, the tertiary 

field is suggested by the double row of leadlight windows to the left of the picture (also a 

doorsien), then the quaternary zone which details the man walking through the doorway in 

the background. Finally, the quinary space is inferred by the second doorsien of the open 

doorway itself, showing us through another corridor or room. 

 

De Hooch successfully transmits sonic echoes around this multitude of spaces. For 

example, he uses repeated line, shape and form (again like de Witte and Metsu) to 

amplify sound throughout the five zones, such as the ceiling beams, windows, floor tiles, 

chairs, virginal, framed paintings hanging on the back wall, and the door and doorway. 

Regarding the aforementioned Dou picture (Fig. 58), de Hooch has simply reversed the 

primary and secondary scenes. However, what is most significant about this painting is 

the unique positioning of the woman playing the virginal in the secondary space, also 

just to the right of centre. The natural sunlight emanating from the windows highlights 

her presence, and this is reinforced by the large oblong pattern of light on the floor. 

Placing her and the instrument at this point means that her music making amplifies 

around her at almost three hundred and sixty degrees. The layers of sound are plentiful 

and diverse; for instance, the company of three figures in the primary space are animated 

in their talking, and we can also hear the movement of wine glass and jug, puffing on the 

pipe, and their shifting chairs, plates and footfalls. The standing gentleman could be 

listening to the woman at the virginal or he could be whispering to her, and the dog at 

their feet also patters along on the floor. The young man entering the scene opens the 

door and it creaks; his footsteps also warn of his arrival. The sounds issuing from 
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outside this internal space are intimated by the open latticed window at the left, which 

may be sounds from people, animals, weather, nature, the built environment or industry. 

And lastly, the nondiegetic sonic dimensions that come from the open doorway and 

therefore other ancillary and hidden chambers of the house are also circling around this 

room. Most importantly, the primary and secondary spaces are working in contrast to 

each other via the use of sound and spatiality, for example, the gentle civility of the 

couple at the keyboard instrument which unifies them, and the debauchery of the trio 

engaging in earthly pleasures of vice. 

 

Johannes Vermeer 

Hollander states that the chapter ‘On Ordering’ in van Mander’s Het schilder-boeck (The 

painter’s book, 1604) concerned the issue of positioning figures within a composition with 

reference to hierarchy.16 She writes:  

 
Figures are to be arranged hierarchically: the important 
ones in the center, subsidiary characters below and to the 
side. Thus the term ordinancy [order] suggests the 
arrangement of figures not only as formal elements but 
also as characters in a drama, whose placement is 
determined by their roles.17 

 

We may see this technique of ordinancy applied in Vermeer’s painting A Lady at the 

Virginals with a Gentleman (The Music Lesson) (Fig. 61) from 1662–5. I will analyse this 

picture in contrast with de Hooch’s Elegant Company with a Woman at the Virginal (Officers 

and Ladies in an Interior) (Fig. 60), in order to highlight the artists’ use of spatiality and 

aurality. Vermeer’s painting illustrates a view into a music-making scene situated in an 

interior. Beyond the carpet-covered table, tray and decanter in the primary space, an 

empty chair sits in the middle ground, and a large bass viol lies on the floor. At the back 

of the room, a woman stands playing a virginal, while a gentleman stands beside her.18 

                                                           
16 Hollander, An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art, p. 16. 
17 ibid. 
18 Binstock notices a pattern appear in the virginals depicted throughout Vermeer’s work. He writes: ‘The 
virginals are likewise varied as thicker and lower with a mountainous landscape on the lid and thinner and 
higher with a river landscape on the lid, with and without a music stand and music’. Binstock, “The Fat 
Lady Sings”, p. 242. 
In Binstock’s chapter titled “An Art of Women”, the author suggests that the motto illustrated on the 
virginal in A Lady at the Virginals with a Gentleman is Petrarchan in nature, with notions of love at its core. 
He also underlines the importance of the music lesson as a theme in Dutch paintings of the era, stating 
that ‘Several artists from this period portrayed couples at a virginal as stereotypes of an aggressive, 
lecherous man and a diffident woman resisting his conquest. By contrast, Vermeer shows a passive, 
seemingly weak man and a cautiously engaging woman’. Binstock posits that the male figure represents 
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To the left of the picture, two thirds of the external wall is taken up by a row of leaded 

windows. An angled mirror hangs above the keyboard instrument, and on the far left, a 

sliver of a framed painting is visible. As in many of the previously discussed art works, 

Vermeer has used linear details to lead our eye into and through the image. This is 

evident in the geometric pattern of marble floor tiles, the edge of the table, the chair, the 

left wall and windows, the virginal, framed mirror, painting, and finally, the ceiling beams 

at the top of the picture. Similar to Elegant Company with a Woman at the Virginal (Officers 

and Ladies in an Interior), Vermeer has centred his female musician in the secondary space 

of the picture, consequently drawing the viewer straight to the keyboard instrument and 

her figure.19 In light of the term coined by van Mander, Vermeer has drawn upon 

ordinancy (order) to place this woman at the top of the hierarchy, whereas most of the 

paintings from the mid- to late-seventeenth-century Netherlands depicting women and 

keyboard instruments render them in the primary space.  

 

At the same time, the formal structure and therefore the narrative as well as the aurality 

of this picture are quite unique from the formerly discussed de Hooch work. Vermeer 

has used an almost “still life” arrangement of objects in the primary space to allow the 

viewer a distant but privileged observation of this intimate scene. These items, together 

with the strong perspectival line of windows on the left, work in an analogous way to an 

insien, providing ‘a looking into’ this moment between male and female protagonist. 

Whereas de Hooch illustrates a trio of figures within his primary scene, which leads into 

the secondary space and simultaneously affords contrast between the two zones, 

narratives and characters, Vermeer concentrates and amplifies the relationship between 

his two figures in the secondary space, and as a result, strengthens the link between them 

and the spectator. It could be said that Vermeer’s painting is simpler in spatiality 

compared to de Hooch’s, but that it is also more refined. Vermeer does this by utilising 

sound; for example, the windows are not open, allowing very little external din to disturb 

this internal space. The body of the bass viol on the floor may echo the gentle melody of 

the music from the virginal. The gentleman is still and an active listener. It is unclear as 

to what the woman’s hands are doing on the keyboard instrument manual. It is possible 

there are dulcet tones abounding throughout the space and towards the viewer. 

                                                                                                                                                                     
‘an anti-heroic alter ego of the artist’. Lastly, the author stresses the importance of the senses within this 
image, for example: ‘the scene implies a shift from touch to sight to hearing, the most internal and 
subjective of the senses: if music be the food of love, play on!’ Binstock, “An Art of Women”, p. 139. 
19 Vermeer repeats this use of secondary space, in particular reference to the placement of female figures 
with a keyboard instrument, in his painting The Concert, 1665–6, oil on canvas, 69 x 63 cm, Isabella Stewart 
Gardner Museum, Boston (Fig. 46). 
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As with de Witte’s use of the mirror, Vermeer’s mirror delivers a more detailed view of 

the woman’s face and where her gaze is directed. In this case, her head is turned to the 

right and faces towards the gentleman. This may suggest that he has instructed her or 

commented on her playing, and so implies a presence of sound in their exchange of 

conversation. The mirror also reveals a view of the table, and lastly, the legs of an artist’s 

easel.20 This is extremely interesting, as the easel infers meanings concerning the painterly 

construction of a rendered reality. Vermeer is the creator of this picture, he is present in 

this scene, and the easel reminds viewers of that fact. In terms of sound, we may also 

hear the artist’s hidden presence in his own work: such as Vermeer’s brushes working 

against the canvas; the thick, wet oil paint mixed on the palette; brushes being cleaned; 

his shifting on the hard floor; even perhaps his own breathing. Hence, the mirror widens 

the scope of sound within this picture and concurrently echoes this aurality back to the 

observer. 

 

Gerard ter Borch  

Ter Borch also breaks with traditional use of spatiality and depicts two female 

instrumentalists in his painting titled The Concert (Fig. 62) executed around 1675.21 Ter 

Borch uses the primary space of his picture to illustrate the first of his musicians: she sits 

with her back towards the viewer, actively playing her bass viol. In the secondary space, a 

second woman sits in the far corner of the room playing a keyboard instrument; she is 

seated to face the spectator. Her location means that the observer can see her face as 

well as the direction of her gaze, which is focused intently on the harpsichord manual. In 

the background an empty chair is visible, and hanging on the walls are two framed 

paintings: the one at the back is possibly a landscape, and the picture on the right is of a 

subject which cannot be determined. The floor is made up of geometric tiles, alternating 

in a pattern of colour. 

 

Ter Borch is the only artist to use the secondary space to show us the facial expression 

of the woman while she plays her keyboard instrument. He is also the only painter to 

                                                           
20 Valory Hight makes the compelling point that Vermeer may also be an active listener to the music 
making, and this may have spurred him on to paint. Hight, “The Music Lesson: An Analysis of Two 
Works from Dutch Seventeenth Century”, p. 56. 
21 Another version of this painting by Gerard ter Borch features a male figure playing the keyboard 
instrument at the back of the room. It is titled A Music Making Couple, circa 1674, oil on canvas, 46 x 37 
cm, Stedelijk Museum, Zwolle (Fig. 42). 
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portray two seated women making a harmonious duet on stringed instruments. In this 

way, the primary and secondary spaces echo each other, complement each other, and 

unite the figures through the advent of two symphonic layers of sound. The aurality 

from the woman’s bass viol penetrates through to the secondary zone, and the lilting 

tones of the keyboard instrument resonate towards the primary space, invading the 

picture plane into the prerequisite space of the spectator. Furthermore, there are other 

diegetic sounds to consider in this painting. The woman playing the bass viol is using a 

bow, and the graceful sweeps she makes while it courses over the strings is audible to the 

attentive listener. As she moves her arms, her heavy silk dress moves and whispers; her 

body and the sounds she makes reflect the undulations of her music making. The 

woman playing the harpsichord is also using her arms, hands and fingers to manipulate 

the keys in front of her; as she does so the pressure is perceptible. Perhaps their chairs 

are also shifting slightly on the hard floors creating a quiet scratching sound amidst the 

tune of their melody. Using these two distinct spaces as he does, ter Borch effectively 

increases the intimacy of this scene, while also making it voyeuristic for the viewer. This 

being having been said, ter Borch allows the observer access by utilising the presence of 

the sound itself to include and intoxicate the spectator. 

 

Conclusion 

Spatiality and aurality converge throughout these seventeenth-century Dutch genre 

paintings featuring women and keyboard instruments situated within domestic interiors. 

Utilising examples of primary as well as secondary spaces illustrating women and 

keyboard instruments, I have compared and contrasted various artists’ use of visual 

fields and compartments that suggest complex architectonic space and perspect, repetition 

of line, shape and form, the expert application of linear perspective, mirrors – and in 

several cases, the intimation and juxtaposition of an external, public world. Although 

many mid- to late-seventeenth-century examples of genre painting situate women in the 

primary space of the picture, most of the artists discussed above decidedly break with 

this tradition. It appears that regardless of the spatial placement or ordinancy of these 

women and keyboard instruments, it does not affect their importance as significant 

characters in the narrative, nor does it affect their roles as hierarchical sound makers. 

The wonder of sound is that it travels and echoes throughout multiple zones, into and 

through the picture, as well as out and around the viewer. 
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The painted illusion of space amplifies the impression of sound, and likewise aurality 

furthers the reality of the spaces depicted within the images. I argue that insiens and 

doorsiens are spatial devices but also sonic tools, which work to amplify and transmit the 

presence of sound in a painting. The layers of sound, both diegetic and nondiegetic, 

make amplified echoes around the multiplicity of zones depicted, and consequently they 

infiltrate the space of the observer. Thus, the sounds are parallel to the evasion and 

invasion of the picture plane – at once penetrating deep into the paintings and their 

receding chambers, while at the same time, emanating outwards from far within the 

picture and straight towards and around the space of the viewer, respectively. Therefore, 

sound and space are intricately linked, for each informs the other, and both 

communicate to the spectator the significance of amplified echoes rendered in paint. 
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Dulcet Tones 

 

Haec si contingent mundo quae guadia coelo? 

If these are the joys of this world, what must be the joys in heaven? –  

Harpsichord by H. Ruckers, circa seventeenth century.1 

 

Introduction 

Westermann highlights that ‘silence was nowhere more golden than in the domestic 

interior’, which is the setting for all of the pictures to be discussed in this section.2 

Numerous writers have viewed Dutch paintings in this manner even up until recently, 

believing that silence is a defining, sometimes haunting and consistently peaceful notion 

within these pictures.3 For example, Wieseman writes: ‘The evocation of a palpable silence 

is one of the most frequently observed characteristics of paintings by Vermeer, de Hooch, 

Maes, Jocobus Vrel and a handful of other Dutch painters of the domestic interior’.4 Yet, 

as we have seen, there is no such thing as silence, only the absence of intentional sound. 

Cage had already confirmed this discovery via progressive experimentation in the late 1940s 

through 1950s. But there is a spectrum of sound within Dutch art, and on this scale there 

certainly are quiet, soft, subtle, elegant, low volume and even hushed images. It is clearly 

perceptible through the artist’s utilisation of various pictorial devices, such as space, the 

power of the gaze, light and shadow, pose and number of figures. These can aid in 

determining qualities of quietness, even in paintings which consistently represent music-

making apparatus. This section will explore these pictures and analyse them in reference to 

this aural spectrum, particularly those that depict the polarity of quiet, dulcet tones. 

 

Women Alone 

The art work of Dou influenced many of his contemporaries throughout the Dutch 

Republic, including Vermeer, Steen and van Mieris, as referenced previously in Polyphonic 

Pictures. In Dou’s A Woman Playing a Clavichord (Fig. 63) from approximately 1665, he 

typifies the theme of keyboard instruments and women for this genre. Dou painted images 

                                                           
1 McGeary, “Harpsichord Mottoes”, p. 22. This motto also appears on a virginal by Paul Steinicht, 1657. 
2 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 21. 
3 Some of these authors and their publications include: Westermann, Mariët. Sound, Silence and Modernity in 
Dutch Pictures of Manners. The Watson Gordon Lecture 2007.  Poland: National Galleries of Scotland & The 
University of Edinburgh, 2010; Wieseman, Marjorie E. Vermeer's Women: Secrets and Silence.  New Haven: Yale 
University Press, 2011; Wiseman, Mary Bittner. “Vermeer and the Art of Silence.” The Journal of Aesthetics and 
Art Criticism Vol. 64, no. 3 (2006): 317-24. 
4 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 38. 
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of keyboard instruments and women six times throughout his artistic career, subtly 

evolving the scene as he progressed chronologically.5 

 

This painting depicts a woman alone in a room, seated by a window and playing the 

keyboard instrument; her fingers are delicately poised over the manual. The woman’s skin 

is bathed in sunlight, which contrasts intensely with the dramatic shadows cast by the items 

in the room that frame her, including the archway, theatrical curtain and cushion. The 

young woman gazes directly at the viewer of the painting, almost penetrating the spectator 

with unabashed awareness. This powerful gaze connects the viewer to her – and her to the 

spectator. She appears momentarily distracted by the viewer’s presence and so turns from 

the keyboard instrument. Her body sits in alignment with this foreign presence; her figure, 

left foot and the chair she sits upon are ever so slightly directed to meet the angle of the 

observer. Also in expectant readiness for the observer’s entrance, or perhaps a teacher or 

musical partner, a lone bass viol leans against a table to the right of the picture plane. An 

open music book with symbolic notation, a recorder and a nearly empty glass of wine on a 

tray are also arranged on the table.  

 

Dou’s use of an extremely darkened background space works to emphasise the scene in the 

middle and foreground, thus highlighting this woman and the clavichord as the focus of 

the painting. An intimation of an open door may be seen in the far right background. 

Dou’s portrayal of fine materials and textures exemplify his fijnschilders (fine painters) 

technique. The idiosyncratic details of the hanging metal bird cage, leaded windows, vase of 

flowers, timber floorboards, wooden table and instruments, velvet cushion, stone archway, 

heavy, drawn tapestry with fringed border, silk tablecloth, silver tray, wine goblet and 

liquid, sheet music, cooper basin, pitcher and leafy vine, all work to make the scene more 

realistic. Westermann describes this artistic device and its effect on the viewer thus:  

 
…consummate attentiveness to the differential reflection 
and absorption of light by diverse materials calls for an 
analogous concentration in us: a visual attention as hushed 
and dedicated as that of the painter and of his protagonist.6 

 

                                                           
5 Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art before 1800, 
pl. 129-34. Dou has also used the exact setting pictured here in another composition dated 1667 titled Woman 
at Her Toilette, although there is not a keyboard instrument depicted within this painting. 
6 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 21. 
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Similarly, Gottlieb discusses the visual expression of movement in painting with regards to 

the level of detail depicted and writes: ‘The fourth possibility of suggesting movement in a 

painting is based upon the explorative glance of the spectator. A good painting is organized 

to guide the eye over every detail, from dominant theme to peripheral motifs’.7 This 

suggests movement not only evident in the picture but also in the observer. And where 

movement is visualised, sound is present as well. 

 

It is the woman’s gaze and her acknowledgement of us that makes this picture an image of 

quietness. Her pause in playing the keyboard instrument strikes a similar pause in the 

viewer – and provokes a sense of stillness and alertness at the same time. And yet, this is a 

contradictory element to the painting, as we know that the woman has audibly turned in 

her seat: the whisper of her dress sounds as she shifts towards the observer, and the 

musical notes from her playing are still lingering throughout the space of the room – and 

even resound within the body of the bass viol and return to echo once again around the 

chamber. The woman’s solitary state is another reason for this amplified quietness, as no 

other figure is set to disturb this moment, not even a bird in its cage, as the cage is empty.8 

Even the blue sky visible outside through the leaded window emits a sense of peace and 

calm into this internal space – and straight to the spectator. Dou has opened up this 

chamber, via the door, windows, tapestry, strewn musical instruments and music book, 

eliciting an invitation to the viewer, but simultaneously he has successfully drawn us in to 

ultimately subdue us in the process. As Wieseman explains:  

 
The physical beauty of the paintings, their clever illusionism 
and their seeming “reality” were all ploys to entice and 
seduce the viewer, but sometimes the painter turned to more 
overt means – a teasing glance, an inviting gesture, a parted 
curtain – to capture the viewer’s attention and bid him enter 
the painted scene.9  

 

This having been said, the nondiegetic sound from elsewhere inside and outside the home 

is possibly filtering around the room due to the open window and doorway. One can 

imagine the industrious maids tending to their daily chores, the nearby conversations by 

parents or passers-by, the playful interactions of children and their pets, as well as the 

                                                           
7 Gottlieb, “Movement in Painting”, p. 30. 
8 A bird seen exiting the confinements of its cage is symbolic of ‘freedom from sexual constraints’. The fact 
that this cage is already empty may be a reference to this newfound eroticism. Gonzalez, Kristen H. “More 
Than Mimicry: The Parrot in Dutch Genre Painting.”  https://www.nga.gov/research/in-depth/themes-
ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html 
9 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 6. 

https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html
https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html
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bustling public world including sounds made by flowing canals, trotting horses and tolling 

bells, to list only a few possibilities.  

 

Dou is thought to have exemplified this theme of keyboard instruments and women 

depicted within interior spaces; however, Ludolf de Jongh (1616–79) painted Young Woman 

at the Virginals (Fig. 64) in 1651, fourteen years before Dou’s work. Here, de Jongh has 

utilised a stark contrast between light and dark, demonstrating an influence of the 

Caravaggisti on his creative output. The seated woman stares out at the viewer, 

acknowledging our presence. Her right hand lingers over the virginal’s manual, while her 

left hand gently places a pink rose on the top of the instrument. The virginal is rendered 

with extreme foreshortened linear perspective, highlighting the scale of the instrument and 

in turn the size of the room. A poignant symbolic reference, roses are generally associated 

with the Virgin Mary, who was untainted and known as the ‘rose without thorns’.10 Very 

little detail is visible in the room – only the intimation of a gilt mirror or painting at the 

back of the room on the far left, and another large picture hanging above the virginal on 

the right side, are perceptible. The woman is finely dressed, and her skin is illuminated by a 

strong light source perhaps emanating from the front, left direction. 

 

As in Dou’s painting, the hushed aurality hangs almost tangibly between the young, lone 

woman and the entering spectator. But her keyboard music has not entirely ceased; the 

dulcet tones still circulate throughout the interior space. Her delicate, contented smile, 

flawless skin, floating touch on the keyboard, and the rose portrayed in full blossom, all 

attest to her purity and civility in addition to her readiness for courtship or marriage. In 

fact, the tender melody of her music aligns with contemporary beliefs regarding the quiet 

demeanour of a civilised, elite woman; for instance, ‘The quiet and modest behaviour 

expected of well-bred women may have been designed to enframe and protect their virtue, 

but it had the paradoxical effect of only increasing their allure for the opposite sex’.11 The 

solitary nature of this woman alone in a darkened, quiet room together with her direct 

connected gaze also adds a certain degree of eroticism to this image. In comparison to the 

work of Dou, she is closer to the viewer, there are fewer distractions available for the 

spectator to peruse, and no object stands between her and the observer. It is almost as if 

she is ours for the taking. The woman’s turned pose, strong gaze and hand gestures elicit 

an illusion of movement in the painting; although the keyboard instrument is inanimate, 

                                                           
10 Hall, Dictionary of Subjects and Symbols in Art, p. 277. 
11 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 38. 
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she is very much animated, and therefore the instrument works to highlight the contrast of 

her figure as a sensual being in motion. Gottlieb describes this as ‘the instability of the 

human stance…wedded to the stability of the abstract form’.12 

 

Several paintings by Vermeer also appear on the quiet end of the sonic spectrum.13 

Wieseman highlights Vermeer’s use of dulcet tones, particularly in those pictures with one 

single female figure:  

 
A number of paintings by Vermeer, and by other artists…, 
feature women as solo musicians – sometimes in the 
company of others (as in The Music Lesson) or perhaps 
inviting a duet (as in Vermeer’s two renditions of a woman 
playing a virginal), but often on their own, wrapped in 
musical reverie…14 

 

So just because these women at keyboard instruments are pictured alone does not mean 

they are silent scenes; instead they suggest enveloping ‘musical reverie’. On Vermeer’s quiet 

domestic scenes Westermann states: ‘We usually think of Johannes Vermeer as the inventor 

of the hushed Dutch home, in pictures of women reading, holding a balance, or merely 

touching a pitcher’.15 Similarly, Wieseman writes about the ways in which Vermeer turns 

down the volume in his work, for instance:  

 
His compositions are characteristically simple, balanced and 
harmonious, free of extraneous clutter or visual distraction; 
the actions of the figure(s) within the scene are smooth and 
unhurried. The vast majority of Vermeer’s three dozen or so 
paintings feature just one or two figures: by reducing the 
number of figures within the composition, conversation is 
silenced, clearing the way for solitary introspection.16 

 

Vermeer takes a similar approach to Dou in his Lady Seated at a Virginal (Fig. 65) executed 

around 1673. Unlike Dou though, Vermeer has situated the young woman in the corner of 

a room, painted a smaller number of objects in the space, and positioned her figure and the 

                                                           
12 Gottlieb, “Movement in Painting”, p. 22. 
13 Jane Jelley writes on Vermeer’s working practice in her 2017 publication Traces of Vermeer. She describes his 
pictures in the following passage: ‘Some of Vermeer’s paintings possess an immediacy that belies the use of a 
brush. It is not only the truth of the textural illusions: the glimmer of satin, silver, and linen, and the softness 
of a hand on a lute string or letter; it is the unfocused impression of a moment in time, where a note of song 
still vibrates in the room’. Jelley, Traces of Vermeer, p. 1. 
14 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 47. 
15 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 21. 
16 Wieseman, “Vermeer’s Women: Secrets and Silence”, pp. 38-40. 
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keyboard instrument much closer to the viewer, increasing the intimacy of the scene. 

Comparable to Dou and de Jongh, Vermeer has posed his female instrumentalist in a 

seated posture, hands held over the keyboard manual, face consciously turned away from 

the instrument, her eyes intensely gazing at the viewer. She appears contented; her mouth is 

just ever so slightly turned up at the corners, as though expecting our presence all along. 

Vermeer’s use of the theatrical curtain in the top, left corner of the picture again recalls the 

work of Dou, as does the ready bass viol leaning next to the virginal. The windows with 

their curtain and fringe detail do not allow the spectator any glimpse of the outside world, 

only the acknowledgement that there is one. 

 

The keyboard instrument is rendered with virtuosity, from the marbled paper on its 

exterior, to the contrasting marble legs of its support, and finally, the painted landscape on 

the underside of the virginal lid. The sheet music open on the music desk permits the 

spectator an inkling of the level of musical skill of the female protagonist. Van Baburen’s 

(Wijk bij Duurstede, 1595–1624) Procuress (1622) (Fig. 38) hangs on the back wall, just 

above the young woman at the virginal. This is a stimulating utilisation of a painting-

within-a-painting, as there are no other figures populating the image to significantly 

compare it to. The monochromatic marble floor together with the blue and white Delft 

tiles, add yet another decorative layer to this picture. They also add a sonic layer, as such 

hard surfaces are inherently acoustic. 

 

What is consistently problematic throughout the literature is the interchangeable use and 

application of the terms “quiet” and “silence”, which are not the same, just as “music” and 

“sound” are not equivalents. For example, Wiseman writes on Vermeer’s work in relation 

to silence, stating that ‘what resonates in their viewers is the apparent inwardness and calm 

of the represented figures, together with the silence that emanates from the paintings 

themselves’.17 Westermann also emphasises that ‘Ter Borch and Vermeer are among the 

Dutch artists who spearheaded this development by promoting painting’s silence’,18 but 

later suggests that ‘Ter Borch and Vermeer toned down the noise to the rustle of a letter. 

They are extreme paragons of a broader development, and painterly sound never 

disappeared altogether’.19 However, these are not silent pictures, as Wieseman affirms in 

the following passage with regards to soundscapes in the home: 

                                                           
17 Wiseman, “Vermeer and the Art of Silence”, pp. 317-8. 
18 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 26. 
19 ibid, p. 29. 
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Of course, it was not completely silent: there was always the 
sound of conversation or a burst of song filtering through 
rooms, the excited games and petty quarrels of children, the 
bustling efficiency of everyday household chores. But these 
were predictable and identifiable sounds that even 
contributed to a feeling of cozy domesticity…the whir of a 
spinning wheel, the whisper of thread pulling through cloth, 
the rasp of knife against vegetable, the murmur of a mother 
to a child, the tinkle of water poured from a pitcher, the 
rustle of pages from a book, the gentle melody of a virginal 
or lute.20 

 

Returning to the closeness of the scene and its bearing on the viewer, Vermeer has 

concentrated our connection to the young woman. By shortening the distance between this 

female figure and the spectator we feel closer to her and therefore just on the cusp of 

entering her private chamber. Her powerful gaze entraps us into a still and quiet state, 

mimicking her. We can see more detail of and around her face in contrast to Dou’s woman: 

the light, glossy, blonde curls on her forehead and the single string of pearls around her 

neck. The darkened windows also strengthen the compacted quietness in this corner space, 

eliciting no detail whatsoever; few sounds permeate in to or out from this room. Lastly, the 

woman’s hands, which hover on the precipice of play, define the hushed volume of this 

painting. As the spectator cannot quite make out the level of her touch on the keys of the 

manual, similar to Dou’s female figure, therein lies a triumvirate of quiet extant between 

the virginal, the woman and the viewer, who all wait in serene anticipation. 

 

Vermeer painted two quiet pictures around 1670, with Lady Standing at a Virginal (Fig. 66) 

and Young Woman Seated at the Virginals (Fig. 67). In Lady Standing at a Virginal, Vermeer has 

used a similar layout as the aforementioned composition but in pictorial reverse. The 

woman stands at the open keyboard instrument on the other side the painting. Two 

pictures hang on the back wall, leaded windows radiate warm sunlight into the internal 

space, and an empty chair stands just between the woman and the viewer. The artist has 

depicted the same black and white marble floor and the same Delft tiles running around 

the base of the room. There are no visible details to be seen outside via the windows, but 

Vermeer has brought the outside in through the two peaceful landscape paintings in the 

room. The smallest hangs on the back wall to the left and the other, larger landscape may 

be observed on the underside of the virginal lid. In fact, they are both extremely analogous, 

depicting a vivid blue sky, fluffy white clouds and a rocky setting with leafy green trees.  

                                                           
20 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 34. 
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By utilising a similar palette for both landscapes, Vermeer has connected the pictures. And 

through the woman’s touch, her physical link to the instrument, she is also connected to 

them as well. Importantly, the stillness in these landscapes echoes throughout the painting. 

Vermeer has once again represented the well-dressed figure staring out at the spectator – 

the right side of her face is bathed in natural light, and her lips form a slight smile. The 

keyboard instrument appears to have the same marbled paper exterior as the keyboard 

instrument in Lady Seated at a Virginal (Fig. 65), and again the woman’s hands are not 

wholly detectable. Above this woman hangs a painting of the infant, winged Cupid, 

standing in contrapposto, holding a bow to the ground with his right hand and a plain, 

white card up with his left.21 Significantly, Cupid is eternally caught in this position, his eyes 

locked on the viewer, just like the woman standing at her instrument. The stillness 

emphasises the mode of quiet in the picture. Wieseman examines the stillness in Vermeer’s 

work and suggests ‘Often the action seems to have been suddenly stilled, the figure frozen 

in mid-motion’.22 Also writing on Vermeer, Timothy Potts suggests:  

 

As well as dazzling us with the quiet beauty of what he 
represents in paint, Vermeer’s clear intention is to intrigue us 
with presences unseen – the things and identities just outside 
the picture or shielded from view, but alluded to by a glance 
or gesture, or an open door.23  

 

This passage implies that visual devices may inform viewers of other elements within the 

picture, and I would argue that sound is one of these ‘presences unseen’. For example, the 

inclusions of the painted landscapes within the scene make symbolic reference to an 

outside world, one that is abundant and flourishing, and even though we cannot see 

outside through the windows, it is apparent that the public world is one of burgeoning 

growth and life. With this reference, there are layers of sound association, from animal and 

human life, to sounds connected to the natural world, such as weather, and so on.  

 

                                                           
21 This painting-within-a-painting of the infant Cupid was first linked to an emblem from Otto van Veen’s 
Amorum Emblemata (Fig. 90) (1608) by Eddy de Jongh in 1967. This is discussed in further detail throughout 
Chapter Five of this thesis. 
22 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 40. 
23 Potts, “Director’s Foreword”, p. viii. 
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It is remarkable that Lady Standing at a Virginal (Fig. 66) and Lady Seated at a Virginal (Fig. 

65) are so similar,24 yet the empty chair makes a stark difference. Instead of the bass viol, 

which would lead the viewer or an outside protagonist to join the seated woman in a 

musical duet, the empty chair suggests a place or inclusion for an audience member. This is 

intriguing as Vermeer may have been intimating that as a captive audience, the individual 

occupying this empty seat may also be an active listener. Attentive listeners are frequently 

quiet, both stunned and enthralled by the sounds we hear. Could Vermeer be tranquilising 

us in this way? So clever and subtle is his use of an empty chair, and at the same time, it is 

significant as the only item between the spectator and the young woman, which makes it 

intrinsic to this painting and, in turn, to the interpretation of its reigning quiet. The vacant 

chair emphasises aloneness, emptiness and quietness. The female figure’s dulcet music still 

diffuses around the space, and it operates to entice the spectator further into the room. 

And so, it could be argued, as we enter the scene we also produce sounds as we move: for 

instance, footfall on the marble flooring, shifting clothing, regalia and other adornments, as 

well as the gentle hum of a polite greeting. 

 

In Young Woman Seated at the Virginals (Fig. 67), Vermeer has simplified the scene 

dramatically. The painting features a virginal on the left of the picture plane; an open music 

book and a seated woman are on the right. The background is plain, as is the chair she is 

seated upon. The young woman turns towards the viewer, and stares directly out at us as if 

to meet our gaze. She appears to have been making music on the keyboard instrument. 

Even though it is not populated with optically profound objects and textures demanding 

our mute attention and deliberation, as in the manner of Dou or Vermeer’s previously 

discussed works, this image has gravitas as a quiet scene. Here, the artist has placed the 

female figure even closer to the space of the spectator. This time, there is nothing between 

us and this woman – no instruments or chairs – as if we have already entered this intimate 

scene. The woman’s polite smile at this intrusion seems to suggest that we are not 

unwelcome. 

 

Although we can see more of the woman’s hands, it is still difficult to determine the 

amount of pressure she places on the virginal’s keys, therefore the volume of musical 

sound is restrained by mystery. The dulcet tones hang between the woman and the 

                                                           
24 The marked similarities between these two paintings has led historians to believe they are companion 
pieces, made to be exhibited together as complementary thematic works – and perhaps even commissioned 
for the same patron. Broos, Wheelock, Blankert & Wadum, Johannes Vermeer, p. 200. Bloch, All the Paintings of 
Jan Vermeer, p. 39. 
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keyboard instrument, between the woman and the spectator, and finally, between the 

viewer and the keyboard instrument – this may be our reason for entrance, to hear her play. 

The chair remains perfectly perpendicular to the observer, and this means it has not been 

moved to accommodate her shifting body. But her pose does suggest a small degree of 

movement – in her head, her shoulders and the heavy fabric of her dress and shawl, which 

just quietly whisper as she turns. In terms of introspective thought, Vermeer has captured 

this figure’s intentional gaze at the viewer – and therefore her intentional pause in play. The 

hush in turn functions and leads the spectator to question what thoughts occupy her mind. 

Wiseman affirms that the quiet in Vermeer’s pictures operates ‘as a metaphor for the reality 

and the separateness of the minds of the depicted figures’.25 Furthermore, Westermann 

highlights the importance of quiet pictures, lone figures and the significance of quiet 

thoughtfulness in the following statement: 

 
In their quietest pictures, Vermeer and Ter Borch had their 
solitary protagonists model the attentive, silent, and 
absorbed looking that their paintings demand. That looking, 
so akin to our own, generates an illusion more powerful than 
that of the satin dress as textile object: the uncanny sense 
that the painting has within it a thinking subject much like 
us.26 

 

In this way, the lone figure, their concentrated gaze and the hushed volume they produce 

within the picture are functionally tantamount to the fine detail, abundance and texture in 

the previously mentioned art works. These quiet ‘thinking subjects’ cause the spectator to 

empathise with them, and as a result the observer becomes a synchronously quiet, 

thoughtful and sensory being. For example, Nelson writes: ‘They [the images] also reflect 

(and bestir) an increased self-awareness on the part of the picture’s viewers, an alertness to 

their own perceptual experiences as they look at the image’.27 This is significant because it 

suggests that these women inspire in their observers a contemplative experience as to our 

individual thoughts, emotions and senses. These women quietly play therefore they think; 

we quietly look therefore we think too. 

 

Woman & Servant 

Not only does a disruption on the part of the viewer, an intense gaze and thoughtful 

moments of a woman at the keyboard instrument register a painting as one of quietness, 

                                                           
25 Wiseman, “Vermeer and the Art of Silence”, p. 323. 
26 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 29. 
27 Nelson, “Picturing Listening: The Sight of Sound in Chinese Painting”, p. 32.  
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but often the hushed figures and animals included within a scene also function to evoke 

gentle quietude. This may be seen in Metsu’s Lady at a Virginal (Fig. 57) painted throughout 

approximately 1665.28 In this picture, Metsu has depicted an open virginal from a frontal 

perspective, a woman seated at the keyboard instrument but turned towards her dog, and 

in a back room a maid seated by a window. The artist has positioned the woman at the 

instrument so her back and right side of her figure may be seen by the viewer. She gazes at 

her dog with an affectionate expression on her face, and he faces her in a slow stretch – 

perhaps he has just awoken after a restful sleep. The woman’s hand gestures towards her 

pet while her other hand is not visible; we may assume it still remains on the virginal’s 

manual.  

 

Metsu has provided the spectator with several key details throughout this scene, including a 

tapestry on the wall behind the virginal. The keyboard instrument itself is decorated with 

seahorse-shaped arabesques, as well as a legible, capitalised Latin motto, and wooden 

floorboards that illusionistically recede with applied linear perspective, leading our eye to 

the maidservant in the background. These details direct the gaze of the observer and 

simultaneously frame the woman playing the keyboard instrument in the foreground, thus 

highlighting her hierarchically as the most important figure. The maid is seen at rest, the 

broom angled by her side, directing our gaze to her face, which suggests an interest in what 

is happening in the foreground of the picture. The building details seen outside the 

window, as well as the leaded pattern in the glass, work with all of the other lines in the 

image (for instance, the horizontal ceiling beams, window frames, gilt picture frame, bench, 

floorboards and box-like structure of the keyboard instrument) to create an echo in the 

space. This is similar to the painting by de Witte (Fig. 47) previously discussed in Amplified 

Echoes, wherein the repetition of linear details functioned to amplify the illusion of sound 

throughout the receding spaces and then back to the viewer. Here they seem to operate in a 

parallel manner but with lower volume. 

 

Notably, just like the previously discussed paintings by Vermeer, the elite woman’s hands 

are fundamental to the interpretation of this art work. We cannot see her left hand, and so 

by the very nature of Gestalt psychology, the viewer’s mind reasons that her hand remains 

on the manual of the keyboard, the tender music still filtering throughout the two interior 

spaces. Her momentary distraction caused by the dog pulls her attention away from her 

                                                           
28 This painting by Metsu also features in my discussion throughout the section titled Amplified Echoes as well 
as in Chapter Five.  
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instrument. She then beckons the dog closer with her hand gesture, and perhaps it is in the 

process of sleepily approaching her. Compare this animal to the ones seen in the art works 

featured in the preceding sections, particularly the dogs who were portrayed playfully 

yapping and antagonising both their owners and animal counterparts. The maidservant 

depicted in the background is another interesting figure we can contrast to the de Witte 

painting. In his far back room, the maid was visible industriously and soundly sweeping the 

floor, a model of diligence and cleanliness. However, the maidservant in Metsu’s painting is 

represented idly seated, the broom discarded by her side. This pause in her work parallels 

the woman’s pause in play and furthers the impression of quietude in this painting. 

 

Another quiet picture by Metsu titled A Woman Playing a Virginal (Fig. 68) predates Lady at 

a Virginal (Fig. 57) by roughly three years (c. 1662). Here, the artist successfully conveys 

thoughtful intelligence, calm intimacy and private introspection. This painting is similar to 

Vermeer’s Young Woman Seated at the Virginals (Fig. 67), in Metsu’s utilisation of the 

foreground of the picture plane. Metsu has depicted a woman in three-quarter-length 

profile, seated at a keyboard instrument. She is alone in the room, the door is closed behind 

her, and two pictures hang on the left and back walls. The female figure is dressed 

modestly, with an apron tied around her waist which contrasts with her cap or coif which 

secures her tightly bound hair and covers her ears. Her head is cast slightly downward and 

to the side, a thoughtful gesture with a pensive expression on her face. Her eyes seem to 

gaze towards her hands, thinking carefully as no sheet music is visible before her. 

Interestingly, the woman appears almost identical to the female figure in the former 

painting. It is possible she is the same person, as Metsu was believed to have used his own 

wife as the model for his pictures.29  

 

The landscape painting visible on the wall in the background portrays dense, almost forest-

like foliage, with large trees illustrated either side of a receding path. In this way, Metsu 

brings the outside world inside, as there are no windows in this especially closed room 

depicted in the painting. This is furthered by the closed door, which highlights the 

woman’s solitude, as well as the intimacy of this private moment between her and the 

keyboard instrument. The fact that Metsu has positioned this woman so close to the 

picture plane works to increase the viewer’s connection to her. She sits on her chair, 

located just on the cusp of the spectator’s space. Westermann suggests that the lone figure 

                                                           
29 Britannica Academic. “Gabriel Metsu.”  
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gabriel-Metsu/52365  

http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gabriel-Metsu/52365
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and her pure focus are primary markers for a quiet picture: ‘The isolation of the figure and 

her steadfast refusal to look at us…suggest[s] that she will forever concentrate on her task, 

undisturbed’.30 The virginal has been rendered with decorative paper, and her hands hover 

delicately over the virginal’s manual. Her fingers appear to be in active play, contorted in 

shapes for particular notes or chords. This woman is caught in an intense and meditative 

moment, and her dulcet keyboard music functions to emphasise this. Once again, the 

repetition of lines and geometric shapes that occur throughout the scene reinforce her 

importance in that they operate to frame her as the focus of the image. For example, the 

back of the chair and the perspectival lines of the virginal in the foreground, as well as the 

black, timber picture frames, wooden door and doorframe, all seem to maintain this 

woman in place. Gottlieb suggests that the viewer is instrumental in the interpretation of 

visual devices that insinuate movement, one being the importance of line. For instance:  

 
Anything directive or connective steers the attention to 
another point – similarities (in color, shape, orientation, 
direction, size, etc.), the gesture (which seen in profile is line, 
in full face foreshortening), the gaze of the figure, the 
drapery and stance, and of course the story told in the scene. 
Line directs; it provides material tracks upon which the 
glance of the observer glides along.31 

 

Metsu effectively provides the viewer with ‘tracks’ to follow, directing the eye of the 

beholder around the room, but more importantly to the woman, and especially the details 

of her face which gazes towards her hands. This internal framing device – as well as 

gesture, pose and gaze – emphasise the significance of her sound making and her 

thoughtfulness. The quietness that dominates this intimate scene is breathtaking, 

encouraging the viewer’s own low volume in return for voyeuristically accessing this private 

episode. It is also captivating that the woman’s hair coif shields her ears. By illustrating this 

detail, Metsu has dulled her sense of hearing, particularly listening, and amplified her quiet 

intelligence, by way of her concentration and thinking. When compared to another work by 

Metsu, notably his Virginal Player (Fig. 43) (c. 1661), the woman’s hair is covered by the coif 

at the back of her head but leaves her ears exposed. Moreover, Virginal Player successfully 

produces a sonic environment via the discussion between the depicted woman and her 

male companion, as well as her musical play at the keyboard instrument.  

 

 

                                                           
30 Westermann, Sound, Silence and Modernity in Dutch Pictures of Manners, p. 21. 
31 Gottlieb, “Movement in Painting”, p. 31. 
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Couples 

Metsu does not only use female figures to allude to quietude in his work. He also uses 

moments between male and female protagonists, as well as depictions of suitor and 

bachelorette, teacher and student, audience member and instrumentalist. His Interior with a 

Lady Seated at a Keyboard (Fig. 69), painted around 1655, demonstrates a quiet moment 

between a seated young woman and a standing gentleman. The top half of the painting 

portrays a dark, shadowy background, and in the lower portion and foreground of the 

picture Metsu has represented his male and female characters. Visual elements include a 

chandelier hanging above the young pair, a wine glass below it, a white pitcher on a table to 

the left and a small spaniel also on the left-hand side, at the foot of the young man. The 

woman and the open virginal are situated on the right side of the room; while she turns in 

her chair to face her male companion, her left hand touches the pages of sheet music 

arranged in front of her, and her left foot sits atop a footwarmer. Her face is cast slightly 

downward, as the young man approaches her, bends faintly and touches her sleeve with his 

left hand. 

 

Upon closer inspection, the gentleman holds his hat in his right hand, demarcating him as a 

visitor to this home. Consequently, his bending gesture may be interpreted as a bow of 

respectful greeting to the young woman. Her coy facial expression and her smiling lips 

suggest that she is in fact happy to receive him, notwithstanding the interruption to her 

music making. The dog is alert at the young man’s entrance and is mimicking the male 

figure’s bowing gesture. Despite the intimation of movement present in this image – visible 

in the actions displayed by the turning woman and the bowing gentleman – the scene is still 

one of quietude. The silken whispers made by the woman’s shifting skirts only make the 

barest hints of sound, as does the man’s pause in step as he bows to her seated form. Even 

the woman’s motion to turn her page of sheet music utters just a mere rustle of paper. 

Interestingly, this sense of peace in the room, established by these two complementary 

figures and the lingering dulcet tones emanating from the woman’s playing, operates to 

compound and amplify the warm feeling between the man and the woman. Though the 

music may not be functioning to unify them, the civilised quietude between the couple, as 

well as the ebbing sound from the instrument, bending dog and captivated viewer, all work 

to allow this intimate moment to unfold. 
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Once again, Metsu created a scene of quietude with his Man and Woman Sitting at the Virginal 

(Fig. 70) from 1658–60. One might even argue that this painting captures hushed volume 

more effectively than the previous picture. The oil on oak panel shows the interaction of a 

man and woman sitting across from one another in a room. They are large figures in the 

foreground; she is seated nearer the manual of the virginal and therefore the 

instrumentalist, and he is turned toward her. We can see he has placed his own stringed 

instrument, the violin, on the table beside him. At the centre of the painting their hands are 

in a lovely array of offering and enticement. The woman offers the gentleman a piece of 

paper, which we instinctively assume is sheet music. The man presents his company with a 

single, tilted glass of wine, half-full with tempting and mouth-watering liquid. Neither 

protagonist speaks as they tender their offerings. The virginal in this scene takes up at least 

a quarter of the image and of the space these figures occupy. We as spectators are also 

treated to a representation of nearly the whole instrument; probably eighty percent of the 

lid, case, soundboard and legs are on display, with most of the Latin inscription visible.32  

 

There are paintings littered around the room, and two are on the back wall: one is a 

peaceful Dutch landscape, and the other depicts a scene from William Shakespeare’s 

(Stratford-upon-Avon, 1564–1616) Twelfth Night (1601–2).33 Upon very close inspection, 

one can make out a figure with a crown atop his head. The other painting, situated on the 

far right wall, is not as clearly depicted. Due to the amount of natural light flooding the 

space – seen on the woman’s face, skin, and clothing, as well as the glass and the 

gentleman’s hair – it may be deduced there is a window on the far right, beyond the table. 

The shadows cast throughout the room also highlight this. The rich textures that abound in 

this space are similar to those in the earlier discussed de Witte, including features such as 

the monochrome tiled floor, free-standing jug, abundant fabrics, the timber and leather 

details of the chairs, and the gold, gilt frame of the larger painting in the background. 

                                                           
32 The inscription reads (in capitals) ‘IN TE DOMINE SPERAVI NON CONFUNDAR IN AETERNUM’ 
on the lid of the instrument and ‘OMNIS SPIRITUS LAUDET DOMINUM’ on the fallboard. Translated, 
the lid means ‘O Lord, in thee have I trusted: let me never be confounded’ and the lower inscription reads 
‘Let every spirit praise the Lord’. This painting is discussed in further detail in Chapter Five of this thesis 
specifically relating to the Latin mottoes depicted. McGeary, “Harpsichord Mottoes”, p. 22-3, 29-30. It has 
also been recognised that Metsu included this keyboard instrument in three of his paintings; however, this 
number may now be raised to five. Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 44. 
33 This picture is believed to be based on Metsu’s own version of the Twelfth Night (c. 1653–5) which is 
currently held in the Alte Pinakothek, Munich. However, the original composition is in pictorial reverse, 
seemingly to recognise the crowned figure of King Herod.  
The National Gallery. “A Man and a Woman Seated by a Virginal.”  
https://www.nationalgallery.org.uk/paintings/gabriel-metsu-a-man-and-a-woman-seated-by-a-virginal 
Van Wagenberg-ter Hoeven, Anke A. “The Celebration of Twelfth Night in Netherlandish Art.” Simiolus: 
Netherlands Quarterly for the History of Art Vol. 22, no. 1/2 (1993): 65-96. 

https://www.nationalgallery.org.uk/paintings/gabriel-metsu-a-man-and-a-woman-seated-by-a-virginal
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The quiet interaction between the two figures in this room is probably the most appealing 

element of this scene. Either our protagonists are about to play music together or this is the 

scene unfolding post-play. It is more likely these characters are deliberating over their 

music before they have begun to play. He is perhaps her young teacher and she, his pupil, 

in which case the themes of love and vice underlie this image. The woman’s skin, dress and 

colouring highlight her youth and delicate nature. The gentleman’s legs and arms are open, 

enticing the woman and subsequently the viewer to admire this character. The woman 

however, is turned completely in profile, perhaps submissive to his instructions. The 

virginal, though silent, connects these individuals to a great degree. They both rest their 

arms on its edge, as though wanting to touch one another. The gaze of the viewer is drawn 

to the interplay of their hands in the centre of the painting.  

 

There are subtle suggestions of hushed sound in the picture, including the woman’s light 

rustle of paper as she holds out the sheet precariously in front of her and the gentleman’s 

small swill of wine in the elegantly posed glass. They move in their chairs; their bodies and 

especially their legs, feet, arms, hands and fingers make gentle evocations of shifting weight 

and whispering clothing. Not only are they on the precipice of exchange and touch but also 

on the cusp of making music together, thus the virginal and violin, both stringed 

instruments, bring them together in unity and purpose. The viewer in turn is raised to a 

level of suspense and expectation, as music is about to take place so then might a gesture 

or declaration of love. There is also a certain harmonising nature to this painting; their 

placement within the overall composition seems to suggest they are counterparts and 

complement one another both literally – male and female – but also symbolically.  

 

Girls & Young Women 

Musical tuition would start at a very early age for an elite girl or young woman, and so it 

makes sense that families would have had this early talent captured in paint. Cornelis de 

Vos (Hulst, 1584–1651) painted Girl at a Virginal (Fig. 71) circa 1624–5. This image returns 

to the pictorial technique of a powerful gaze directed at the viewer, depicting a three-

quarter-length portrait of a young girl standing at a keyboard instrument. She stands close 

to the space of the spectator in an intensely dark interior. Very little is seen of the keyboard 

instrument itself, or the room which displays hardly any features at all, except perhaps a 

doorway or column at the back of the room, and the back of a chair to the right. The 
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young girl is the primary focus of the picture. She is extraordinarily well-dressed, from her 

satin dress to her lace cuffs and starched white, lace collar, as well as her jewellery and 

finally her hair coif. She is presented as graceful, elegant, innocent, accomplished and still. 

 

Arthur Loesser suggests that it was girls in particular who played the keyboard instruments 

in Dutch homes, for they ‘had the most time and the most opportunity’.34 He continues: 

‘Their leisure also allowed the more imaginative among them plenty of encouragement for 

the tender introspection, for the emotional autointoxication of which home singing and 

clavier playing were convenient expressions’.35 Thus, keyboard instruments were a suitable 

way for an elite young girl to pass her time, think and gain appropriate accomplishment in 

the space of the home. The author also says that the structure and manner of playing the 

keyboard instrument informed the decision for a young girl to learn this type of instrument 

over others, ultimately maintaining her respectability in the process. Loesser states: 

 

When a woman plays the flute, she must purse her lips; and 
she must do so likewise when she blows a horn…What 
encouragement might that not give the lewd-minded among 
her beholders? When she plays a cello, she must spread her 
legs: perish the thought! “In thousands of people it calls up 
pictures that it ought not to call up,” primly said the 
anonymous Musikalischer Almanach für 1784. When she plays 
the violin, she must twist her upper torso and strain her neck 
in an unnatural way…All these negative suggestions were 
avoided in the case of a keyboard instrument. A girl could 
finger a harpsichord, a clavichord…with her feet demurely 
together, her face arranged into a polite smile or a pleasantly 
earnest concentration. There she could sit, her well-groomed 
hands striking the light keys with no unseemly 
vehemence…There she could sit, gentle and genteel, and be 
an outward symbol of her family’s ability to pay for her 
education and her decorativeness, of its striving for culture 
and the graces of life…36 

 

And so de Vos’s young girl pictured playing the virginal is a symbol for civility, familial 

pride, the family’s wealth and their belief in the value of music. The fact that she is 

illustrated demurely playing the keyboard instrument is in itself a form of social restraint; 

her body, movement, expression and even her ‘light’ pressure on the keys, are limited in the 

nature of sound making from the virginal. Therefore, the virginal is a subjugating device 

                                                           
34 Loesser, Men, Women & Pianos: A Social History, p. 64. 
35 ibid. 
36 ibid, p. 65. 
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utilised to reinforce gender expectations, which extend to the quiet volume women were 

permitted to make. On this, Wieseman writes: ‘The muted sounds of these genteel activities 

is, moreover, a reminder that silence – or at least the absence of loud noise – was a 

carefully cultivated trait of civility. Nowhere was this more evident, perhaps, than in 

women, for whom quiet and modest behaviour was not only desirable but expected, and 

silence highly prized’.37 Making dulcet tones on a keyboard instrument was part of this 

demure conduct; accordingly, these pictures strengthen values held about women and 

sound during the time. 

 

Despite this, the girl’s commanding outward gaze is confident, interested and contented; 

her eyes are bright and her lips are just ever so slightly smiling at the corners. Her 

luminescent skin is highlighted by an unseen light source, which showcases her youth and 

perfection. Although it is not clear as to what her right hand is doing, her left hand just 

hovers above the keyboard instrument manual. The darkness of the room she is placed in 

concentrates her solitude – and at the same time amplifies the low volume lingering in the 

room. Just like Metsu’s Lady at a Virginal, the young girl’s right hand is not visible, and yet 

the viewer completes the ‘need for wholeness’ by supplementing the missing information 

and thereby hearing the dulcet tones from her active play.38 The girl’s turned face 

acknowledges the viewer’s presence, who – just like the Vermeer works, particularly Young 

Woman Seated at the Virginals (Fig. 67) and Metsu’s A Woman Playing a Virginal (Fig. 68) – 

stands on the cusp of entering this private scene. The girl’s thoughtfulness belies her age, 

and in this way perhaps this painting functions as a foreshadowing of who she will become, 

an accomplished and capable young woman. 

 

Gonzales Coques39 represented a young couple in The Young Scholar and his Wife (Fig. 72) 

from 1640.40 The painting portrays a luxuriously decorated interior space, with a young 

man seated at a table to the left and a young woman standing at a keyboard instrument on 

the right. Between them, an open doorway leads into an adjoining room, with yet another 

door open on the right. The young couple are finely dressed, and both figures acknowledge 

the viewer’s presence with their unyielding gazes. The walls are decorated with peaceful 

landscapes at the top of the room – four in total, although three are clearly visible. Lower 

                                                           
37 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 35. 
38 Gottlieb, “Movement in Painting”, p. 30. 
39 Gonzales Coques was another artist who represented keyboard instruments and women at least seven times 
within his œuvre. 
40 This picture was originally thought to depict a young scholar and his sister due to their very youthful 
appearances. 
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down, the majority of the walls are lined with magnificent tapestries. Below the keyboard 

instrument, a sleeping dog lies curled and restful on a chair to the right of the picture. 

Leaded windows allow a mere suggestion of blue sky to be seen from inside the home. 

 

On the table, several objects attest to the young scholar’s intellect, including the globe, 

hourglass, open books and statue of an anatomically correct male figure. It has been 

suggested that these items could relate to the scholar’s profession; perhaps he was a man of 

science or even medicine, however this has not been supported by any other evidence.41 

Particularly interesting is the painting on the inner-lid of the harpsichord, which represents 

the judgement of Midas taking place within another idyllic landscape setting.42 The 

judgement of Midas concerns the musical contest between Apollo and Pan. Upon 

conclusion of the challenge, Midas refuted presiding mountain god Tmolus’s decision and 

so earned ass’s ears from Apollo as punishment.43 Indeed, the pairing of a musical-themed, 

mythological narrative within a painting on a musical instrument seems logical, however it 

is the underlying moralistic message that functions to humanise the story: every deed has its 

own consequence. Contrary to Wieseman’s belief that pictures-within-pictures are ‘generic 

indicators of cultural refinement’, I believe this mythological scene hints at a more complex 

meaning for the painting.44 Alongside the accomplishments signified by the harpsichord, as 

well as the worldly goods on the table, the inclusion of the story implores the young couple 

to be aware of foolishness, thus highlighting a didactic significance to the picture.  

 

The mode of quietude operating within this art work prevails throughout the space. From 

the empty room in the far background, to the napping dog in the foreground, as well as the 

frozen stillness of the globe, hourglass and statue arranged on the table, the overarching 

peace triumphs the possibilities of movement or polyphonic volume. Just like the 

mysterious placement of the woman’s hands in the Dou, Vermeer and Metsu works 

discussed above, the positioning of the woman and the harpsichord do not allow the 

viewer even a glimpse into what her hands may be doing at its manual. Her thoughtful gaze 

seems to suggest that she is active in play, therefore the gentle tones of the keyboard 

instrument diffuse around the space and permeate into the adjacent rooms. Even the 

young scholar slowly turns the page of the open book in front of him, with a mere whisper 

                                                           
41 Gemaldegalerie Alte Meister. “Gonzales Coques.”  http://altemeister.museum-
kassel.de/32122/0/0/147/s1/0/0/objekt.html  
42 ibid. 
43 Hall, Dictionary of Subjects and Symbols in Art, p. 28. 
44 Wieseman, “The Art of ‘Conversatie’: Genre Portraiture in the Southern Netherlands in the Seventeenth 
Century”, p. 189. 

http://altemeister.museum-kassel.de/32122/0/0/147/s1/0/0/objekt.html
http://altemeister.museum-kassel.de/32122/0/0/147/s1/0/0/objekt.html
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of crinkling, folding paper. The negative space between the figures, as well as the space 

between this couple and the viewer, allows a gravitas of quietness to momentarily hang in 

the air. Perhaps there is a didactic quality to this painting, which may return us to the story 

involving the scene of mythological judgment on the keyboard instrument. Maybe there is a 

certain contended unity, a goodness, a civility in this couple’s hushed volume, and it would 

have been best if Midas had kept quiet after all. 

 

Pictures of elite girls and young women together with keyboard instruments reveal that 

Dutch people were all too aware of the vulnerability of their offspring in seventeenth-

century society. Consequently, the virginal and the harpsichord were symbolic devices to 

showcase demure and accomplished young women. In addition, the keyboard instruments 

produced dulcet tones and thus complied with beliefs regarding the light intensity of sound 

making that was acceptable for a girl or young woman. Moreover, mythological narratives 

also asserted the precarious nature of youth, hence the story of Midas and Tmolus which 

warns of the danger of foolishness in light of wisdom.  

 

A Musical Company 

Finally, and perhaps unexpectedly, it is the representation of a musical company that 

provides viewers with a quiet picture, namely Caspar Netscher’s45 Musical Company (Fig. 

73)46 from 1666. The party of characters ready themselves for a music-making session, and 

so the volume of the picture is quiet; the only sounds to be heard are those associated with 

their slight movement. The trio of figures form the music party while a servant boy carries 

a tray in the background. From left to right, a seated gentleman reads from a music book 

and keeps time, the standing woman in the centre pauses at the keyboard instrument and 

turns to gaze at the viewer, and the female figure beyond her is also seated, perhaps ready 

to supply the vocal accompaniment for the group. These protagonists occupy a fairly 

shadowy space, with two large Corinthian columns running through the centre of the back 

of the room. A classically inspired frieze or tapestry is seen at the far left of the 

background, while a table sits on the far right towards the foreground, covered in an 

exquisite Turkish rug. Another book – possibly a music or songbook – lies on the floor 

between the standing figure of the central woman and the spectator. 

 

                                                           
45 Caspar Netscher depicted keyboard instruments and women twice within his artistic career. 
46 This painting has an alternative title of Woman Playing a Virginal and a Singer. 
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With regards to quiet aurality the picture suggests an array of hushed, gentle sounds from 

the fluctuating bodies in the room, particularly the entering servant boy who holds a tray, 

his rhythmic footfall being clearly perceptible. The main figures also move and adjust their 

poses as they respond to the pause in musical play; their heavy, luxurious clothing makes 

elegant whispers as they shift. The gentleman readies his music book, creating rustling 

noises of paper being thumbed through. The seated woman at the back does not appear to 

be in the throes of singing as her mouth is closed; she is either paused in rest, or perhaps 

she waits for the correct musical cue. The gentleman at the front seems ready to start 

making music, his right hand poised and standing by to initiate time keeping or conduction. 

Ironically, the standing woman seems content in her intermittent pause, smiling at the 

spectator. It is she who seems to be at the core of this company; the virginal is the only 

musical instrument visible in the whole composition, therefore it is possible she controls 

the music, and by extension, the rest of the music party.  

 

Conclusion 

Dutch artists who chose to repeatedly feature depictions of keyboard instruments and 

women in their paintings have shed light on a significant and quiet pictorial world. These 

women are rendered in a state of mental equipoise, frequently represented as thoughtful, 

intelligent and accomplished individuals. They are of the elite, middle and upper classes, 

finely dressed, and they often gaze directly and unashamedly at the viewer. Sometimes they 

are portrayed as women alone, both of marriageable age as well as on the cusp of girlhood 

or womanhood, and on other occasions they are depicted with servants, teachers, suitors or 

even in a musical company. Artists used an array of visual devices to suggest the illusion of 

movement which hints at hushed sound within a picture, including unseen elements like 

hands over manuals. The dulcet tones produced by the keyboard instruments so readily 

align with contemporary attitudes concerning women and sound; low volume was a 

significant carrier of female civility and virtue. A momentary pause in aural suggestion, 

except for a slight whisper or mere crumple of interesting or accidental sound, allows a 

deep connection between these women and the viewer to take place. These paintings 

provide powerful pictorial evidence that quietness, and not silence, was golden throughout 

the Dutch seventeenth century. 
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The Anomaly 

 

An das Clavier (To the Clavier) 

Prepare me for my rest, 

My plaintive, sweet clavier; 

With care I come oppressed- 

My trouble thou must hear. 

To thee I sing my grief, 

’Tis thou must bring relief; 

And thou, O heart bowed low, 

Forget thy pain and woe.1 

 

Silence, Stillness & Despair 

In the process of research and writing this thesis no object or art work presented itself as 

ambiguously and inconsistently as Pieter Codde’s2 Lady Seated at Virginals (Fig. 74) (c. 1630–

5; private collection). There is a simultaneous visual and interpretative ambiguity about this 

picture. The painting depicts a lone woman seated at a virginal, facing away from the 

viewer. It is not clear where her left hand resides (could it be touching the virginal?), if she 

in fact holds a letter (could it be another important document?), or why she has turned her 

back towards the viewer (what has happened to her that she does not want to show her 

face, is she crying or ashamed?). Ambiguity in art is considered of significant value in that it 

allows the viewer a ‘participation or involvement in the artwork’.3 Wieseman writes: 

‘Ambiguity – the reluctance of a painting to communicate its meaning – is also a form of 

silence’.4 She continues: ‘The subtle and open-ended ambiguity of the paintings and the 

anonymity of the figures within them encourage the beholder to identify with the situations 

depicted and concoct any number of personalized narratives based on the scant clues 

provided’.5 

 

                                                           
1 This poem was written by Johann Thimotheus Hermes in 1766. It features throughout his novel Die 
Geschichte der Miss Fanny Wilkes. Loesser, Men, Women & Pianos: A Social History, p. 63. 
2 Pieter Codde painted numerous guardroom and merry company scenes with musical themes throughout his 
career. 
3 Tormey & Tormey, “Art and Ambiguity”, p. 183. 
4 Wieseman, “Vermeer’s Women: Secrets and Silence”, p. 40. 
5 ibid. 
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Judith Farr Tormey and Alan Tormey define a truly ambiguous image as having ‘one 

coherent reading at one moment and a different, equally coherent reading at another’.6 

Likewise, Igor Yevin describes this ambiguity in interpretation as the ‘semantic ambiguity 

of visual scenes’ utilising Vermeer’s Girl with a Pearl Earring as an example.7 In alignment 

with Wieseman, he writes that Vermeer’s painting is ‘a masterpiece of ambiguity, because it 

offers a wide range of interpretations. The face of the girl is at the same time somewhat sad 

and joyful, erotic and distant, submissive and yet dominant’.8 Ambiguity in art 

interpretation is certainly an interesting concept to consider, in light of this being an 

interpretative thesis. And it does not change the fact that this image occupies the polar end 

of the sonic spectrum at the absence of aurality.  

 

Lady Seated at Virginals (Fig. 74) is the most emotionally charged, silent and still painting 

within the collection of images amassed throughout this project. This picture combines two 

ever-popular seventeenth-century themes of painting together in one image: love letters 

(writing and reading correspondence) and music, or in this case the lack thereof via the 

inclusion of silent musical instruments. The chair the woman is seated upon is haphazardly 

drawn up to a keyboard instrument, perhaps in haste, her head is slightly cast downward, 

and her left arm is drawn up at a tight angle, as though her hand is positioned on her chest, 

possibly her heart.9 Her right arm, dropped to her side, is barely holding on to her letter, 

that she has just unfolded and read.10 Her response is almost palpable, and therefore there 

is no need for music or sound, because the silence works to amplify her emotions. We can 

only hear the regular inhale and exhale of her breath. The communique of the letter is the 

catalyst for her emotional reaction; perhaps her husband or suitor has just died, or maybe 

he has cancelled their engagement – either way the news appears dire. The sense of loss 

and despair is profound. The inclusion of the silent musical instruments then operate just 

as lone bass viols or empty chairs do in previously discussed art works; they insinuate the 

symbolic presence of another person, who is currently absent from the scene. Importantly, 

the keyboard instrument is open; it is not just a prop. It orientates the woman’s elite status, 

her wealth and her class. Therefore, the musical instruments emphasise the lack of sound.  

                                                           
6 Tormey & Tormey, “Art and Ambiguity”, p. 184. 
7 Yevin, “Ambiguity in Art”, p. 78. 
8 ibid. 
9 In writing on the other version of the painting titled A Woman Seated at a Virginal with a Letter (Fig. 75), Peter 
C. Sutton posits that the woman’s arm lies over the back of her chair. This is a valid point when compared to 
the young boy’s pose in Young Scholar in His Study: Melancholy (Fig. 76). Sutton, “Catalogue: Pieter Codde”, p. 
86. 
10 Sutton argues that this is indeed a letter and not sheet music as has been suggested previously (for instance, 
in the de Ridder 1924 sale catalogue). He states that the folds represent a letter that has been carefully 
gathered and closed, ‘not as one would treat sheet music’. ibid. 
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At the same time they provide a clue, as does the letter, that the absent individual is 

gendered male. The musical instruments represent a musical duet – and by extension a 

harmonious relationship between this woman and a man, a bond that is now broken. Both 

of these instruments are consistently gendered throughout Dutch genre painting; the 

keyboard instrument gendered female and the bass viol, male. There are two landscapes 

featured in this painting as well, again reinforcing the importance of a couple. One 

landscape which captures a hazy view of a cloudy countryside, resides above the keyboard, 

while the other landscape features bold, dense foliage depicted on the underside of the 

virginal’s lid. These landscapes are very different in terms of palette, application of light and 

style, but at the same time they complement and echo each other, like counterparts.  

 

 

The overall positioning of the Lady Seated at Virginals (Fig. 74) is also contradictory 

compared to the compositions of the soundly images featured throughout the previous 

sections on The Spectrum of Sound. The scene is featured in a cramped corner of a room, 

which in terms of spatiality would probably work well acoustically, helping to diffuse the 

sound throughout the rest of the room. In this case though, the space of the corner 

functions to box the woman in, just like the linear edges of her keyboard instrument, chair 

and framed landscape paintings. This use of spatiality closes her in, absorbs all sound, as 

does the foreboding shadow which slowly encroaches to her left. 

 

Codde represented keyboard instruments and women five other times throughout his 

œuvre; namely in a still life-type conglomeration of musical instruments depicted in the 

foreground of the mythological scene Pallas Athene and the Muses (Bundesrepublik 

Deutschland, Bremen); in an untitled musical company within an affluent Dutch interior 

where-in a seated woman actively plays her open virginal (Fig. 77) (possibly after A. Bosse, 

and formerly collection Houthakker, Amsterdam [1928]); in a family portrait with a woman 

playing a virginal situated at the back of a densely populated room (Fig. 78) (Private 

collection, sold by Sotheby’s [2015]); in a scene with a standing figure at a keyboard 

instrument titled Woman at the Virginals (Fig. 79) (present location unknown, formerly 

collection Douwes, Amsterdam [1930]); and finally in another, almost identical painting of 

A Woman Seated at a Virginal with a Letter (Fig. 75) (Private collection, Boston).  
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Woman at the Virginals11 (Fig. 79) features a standing figure of a young, elite woman, with 

her hands poised delicately over her keyboard instrument manual. Around her are various 

objects, including two empty chairs which appear similar to the chair in Lady Seated at 

Virginals, as well as two landscape paintings on the walls and the landscape painting on the 

inner-lid of the virginal itself. In Woman at the Virginals (Fig. 79), the woman’s gaze is 

focused elsewhere, outwards and to the right, which suggests that another person has 

entered the room and caused her to be distracted from her music making. An open 

doorway is situated behind her figure, further evoking the amplification of sound in space.  

 

Another work by Codde that is similar to Lady Seated at Virginals is a painting from around 

the same period, now held in the Musée des Beaux-Arts, Lille, entitled Young Scholar in His 

Study: Melancholy (Fig. 76) (c. 1630).12 The young man faces towards the viewer, with 

traditional melancholic pose achieved by one arm crooked at the elbow, to rest his head on 

his hand and with the other hooked around the back of the chair, holding his clay pipe. His 

bodily pose is despondent; one leg is outstretched. As in Lady Seated at Virginals, the young 

scholar is placed in a room, with timber floor boards and stark walls. His wooden desk and 

books attest to his accomplishments, as does the keyboard instrument to hers. A shadow 

implied underneath the young man suggests the light source is emanating from the left of 

the picture. This shadow does not appear as ominous as in Lady Seated at Virginals. The 

Musée des Beaux-Arts suggests that the scholar has abandoned his study to partake in his 

pipe, but the pipe is not smoking or lit.13 The extinguished pipe could be a sign of vice, but 

it could be equally symbolic of the passing of time, or vanitas.  

 

Codde also painted Woman with a Letter Sitting by a Table (Fig. 80) (Rau Foundation, Geneva) 

which is strikingly parallel to the woman depicted in Lady Seated at Virginals. A woman is 

pictured sitting at her writing table with her back facing towards the viewer. She is dressed 

in heavy black silk, with an intricate lace collar and a black veil over her head. Her letter is 
                                                           
11 Judging by the somewhat sketchy nature of the painting, it is likely that Codde painted this work earlier 
than that of Lady Seated at Virginals, highlighting an evolution in the painter’s approach to the subject. 
12 Coincidentally, the young man’s pose, gaze and clothing are comparable to another Codde painting of a 
musical company (Fig. 81) (Unknown location, sale Paris [1935]). In this jovial scene, the young boy looks out 
directly at the spectator, right leg outstretched, his left hand secures his hat in his lap, while his right arm is 
depicted hung straight and low by his side, his right hand holding what could be sheet music. This boy’s right 
arm, rendered almost dangling towards the floor, directly corresponds to the woman’s right arm in Lady Seated 
at Virginals. Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art 
before 1800, pl. 91. 
13 Musee des Beaux-Arts. “Jeune Fumeur De Pipe.”  http://www.pba-lille.fr/Collections/Chefs-d-
OEuvre/Peintures-XVI-sup-e-sup-XXI-sup-e-sup-siecles/Jeune-fumeur-de-pipe-delaissant-l-etude-ou-La-
Melancolie 

http://www.pba-lille.fr/Collections/Chefs-d-OEuvre/Peintures-XVI-sup-e-sup-XXI-sup-e-sup-siecles/Jeune-fumeur-de-pipe-delaissant-l-etude-ou-La-Melancolie
http://www.pba-lille.fr/Collections/Chefs-d-OEuvre/Peintures-XVI-sup-e-sup-XXI-sup-e-sup-siecles/Jeune-fumeur-de-pipe-delaissant-l-etude-ou-La-Melancolie
http://www.pba-lille.fr/Collections/Chefs-d-OEuvre/Peintures-XVI-sup-e-sup-XXI-sup-e-sup-siecles/Jeune-fumeur-de-pipe-delaissant-l-etude-ou-La-Melancolie
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held down by her side in her left hand, and aside from the implements on the table in front 

of her, no other details or objects litter the room. This scene is one of mute stillness. The 

utilisation of deep shadows, a single figure and the stark corner of the room are all 

commonalities, as if this picture was the artist’s prequel to Lady Seated at Virginals.  

 

The painting, A Woman Seated at a Virginal with a Letter (Fig. 75), is an almost identical 

version of the aforementioned Lady Seated at Virginals. Subtle differences are visible in 

details, such as the shape of the shadows cast upon the walls – particularly by the head and 

neck of the bass viol, the veil that hangs over this instrument (in the latter picture), the 

wooden floor boards, the landscape paintings on the wall and on the lid of the instrument, 

and finally, the woman’s hair colour and pearl earrings (only one of which may be seen in 

the former image). This is a compelling discovery that Codde painted multiple versions of 

this scene – and multiple versions of this mysterious woman, taking into account Woman 

with a Letter Sitting by a Table. It proves that Codde conceived and created a subject that was 

successful on the open market, utilising the power of letters as carriers of communication 

and emotion, as well as musical instruments as symbols of unity. Together with the 

reigning silence and stillness, the viewer fills in the blanks. This seventeenth-century painter 

orchestrated a respect for charged silence that is not evident elsewhere in this entire 

catalogue of paintings. 
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Chapter Five  

Muttire: Keyboard Instrument Mottoes, Women & Dutch 

Painting 

 

Per aures ad animum. 

Through the ears to the soul – Anonymous English virginal.1 

 

Introduction 

Keyboard instruments2 were usually decorated with oil paintings, hand-painted or printed 

text in ink, block-printed or imitation wood-grain paper, trompe l’œil marbled effects, 

arabesque details and more, but this would normally have been after production and 

carried out upon instruction of the owner of the instrument.3 Latin text, mottoes and 

epigrams were seen clearly and legibly on keyboard instrument lids and bodies from art 

works dated as early as the sixteenth century – and not only did these inscriptions appear in 

paintings but also in engravings.4 McGeary emphasises the reasons for the inclusion of 

mottoes in particular, highlighting that ‘with the addition of an edifying, instructive motto, 

a musical instrument also partakes of the Horatian ideal: to delight and instruct’.5 The aim 

of this chapter is to analyse and determine the significant meanings and functions of Latin 

mottoes on keyboard instruments clearly visible in seventeenth-century Dutch paintings. 

These mottoes and epigrams were widely disseminated, appreciated and understood within 

seventeenth-century Dutch socio-culture (throughout popular emblem books, household 

manuals, the Bible, etc.).6 As Schama highlighted in The Embarrassment of Riches, ‘the 

anthology of proverbs and epigrams to which the Dutch were so devoted’ is repeatedly 

seen in these images. Representations of women coupled with these instruments bearing 

                                                           
1 McGeary, “Harpsichord Mottoes”, p. 30. Russell Collection, Edinburgh, on loan from Royal Scottish 
Museum, Edinburgh. 
2 The Dutch paintings discussed in this chapter feature keyboard instruments that are largely Flemish in 
nature and design, although many ‘unlabeled’ copies were made throughout both the Northern and Southern 
Netherlands. Kipnis, The Harpsichord and Clavichord: An Encyclopedia, p. 126. 
3 The block-printed paper patterns and motifs were ‘based on Venetian-Saracenic ornamentation, and many 
of the designs derive from two pattern books by Francesco Pellegrini in Paris in 1530 and Balthasar Sylvius in 
Antwerp in 1554’. Kipnis, The Harpsichord and Clavichord: An Encyclopedia, p. 123.  
4 The earliest known depiction of a keyboard instrument is on the altar at Minden circa 1425, picturing a 
clavichord and a harpsichord. Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The 
Harpsichord in Dutch Art before 1800, p. 20. 
5 McGeary, “Harpsichord Mottoes”, p. 6. 
6 Using the website archive.org, I was able to access, annotate and discuss primary sources such as emblem 
books, household manuals and songbooks. See: Archive.org. "Internet Archive: Digital Library of Free 
Books, Movies, Music & Wayback Machine."  www.archive.org 

http://www.archive.org/
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inscriptions had an important role to play within the overall context of these scenes and 

their ultimate interpretation. For example, were the Latin words within these images placed 

there for artistic challenge because they were extant on the instruments in front of the 

artist, or were they designed to communicate to the women depicted, to female viewers, to 

viewers generally, or a combination of these reasons?  

 

These instruments and their messages inscribed in Latin7 were tools of complex 

communication within a genre that was so often riddled with layers of iconography and 

hidden meaning,8 whether within paintings displaying women in the process of making 

music alone, images where she is seen in the merry company of bustling and enlivened 

figures, or keyboard instruments simply featured in the background of an interior scene. 

Mottoes and epigrams have been traced by McGeary in his journal article “Harpsichord 

Mottoes” (1981) – and later by van Dijck and Koopman throughout their survey of images 

with keyboard instruments entitled The Harpsichord in Dutch Art before 1800 (1987).9 As yet, 

though, there is no thorough analysis of the utilisation of Latin mottoes within 

seventeenth-century Dutch paintings – or their place throughout art historical study. 

 

Mottoes themselves have had a long and fascinating history throughout Western 

civilisation. L. G. Pine highlights in his A Dictionary of Mottoes that they are most commonly 

associated with coats of arms and evolved particularly throughout medieval Europe.10 He 

begins by examining the etymology of “motto”; interestingly, the word stems from the 

Latin ‘muttum – muttire, to mutter’, which immediately conjures notions of sound. He then 

defines mottoes as a ‘Sentence inscribed on some object and expressing appropriate 

sentiment;…maxim adopted as rule of conduct;…recurrent phrase having some symbolical 

significance’.11 All three of these classifications may apply to the Latin mottoes inscribed on 

keyboard instruments; however, it is the artist’s inclusion of these epigrams which makes 

the paintings, particularly their narrative and context, more compelling. 

                                                           
7 Flemish keyboard instruments feature Latin mottoes over other languages.  
8 Kipnis states that Flemish keyboard instruments were rarely decorated without symbolic meaning; for 
instance, ‘The seventeenth century, particularly in the Netherlands, was a period of symbolic sentiment, and 
paintings with no symbolic underlay are rather infrequent’. Kipnis, The Harpsichord and Clavichord: An 
Encyclopedia, p. 125. 
9 See Koopman’s essay and particularly Footnote 26 for a list of Latin mottoes and the relative plates within 
the survey. Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art 
before 1800, p. 25. 
10 Pine, A Dictionary of Mottoes, p. ix. 
11 ibid. 
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Women & Latin in the Seventeenth Century 

It is important to discover the extent to which a contemporary audience would have read 

Latin text and in turn how these meanings then altered or influenced the whole narrative. 

In Rembrandt’s Reading: The Artist’s Bookshelf of Ancient Poetry and History, author Amy 

Golahny addresses the Book Culture in the Netherlands around the time of Rembrandt. She 

stresses that throughout the century the Dutch people were among the ‘most literate’ in the 

continent.12 She emphasises that this proficient level of literacy was due to the success of 

the Netherlands as a merchant nation, and although there were differences pertaining to 

the provinces, it is estimated that in Amsterdam alone seventy percent of the populace 

could read Dutch. Reading was also encouraged in women, due to the fact that it prevented 

them from being so vulnerable to the perils of the outside world, and in turn it would 

further protect their innocence.13 Andrew Pettegree suggests that while all over Europe 

there was a significant gap between male and female literacy, the Dutch Republic was quite 

progressive in that they started to close this gap. One of the reasons for this was because 

women were so much more ‘empowered’; they were ‘active in business and reading much 

more’.14 The Latin schools that arose during this period taught ‘classics, religion, and 

geography’, but these institutions only allowed boys to study.15 This is interesting, as it 

points to further questions relating to the level of Latin literacy in women, as well as the 

place and method of learning this language. 

 

Pettegree is an important author on modern history and the Reformation. In his and Arthur 

der Weduwens’s text The Bookshop of the World: Making and Trading Books in the Dutch Golden 

Age, Pettegree and der Weduwen write on the book culture and sheer production of books 

in the Netherlands during the seventeenth century. The authors state that the Dutch nation 

was a ‘land teeming with books’ and ‘More of its citizens read and owned books than 

                                                           
12 Golahny, Rembrandt’s Reading: The Artist’s Bookshelf of Ancient Poetry and History, p. 26. In the Late Night Live 
Podcast The Bookshop of the World, Phillip Adams interviews academic Andrew Pettegree. The latter speaks of 
the three-hundred million books that were printed and sold during the Dutch seventeenth century, but he 
also says they ‘imported many more’. Pettegree states that ‘one in every two books which were bought to take 
home were books on religion’. Adams, Phillip. Late Night Live. Podcast audio. The Bookshop of the World, 
15:13, 2019. 
13 Spies, Rhetoric, Rhetoricians and Poets: Studies in Renaissance Poetry and Poetics, p. 119. 
14 Adams, Phillip. Late Night Live. Podcast audio. The Bookshop of the World, 15:13, 2019. 
15 ibid. The famous Dutch composer Constatijn Huygens wrote arias in French, Italian and Latin in his 
Pathodia sacra et profana (1647). Veldhorst, “Pharmacy for the Body and Soul: Dutch Songbooks in the 
Seventeenth Century”, 2008, p. 217. 
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anywhere else in Europe’.16 Pettegree and der Weduwen provide statistics on the number of 

books consumed in the Republic, but they do so in comparison to paintings so as to 

highlight the understudied area of book culture throughout the period. For instance ‘It is 

said that Dutch homes found space for 3 million pictures on their walls…but they 

produced many more books, perhaps as many as 300 million. They traded at least 4 million 

books at auction’.17 In Pettegree’s The Book in the Renaissance, the author highlights the books 

that may have been lost through the passing of time; namely tomes that were controversial 

and purposely eradicated, or the books that were used so much that they were then thrown 

away like ‘whole editions of school-books, catechisms and news books’.18 As a result, 

surviving books do not provide an accurate representation of the publications consumed 

throughout the era. 

 

Pettegree and der Weduwen examine the numbers of books in the collections of artists 

Rembrandt and Vermeer; Rembrandt suffering due to bankruptcy had only twenty-two in 

his possession, one of which was the ‘old Bible’ perhaps depicted in his painting An Old 

Woman Reading.19 Vermeer too owned just thirty books; therefore Pettegree and der 

Weduwen suppose that artists were not great ‘bibliophiles’.20 However, the authors argue 

that prints were a form that artists pursued on the market. Engravings and etchings were 

becoming significant parts of books, pamphlets, emblem literature, poetry texts, news prints 

and maps.21 Consequently, print culture had a huge impact on artists and by extension, their 

output. 

 

As this project focuses on middle to upper-class women in the seventeenth-century socio-

culture of the Netherlands, it is significant to draw attention to the life and work of the 

‘Star of Utrecht’: Anna Maria van Schurman (Cologne, 1607–78). Van Schurman was 

proficient in Latin, as well as many other languages, including Greek, Hebrew, French, 

                                                           
16 Pettegree & der Weduwen, The Bookshop of the World: Making and Trading Books in the Dutch Golden Age, p. 1. 
17 ibid. 
18 Pettegree, The Book in the Renaissance, p. 333. 
19 Pettegree & der Weduwen, The Bookshop of the World: Making and Trading Books in the Dutch Golden Age, p. 
242. 
20 ibid, p. 243. 
21 ibid, pp. 244-6. 
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Chaldaic, Arabic, Ethiopian, Flemish, German and Italian.22 She authored books on 

feminist subjects written in Latin, such as An Argument Concerning Women’s Innate Capacity for 

Knowledge and Higher Learning (1641) and a text concerning philosophy titled On the End of 

Human Life (1639). Letters penned by van Schurman reveal that she was in conversation 

with learned men and women throughout Europe during this period. Importantly, she was 

one of the first women to study at a university, although her lectures required her to be 

obscured by a drape.23  

 

Doctor Johan van Beverwijck was a well-known writer and physician and he believed that 

family was the very backbone of Dutch socio-culture. For example, he called it ‘the 

fountain and origin of a republic’.24 Van Beverwijck also had innovative beliefs concerning 

the education of his female offspring, providing for his daughters a thorough schooling in 

‘languages, music and history’.25 They were educated to such an extent that they were able 

to say their prayers, along with their brother, ‘in Greek, Latin and French and knew the 

Latin terms for all household objects’.26 Although van Schurman and van Beverwijck are 

extreme examples of progressive academics from the Netherlands in the seventeenth 

century, they do present fascinating cases of elite women learning multiple languages, 

particularly classical Latin, throughout the context of their time and place. 

 

Westermann links the philosophical works of Socrates (Alopece, d. 399 BC) and René 

Descartes (Descartes, 1596–1650) to the art works of Vermeer, particularly his paintings 

featuring the theme of women writing or reading letters.27 Lisa Vergara states that the artist 

created six pictures focused on this subject, which encompassed half of his artistic career or 

thirteen years.28 She emphasises the fact that even though the images do not represent a 

                                                           
22 Robin, “Gender”, p. 372. Anna Maria van Schurman and Anna Roemers Visscher were both mentioned by 
Jacob Cats in his Houwelyck (1625). Van Elk states that Cats wrote about these women as ‘exceptions to the 
rule’ that women were conventionally not skilful at writing. Cats goes on to compliment the women. Most 
significantly, he advocates that writing was an acceptable pursuit for ‘jonkvrouwen’, which described married 
women of high class. But just like music making, many married women ceased writing once they wed. Van 
Elk, Early Modern Women’s Writing: Domesticity, Privacy, and the Public Sphere in England and the Dutch Republic, pp. 
42-4. 
23 ibid. 
24 Loughman & Montias, Public and Private Spaces: Works of Art in Seventeenth-Century Dutch Houses, p. 77. 
25 ibid, p. 78. 
26 ibid. 
27 Westermann, ““Costly and Curious, Full off pleasure and home contentment” Making Home in the Dutch 
Republic”, pp. 70-2. 
28 Vergara, “Antiek and Modern in Vermeer’s “Lady Writing a Letter with Her Maid””, p. 235. 
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series as such, they demonstrate the evolution of his ‘artistic thought’.29 Westermann relates 

the spaces of the home and the development of a ‘reading culture’ to the infamous phrase 

from Socrates – ‘Know thyself’ – and details Vermeer as one of the few artists who sought 

to represent women not as pious figures or ladies trivially in love but as self-aware 

intellectuals.30 This may be seen in a painting by Vermeer included in the summer 2017–8 

exhibition Rembrandt & the Dutch Golden Age: Masterpieces from the Rijksmuseum, presented at 

the Art Gallery of New South Wales. Woman Reading a Letter (Fig. 82) from circa 1663 

depicts a well-dressed female figure in profile, alone in a room, positioned near a window, 

absorbed in reading a letter.  

 

While it has been suggested she is reading a letter from a lover or suitor, and therefore the 

picture has an undercurrent of love and emotion running through it, is it not also clear that 

she is consumed in an utterly private moment, obviously moved by the letter’s contents? 

One piece of paper rests on the table before her, indicating that she is already part-way 

through the correspondence or perhaps even ready to reply. Not only does this imply her 

ability to read and understand the vernacular but also her preparedness to write and 

structure a response. In relation to Descartes’ and Vermeer’s plentiful letter iconography 

Westermann utilises the phrase, ‘I think, therefore I am’ (Cogito, ergo sum). She links this 

to the possibility of ‘I write, therefore I think’ and by extension is it tangible to relate this 

philosophy to women playing keyboard instruments too? Artists may well have represented 

these female instrumentalists as intellectuals, not only through their autonomy to play but 

also via the instrument and its music, i.e., the skill it takes to play, the dedication it demands 

to learn and the musical notation that is required to be read and translated. Could these 

images espouse the similar intellectual idea ‘I play, therefore I think’? Nelson writes that in 

Chinese culture from the twelfth century onwards, the act of listening to sounds from 

nature was extraordinarily significant in philosophy. She states ‘Sound in nature, its role as 

an instrument of knowledge, and the access it offers to transmundane realms constitutes an 

                                                                                                                                                                          
In Robert D. Huerta’s chapter on “Leeuwenhoek, Galileo, Hooke, and Vermeer”, the author discusses the 
significance of image and text in Vermeer’s works in relation to established authors, scientists and thinkers of 
the previous century. Huerta highlights that Vermeer’s utilisation of pictorial elements, text, letters and maps 
‘went beyond mere description…text and image are two sides of the same coin of knowledge acquisition’. 
This, he argues, is seen here in Woman Reading a Letter. Although, in this picture, Vermeer has not used text in 
a direct manner of representation, but instead ‘with the picture-making power of discursive 
communication…by isolating the subject, [he] draws us into the contemplative world of the reader. 
Vermeer’s use of composition, color, tone, and light comes together so evocatively we can almost see the 
image the letter calls forth in the young woman’s mind’. Huerta, “Leeuwenhoek, Galileo, Hooke, and 
Vermeer”, pp. 82-4. 
29 ibid. 
30 Westermann, ““Costly and Curious, Full off pleasure and home contentment” Making Home in the Dutch 
Republic”, p. 72. 
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immense body of Chinese thought’.31 Hearing was believed to harmonise ‘the mind and the 

world outside’,32 and so an analogous idea may be occurring in these images, connecting 

the mind of the woman depicted with the world she inhabits.  

 

In keeping with the matrimonial tradition in Dutch socio-culture, women were expected to 

have a notable degree of intellectual ability; for example, a husband and wife were ‘to be 

partners, albeit a junior and a senior…As a partner of her husband and as educator of the 

children, the woman had to have a certain intellectual level’.33 This intellectualism would 

encompass many areas, including reading, writing, singing and engraving to name but a 

few. Some women even learned Hebrew in order to read the Bible in its original form, and 

conversation pertaining to literature became one of the qualities of ‘female civic 

behaviour’.34 The Calvinists urged their followers to read the Bible and other writings 

themselves, which is perhaps one reason it is believed that more people could read than 

could write in the Dutch Republic.35 This is represented in a painting by Dou which was 

also displayed in the exhibition in Sydney: Rembrandt & the Dutch Golden Age: Masterpieces 

from the Rijksmuseum.  

 

Titled Old Woman Reading (Fig. 83) (c. 1631–2), this picture depicts the extent to which the 

Bible played a valuable part in seventeenth-century Dutch life. She is portrayed as a well-

dressed older woman in a fur-lined cloak and hat, with a gold piece of jewellery sitting at 

the nape of her neck, all of which speaks of her standing within the middle to higher social 

classes. The woman is so absorbed by her reading that the painting is almost voyeuristic in 

the sense that the viewer could interrupt her, similar to the aforementioned Vermeer. The 

                                                           
31 Nelson, “Picturing Listening: The Sight of Sound in Chinese Painting”, p. 32. 
32 ibid, p. 33. 
33 Spies, Rhetoric, Rhetoricians and Poets: Studies in Renaissance Poetry and Poetics, p. 119. 
34 ibid, p. 122. 
35 Westermann, A Worldly Art: The Dutch Republic 1585–1718, pp. 51-3. The Calvinists did not advocate music 
in church, only before and after the service. But they did encourage music external to the church ‘in the form 
of religious songs in the home’. Veldhorst, “Pharmacy for the Body and Soul: Dutch Songbooks in the 
Seventeenth Century”, p. 228. Singing psalms was popular, and the Susanne van Soldt Manuscript, amassed for 
the young daughter of a merchant family from Holland, reveals thirty-three compositions, eighteen of which 
were written for the keyboard instrument. Composition 8 is a ‘setting of a psalm, specifically of one of the 
melodies that served to carry the text of Protestant Psalm 23…translated in English as The Lord is My 
Shepherd, I Shall Not Want’. This is interesting as it points to the fact that women pictured in these paintings 
could be interpreted as singing religious music, thus highlighting their piety and devotion.  
“Keyboard Music for Women from the Low Countries.”  
https://www.cengage.com/music/book_content/049557273X_wrightSimms/assets/more/19_keyboard.ht
ml 

https://www.cengage.com/music/book_content/049557273X_wrightSimms/assets/more/19_keyboard.html
https://www.cengage.com/music/book_content/049557273X_wrightSimms/assets/more/19_keyboard.html
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idiosyncratic detail with which Dou has painted the textures of fur, cloth, her aged skin and 

the well-thumbed, yellowed pages of the large religious tome, is extraordinary.  

 

What is particularly pertinent to this chapter is that the mature woman is reading an edition 

of the Bible from 1585, which upon close inspection clearly demonstrates the artist’s 

utilisation of image and text within his painting. For instance, ‘Dou paradoxically 

emphasized the primacy of the word and the visual powers of art at the same time’.36 The 

headings on the left page can be read quite easily, but even more significantly they are 

written in Latin. The lower heading reads ‘Evangelium Luce rir Cap’, which translates as 

the Gospel of Luke. The image directly below this heading probably depicts Saint Luke 

himself, which functions to further explain the lessons within the Gospel. In the exhibition 

catalogue, it is suggested that the selection of this particular chapter and verse may be 

understood as a moral lesson to the spectator,37 therefore, in accordance with this 

interpretation, this painting demonstrates a middle to upper-class woman with the ability to 

read and understand Latin, which in turn implies a viewing public with similar intellectual 

abilities and learning to be able to interpret the meaning of the image combined with the 

text.  

 

Text & Image 

In Lynne Pearce’s book Woman, Image, Text: Readings in Pre-Raphaelite Art and Literature, the 

author examines works by the Brotherhood in relation to the text within their paintings. 

She writes on Dante Gabriel Rossetti’s (London, 1828–82) The Virgin,38 stating that ‘the 

presence of the written text on the frame/canvas “ensures that the reader/viewer readily 

apprehends both the literal and symbolic sides of a subject’’’. Pearce continues in her 

argument, asserting that the artist’s inclusion of the verse endeavours ‘to control the 

viewer’s moral and religious reception of the painting’.39 Not just a simple addition to his 

art work, these pieces of text were purposefully engaged in his paintings. As Pearce writes, 

‘they are an obvious attempt to fix the Virgin in her place and we in ours’.40 She highlights 

the instructive nature of the text, the fact that it communicates to viewers the identity of 

the Virgin, but also that ‘she was a woman representing specific qualities that (if we are 

                                                           
36 Westermann, A Worldly Art: The Dutch Republic 1585–1718, p. 52. 
37 Wuestman, Rembrandt & the Dutch Golden Age: Masterpieces from the Rijksmuseum, p. 132. 
38 The Tate Britain title this picture as The Girlhood of Mary Virgin, 1848–9. 
39 Pearce, Woman, Image, Text: Readings in Pre-Raphaelite Art and Literature, p. 38. 
40 ibid, p. 39. 
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women) we should aspire to or (if we are men) we should require in female dependents’.41 

Striking similarities may be drawn in comparison to the seventeenth-century Dutch artists, 

for can we assume the same if not parallel meanings and functions employed and operated 

within their art works? 

 

This brings us back to the significant success of emblematic literature throughout the time, 

to which I briefly referred in the introduction to this chapter. Defined quite simply, an 

emblem is fundamentally a grouping of verse and image, established in Europe during 

1531, when a writer by the name of Andrea Alciato (Duchy of Milan, 1492–1550) and his 

colleague combined prints and his poetry together.42 Emblems normally include three main 

parts, such as a heading or aphorism known as ‘inscriptio’, an image identified as the ‘pictura’ 

and a descriptive section frequently in verse called ‘subscriptio’. Remarkably, it was in the 

Dutch Republic where these emblems were to peak in both widespread popularity and 

individuality of approach. For example, ‘Love emblematics became a Dutch speciality… in 

an even more characteristically Dutch type of emblem, the pictura and the subscriptio referred 

directly to daily life, resulting in highly recognisable and therefore extremely popular 

emblem books’.43 Could it be possible due to the sheer magnitude of the influence and 

proliferation of emblem books within Dutch socio-culture that paintings featuring Latin 

mottoes on keyboard instruments functioned in a similar way as the emblemata? Were these 

epigram–painting combinations, to an extent, simply updated and appropriated 

inscriptio/subscriptio and pictura, brought together in a meaningful way for a contemporary 

viewing public to interpret and thus value? Franits emphasises that the significance of 

emblems, ‘just like any other literary texts, lies in the insights they yield into contemporary 

notions, superstitions, prejudices, and so that find analogous expression in painting’.44 The 

next sections of this chapter will aim to answer the questions that have been raised above, 

in relation to specific Dutch paintings featuring legible Latin mottoes on keyboard 

instruments. 

 

While this chapter is focused on the use of mottoes and phrases within Dutch seventeenth-

century painting, it is now important to mention the study area devoted to proverbs which 

is collectively known as Paremiology. Researchers in this field collect and categorise 

                                                           
41 ibid, p. 42. 
42 University College London. “Emblems.” 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/intro.html  
43 ibid. 
44 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 5. 

http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/intro.html
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proverbs, discuss their origins and also ‘address questions concerning the definition, form, 

structure, style, content, function, meaning and value’.45 I will take a similar approach in 

this chapter, highlighting the origins of the mottoes, as well as their meaning and function 

in relation to the picture as a whole. This may shed more light on the paintings included 

here and provide a clearer analysis of the mottoes and their connection to women during 

this period. It has long been known that artists and makers have frequently used ‘proverbs, 

proverbial expressions, proverbial comparisons, and wellerisms’ to inspire their work.46 

Simply, as Wolfgang Mieder and Janet Sobieski put it, ‘proverbial metaphors are in fact 

verbal images’ and therefore have been utilised by artists in many different ways and 

media.47 For the Dutch then, combining a ‘verbal image’ and an actual image or pictura 

seems to have been inevitable in the evolution of their proverb-loving socio-culture 

meeting their desire to recreate the world in which they lived.  

 

Likewise, ‘subvocalisation’ is the silent internal speech made when reading, which is also 

referred to as ‘auditory reassurance’.48 Bubaris describes subvocalisation as ‘the 

homophonic reproduction of the written word as an internal monologue that contributes 

to the better understanding and memorisation of the text’.49 Subvocalisation may be one 

way that viewers experienced these paintings featuring clear textual elements. To read the 

text to one’s self is to speak silently, and although it is not audible, it is a form of sound 

making and therefore relevant to this chapter. 

 

The significance of the proverb in this culture, time and place equalled that of the emblem 

itself – after all, the two were inextricably linked. De Jongh wrote that mottoes and 

proverbs had massive ‘authority and played an important part in everyday language’. He 

particularly refers to the writings of Cats, who was himself known for his popular emblem 

books and was therefore a qualified ‘expert’ in the area of proverbs. Cats stated that 

mottoes were ‘entirely pliable and supple… for many matters, even those of a dissimilar 

nature’ and proverbs were ‘easily molded anew, to the delight of listeners or readers, and 

were substantially expanded to encompass other matters’.50 From this short declaration, 

                                                           
45 Hrisztova-Gotthardt & Varga, Introduction to Paremiology: A Comprehensive Guide to Proverb Studies, p. 24. 
46 Mieder & Sobieski, Proverb Iconography: An International Bibliography, p. ix. 
47 ibid. 
48 Nowak, Paul. “Speed Reading Tips: 5 Ways to Minimize Subvocalization.”  
https://www.irisreading.com/speed-reading-tips-5-ways-to-minimize-subvocalization/ 
49 Bubaris, “Sound in museums - museums in sound”, p. 392. 
50 De Jongh, “On Balance”, p. 355. 

https://www.irisreading.com/speed-reading-tips-5-ways-to-minimize-subvocalization/
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could it be possible that writers as well as performers and even artists were utilising this 

mouldable quality of the motto to their own purposes and in turn their own advantages, be 

it wit, entertainment or emotional engagement? 

 

Not only were mottoes and proverbs used in paintings, as is the topic here, but 

interestingly they also appeared alongside signatures of contemporary artists and writers. 

Early modern women were known to use them in various ways, for example, to ‘sign off 

letters and poems, placed on a self-portrait, or engraved on a glass’.51 These phrases had a 

personal meaning to their adopted owners, such as a motto ‘with which the person in 

question wants to be associated, a succinct expression of her philosophy and worldview’.52 

Numerous Dutch women stand out within this area, including Anna Roemers Visscher 

(Amsterdam, 1584–1651), her sister Maria Tesselschade (Amsterdam, 1594–1649) and the 

previously discussed van Schurman. Martine van Elk writes that by devising an individual 

motto, ‘early moderns offered themselves up as an emblem to be read by others’.53  

 

Anna Roemers Visscher was the daughter of Amsterdam writer and poet, Roemer Visscher 

(Amsterdam, 1547–1620), through whom she had an early exposure to the importance of 

emblem literature. She herself worked on a posthumous edition of her father’s most 

popular emblem book, Sinnepoppen (Emblems, 1640), adding emblems of her own making. 

Her personal motto translates as ‘Enough is more’ (‘Genoeg is meer’) and fascinatingly this 

short phrase is embedded with layers of meaning. Firstly, it is said the motto was meant to 

emphasise her moderation and discipline; secondly, it was a response to the exaggeration 

with which she was commended by male writers who labelled her the ‘Tenth Muse’. Van 

Elk, however, proposes that this honorary title was a factor that actually inhibited 

Visscher’s role as a true writer, thus restricting her to a position of influence rather than 

insight.54 Although a different medium to painting, this case as well as others prove that 

seventeenth-century, learned Dutch women held mottoes dear. 

 

Furthermore, on Roemer Visscher’s Sinnepoppen specifically, and regarding Cats’ earlier 

designation of the motto as a somewhat flexible resource, it appears Visscher himself had a 

                                                           
51 Van Elk, Martine. “Renaming Themselves: The Mottoes of Early Modern Women Writers.” In Early 
Modern Women: Lives, Texts, Objects: Wordpress.com, 2016. https://martinevanelk.wordpress.com/?s=motto  
52 ibid. 
53 ibid. 
54 ibid. 
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personal motto. The frontispiece of the Sinnepoppen (Fig. 84) emblem book reveals a pictura 

of two highly ornamented pitchers – and only one chalice – with the epigram ‘Elk wat Wils’ 

or ‘Something for everyone’ in English.55 This attests to the apparent intention of Visscher 

himself, who sought to allow a certain degree of versatility for his audience to interpret the 

mottoes and images within his emblem book. For example, Visscher’s readers ‘are at liberty 

to choose the virtues which suit them best, even if these are not part of the regular and 

well-known set of virtues attributed to good people’.56 Visscher maintained Renaissance 

tradition with his popular emblem book, in keeping with the ‘utile et dulci’ (sweet and useful) 

model: literature that was simultaneously ‘instructive and delightful’.57 In contrast to the 

equally successful Emblemata Amatoria (discussed later in this chapter), Sinnepoppen did not 

have an overarching subject, nor a particularly significant arrangement, rather ‘each of the 

183 emblems contained an independent moralistic message, which often left room for 

debate among readers, depending on different possible interpretations of text and image’. 

 

Two pronounced ideas pervaded Visccher’s Sinnepoppen: the first was ‘self-discipline’ and 

the second ‘self-development’, which the author encouraged his audience to employ in 

plethora ways, such as diligence, humility, stability and continuous learning. Therefore, this 

innovative ‘phenomenon of individualism’ was particularly significant throughout this 

text.58 Remarkably, in Visscher’s daughter Anna’s later editions of the original inscriptio and 

pictura combination, she added longer verses to the emblems, which displayed less humour 

and more of an instructive as well as religious fervour. An example of this appears in the 

1669 edition of Sinnepoppen (Fig. 85); underneath the emblematic image of the rod in a hand 

appearing from the clouds, Anna has included the verse ‘Luy, vadsigh, log en traegh, tot 

wel doen heel verstijft/ Sijn wy ô Godt! tot dat u slaende hant ons drijft’.59 This translates 

                                                           
55 University College London. “Sinnepoppen.”  
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/sinnepop
pen.html  
56 University College London. “Emblem 4.”  
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/emblem4.
html  
57 University College London. “Moralistic Intentions.”  
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/moral.htm
l  
58 ibid. Roemer Visscher’s ‘Preface to the Gentle Reader’ details that in fact he only wanted to have the pictura 
published in his original emblem book. He appeals to the audience to heed the images over the textual 
clarifications.  
University College London. “Sinnepoppen.”  
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/sinnepop
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59 University College London. “Sinnepoppen Emblem 1669.”  
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as ‘Lazy, flabby, heavy and slow, unable to do well/ Are we God! until Thy whipping hand 

leads us’.60 This addition reflects Anna Visscher’s diligent commitment to her religion and 

espouses her beliefs. Not only has the image increased in its degree of pedagogy with the 

addition of the subscriptio, but the text has subsequently limited its readers’ interpretation of 

the pictura. The beauty of emblematic imagery and its partner, the inscriptio or motto, stems 

from its short, pithy and interpretative nature; it is in this sense that these two 

complementary parts are essential to the puzzle. 

 

Leppert suggests that the Flemish keyboard instruments with Latin mottoes on their inner 

lids and fallboards connect with identity – and even the sound made by the instrument. He 

writes: 

 

In essence the mottoes voice a privileged, if not precisely 
private, language, which by being readable admits the reader-
viewer not only to meaning but also to belonging. The Latin 
motto marks identities constructed on the basis of 
education, class, status, and privilege. Further, it transfers its 
semantics onto the musical sonorities produced by the 
instrument to which the motto is literally attached…61 

 

This passage aligns with van Elk previously in that mottoes were a way to present the 

character traits, morals and values of an individual in emblematic form. But as Leppert 

reveals, these epigrams on keyboard instruments allow privileged beholders a direct glimpse 

into this sense of self. This perspective highlights that only viewers/readers of a similar 

‘education, class, status, and privilege’ would have deciphered these messages. Moreover, 

Leppert’s connection between the sound made by the instrument and the motto is 

fascinating because in this way, the imagined sound carries the motto to the observer, and 

likewise the motto amplifies the aurality within the painting.  

 

Emblem Scholarship 

In Els Stronks’s book Negotiating Differences: Word, Image and Religion in the Dutch Republic, from 

2011; the author traces the evolution of religious literature throughout the Dutch Republic, 

with sections on picture Bibles and emblems, she analyses sacred sources with especial 
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reference to the role of images within these texts. Stronks asserts that religious paintings 

and prints were consumed by viewers not solely on the grounds of religious content in 

conjunction with practised doctrine, stating that ‘in the Republic one could – in the privacy 

of one’s home – enjoy portraits, historical paintings and still-life compositions made by 

painters of all denominations’.62 She also argues that the method of appropriation is 

strongly connected to that of ‘rewriting, often an act of ideological commitment and 

therefore a powerful tool in the shaping and reshaping of collective memory and 

identities’.63 Therefore, by changing and adapting those texts from previous eras, different 

places and alternative religions, the Dutch revealed and indeed, reinforced their collective 

values and beliefs. On emblems specifically, Stronks highlights the importance of the word-

image relationship, for instance it accomplished ‘a balance between textual and visual media 

in the tradition of Ut pictura poesis, the early modern quest for equilibrium in the arts. Word 

and image together were intended to create an effect more powerful than that of either 

single component’.64 

 

Also by Stronks is a journal article titled “Dutch Religious Love Emblems: Reflections of 

Faith and Toleration in the Later 17th Century”, which discusses the appropriation of 

religious emblem books from the era and their influence on subsequent love emblems. 

Surprisingly, the roots of these Dutch love emblems were tied up in Flemish Roman 

Catholic emblem texts dating from 1630.65 In Protestant versions of these original texts, 

Stronks describes the emblems as being ‘transformed’ as opposed to ‘translated’.66 The 

author compares examples taken from both sources, and examines their picturae (pictura), 

mottoes and subscriptios.67 Stronks believes that the exponential rise in emblem literature in 

such a little space of time, demonstrates the degree of religious acceptance that took place.68 

She writes that the genre of love emblems that were produced in the Netherlands during 

1600 was particularly regarded for ‘its practical qualities – just as other Dutch emblems they 

represented events and objects from everyday life, thus playing an important role in 

establishing and forming cultural identities in Dutch society’.69 
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Morality & Religion 

Morality and religion were intrinsically connected in the seventeenth-century Netherlands, 

which is evidenced throughout the visual culture produced during the period. Steen 

represented the keyboard instrument numerous times throughout his artistic career, but 

one fact that has only been highlighted twice in the literature is that he depicted the same 

Latin motto at least three times within his œuvre. The painting titled A Young Woman 

Playing a Harpsichord (Fig. 50) from circa 1659 shows one example where the artist has 

chosen the motto ‘ACTA VIRUM/ PROBANT’ (Fig. 51) (in capitals), ‘Soli Deo Gloria’ 

(Fig. 52) (capitalised first letter per word, then lowercase).70 Breaking this epigram into two 

separate parts, Steen utilised the former in this one painting and the latter in three others. 

This painting features the motto whole on the instrument. The Harpsichord Lesson (Fig. 49) 

includes just the latter, while Fantasy Interior with Jan Steen and the Family of Gerrit Schouten (Fig. 

53) features the latter as well as ‘MUSICA PELLIT/ CURAS’ and elsewhere in the image 

‘Discite Mori’.71 The motto “ACTA VIRUM PROBANT” translates as ‘Deeds prove the 

man’,72 and “SOLI DEO GLORIA” means ‘Glory to God alone’.73 It is under two themes 

then that we can place these mottoes; for example, the first half of the epigram has a 

moralistic undertone and the second half has a religious meaning.  

 

In terms of the readability of this text, Steen has used the instrument in A Young Woman 

Playing a Harpsichord (Fig. 50) to his compositional advantage, i.e., he has placed the moral 

half of the epigram on the harpsichord lid, which may be seen on the left side of the image 

at a right angle to the manual end of the instrument.74 Steen placed the religious part of the 

motto below the manual, on the flap that hangs down while in play, known as the 

fallboard. Upon further examination, this compositional placement of text and alignment 

with the human figures makes this painting even more captivating. The figure of the 

standing man, who is visible at the cheek of the instrument, leaning over with an air of 

                                                           
70 The artist has included his name on the name batten of the harpsichord in this painting, which reads 
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for example The Van Goyen Family, but I have used the title that I believe is correct, as per the holding 
institution. 
The Nelson-Atkins Museum of Art. “Fantasy Interior with Jan Steen and the Family of Gerrit Schouten.”  
http://art.nelson-atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-sch  
72 McGeary, “Harpsichord Mottoes”, p. 18. 
73 ibid, p. 32.  
74 This text goes in a vertical direction, over two lines, bottom to top. 

http://art.nelson-atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-sch
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confident dominance, perhaps indicates he is in fact her music teacher. This may be 

supported by the placement of his right hand, which could be demonstrating how she 

should be playing a particular chord, the music book which he could also be using to 

indicate a note or section in the piece, and lastly, the lute the boy is holding for the 

gentleman to play. 

 

The young boy holds a lute, ready for the gentleman to play a duet. The angle at which the 

boy carries the lute mirrors the way the man is standing, the open lid of the harpsichord 

and the curves of the woman’s body. The text on the harpsichord lid sits at a perfectly 

perpendicular angle for the man to face this motto quite directly. And the religious text, 

placed below the woman’s busy, music-making hands, is situated closer to her gaze. 

Therefore, perhaps it was incorrect to break this motto into two halves, but it is more 

accurate to consider them as two separate mottoes functioning simultaneously in this 

painting. Taking the compositional factors with literal interpretation, it may be that the 

moral motto was directed towards the male character, and the religious epigram was 

targeted to the female figure. Thus, extrapolating this idea, the male coupled with his motto 

was the embodiment of that moralistic idea for a male viewing public to value and employ, 

while the woman and her motto were the incarnation of a religious idea for a female 

audience to respect and exercise. 

 

The utilisation of the religious motto ‘Glory to God alone’ was linked by McGeary75 to an 

actual emblem dating from 1586 in A Choice of Emblemes and other Devises by English writer 

Geffrey Whitney (Coole Pilate, 1548–1601).76 Consultation of this emblem (Fig. 86) 

includes the title ‘Soli Deo gloria’, an image of a man in the process of felling a tree with an 

axe, and underneath this pictura, Whitney provides a verse that combines ‘Deeds prove the 

man’ with ‘Glory to God alone’. For example, ‘Like to this axe, is man, in all his deeds;/ 

Who hath no strength, but what from God proceedes’. Whitney finishes the second verse 

with the line ‘And God gives power, to whome all glorie give’.77 The combination of these 

mottoes in the format of an emblematic image and text is of considerable significance as it 

could indicate that Steen was familiar with this text, and that he perhaps even owned a 

copy himself which in turn may have inspired this painting. Steen was a religious man from 

                                                           
75 McGeary, “Harpsichord Mottoes”, p. 32. 
76 His name also appears as Geoffrey Whitney. This emblem may be found in Whitney, 1586, p. 228. 
Archive.org. “Whitney’s Choice of Emblemes.”  https://archive.org/details/whitneyschoicee00paragoog  
77 ibid. 

https://archive.org/details/whitneyschoicee00paragoog
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a Catholic family, and he is well-known for including moralistic undertones within his 

work. Steen was born in Leiden. He lived there as well as in other cities throughout his life, 

but remained in Leiden until he died.78  

 

It is here that another connection arises. Whitney travelled to the Netherlands in 1585/6, 

and he visited Leiden where he spent time with the Earl of Leicester’s family.79 It was in 

Leiden that he collaborated with Francis Raphelengius (Lannoy, 1539–97) and 

amalgamated two hundred and thirty-two existing emblems with sixteen new emblems 

Whitney had conceived.80 ‘Soli Deo gloria’ has also been traced to the Vulgate translation 

of the Bible, where-in the related epigram ‘soli Deo honor et gloria’ is featured, or ‘honour 

and glory to God alone’.81 Significantly, the Five Solas of the Reformation also connect 

with this motto; the fourth sola in particular reads ‘soli Deo gloria’.82 It is therefore a robust 

motto that could hold meaning for both Catholics and Protestants alike. These moralistic 

and religious foundations mark this painting of Steen’s as an important contribution to this 

chapter, in that the mottoes themselves function as potent reminders for both men and 

women to emulate throughout their lives. In reference to Pearce and her earlier quotation, 

not only do these emblems control the viewer’s moral and religious reception of this 

painting, but they also signify worthy qualities that both sexes could require in future 

matches. 

 

                                                           
78 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 203. 
79 Whitney’s emblem book A Choice of Emblemes and other Devises was dedicated to the Earl of Leicester. This 
emblem book garnered success as inspiration for embroidery work. 
80 Textile Research Centre. “A Choice of Emblemes and other Devises.”  https://trc-leiden.nl/trc-
needles/texts-films-customs-and-event/designs-and-design-books/a-choice-of-emblemes-and-other-devises-
1586  
81 Latin Vulgate. “Latin Vulgate.”  www.latinvulgate.com  
82 The other solas of the Reformation are: ‘sola gratia (by grace alone), solo Christo (on the basis of Christ 
alone), sola fide (through the means of faith alone),…sola Scriptura (as taught with the final and decisive 
authority of Scripture alone)’.  
Desiringgod.org. “Five Solas of the Reformation.”  www.desiringgod.org/messages/soli-deo-gloria  
In The Popular Encyclopedia of Church History: The People, Places, and Events That Shaped Christianity, it is underlined 
that the five sola principles outlined here were the ways in which the ‘reformers affirmed that salvation comes 
through faith alone, through Christ alone, by (God’s) grace alone, as revealed in Scripture alone, to God’s 
glory alone’. Hindson, & Mitchell, The Popular Encyclopedia of Church History: The People, Places, and Events That 
Shaped Christianity, pp. 310-3. 
Another translation of this motto, “Soli Deo Gloria”, is ‘to God alone be the glory’. Stone, The Routledge 
Dictionary of Latin Quotations, p. 207. 
Glen Soderholm utilises a paper by C. S. Lewis titled “The Weight of Glory” to emphasise that the ‘true end 
and fulfilment of our desires is the glory of God’. Soderholm continues his discussion by highlighting that the 
Reformation was a point in history when ‘the cry of soli deo gloria or “to God’s glory alone” was an attempt to 
redirect our desires towards their true object, God and His glory’. Soderholm, “Soli Deo Gloria”, pp. 21-2. 
Vincent Brümmer wrote that the exclamation of “Soli Deo Gloria” thereby gives ‘all the credit to God’. 
Brümmer, “Atonement and Reconciliation” p. 445. 

https://trc-leiden.nl/trc-needles/texts-films-customs-and-event/designs-and-design-books/a-choice-of-emblemes-and-other-devises-1586
https://trc-leiden.nl/trc-needles/texts-films-customs-and-event/designs-and-design-books/a-choice-of-emblemes-and-other-devises-1586
https://trc-leiden.nl/trc-needles/texts-films-customs-and-event/designs-and-design-books/a-choice-of-emblemes-and-other-devises-1586
http://www.latinvulgate.com/
http://www.desiringgod.org/messages/soli-deo-gloria
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Metsu was known to have used the keyboard instrument in his paintings eight times; 

notably though he depicted the same instrument multiple times, and on this virginal, he 

represented its Latin motto on three different occasions. Two of these paintings reveal the 

motto with utmost clarity: Man and Woman Sitting at the Virginal (Fig. 70) (1658–60) and 

Lady at a Virginal (Fig. 57) (c. 1665). The virginal is positioned in an extremely similar point 

in both pictures, and there is repetition of the familiar female figure at the manual. She is 

positioned glancing to her right in the paintings, and in this manner she obscures part of 

the Latin motto. It reads (in capitals) ‘[I]N TE D[O]MINE SPERAVI/ [N]ON 

CONF[UN]DAR I[N] AETERNU[M]’ on the lid of the instrument and ‘[O]MNIS 

[SPIRITUS LAUDE]T DOMINU[M]’ on the fallboard.83 These epigrams translate as ‘O 

Lord, in thee have I trusted: let me never be confounded’ and ‘Let every spirit praise the 

Lord’ respectively.84  

 

McGeary states that the Biblical origins of these phrases are Psalms 30:2, 70:1 and 150:6. 

Clearly, Metsu was adhering to a religious theme here, but in both cases it appears that the 

mottoes were intended more for the female figures and in turn a female viewing audience, 

rather than the male in Man and Woman Sitting at the Virginal (Fig. 70) and male viewers 

generally. I posit this due to several factors, but one main reason is the compositional 

arrangement of the female figures in relation to their instruments at which they are seated, 

paused in play. Firstly, in both paintings the women are quite literally framed by the box-

like, linear edges of their keyboard instruments; the lines of text only act to reinforce this 

aesthetic repetition of strong lines. It is within this “frame” that the ladies dominate the 

images and – to an extent – juxtapose, embody and thus symbolise the words therein.  

 

The capitalised Latin words encircle these finely dressed women, and the only male 

represented (in Man and Woman Sitting at the Virginal) (Fig. 70) is indeed on the periphery of 

this internal “frame”, only slightly leaning inward. This gentleman offers the woman a glass 

of wine; this temptation is representative of vice and all the possible sins that could befall 

                                                           
83 The letters in brackets refer to the obscured letters in Man and Woman Sitting at the Virginal (Fig. 70). The 
motto in Lady at a Virginal (Fig. 57) reads ‘[I]N TE [D]OMINE SPERAVI/ [NO]N [CO]FONDAR I[N] 
AETERNU[M]’. Also note the alternate spelling of ‘CONFONDAR’. 
84 McGeary, “Harpsichord Mottoes”, pp. 22-3, 29-30. 



242 

her.85 Consequently, the motto serves as a sobering warning or reminder that she never 

wishes to be confused or distracted from her desire to be true and faithful to an 

omnipresent God and perhaps aims to do this via the song they will play, as she hands him 

what could be religious sheet music. As mentioned above, the motto and the instrument 

also seem to protect her from the perils of the world and therefore curtail her vulnerability. 

This motto and instrument function as a tool to foster and strengthen the relationship 

between woman and God – and her overall commitment to religious doctrine. 

 

By way of a comparison, let us look at a painting by Eglon Hendrik van der Neer 

(Amsterdam, c. 1634/5–1703) titled Lute Player Seated at a Virginal (Fig. 87) and dated 1669, 

just a few years later than the Metsu works. Although the sumptuously dressed, satin-clad 

woman pictured here seated at the virginal is not in fact playing or is paused in play at the 

keyboard instrument, the virginal is still crucial in analysing and thus interpreting this 

image. In terms of the composition alone, the instrument monopolises half of the picture 

plane and the female figure occupies the other, corresponding and complementary half. 

The male protagonist sitting beyond the keyboard instrument – dressed in black, with a 

starched white collar and full glass of wine in hand – directly gazes provokingly at the 

viewer. The dark background does not provide much information, other than the 

intimation of what could be a curtain on the left-hand side of the picture – and behind the 

figures, perhaps a decorative hanging of some kind. 

 

The virginal’s lid is shown resting upright, beyond ninety degrees, and even though the 

perspective limits the depiction of the entire motto, ‘OMNIS SPIR’ (on the top line) and 

‘LAUDET DOM’ (on the bottom) can clearly be seen. With these incomplete Latin words 

we can assume that the whole motto reads the same as the Metsu keyboard instrument 

fallboard, ‘OMNIS SPIRITUS/ LAUDET DOMINUM’ (‘Let every spirit praise the 

Lord’). If we directly compare this art work by van der Neer (Fig. 87) and Man and Woman 

Sitting at the Virginal (Fig. 70), then there are strikingly obvious similarities. Indeed, if the 

vantage point of the scene unfolding between man and woman, instrumentalist and 

listener, was not at such a different angle, it may even be said that van der Neer possibly 

                                                           
85 Wine was associated with prestige; according to Henriette Rahusen this was why it was included in copious 
genre pictures and still lifes. She also states that it offered a challenge for artists to render the ‘translucent 
liquid in elegant glasses to show off their virtuoso handling of pigments and brushes’. In a poem published in 
1623, wine was said to drive ‘away sadness’. This is remarkably similar to the motto ‘MUSICA PELLIT 
CURAS’ (Music dispels cares). Rahusen, Henriette. “Dutch Burghers and Their Wine: Nary a Sour Grape.”  
https://purl.org/nga/documents/literature/essays/dutch-burghers-and-their-wine-nary-a-sour-grape 

https://purl.org/nga/documents/literature/essays/dutch-burghers-and-their-wine-nary-a-sour-grape
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had knowledge of Metsu’s painting, if not his work generally.86 The woman is seemingly 

connected with the motto through the use of the artist’s chosen palette, particularly the 

burnt sienna colour with which he frames the Latin motto on the border of the 

instrument’s lid, fallboard and manual, as well as the fabric on the chair the woman is 

sitting on, the details on her clothing at the small of her back, sleeve and bust, and even the 

ribbons dangling from the head of the small stringed instrument in her lap.    

 

The combination of the motto ‘Let every spirit praise the Lord’ with the luminescence of 

the beautifully presented, upper-class young woman, as well as the man’s position in the 

darkness at the back of the picture, partly obscured, presenting his tempting glass of wine 

together with his luring, knowing gaze, work to provide a layer of meanings for the viewer 

to unfurl. Simultaneously, the picture provides edifying content with a religious narrative – 

and at the same time the affirmation of a faith in God to protect this young woman from 

what essentially could ruin her (music, lust, wine, love). The motto functions in these 

paintings (by Metsu and van der Neer respectively) just as the inscriptio/subscriptio does in an 

emblem, in that it offers a clue to the ultimate interpretation of the pictura, a “breadcrumb” 

for the learned viewer to begin to untangle the meaning within the image. After all, the 

success of the emblem book throughout the seventeenth century was partly due to the 

pleasure the audience took in unravelling the riddles therein. 

 

Emblems: Love & Tactility 

To continue this chapter, it is now imperative we analyse some examples of the typical 

emblem that a seventeenth-century, middle to upper-class Dutch contemporary may have 

come across. The first emblem to be discussed here is Van Minne (Of Love) (Fig. 88) from 

Emblemata Amatoria (Love Emblems, 1611) by Pieter Corneliszoon Hooft (Amsterdam, 1581–

1647). The print features a winged angel holding a mirror, casting the sun’s rays to the 

ground. His bow has been strewn to the grass in the foreground, so from this attribute 

viewers may deduce that the angel is in fact Cupid, god of love. A landscape in the left side 

of the background creates a sense of depth, a tiled roof atop a building beyond the 

balustrade in the centre adds to this perspective, and to the far right, upon a raised level of 

several steps, there is a standing man and a seated woman at a keyboard instrument. The 

figures are both dressed in flamboyant, historical costume, emphasising the theatricality of 

                                                           
86 It has been stated that Eglon Hendrick van der Neer was in fact ‘known as a genre painter in the manner of 
Metsu’. Murray & Murray, The Penguin Dictionary of Art and Artists, p. 293. 
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the image. Importantly, on the underside of the propped-up lid of the instrument, one can 

just make out another image, a painting of a reclining nude, who together with the presence 

of her son Cupid, we may recognise as Venus, goddess of love and fecundity.  

 

Moreover, Venus’s attribute was a mirror, and the sun brought to light the affair between 

Mars and Venus.87 The man and woman could be young lovers; she is absorbedly playing 

music which further connects them and cements their bond. The image, therefore, is 

inundated with symbolism relating to love, as the title of the emblem book readily suggests. 

The text surrounding the pictura is written in numerous languages (from top-left to right), 

firstly Dutch, then Latin and below the image, French. The inscriptions read (in the same 

order), ‘Sy blinct en doet al blincken’, ‘CAETERA SPLENDIDA REDDENS’ and ‘Amour 

n’a rien a Soy’ respectively.88 The meaning of the image is tied into these words, which 

translate to ‘She shines and makes all shine’ and ‘Love has nothing to do’. Interpreting the 

pictura then, the sun literally shines and makes all shine, including a playful Cupid, a vast 

and bountiful garden and a mirror which catches its light. But the duality here also applies 

to the woman because she is in love with the man positioned at her side, and so she also 

shines and makes all, particularly her companion, shine. The music which she plays could 

also extend this idea, a reverberating soundscape “shining” throughout the scene, casting 

notes similar to the travelling light rays through the air. 

 

The next emblem for discussion is by Abraham van Diepenbeeck, titled Angel with 

Harpsichord (Fig. 89) from the 1640 emblem book Afbeeldinghe van d’eerste eeuwe der societeyt 

IESU.89 The engraving depicts a winged angel or putto standing while playing a harpsichord. 

Putti were symbolic of ‘profane love’ but also represented a pure soul.90 The scene itself is 

relatively simple; the basic interior creates a sense of depth due to the linear nature of the 

floor receding to the back wall. In fact, the emblem’s frame is probably more decorative 

than the whole emblematic image. The inscriptio underneath the picture, however, reads 

‘Multo fit plausus ab ictu’, which translates as ‘Much is made of the beating from the blow’. 

This seems to refer to the physicality of touch and pressure on the keyboard instrument’s 

                                                           
87 Hall, Dictionary of Subjects and Symbols in Art, pp. 90, 217, 302, 329-30. 
88 On the opposite page there are three sets of subscriptions (in Dutch, Latin and French) that further explain 
the lines above and what they mean to the overall image. 
89 In the Metropolitan Museum of Art, New York, there is a painting of Saint Cecilia (Fig. 22) by Abraham van 
Diepenbeeck. She is depicted playing a keyboard instrument with two putti by her side. The Metropolitan 
Museum of Art. “Saint Cecilia.”  https://www.metmuseum.org/art/collection/search/436198  
90 Hall, Dictionary of Subjects and Symbols in Art, p. 264. 

https://www.metmuseum.org/art/collection/search/436198
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manual, therefore the senses, but also the meaning of the music which stems from this 

catalytic strike in the first place. This inscription reminds me of two other known mottoes 

utilised on keyboard instruments: firstly, ‘Io da le piaghe mie forma ricevo’ which means ‘I 

receive form from the blows (I receive)’,91 and secondly, ‘Non nisi mota cano’ which 

translates to ‘Not unless struck do I sing’.92  

 

Both of these epigrams also relate to touch and the result of that physical contact – form 

and song respectively. The meaning of this emblem appears to connect the purity of the 

contended angel with the sweetness of the music he produces, which is brought about 

through a profound combination of the senses. Furthermore, I have traced this motto to 

Benignus Kybler’s (1612–75) WunderSpiegel Oder Göttliche WunderWerck (Miracle Mirrors or 

Divine Miracles Work), a religious text from 1694, where he writes (in German): ‘Je mehr 

man übt finger und händ/ Je besser geht das instrument’, which means ‘The more you hold 

your finger and hand/ The better the instrument goes’.93 This proverbial expression seems 

to relate to the infamous maxim “practice makes perfect” still in use today. Additionally, 

the motto appears in Mundus Symbolicus (1729) by Filippo Picinelli (Milan, 1604–79), with 

‘Organum pulsatum harmonicè plaudit’ (‘instrument [organ] beating harmonically 

applause’).94 This emblem then, seems to function most effectively due to the inclusion of 

the Latin text in combination with the pictura.  

 

Love & Transience 

Before continuing this chapter with an analysis of one of the most renowned artists of the 

seventeenth century, it is important to mention that emblems were not only a source of 

inspiration to painters of the time, but as was stated by art historian de Jongh in 1967, 

emblems were even represented in their art works. De Jongh wrote in his influential Zinne- 

en minnebeelden, that the picture within Vermeer’s Lady Standing at a Virginal (Fig. 66) (c. 

1670) was in fact extremely similar to an emblem by Otto van Veen (Fig. 90). The image 

                                                           
91 McGeary, “Harpsichord Mottoes”, p. 23. 
92 ibid, p. 28. 
93 Kybler, Benignus. “Wunderspiegel Oder Göttliche Wunderwerck.”  
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plau
sus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ah
UKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus
%20ab%20ictu&f=false  
94 Picinelli, Filippo. “Mundus Symbolicus.”  https://books.google.com.au/books?id=NRk8h-
BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=
RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q
6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false  

https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
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within the painting represents a young Cupid, holding his bow in his right hand and a card 

above his head with his left hand.95 Compared to the original emblem, however, there were 

essential elements absent from Vermeer’s appropriation, which has led to criticism. For 

example, Gregor J. M. Weber writes: 

 
…Otto van Veen’s well-known emblem of love (as a 
message that lovers should focus on only one love). 
Vermeer’s Cupid, however, lacks crucial details from this 
emblem: the discarded figures scattered on the floor and the 
number “one” that appears on his raised sheet of paper. To 
conclude that the painter had wished to supply his painting 
with this moralizing message, therefore, would not appear 
justifiable.96 

 

Weber goes on to argue that only what is actually included in the complete painting can 

successfully work to aid our interpretation of it. The author highlights that not only the 

painting of Cupid in the composition serves to provide a theme of love, but also the ‘music 

being played’ and the woman’s gaze directed towards the viewer.97 

 

Vermeer depicted keyboard instruments five times within his œurve; however, it was only 

on one occasion that he included a legible Latin motto in this context. A Lady at the 

Virginals with a Gentleman or The Music Lesson (Fig. 61) as it is also known, from 1662–5, 

depicts a well-dressed woman standing while playing a virginal at the back of a room. To 

her right a man stands listening to her play.98 Another stringed instrument, a lone bass viol 

cast upon the monochromatic, marble floor lies to the right of an empty chair, has led 

historians to suggest that the gentleman is in fact her music teacher, implied by the 

                                                           
95 Vermeer included this emblematic image in two of his other paintings, notably Girl Interrupted in Her Music 
and A Girl Reading a Letter at an Open Window, however he painted over it in this last case. Couwenbergh, 
Marc. “Last Chance to See Amor.”  http://marccouwenbergh.nl/tag/otto-van-veen/ The inclusion of the 
footwarmer in Vermeer’s The Milkmaid (c. 1658–60) has also been linked to an emblem from Roemer 
Visscher’s Sinnepoppen, which features the motto ‘Mignon des Dames’ or ‘favorite of the ladies’. Broos & 
Wheelock, Johannes Vermeer, pp.110-2. Then there is The Girl with the Wineglass (c. 1659–60) which features yet 
another connection to an emblematic image in the stained glass window. The female figure represents 
Temperance, possibly from Nucleus emblematum selectissimorum (also known as Selectorum Emblematum) by Gabriel 
Rollenhagen (Madgeburg, 1583–1619). This emblem’s motto reads ‘Serva Modum’ which translates as 
‘Observe moderation’. Broos & Wheelock, Johannes Vermeer, p. 116. For the emblematic links discussed 
above, see Broos, Ben P. J., Arthur K. Wheelock, Albert Blankert, and Jørgen Wadum. Johannes Vermeer.  
Washington, D.C.: National Gallery of Art, 1995. 
96 Weber, “Vermeer’s Use of the Picture-within-a-Picture: A New Approach”, p. 298. 
97 ibid, p. 299. 
98 After Vermeer’s death, in the 1696 Dissius catalogue this art work was listed with the title ‘A playing 
Damsel at a clavecin in a Room, with a listening Monsieur’. It is fascinating that the use of the verbs ‘playing’ 
and ‘listening’ were utilised by a seventeenth-century viewer and appraiser. Blankert, “Vermeer’s Modern 
Themes and Their Tradition”, p. 37. 

http://marccouwenbergh.nl/tag/otto-van-veen/


247 

alternate title of the work. Another interpretation highlights that instead of the chair being 

intended for the male figure, its position facing directly towards the viewer of the painting 

is in fact for the spectator to feel invited into this somewhat private, yet voyeuristic scene. 

The wine pitcher sits on the table to the far right of the composition, with a noted absence 

of glasses, and the table is luxuriously swamped in the heavy Turkish rug, which is another 

element that furthers the theatrical sensibility of this moment, unfolding before us, just like 

a revealing curtain lifted before a performance.  

 

The mirror hanging at a downward angle situated above the virginal, similar to the mirror 

used by de Witte in his Interior with a Woman at the Virginals (Fig. 47), reflects the woman’s 

face which is turned towards her slightly older, male companion. Next to the mirror, the 

artist has included a painting featuring the subject of Roman Charity, although this is 

difficult for a viewer to make out.99 The Latin motto, however, on the lid of the virginal 

clearly reads (almost in its entirety) ‘MUSICA LAETITIAE CO[ME]S/ MEDICINA 

DOLOR[UM]’ which translates as ‘Music is the companion of joy, the medicine of 

sorrows’.100 This proverb has been found by McGeary in a 1569 text, as well as in two other 

sources in extended couplet form, from 1603 and 1640.101 Wheelock underlines that the 

music affords ‘love, solace, and joy’, although the latter part of the motto suggests the other 

experiences of love: transience and sorrow.102 It has also been proposed that in the 

amorous songs written for this type of instrument, the words frequently ‘extolled love, 

both human and spiritual, and the solace that could be gained from that love’.103 

                                                           
99 Maria Thins (Gouda, 1593–1680) (Vermeer’s mother-in-law) owned a painting of Cimon and Pero. Broos 
& Wheelock, Johannes Vermeer, p. 128. The theme of Roman Charity ties in to ‘filial piety’ and is an ‘allegory of 
youth and age, frequently with a sexual emphasis’. Hall, Dictionary of Subjects and Symbols in Art, p. 276.  
100 This Latin motto and the virginal’s dimensions have been linked to the Ruckers Antwerp workshop, and a 
nearly identical instrument (1640) still survives today in the collection of the Gemeentemuseum, The Hague. 
Vermeer’s paintings and particularly his representations of keyboard instruments were extremely accurate and 
faithful to their original forms. It has been suggested that Vermeer possibly had access to an instrument of 
this kind even if he did not own one himself, as has been stated from thorough reviews of his inventories. 
Broos, ““Un celebre Peijntre nomme Verme[e]r””, p. 51. 
101 McGeary, “Harpsicord Mottoes”, p. 27. 
102 Wheelock, Vermeer and the Art of Painting, p. 116. 
103 Broos & Wheelock, Johannes Vermeer, p. 130. 
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We can see important similarities between this painting by Vermeer and the earlier 

discussed emblem from Hooft’s Emblemata Amatoria (Fig. 88). For instance, the utilisation 

of the mirror, reflecting the face of the sun, as well as the woman at the keyboard 

instrument, with her standing male counterpart by her side in an active role of listening to 

her music, all connect to visual elements within Vermeer’s picture. Furthermore, another 

emblematic image has been compared to this painting, namely Cats’s ‘Quid Non Sentit 

Amor!’ (Fig. 91) which shows a seated man tuning a stringed instrument, with another lute 

set on the table before him.104 The meaning of this particular motto (with its bold 

exclamation point at the end) translates to ‘What does love not feel!’, and the key to 

unlocking its meaning is embedded in the musical instruments themselves. For example, 

‘the resonances of the lute being played echo onto the other just as two hearts separated 

can exist in total harmony’.105 Compare this to Vermeer’s bass viol lying untouched on the 

floor of his interior, which undoubtedly would have echoed its fellow stringed instrument, 

the virginal. Therefore, all of these images – paintings and engravings, genre pictures and 

emblems – culminate in a shared visual, textual and symbolic language that serves 

complementary functions throughout the visual culture of the seventeenth-century 

Netherlands. 

 

Finally, Goedart Kamper’s (Düsseldorf, 1613–79) mid-seventeenth-century painting Woman 

by a Virginal (Fig. 92) features a very well-dressed female figure seated at a keyboard 

instrument. She is seated at an angle, her torso and gaze directed towards the viewer, while 

her left hand remains on the manual of the instrument and her right hand points 

downward, leading the spectator down the intricate folds of her silk skirts. The interior is 

simple and stark, with a hanging on the back wall behind the female musician and the 

intimation of a timber door frame to the far right of the background. The virginal is 

positioned on the right side of the foreground; its lid is placed upright and the fallboard is 

also hanging open. The instrument itself is situated in a similar point to the previously 

discussed painting by van der Neer (Fig. 87). Although the Latin motto on the fallboard is 

not suitably legible, the words of the epigram on the lid ‘SIC’ on the top line and ‘GLOR’ 

                                                           
104 Wheelock, Vermeer and the Art of Painting, p. 116. 
105 Broos & Wheelock, Johannes Vermeer, p. 130. In 1683, French surgeon Joseph Du Verney (Feurs, 1648–
1730) published Traite de l’organe de l’ouïe, in which he compared the anatomy of the human ear with the similar 
characteristics of a musical instrument, in particular a lute. Interestingly, he established that the ‘eardrum was 
involuntarily adjusted to resonate with different vibrations of the air in the same way that the body of a lute 
conformed to the various sounds produced by its strings. These vibrations were then transmitted to the 
cochlea and labyrinth by means of the auditory ossicles in the same way that the vibrations of a string on one 
lute were transmitted to a string on a neighboring lute via their bodies and the table’. Gouk, “Raising Spirits 
and Restoring Souls: Early Modern Medical Explanations for Music’s Effects”, p. 97. 
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on the bottom (both capitalised), strongly suggest that the whole motto reads ‘SIC 

TRANSIT/ GLORIA MUNDI’. This translates as ‘So passes away the glory of the world’, 

which primarily relates to the transience of existence or vanitas. Intriguingly, this motto also 

has ties with an emblematic image.  

 

McGeary traced this motto to Gabriel Rollenhagen’s emblem book titled Nucleus 

emblematum selectissimorum (Fig. 93) (1611).106 Emblem 86 (Fig. 94) reveals a medallion image 

containing various regal adornments and religious items – paraphernalia symbolic of earthly 

prestige and triumph – amongst a backdrop of billowing smoke and raging fire. Linda 

Phyllis Austern discusses this emblem in relation to the smoke specifically: ‘smoke would 

further recall the third verse of Psalm 102, a favorite reminder of fleeting earthly pleasure: 

For my dayes are consumed by smoke: and my bones are burnt as an hearth’.107 Returning 

then to the woman’s pointing hand gesture in Kamper’s painting, viewers may infer that 

she is indicating the earth and perhaps the inevitability of her own mortality. This 

interpretative gesture together with the meaning of the motto homogenously unite to 

provide the spectator with a thoughtful reminder of the transience of earthly pleasure, i.e., 

music, love, youth and beauty, as well as the ultimate impermanence of human existence. 

 

The epigram also connects to Thomas à Kempis’s (Kempen, 1380–1471) influential 

spiritual text Imitatio Christi (The Imitation of Christ) from circa 1418–27. In The First Book, 

Chapter III, Verse 6 proclaims:  

 
Oh how quickly passeth the glory of the world away! Would 
that their life and knowledge had agreed together! For then 
would they have read and inquired unto good purpose. How 
many perish through empty learning in this world, who care 
little for serving God. And because they love to be great 
more than to be humble, therefore they “have become vain 
in their imaginations.”108 

 

Indeed, this motto has associations that connect with transience and vanity, as well as a 

significant link to religion, particularly ‘serving God’. This reveals the extent to which these 

themes were interconnected in seventeenth-century Dutch society and culture. Moreover, 

                                                           
106 McGeary, “Harpsichord Mottoes”, p. 31. 
107 Austern, “‘All Things in this World is but the Musick of Inconstancie’: Music, Sensuality and the Sublime 
in Seventeenth-Century Vanitas Imagery”, pp. 298-9. 
108 Project Gutenberg. “The Imitation of Christ.”  http://www.gutenberg.org/cache/epub/1653/pg1653-
images.html In Latin: ‘O quam cito transit gloria mundi’. McGeary, “Harpsichord Mottoes”, p. 31. 

http://www.gutenberg.org/cache/epub/1653/pg1653-images.html
http://www.gutenberg.org/cache/epub/1653/pg1653-images.html
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the numerous levels of interpretation layered within this epigram–painting combination 

recall the intention of Roemer Visscher: in allowing viewers a sense of freedom to apply 

their own meanings and values to the mottoes and images, the individual reader/viewer 

could essentially garner a greater and somewhat unique response to them.  

 

Consequently, this Latin motto was not gender specific, according to a painting from 

approximately 1672 by Jan Verkolje, titled Portrait of a Youth with a Viola da Gamba (Fig. 

95).109 110 In this picture, the artist depicts a young man actively playing a viola da gamba, 

while staring directly at the viewer. In the background of the image, however, towards the 

right-hand side, an open virginal rests against the wall. There is no female figure 

represented in this art work.111 Rather, the young gentleman is situated within a very 

masculine room, implied by a series of stone archways, columns and openings that create 

perspectival depth in the back of the space. The virginal is just large enough to make out 

the Latin motto inscribed on its lid, which also reads ‘[S]IC TRANSI[T]/ [GLOR]IA 

MUNDI’. This is particularly fascinating as it further suggests that the nature of the 

meaning of the Latin motto used within an art work may have had an instrumental effect 

on the gender represented within it. This epigram relates to the transience of human life, or 

vanitas, and this is a concept that does not leave any in its wake; instead it touches everyone, 

no matter their class, gender or religion. Therefore, this motto appears in representations, 

including emblem and genre pictures, which feature both sexes as their main subject, and in 

turn, indicates their primary target audience. 

 

Conclusion 

In closing this chapter, it is clear that emblematic literature, stemming from preceding 

centuries throughout Europe to contemporary seventeenth-century Dutch, was a resource 

of paramount importance for painters throughout the seventeenth century. The books 

themselves reached a major zenith of success due to a target audience who sought joy and 

puzzlement in unlocking their layered riddles and meanings particularly poignant in the 

combination of pictura and inscriptio. The images evolved to become typically Dutch 

                                                           
109 On the RKD website, this painting is currently attributed to Jan Verkolje, but in The Harpsichord in Dutch 
Art before 1800 (1987), it was attributed to Caspar Netscher. RKD Netherlands Institute for Art History. “Jan 
Verkolje.”  https://rkd.nl/en/explore/images/246679 Dijck & Koopman, Het Klavecimbel in de Nederlandse 
Kunst tot 1800 = The Harpsichord in Dutch Art before 1800, pl. 218.  
110 McGeary also lists this painting as a Jan Verkolje, although with a slightly different title: The Young Man 
Playing the Viola da Gamba. McGeary, “Harpsichord Mottoes”, p. 32. 
111 This is the only painting I could find with a sole male figure as the subject and a keyboard instrument with 
a Latin motto. 

https://rkd.nl/en/explore/images/246679
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representations, and so they brought a greater degree of context directly to their readers. 

The meanings layered within these moralistic, religious and pedagogical texts were 

somewhat flexible in application, yet they still had the ability to successfully function during 

this era, so Dutch artists – specifically genre painters – capitalised on this. Latin mottoes 

consistently appeared in mid- to late-seventeenth-century paintings, in the context of 

keyboard instruments, particularly the lids and fallboards of virginals. As we have seen, 

artists utilised keyboard instruments multiple times within their careers, used the same 

instruments on more than one occasion and, in several cases, even repeated identical 

mottoes.  

 

In all but one exceptional painting by Verkolje, middle to upper-class women are depicted 

seated at these instruments, most of the time active in play. These are the women who 

would have had access to songbooks and emblem literature, as well as tuition in music and 

Latin, that would have enabled them to understand the mottoes within these genre 

pictures. It seems that artists included these epigrams clearly enough to be read, not only as 

an artistic challenge but also to be thought through, to essentially aid interpretation of the 

paintings and deliver a unique and significant meaning for their viewers. The motto or 

inscriptio then acts as yet another symbolic piece of the metaphorical puzzle to be 

deciphered and placed into the context of their own lives, in terms of morality, religion, 

love and transience. Using specific examples of Dutch genre paintings, emblem books, and 

translations of Latin inscriptions, this chapter has analysed their extraordinarily 

interconnected meanings and functions. It appears that these instruments, their epigrams 

and their female players conveyed an artist’s intention and message quite directly and 

immediately to the viewer. The mottoes served as a thoughtful reminder of the values 

inherent within Dutch socio-culture, often different for men and women. It was to the 

women, however, that these mottoes were truly directed and hence the paintings as well.  
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Chapter Six 

Conclusion 

 

Today all sounds belong to a continuous field of possibilities lying 
within the comprehensive dominion of music. Behold the new orchestra: 
the sonic universe! 

And the musicians: anyone and anything that sounds! 1 

 

Dutch seventeenth-century genre paintings featuring music, musical themes and musical 

instruments flourished during the era, with approximately one third of active artists 

working on the subject. From the middle to latter part of the century, images with 

depictions of keyboard instruments and women began to appear in great numbers, as well 

as evolve in the execution and sophistication of the theme. Genre paintings, often 

described as paintings of everyday life, were extremely diverse, so much so that the 

aforementioned pictures differentiate themselves by portraying scenes of privileged life. 

Common denominators are consistently presented to us; for example, the settings for these 

works are frequently intimate, richly ornamented, domestic interiors. They represent elite 

social ranks – especially middle to upper-class women – who are almost always of a young, 

marriageable age and attractive in their physicality, from their jewels to their gowns, even 

their faintly smiling expressions. Lastly, they showcase a staggering number of expensive, 

lavishly textured and splendidly decorated keyboard instruments, particularly clavichords 

throughout the mid-century, then predominantly harpsichords and virginals as the decades 

progressed. Dutch artists continually re-worked this subject, making it somewhat of a 

specialty within their repertoire, to such a degree that we may now establish this type of 

scene as a genre-within-a-genre. Most significantly, these paintings encapsulate a dynamic, 

soundly world. They present viewers with a full spectrum of aurality – from one polarity of 

loud, energetic and bustling polyphony, to another extreme featuring dulcet, quiet, 

contemplative and considered sound, as well as everything that echoes in between.  

 

The Spectrum of Sound 

At the heart of this thesis is the presentation of a new tool to apply to the lens of analysing 

and interpreting different forms of visual culture. The spectrum of sound is a significant 

                                                           
1 Schafer, The Tuning of the World, p. 5. 
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part of seventeenth-century Dutch painting, and in considering the multisensory layers of 

each art work, a viewer can perceive a wealth of information concerning the meaning and 

function of aurality, encompassing not only sound but also the active listening experience. 

The agency of sound on the perception of the spectator and the capacity for sound to 

communicate social and cultural factors unique to a specific time and place is extraordinary. 

Hearing is one of our primary senses, and it is one physiological process humans use in 

order to make sense of, and interact in, the world around us. In light of this, it is essential 

to examine the senses in visual culture. Within the last twenty years, sensory studies in 

relation to the visual arts has gained traction, but until now there has been no 

comprehensive study on the meaning and function of aurality in Dutch painting. In 1972 

Berger presented a four-part television series on the BBC, titled “Ways of Seeing”.2 His aim 

was to emphasise how viewing practices had changed with the advent of the camera, the 

influence of television and the resulting mass reproduction of the image. Berger spoke on 

the importance of the ‘eye of the beholder’ and yet the query has never been asked, “What 

about ways of listening and the ear of the beholder?” Consequently, the aim of this thesis 

was to answer the question, ‘What do seventeenth-century Dutch genre paintings featuring 

women and keyboard instruments reveal about the significance of sound?’ 

 

Sound is about human experience; it is one crucial way to interpret and learn about the 

world around us. It is also about understanding; as sounds are unique to certain groups, 

times and places, they are therefore markers of cultural and social identity as well as 

communication. The semiotics of sound or the pictorial representation of aurality in visual 

culture generally, but Dutch paintings specifically, is wholly intrinsic to these issues. These 

paintings are valid evidence, or to reiterate the words of Franits they are ‘carriers of cultural 

significance’ and Schama ‘a document of beliefs’. They encapsulate a broad spectrum of 

sound as told through the brush of male artists working in the seventeenth-century 

Netherlands.3 4 The paintings reveal that sound is multi-dimensional, and it operates as a 

tool of communication, simultaneously constructing and strengthening conventions and 

values widely held at the time. The perception of a viewer is all-encompassing and it is 

interwoven with all of the senses, thus it is both striking and complex. The viewing 

experience can transform into a listening experience, and as a result it can trigger emotion, 

empathy, enquiry and memory. The way in which humans interpret sound is largely based 

                                                           
2 Berger, John. “Ways of Seeing.” BBC, 1972. 
3 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 1. 
4 Schama, The Embarrassment of Riches: An Interpretation of Dutch Culture in the Golden Age, pp. 9-10. 
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on our previous knowledge, background, personal history and exposure to the culture and 

society in which we live. This research is pertinent to art historians, music historians, 

musicologists, musicians and performers, social historians, sensory researchers, sound 

designers, researchers in performance practice and curators. 

 

A specific selection of images has provided visual evidence that keyboard instruments were 

gendered female, as determined by authors Pyle and Leppert, as well as van Dijck and 

Koopman who emphasised that these chordophones5 were primarily played by seated 

women. Indeed, keyboard instruments in seventeenth-century Dutch paintings were a 

woman’s domain, but it is of paramount importance to stress that they were an elite 

woman’s domain. Wealthy, young women were in fact competent music makers, and in the 

words of contemporary diarist Pepys, capable of producing ‘good musique…upon the 

harpsicon’, that he could not help ‘but commend’.6 Moreover, I have established that 

keyboard instruments within these pictures were in effect an orientating device which 

functioned as a way to contextualise their female musicians, carry meaning and allow 

viewers to find their own position in relation to observing this depicted reality. 

 

Soundly & Soundliness 

Throughout the research and writing of this thesis, I coined a new term to be used in the 

analysis and interpretation of visual culture, that of “soundly” and by extension 

“soundliness”. These terms incorporate a full spectrum of sonic possibilities and strengths, 

from loud and brash to quiet and subtle and everything in between. They are inclusive 

terms in service to all types of sound – i.e., noise, music, etc. – and pertain to sound as a 

tool of cultural communication. Overall, the terms soundly and soundliness will equip 

viewers/listeners with appropriate language and assist them in interpretation and further 

understanding as to the meaning and function of sound in visual culture. 

 

Sound Design & Sound Studies 

The way in which sound is used in film and the process of a contemporary sound designer 

is remarkably similar to the way this thesis has been written. For instance, sound designers 

                                                           
5 The group of instruments classified as chordophones are defined in the Glossary of Terms & Musical 
Instruments in the Appendix. 
6 Pepys, Everybody’s Pepys: The Diary of Samuel Pepys, 1660–1669, pp. 87-8, 175. 
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use moving images to construct a soundscape to complement the filmed scenes shown on 

the “big screen”. My research thus interpreted the sounds unfolding within a painting, 

using the static images captured in paint, to describe them, amplify them and contextualise 

them in relation to the events pictured in the narrative, as well as the iconographic elements 

of the image. Certain terms from cinema, sound design and sound studies have been used 

in relation to the paintings discussed throughout this body of chapters on aurality. These 

include terms from Gorbman, Cage and Schafer, as well as others, to frame the sounds, 

categorise them and make them accessible for the reader. Gorbman and Cage employed 

similar terms in order to describe the indeterminate qualities of sound; for instance, the 

former used ‘diegetic’ to allude to direct, narrative sources of sound and ‘nondiegetic’ to 

refer to sounds beyond the depicted narrative. Cage used characteristics of both ‘accidental’ 

and ‘interesting’ to refer to indeterminate sounds that were unexpected discoveries 

throughout his ground-breaking experiments. It was with these definitions and 

terminologies that I was armed to approach and interpret the art works throughout this 

thesis. 

 

Parameters 

However, in order to narrow down this rich array of several million art works, it was 

necessary to define several parameters with which to purposefully select the pictures 

discussed in the major sections of this thesis. The numerous depictions of young, elite 

women and expensive keyboard instruments within domestic settings, made by male artists, 

formed the basis of these parameters. In Chapter Two, I defined, compared and contrasted 

the full spectrum of aurality, including sound, silence, music, noise, hearing and listening. I 

discussed the importance of sound in the Early Modern period, as well as typical 

soundscapes and soundmarks within Dutch city life. This section also illustrated the 

prevailing academic bias towards solely ocular modes of viewing visual culture; instead, it 

approached Dutch paintings with a focus on their sonic dimensions.  

 

Chapter Four, The Spectrum of Sound, examined art works in relation to the question 

reiterated above, and for the first time it considered the lexicon of sound and the sense of 

hearing in the analysis of these pictures. These paintings have been placed on a spectrum of 

sound, both in regards to the quantity, volume and eclecticism of the sounds depicted, but 

also in reference to other important aspects of the picture, such as spatiality and how this 

worked with aurality to make an image appear as faithful to reality as possible. In Keyboard 
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Instruments & Women in Dutch Painting, these sections were Polyphonic Pictures, Amplified Echoes 

and Dulcet Tones.  

 

It is in these new soundly contributions to the history of Dutch art that original knowledge 

no less important than utilising just one, dominant sense, has been discovered. Thorough 

interpretation has revealed that the music produced by keyboard instruments was a 

conventional soundmark in the reality of an elite woman – and by extension a bourgeois 

household. In addition, they are the diegetic sources of pictorial sound within these images.  

 

Equally important, though, are the nondiegetic, accidental and interesting sounds prevalent 

in visual sources. These come from various causes and catalysts that contribute to the 

soundscape of a middle to upper-class woman, from the illusion of movement and 

purposeful footfall; to animal sounds – those of yapping dogs or cawing parrots; to the 

rustling of paper, particularly sheet music; to animated characters and laughing figures. 

Even the intimation of landscape situated outside these domestic scenes brings its own 

array of sonic scope, including wind blowing through the trees, running water and changing 

weather conditions. Consequently, I posited that viewers of these paintings were 

simultaneously and significantly listeners. The viewing experience is a multisensory one, and 

the sonic imagination is triggered in the perception of the spectator.  

 

Certainly, Dutch artists actively considered their viewers’ responses to their paintings and in 

so doing incorporated visual devices, pointers and gestures concerning the amplification of 

sound as well as active listeners in their works. Principally, Leiden artist Steen has stood out 

as a master in the visual depiction of the sonic realm. Steen ignites all of the senses, not 

only sound, and although he is renowned for his brash, comedic tales and literal red 

herrings, he displayed a wealth of diversity and aptitude via these soundly pictures. Let us 

return momentarily to his The Doctor’s Visit (Fig. 45) of circa 1660–5, where the woman at 

the keyboard instrument targets the female patient with her music making. Consider the 

subtle yet intrinsic gesture of the worried doctor feeling for the ailing woman’s pulse, which 

almost sets the beat for the whole image; it is a metaphorical metronome for the seated 

woman’s playing, culminating in a sensorium of complexity. All the while, Steen gleefully 

and knowingly amuses himself in the middle-ground of the picture, dangling his signature 

herring with utter delight, tempting us with hidden layers of meaning to decipher.  



257 

 

Again, his Musical Company (The Young Suitor) (Fig. 44) from around the same time 

(approximately 1661–4), illustrates a lively, multisensory scene. Here, Steen utilises the 

illusion of movement, perspective, space, texture, pose, expression and gesture to portray 

sound in a silent medium. For example, note the standing woman situated playing the 

keyboard instrument; the lovesick boy staring up at her, enraptured and listening to her 

every audible note; as well as the maidservant peeling her citrus fruit, stimulating the senses 

of not only sound but also smell, touch and taste. 

 

Throughout the section on Amplified Echoes, I used examples of Dutch painting to 

demonstrate the connection between spatiality and aurality. Each of these concepts 

informs and strengthens the other – and increases the illusion of reality captured in paint. 

Van Mander’s writing on the spatial qualities of pictures, particularly his use of the terms 

insien, doorsien, and perspect, indicate that they are primarily visual devices; however, this is 

not the case. These terms, especially insien (looking into) and doorsien (looking through) are 

sonic tools as well. They dictate the way sound travels and permeates both into and 

through an image. Regarding the utilisation of multiple spatial zones, specifically the 

emphasis on primary and secondary spaces, Dutch artists manipulated the capacity for 

sound to function on different levels. I have found that irrespective of the spatial 

placement or ordinancy (order) of these women and keyboard instruments, their importance 

as significant protagonists in the narrative as well as their roles as hierarchical sound makers 

were not affected. Indeed, spatiality and aurality are inextricably linked, as both 

communicate a sense of place and are connected to memory and imagination. Therefore, 

the sounds working in these depicted spaces certainly mingle in the perception of the 

spectator. 

 

In Dulcet Tones, the quiet polarity of the sonic spectrum was explored through the analysis 

and interpretation of Dutch paintings featuring depictions of women and keyboard 

instruments. Artists such as Dou, Vermeer, de Jongh and Metsu proved themselves 

trailblazers in portraying women and keyboard instruments within a quiet realm. These elite 

girls and women were frequently illustrated as accomplished, intelligent and thoughtful. 

Here, I recalled the earlier proverb by Descartes, ‘I think, therefore I am’. Sometimes these 

women were portrayed alone, while at other times they were depicted in the company of 
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servants, tutors, suitors or with members of a musical party. Many Dutch paintings of the 

seventeenth century are widely considered to depict silent realms, with their figures frozen 

in space and time. However, this section highlighted that this common interpretation is not 

quite accurate. The paintings are in fact riddled with quiet, hushed and dulcet tones 

emanating from myriad sources, such as conspiratorial chatter between characters, crinkled 

sheet music, the echo of one musical instrument into the body of another, the scratch of a 

shuffled chair, the silken whispers of heavy clothing like satin dresses, the light pulse of a 

keyboard instrument’s keys being pressed, a sweeping maid, a dog lazily stretching after its 

slumber, and the list goes on. They are elegant and subtle, but they are present. In most 

cases, the women depicted throughout these images are represented gazing at the spectator, 

and in so doing they are momentarily paused in their music making. This demonstration of 

women choosing to stop and acknowledge their observers appears to highlight a certain 

awareness, strength and thoughtfulness that grants the viewer permission to enter nearer 

the woman, inside her private rooms and close to the precious instrument, while 

concurrently tantalising the spectator with unprecedented access into the very thoughts 

inside her head. In this way, Dutch artists considered their spectators’ response in equal 

magnitude to the significance of the paintings themselves. Let us take for example 

Vermeer’s Young Woman Seated at the Virginals (Fig. 67) (c. 1670) and Lady Seated at a Virginal 

(Fig. 65) (c. 1673). His repetition of this theme was especially important to the evolution of 

hushed quiet within the pictorial medium, as well as the genre altogether. Heavily 

influenced by the work of Dou, it is interesting that Vermeer persisted, but then drastically 

stripped back the decorative elements of the scene to focus exclusively on the woman at the 

keyboard instrument in Young Woman Seated at the Virginals (Fig. 67).  

 

In this picture, Vermeer has moved the subject closer to the foreground and subtracted the 

physical objects from the room, thus creating an overwhelming and rare opportunity for the 

spectator to gaze upon the young woman in her private moment with the instrument and 

readily connect with her. This is clever on Vermeer’s part for several reasons. Firstly, 

because the artist has utilised spatiality and illusionism to increase the realism of the image, 

the scene seemingly appears to unfold in the space of the viewer. Secondly, her turned 

posture, slightly smiling face and approving stare acknowledge us in return. Lastly, the low 

volume operating in this dimension successfully works to compound this meaningful 

exchange between sitter and spectator. However, only three years later, Vermeer returned 

to the subject again, with Lady Seated at a Virginal (Fig. 65). In this painting, the artist revisits 

his earlier, Dou-inspired compositions, with greater emphasis on fine detail and myriad 
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textures, as well as iconography. Perhaps this was partly because he was also working on A 

Lady at the Virginals with a Gentleman (The Music Lesson) (Fig. 61) (1662–5) at the same time. 

 

In Lady Seated at a Virginal (Fig. 65), Vermeer partially framed the young woman with a 

theatrical curtain and included a bass viol in the foreground, both artistic markers of Dou’s 

work. Still, Vermeer utilises the spatiality of the room and the quiet therein to his full, 

creative advantage. For instance, the only item situated between the viewer and the young 

woman is the bass viol, a full-bodied instrument with a phallic neck that is so often played 

in musical accompaniment with the virginal, a complementary pairing for a duet. This is an 

allusion to an external protagonist, markedly the viewer, who is perhaps gendered male and 

who is invited to play upon this stringed instrument in harmony with the virginal. Here, the 

quietness functions as a way to open up the scene, harness the attention of the muted 

spectator and entice them to partake in the musical instruments and the alluring, young 

woman, with a view to ultimately breaking the quietness. 

 

One may argue that the sounds experienced by a woman from a middle or upper-class 

background would be very different to the sounds experienced by a woman from a poor or 

lower class. Indeed, the dulcet tones produced by the keyboard instruments readily align 

with contemporary attitudes concerning women and sound; low volume was a significant 

carrier of female civility and virtue. And so the sounds highlighted in this section add to the 

repertoire of conventional soundmarks that an elite woman would have come across in her 

daily life. They inform historians and viewers that Dutch culture and society was richly 

layered with many different types of sounds, and these would have pertained to various 

volumes, strengths and rhythms, as well as class distinctions. 

 

The keyboard instruments featured in Dutch seventeenth-century genre paintings 

frequently included clearly legible Latin mottoes in combination with depictions of young 

women situated in domestic interiors. This research shows that a particular set of artists 

repeated the same instrument in their works, and even the same motto numerous times 

throughout their œuvre, including painters such as Steen and Metsu. These mottoes were of 

great value to the audience of viewers at the time, with a strong tradition of emblematic 

literature as well as instructional, moralistic and religious texts that formed a powerful 

foundation of knowledge and awareness of proverbs within Dutch socio-culture. In its 
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evolution, emblematic literature became increasingly and uniquely Dutch, with new 

translations and editions published throughout the Republic, which only worked to 

intensify its popularity.  

 

Morality and religion played a large part in the dissemination and appreciation of 

emblematic and instructive texts, which consequently had a major role in these art works. 

The Bible is an obvious example, with the first Dutch translation available from 1637; 

approximately 500,000 copies were distributed throughout the Netherlands in the 

subsequent two decades.9 The Latin mottoes in Metsu’s Man and Woman Sitting at the Virginal 

(Fig. 70) (1658–60) and Lady at a Virginal (Fig. 57) (c. 1665), for example, originated from 

the Bible. The epigrams functioned in these art works to strengthen the depicted ladies’ 

relationships with their God and to remind them of the importance of adhering to religious 

belief. Correspondingly, love and transience were key themes in the utilisation of Latin 

mottoes throughout Dutch genre painting. Both Vermeer and Kamper represented two of 

the most famous Latin mottoes in the history of Dutch art: ‘MUSICA LAETITIAE 

COMES MEDICINA DOLORUM’ and ‘SIC TRANSIT GLORIA MUNDI’ respectively. 

Again, both of these epigrams have been traced to seminal emblem books from the era, and 

while they are embedded with didactic characteristics, they are also present to extoll the 

transient nature of music, beauty and love.  

 

In the Vermeer, the harmony of human and spiritual love is at the heart of the painting, 

while vanitas symbolism is prevalent in Kamper’s picture, which culminates in an 

introspective reminder of the impermanence of human life. Through the use of image and 

text, these paintings were emblematic sources in which Dutch artists showed these women 

as having a fundamental capacity for thought and intelligence – and to manipulate the 

aforementioned Descartes motto, ‘I play, therefore I think’. By representing these women 

in the position of sound maker, the artists have simultaneously bestowed upon them the 

power to play, think, learn, read, translate and perform. Accordingly, the artists have 

allowed the viewer to occupy a similar position and to do the same thing: to unlock these 

visual meanings, to read then decipher these textual mottoes and to unravel the image as 

they see fit. 

                                                           
9 The Statenvertaling, as it was known, was financed by the Dutch government and first sanctioned by the 
Dutch reformed Church in 1619, though printed later in 1637. Durham, The Biblical Rembrandt: Human Painter 
in a Landscape of Faith, p. 82.  
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These mottoes were a unique way in which individuals could represent part of their own 

personality and belief system, and therefore identity, in the form of a short, pithy, 

sometimes witty and clever line of text. The artists utilising these mottoes then were 

capitalising on this consecrated understanding and appreciation of Latin proverbs 

throughout a distinctly middle and upper-class echelon of Dutch society. These were the 

women who would have had access to the literature firsthand, to the tuition in music and 

the exposure to classical Latin. It was these women who are represented juxtaposed with 

these profound Latin mottoes, and it was their families who would have commissioned the 

art works, or purchased them on the open market. The Latin mottoes aid in 

communicating the meanings inherent within images of the pictures, operating similarly to 

the inscriptio and pictura relationship between text and image that is so intrinsic to the core 

of the emblem. Morality, religion, love and transience were issues of paramount importance 

to young, elite women, and so these paintings attest to the construction of seventeenth-

century elite values and beliefs, while at the same time strengthening expected ideas of 

identity and civility for young, elite women.   

 

The Anomaly 

There was one particular art work that stood out from the group of paintings I gathered 

throughout this project – Codde’s Lady Seated at Virginals (Fig. 74) (c. 1630–5). This 

ambiguous and inconsistent picture represents a still and silent scene of a lone woman 

seated at a keyboard instrument, with her back towards the spectator. Her quiet breathing 

is the only layer of sound in this image. Indeed, the silent musical instruments as well as the 

spatiality of the room operate to highlight human absence and emphasise a lack of sound. 

Although Codde executed several paintings featuring depictions of women and keyboard 

instruments throughout his career, and even multiple versions of this picture, he utilised 

the silence to communicate other ideas about the image, including emotions such as loss 

and despair. Codde composed a respect for charged silence that is not evident in this entire 

catalogue of paintings.   

 

Limitations 

The application of this new soundly lens to the analysis and interpretation of visual culture 

is limited in relation to people who were born deaf. Their experience and understanding of 
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sound is different to hearing people. However, the soundly lens may still be of use to 

individuals with a reduced range of hearing. For instance, those with a reduced range of 

hearing can interpret sound and therefore music via the same parts of the brain as those of 

hearing people. Moreover, deaf and reduced range of hearing people can experience limited 

sounds, particularly those of lower bass lines and beats. This new auditory lens may also be 

limited for those people who experience the phenomenon of synaesthesia. Defined as a 

blurring of the senses, synaesthesia is unique to the individual. As a consequence, a person 

who experiences synaesthesia may also experience this soundly lens considerably differently 

when viewing these paintings, and by extension, any form of visual culture to which it is 

applied. 

 

Further Research 

It is from this point that future research can be proposed on this subject. Taking 

inspiration from the 2013 exhibition Vermeer and Music: The Art of Love and Leisure, and in 

reference to the previously described role of a sound designer and the goal of constructing 

sound effects for a particular production, it would be fascinating to consider an exhibition 

of seventeenth-century Dutch paintings alongside their soundscapes.10 I propose that 

sound design students could generate the soundscapes of selected Dutch paintings, and 

then an exhibition could be curated where the pictures are shown in conjunction with the 

sounds. This would allow an audience to gain a heightened sensory experience of the 

paintings and a unique understanding of the recreated sounds heard in the context of elite, 

seventeenth-century Dutch life. This mode of exhibition would also permit vision impaired 

gallery visitors to access, experience and interpret these images in a brand new, innovative 

way.  

 

Generally, this thesis could also become the basis for a future lecture series, a monograph 

on the topic, or part of an online, open and free image database devoted to music in 

painting, especially for other researchers, musicians, performers, art historians and societies 

to access and utilise for further interdisciplinary studies. Notably, I advocate art historians, 

music historians and musicologists to consider resurrecting enquiry and seeking publication 

for a new edition of the instrumental survey Het Klavecimbel in de Nederlandse Kunst tot 1800 

(The Harpsichord in Dutch Art before 1800) by van Dijck and Koopman (1987). This book 

                                                           
10 This idea came from a conversation with Associate Professor Damian Candusso, Lecturer in Screen and 
Sound at Charles Sturt University, 5th February 2019. 
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could be expanded to include new essays on the topic, and it could even be presented in 

the format of a major exhibition. This would aid in bringing this topic to the forefront of 

academic study, as well as raise awareness and garner appreciation in a wider community. 

The catalogue would require reappraisal in terms of artist attributions and unavailable 

image reproductions, which may now be traced more easily in this digital world. An online 

resource or image database would also be worthwhile to consider in this regard, perhaps 

inclusive of other instruments in Dutch art or even Western visual culture, which would 

allow scholars to come together, share, upload and download sources, such as images, 

papers, articles and reviews, thus increasing understanding and education on a global scale. 

 

In terms of studies on sound and quiet in Dutch art specifically, and in visual culture 

generally, there is still much work to be done. As a new and rich topic, the senses 

throughout paintings from the Netherlands have been researched here with regards to one 

select genre of images and one particular sense, which as a result leaves room for many 

more art works, of varying mediums and origins, to be approached in relation to their 

multisensory qualities. Sound, sight, touch, taste and smell all present themselves in a 

plethora of ways, as we have seen, but it was the artists’ genius mastery in capturing and 

communicating these human traits and perceptions directly to their viewers that allow us to 

feel them today, nearly four centuries later.  
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Diagrams of a Harpsichord & a Virginal 

 

The diagrams below show the various elements of a harpsichord and a virginal respectively, 
and the labels are used to describe their parts. I have utilised these technical terms 
throughout this thesis. Rather than include this terminology in the Glossary of Terms & 
Musical Instruments, I thought it more beneficial to the reader to demonstrate the visual 
illustration of a harpsichord and a virginal, as opposed to explain what each part does in 
the role of music making. Both images were retrieved from the Yale Collection of Musical 
Instruments website, via the following link: 
http://collection.yale.edu/instruments/keyboards/ 
 

 

 

Figure A: Andreas Ruckers the Elder 
Harpsichord 
1640, Antwerp 
181.3 x 72.7 x 24.1 cm 
Yale Collection of Musical Instruments, New Haven, Connecticut 
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Figure B: Adam Leversidge 
Virginal 
1666, London 
168.7 x 51.5 x 22.2 cm 
Yale Collection of Musical Instruments, New Haven, Connecticut 
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Maps 

I have included two maps below in order to show the Netherlands geographically, from the 

beginning of the seventeenth century (1603) to approximately one hundred years later 

(1702). The United Netherlands, or the northern Netherlands as it is also known, is the 

main location from where the artists and subsequent art works originate throughout the 

thesis discussion and appendices. The maps were retrieved online, via the following 

website: Maps ETC., https://etc.usf.edu/maps/index.htm The primary source is credited 

as follows: Gardiner, Samuel Rawson D.C.L., L.L.D. School Atlas of English History, 26 & 39. 

London, England: Longmans, Green, and Co., 1914. Map Credits: Courtesy of the private 

collection of Roy Winkelman. 

 

Figure C: The Netherlands at the Death of Elizabeth, 1603 

‘A map of the Netherlands at the time of the death of Queen Elizabeth in 1603, showing 

the southern portion retained under Spanish control despite the support of Elizabeth for 

sovereignty. The map is color-coded to show the northern United Netherlands and the 

southern Spanish Netherlands at the time. The map shows major cities, towns, and rivers 

of the region’.1 

                                                           
1 Maps ETC. “The Netherlands at the Death of Elizabeth, 1603.” University of South Florida, 
https://etc.usf.edu/maps/pages/300/367/367.htm 

https://etc.usf.edu/maps/index.htm
https://etc.usf.edu/maps/pages/300/367/367.htm
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Figure D: The Netherlands, 1702 

‘A map of the Netherlands in 1702 at the outbreak of the War of the Spanish Succession. 

The map is color–coded to show the northern United Netherlands and the southern 

Spanish Netherlands at the time. The map shows major cities and battle sites, towns, and 

rivers of the region’.2 

                                                           
2 Maps ETC. “Netherlands, 1702.” University of South Florida, 
https://etc.usf.edu/maps/pages/300/399/399.htm  

https://etc.usf.edu/maps/pages/300/399/399.htm
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Catalogue of Paintings 

 

Introduction to Catalogue 
This catalogue is designed and arranged in order to complement the body of the thesis. It is 
organised in accordance with the parameters I have established in the research, selection 
and analysis of the images discussed. The images were obtained from notable and reliable 
sources (as seen in the Bibliography), including where possible galleries, museums and 
other notable institutions, so as to achieve the highest quality reproductions, and also 
where indicated, to show extraordinary details within the paintings. The information 
provided in the captions has thus been based on the specifics provided by relevant galleries, 
museums, collections, catalogues, online databases and other print sources. The works are 
dated as accurately as possible, to wit most of the dates, time-frames or circa estimates were 
obtained from the above listed sources. The titles of the works are mostly descriptive as 
this was the customary practice throughout subsequent centuries of selling, buying, 
auctioneering and cataloguing paintings. 
 
The parameters I have utilised for the main chapters include the following considerations: I 
have only selected art works produced from circa 1650 to 1700. They also depict a woman 
as the primary focus of the painting – a solo instrumentalist in several cases. They include 
representations of keyboard instruments, such as clavichords, harpsichords and virginals. 
These easel paintings are made by male artists and portray domestic environments. The 
women are normally of a young, marriageable age and are almost always, from a modern 
perspective at least, very attractive.  
 
Supporting images utilised throughout the discussion have been included separately and 
where possible. I have grouped these secondary images under the first heading Supporting 
Illustrations and they are listed in the order by which they appear. The arrangement of the 
main catalogue is organised by the spectrum of sound, namely Polyphonic Pictures, Amplified 
Echoes and Dulcet Tones. This has been composed in the order by which the images appear in 
the discussion. I have arranged them in this way to underline the importance of sound to 
this project, as well as for ease of reading. The subsequent sections titled The Anomaly and 
Muttire: Keyboard Instrument Mottoes, Women & Dutch Painting have also been organised 
separately, using this method. Where certain images appear multiple times throughout the 
discussion, for instance within the supporting illustrations and the primary catalogue, I 
have reproduced them for the main catalogue only. Where images have been referred to in 
a footnote, I have also included these in the supporting illustrations section as applicable. 
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Supporting Illustrations 
 

 
 
Figure 1: Gonzales Coques 
Van Coudenberg Family (?) 
c. 1650/60 
Oil on canvas, 100 x 135 cm 
S. Bergmans Collection, Brussels 

 



271 

 
Figure 2: A Reproduction of a Ruckers Flemish Double Harpsichord 
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Figure 3: Formerly attributed to Zoffany 
Le Concert de Musique (The Music Concert) (detail) 
c. 18th century 
Drawing 
Unknown location 
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Figure 4: Dollhouse owned by Petronella de la Court 
1670–90 
Centraal Museum, Utrecht 
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Figure 5: Samuel van Hoogstraten 
A Peepshow with Views of the Interior of a Dutch House 
c. 1665–60 
Oil and egg on wood, 58 x 88 x 60.5 cm 
The National Gallery, London 
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Figure 6: Samuel van Hoogstraten 
View Down a Corridor 
1662 
Oil on canvas, 260 x 140 cm 
National Trust, Dyrham Park 
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Figure 7: Gabriel Metsu 
Woman Reading a Letter 
1664–6 
Oil on wood panel, 52.5 x 40.2 cm 
National Gallery of Ireland, Dublin 
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Figure 8: Gerrit Dou 
Woman at the Clavichord 
Painting, 38 x 30.5 cm 
Unknown location, previously in the collection of the Emperor Wilhelm II, Germany 
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Figure 9: Jan Miense Molenaer 
Woman at the Virginal 
1630-40 
Oil on panel, 38.5 x 29.5 cm 
Rijksmuseum, Amsterdam 
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Figure 10: Jan Miense Molenaer 
Allegory of Vanity 
1633 
Oil on canvas, 102 x 127 cm 
Toledo Museum of Art, Ohio 

 

 
 
Figure 11: Jan Miense Molenaer 
Allegory of Vanity (detail) 
1633  
Oil on canvas 
Toledo Museum of Art, Ohio 
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Figure 12: Judith Leyster 
Boy Playing a Flute 
1630-5 
Oil on canvas, 73 x 62 cm 
Nationalmuseum, Stockholm 
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Figure 13: Jan Miense Molenaer 
Self-Portrait with Family Members 
c. 1630s 
Oil on canvas, 64 x 81 cm 
Frans Hals Museum, Haarlem 
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Figure 14: Dirck Hals 
Company Making Music in an Interior 
1633 
Oil on panel, 51.5 x 83 cm 
Frans Hals Museum, Haarlem, loan from the Netherlands Institute for Cultural Heritage 
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Figure 15: Dirck Hals 
Concert 
c. 17th century 
Oil on canvas, 105.2 x 88 cm 
Schlossmuseum, Schloss Friedenstein, Gotha 
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Figure 16: Pieter van Roestraten 
Still Life with Musical Instruments 
c. 17th century 
Oil on canvas, 118.5 x 108.5 cm 
Haags Gemeentemuseum, The Hague 
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Figure 17: Jan Barentsz Muyckens 
Couple at the Clavichord 
1648 
Oil on panel, 84 x 112.5 cm 
Haags Gemeentemuseum, The Hague 
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Figure 18: Gerrit Donck 
Marriage Portrait of a Husband and Wife of the Lossy de Wariné Family 
c. 1640 
Oil on panel, 47.7 x 62.9 cm 
Private collection (?) 
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Figure 19: Jan Verkolje 
A Musical Interlude (An Elegant Couple with Musical Instruments in an Interior) 
c. 17th century 
Private collection 
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Figure 20: Gabriel Metsu 
The Cello Player 
c. 1658 
Oil on canvas, 63 x 48.2 cm 
Royal Collection Trust, London 
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Figure 21: Peter Paul Rubens  
Saint Cecilia 
c. 1639–40 
Oil on panel, 177 x 139 cm 
Staatliche Museen, Berlin 
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Figure 22: Abraham van Diepenbeeck 
Saint Cecilia 
Oil on canvas, 121.6 x 103.5 cm 
The Metropolitan Museum of Art, New York 
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Figure 23: Gerrit van Honthorst 
Saint Cecilia Playing the Organ 
1620 
Oil on canvas, 89.5 x 116 cm 
Museum Schloss Wilhelmshöhe, Kassel 
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Figure 24: Gerrit van Honthorst 
Musical Scene 
Painting, 48.5 x 106 cm 
Staatliche Kunstsammlungen, Bundesrepublik Deutschland, Kassel 
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Figure 25: Gesina ter Borch 
De Heilige Cecilia met twee engelen 
In or after c. 1660 – in or before c. 1661 
Chalk on paper, 36.8 x 24.2 cm 
Rijksmuseum, Amsterdam 
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Figure 26: Gesina ter Borch 
Self-Portrait 
1661 
Watercolour and ink on paper, 24.3 x 36 cm 
Rijksmuseum, Amsterdam 
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Figure 27: Judith Leyster 
Self-Portrait 
c. 1630 
Oil on canvas, 74.6 x 65.1 cm 
National Gallery of Art, Washington 
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Figure 28: Jacob Ochtervelt 
Street Musicians at the Door 
1665 
Oil on canvas, 68.6 x 57.2 cm 
The Saint Louis Art Museum, Saint Louis 
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Figure 29: Hendrik Sorgh 
The Family of Jacob Bierens 
1663 
Oil on panel, 52 x 71 cm 
Rijksdienst Beeldende Kunst, The Hague 
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Figure 30: Gabriel Metsu 
The Visit to the Nursery 
1661 
Oil on canvas, 77.5 x 81.3 cm 
The Metropolitan Museum of Art, New York 
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Figure 31: Nicolaes Maes 
The Eavesdropper (The Listener) 
1657 
Oil on canvas, 92.5 x 122 cm 
Dordrechts Museum, Dordrecht 
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Figure 32: Job Berckheyde 
The Baker  
c. 1681 
Oil on canvas, 63.3 x 53 cm 
Worcester Art Museum, Massachusetts 
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Figure 33: Gerrit Dou  
Girl at a Window  
1657 
Oil on panel, 37.5 x 29.1 cm 
The National Trust, Waddesdon Manor  
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Figure 34: Gerrit Dou  
Violinist in the Studio  
1653 
Oil on panel, 32 x 19.5 cm 
Collections of the Prince of Liechtenstein, Vaduz Castle 
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Figure 35: Gerrit Dou  
The Trumpeter  
c. 1660 
Oil on panel, 38 x 29 cm 
Musée du Louvre, Paris 
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Figure 36: Johannes Vermeer 
A Maid Asleep 
c. 1656–7 
Oil on canvas, 87.6 x 76.5 cm 
The Metropolitan Museum of Art, New York 
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Figure 37: Jacob Ochtervelt 
The Music Lesson 
1670 
Oil on canvas, 97.1 x 78.2 cm 
Birmingham Museums and Art Gallery, Birmingham  
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Figure 38: Dirck van Baburen 
Procuress 
c. 1622 
Oil on canvas, 101.6 x 107.6 cm 
Museum of Fine Arts, Boston 
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Figure 39: Emanuel de Witte 
Interior with a Woman at a Clavichord 
c. 1665–7 
Oil on canvas, 97.8 x 110.2 cm 
Museum of Fine Arts, Montreal 
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Figure 40: Pieter de Hooch 
Young Woman in an Interior, Receiving a Letter 
c. 1670 
Oil on canvas, 57 x 53 cm 
Kunsthalle, Hamburg 
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Figure 41: Pieter de Hooch 
Company Making Music in an Interior 
1684 
Oil painting, 62.8 x 53.3 cm 
Unknown location 
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Figure 42: Gerard ter Borch 
A Music Making Couple 
c. 1674 
Oil on canvas, 46 x 37 cm 
Stedelijk Museum, Zwolle 
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Figure 43: Gabriel Metsu 
Virginal Player 
c. 1661 
Oil on wood, 32 x 24 cm 
Musée du Louvre, Paris 
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Catalogue 
 
Polyphonic Pictures 
 

 
 
Figure 44: Jan Steen 
Musical Company (The Young Suitor) 
c. 1661–4 
Oil on canvas 
The Samuel Collection, Guildhall Art Gallery, London 



313 

 
 
Figure 45: Jan Steen 
The Doctor’s Visit 
c. 1660–5 
Oil on panel, 46 x 36.8 cm 
Philadelphia Museum of Art, Philadelphia 
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Figure 46: Johannes Vermeer 
The Concert 
1665–6 
Oil on canvas, 69 x 63 cm 
Isabella Stewart Gardner Museum, Boston 
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Figure 47: Emanuel de Witte 
Interior with a Woman at the Virginals 
c. 1665 
Oil on canvas, 77.5 x 104.5 cm 
Museum Boijmans Van Beuningen, Rotterdam 
 

 
Figure 48: Emanuel de Witte 
Interior with a Woman at the Virginals (detail) 
c. 1665 
Oil on canvas 
Museum Boijmans Van Beuningen, Rotterdam 
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Figure 49: Jan Steen 
The Harpsichord Lesson 
c. 1660 
Oil on wood, 36.5 x 48.5 cm 
Wallace Collection, London 
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Figure 50: Jan Steen 
A Young Woman Playing a Harpsichord 
c. 1659 
Oil on oak, 42.3 x 33 cm 
The National Gallery, London 
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Figures 51 & 52: Jan Steen 
A Young Woman Playing a Harpsichord (details) 
c. 1659 
Oil on oak 
The National Gallery, London 
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Figure 53: Jan Steen 
Fantasy Interior with Jan Steen and the Family of Gerrit Schouten 
c. 1659–60 
Oil on canvas, 84.77 x 101.12 cm 
The Nelson-Atkins Museum of Art, Kansas City, Missouri 
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Figure 54: Frans van Mieris 
Duet 
1658 
Oil on wood, 31.7 x 24.7 cm 
Staatliches Museum, Schwerin 
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Figure 55: Jacob Ochtervelt 
Two Women and a Man Making Music 
c. 1675–80 
Oil on canvas, 84.5 x 75 cm 
The National Gallery, London 
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Figure 56: Pieter de Hooch 
Young Couple Playing Music in an Interior with Two Dogs (Music Making Couple) 
1680–4 
Oil painting, 53.3 x 62.2 cm 
Unknown location 
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Amplified Echoes 
 

 
 
Figure 57: Gabriel Metsu 
Lady at a Virginal 
c. 1665 
Oil on canvas, 82.5 x 85 cm 
Museum Boijmans Van Beuningen, Rotterdam 
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Figure 58: Gerrit Dou 
Young Lady Playing the Virginal 
c. 1665 
Oil on panel, 39 x 32 cm 
Private collection, USA 
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Figure 59: Cornelis de Man (manner of) 
Pair Making Music 
1650–1710 
Oil on canvas, 82.5 x 66 cm 
Rijksmuseum, Amsterdam 
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Figure 60: Pieter de Hooch 
Elegant Company with a Woman at the Virginal (Officers and Ladies in an Interior) 
Darlington, United Kingdom 
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Figure 61: Johannes Vermeer 
A Lady at the Virginals with a Gentleman (The Music Lesson) 
1662–5 
Oil on canvas, 73.3 x 64.5 cm 
Buckingham Palace, London 
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Figure 62: Gerard ter Borch 
The Concert 
c. 1675 
Oil on oak, 56 x 44 cm 
Staatliche Museen, Berlin 
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Dulcet Tones 
 

 
 
Figure 63: Gerrit Dou 
A Woman Playing a Clavichord 
c. 1665 
Oil on oak panel, 37.7 x 29.9 cm 
Dulwich Picture Gallery, London 
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Figure 64: Ludolf de Jongh 
Young Woman at the Virginals 
1651 
Oil on linen, 136 x 105 cm 
Museum Rotterdam, The Netherlands 
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Figure 65: Johannes Vermeer 
Lady Seated at a Virginal 
c. 1673 
Oil on canvas, 51.5 x 45.5cm 
The National Gallery, London 
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Figure 66: Johannes Vermeer 
Lady Standing at a Virginal 
c. 1670 
Oil on canvas, 51.7 x 45.2 cm 
The National Gallery, London 
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Figure 67: Johannes Vermeer 
Young Woman Seated at the Virginals 
c. 1670 
Oil on canvas, 25 x 20 cm 
Private collection 
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Figure 68: Gabriel Metsu 
A Woman Playing a Virginal 
c. 1662 
Oil painting, 48.3 x 45.5 cm 
Musée des Beaux-Arts, Paris 
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Figure 69: Gabriel Metsu 
Interior with a Lady Seated at a Keyboard 
c. 1655 
Oil on canvas 
Kenwood House, London 
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Figure 70: Gabriel Metsu 
Man and Woman Sitting at the Virginal 
1658–60 
Oil on oak, 38 x 32 cm 
The National Gallery, London 
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Figure 71: Cornelis de Vos 
Girl at a Virginal 
c. 1624–5 
Oil on panel, 81 x 65.5 cm 
Private collection 
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Figure 72: Gonzales Coques 
The Young Scholar and his Wife (formerly The Young Scholar and his Sister) 
1640 
Oil painting, 41 x 59.5 cm 
Staatliche Kunstsammlungen, Kassel 
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Figure 73: Caspar Netscher 
Musical Company (Woman Playing a Virginal and a Singer) 
1666 
Oil on canvas, 59.5 x 46 cm 
Staatliche Kunstsammlungen, Dresden 

 
 
 
 
 
 
 
 
 
 
 
 



340 

The Anomaly 
 

 

Figure 74: Pieter Codde 
Lady Seated at Virginals 
c. 1630–5 
Oil on oak panel, 43 x 32 cm 
Private collection 
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Figure 75: Pieter Codde 
A Woman Seated at a Virginal with a Letter 
Private collection, Boston 
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Figure 76: Pieter Codde 
Young Scholar in His Study: Melancholy 
c. 1630 
Oil on panel, 46 x 34 cm 
Musée des Beaux-Arts, Lille 
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Figure 77: Pieter Codde (possibly after A. Bosse) 
Untitled musical company 
Formerly collection Houthakker, Amsterdam [1928] 
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Figure 78: Pieter Codde 
Family Portrait 
Private collection, sold by Sotheby’s [2015] 
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Figure 79: Pieter Codde 
Woman at the Virginals 
Unknown location, formerly collection Douwes, Amsterdam [1930] 
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Figure 80: Pieter Codde 
Woman with a Letter Sitting by a Table 
Rau Foundation, Geneva 
 
 
 
 



347 

 
 
Figure 81: Pieter Codde 
Untitled musical company 
Painting, 36 x 53 cm 
Unknown location, sale Paris [1935] 
 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



348 

Muttire: Keyboard Instrument Mottoes, Women & Dutch Painting 
 

 
 

Figure 82: Johannes Vermeer 
Woman Reading a Letter 
c. 1663 
Oil on canvas, 46.5 x 39 cm 
Rijksmuseum, Amsterdam 
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Figure 83: Gerrit Dou 
Old Woman Reading 
c. 1631–2 
Oil on panel, 71.2 x 55.2 cm 
Rijksmuseum, Amsterdam 
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Figure 84: Roemer Visscher 
Frontispiece from Sinnepoppen 
1614 
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Figure 85: Roemer Visscher & Anna Visscher 
Plate 167 from Sinnepoppen 
1669 Edition 
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Figure 86: Geffrey Whitney 
Plate 226 Soli Deo Gloria from A Choice of Emblemes and other Devises 
1586 
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Figure 87: Eglon Hendrik van der Neer 
Lute Player Seated at a Virginal 
1669 
Oil on panel, 38.5 x 47.8 cm 
Museum Boijmans Van Beuningen, Rotterdam 
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Figure 88: Pieter Corneliszoon Hooft 
Unknown artist 
Plates 32–3 Van Minne from Emblemata Amatoria 
First published 1611, this second edition 1618 
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Figure 89: Abraham van Diepenbeeck 
Angel with Harpsichord from Afbeeldinghe van d’eerste eeuwe der societeyt IESU 
1640 
Engraving, 10.5 x 13.5 cm 
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Figure 90: Otto van Veen 
Amorum Emblemata 
1608 
Engraving 
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Figure 91: Jacob Cats 
Quid Non Sentit Amor from Sinne- en minnebeelden 
1627 
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Figure 92: Godaert Kamper 
Woman by a Virginal 
c. 1640 (?) 
Rafael Valls Gallery, London 
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Figure 93: Gabriel Rollenhagen 
Subscriptio for Embleme 86 from Nucleus emblematum selectissimorum 
1611 
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Figure 94: Gabriel Rollenhagen 
Embleme 86 SIC TRANSIT GLORIA MUNDI from Nucleus emblematum selectissimorum 
1611 
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Figure 95: Jan Verkolje 
Portrait of a Youth with a Viola da Gamba 
c. 1672 
Oil on canvas, 51.5 x 41 cm 
Private collection, Family Tarnowski, Dukla (Poland) 
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Biographies 

 

It would be regrettable, if in centuries to come future generations did not 
praise the work of great artists. The names of our illustrious artists, 
their lives and works, will undoubtedly remain well known; but they 
will become better fixed in the mind by careful descriptions. Biographies 
can help to prevent time from putting artists into the grave of oblivion – 
Karel van Mander, Het Schilderboeck, 1604.1  

 

The following biographies are listed in alphabetical order by last name. The artists and 

authors included herein are individuals whose pictures and texts appear throughout 

Chapters Four and Five of this thesis. The short paragraphs contain details on each artist’s 

formative years, training, working process and style, any major influences and unique facts 

about their œuvre, as well as information about their life generally. 

 

Gerard ter Borch 

Born Zwolle 1617 – Died Deventer 1681 

Gerard ter Borch was the son of Gerard ter Borch the Elder, and he came from a creative 

family background, which included his sister Gesina.7 He travelled extensively throughout 

Europe, and almost certainly due to this movement he encountered art works by some of 

the most important artists of the Baroque period, including ‘Rembrandt, Hals, Velazquez, 

Bernini’, to name but a few.8 He is known for his genre pieces and portraits and especially 

for his execution of materials such as satin and silk in all their nuances of light, shade, folds 

and heaviness ultimately alluding to their tactility and illusion.9 After 1654, ter Borch 

relocated to Deventer, which was not a prominent hub of artistic activity – this was 

perhaps a contributing factor in the development of his overall style and technique that was 

utterly individual.10 

 

Jacob Cats  

Born Brouwershaven 1577 – Died The Hague 1660 

Labelled the ‘most popular Dutch author of the era’, Jacob Cats was a renowned poet of 

the seventeenth century.14 He was born in Brouwershaven, although his mother died when 

he was reasonably young. Cats was adopted by his uncle, who enrolled him at the University 

of Leiden, where he studied Law. After that, he travelled to Orleans and Paris before 

                                                           
1 Mander, Dutch and Flemish Painters, p. LXVII. 
7 Hawley, “Artist Biographies”, p. 270. 
8 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 413. 
9 ibid, pp. 413-4. 
10 Hawley, “Artist Biographies”, p. 270. 
14 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 74. 
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coming back to The Hague, where he took a post as a lawyer.15 One of his most famous 

publications was Houwelyck (Marriage, 1625), which was a ‘comprehensive treatise on 

marriage and family life’.16 But it differentiates itself from other domestic moralising 

literature of the time by being targeted towards women, as well as being arranged by the 

consecutive phases of a woman’s lifetime, i.e., the six segments are: ‘Maiden, Sweetheart, 

Bride, Housewife, Mother and Widow’.17 Cats continued to write until the end of his life in 

1660, penning an autobiography titled ‘Twee-entaghtigjarig Leven’ (A Life of Eighty-two Years).18 

 

Pieter Codde 

Born Amsterdam 1599 – Died Amsterdam 1678 

Pieter Codde was born in the year 1599 in Amsterdam, the same city of his death in 1678. 

He married in 1623, and it is known that at this time he was registered as an artist.28 He 

depicted genre scenes, military and guardroom scenes, historical works and portraits.29 His 

most famous work is that of the incomplete Frans Hals group portrait of the Amsterdam 

civic guards, Meagre Company, started during 1633 (Rijksmuseum, Amsterdam). It is said that 

scholars still debate which part of the painting originates from Codde and which was 

executed by Hals, because ‘Codde succeeded so well in capturing Hals’s spirit and the touch 

of his brush’.30 Interestingly, Codde also composed poems.31  

 

Gonzales Coques 

Born Antwerp c. 1614/8 – Died Antwerp 1684 

Gonzales Coques was a Flemish painter born around 1614 or 1618. He painted portraits as 

well as small-scale ‘conversation pieces’.37 Coques trained with Pieter Brueghel the Younger, 

and he was influenced by the work of Anthony van Dyck.38 He was commissioned by 

several important figures and factions throughout Europe, including Charles I of England, 

the House of Orange, as well as the Count of Monterey and Fuentes, Governor General of 

the Netherlands.39 

 

 

                                                           
15 Warner, C. D. “Jacob Cats (1577–1660).”  https://www.bartleby.com/library/prose/1224.html 
16 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 5. 
17 Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art, p. 6. 
18 Warner, C. D. “Jacob Cats (1577–1660).”  https://www.bartleby.com/library/prose/1224.html 
28 The National Gallery. “Pieter Codde.”  https://www.nationalgallery.org.uk/artists/pieter-codde 
29 Oxford Index. “Pieter Codde.” The Oxford Dictionary of Art and Artists, 
https://oxfordindex.oup.com/view/10.1093/oi/authority.20110803095621316 
30 ibid. 
31 ibid. 
37 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 88. 
38 Royal Collection Trust. “The Family of Jan-Baptista Anthoine.”  
https://www.rct.uk/collection/405339/the-family-of-jan-baptista-anthoine 
39 The National Gallery. “Gonzales Coques.”  https://www.nationalgallery.org.uk/artists/gonzales-coques 

https://www.bartleby.com/library/prose/1224.html
https://www.bartleby.com/library/prose/1224.html
https://www.nationalgallery.org.uk/artists/pieter-codde
https://oxfordindex.oup.com/view/10.1093/oi/authority.20110803095621316
https://www.rct.uk/collection/405339/the-family-of-jan-baptista-anthoine
https://www.nationalgallery.org.uk/artists/gonzales-coques
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Abraham van Diepenbeeck 

Born ‘s-Hertogenbosch 1596 – Died Antwerp 1675 

Abraham van Diepenbeeck was born during 1956 in Flanders. His father was a glass 

painter, and so Abraham van Diepenbeeck was also trained in this technique.40 He even 

joined the Antwerp guild for glass painters in 1622 or 1623.41 Van Diepenbeeck was heavily 

influenced by Peter Paul Rubens, having worked in his studio throughout the latter 1620s.42 

Although he was a draftsman as well, van Diepenbeeck was first and foremost a history 

painter.43 He made designs for prints, tapestries and book illustrations.44 

 

Gerrit Dou 

Born Leiden 1613 – Died Leiden 1675 

Gerrit Dou was born in 1613; his father Douwe Jansz. was a painter of glass, and Dou 

himself learnt this skill around the 1620s.45 Notably, he was the first student of Rembrandt, 

which took place on February 14, 1628.46 This teaching continued for three years, and 

Rembrandt’s influence on Dou is clearly distinguishable in his meticulous planning, as well 

as his utilisation of the effects of light and dark.47 Dou is widely known for his smaller 

pieces encased in custom-made and ornamented casings, the repeated use of the curtain and 

window frame as illusionistic devices, and the detail with which he rendered scenes 

including still life.48 Importantly, he was not only earning one of the greatest incomes for a 

seventeenth-century artist,49 but he was one of the first fellows of the Leiden painters’ guild, 

and many admirers sought to replicate his fine painting technique, known as ‘fijnschilders’.50 

Interestingly, his paintings featuring women at keyboard instruments are said to have been 

the inspiration for Johannes Vermeer’s works involving the same subject.51 

 

Pieter de Hooch 

Born Rotterdam 1629 – Died Amsterdam 1684 

Pieter de Hooch is renowned for his detailed and exquisitely rendered domestic interiors, as 

well as receding courtyard scenes and their pervading light effects. He shared the same 

                                                           
40 National Museum. “Abraham Van Diepenbeeck.”  http://emp-web-
84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260 
41 ibid. 
42 Fondation Custodia. “Abraham Van Diepenbeeck.”  https://www.fondationcustodia.fr/17-Abraham-van-
Diepenbeeck 
43 ibid. 
44 National Museum. “Abraham Van Diepenbeeck.”  http://emp-web-
84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260 
45 Hawley, “Artist Biographies”, p. 271. 
46 ibid. 
47 Britannica Academic. “Gerrit Dou.”  
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gerrit-Dou/31014  
48 ibid. 
49 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 117. 
50 Hawley, “Artist Biographies”, p. 271. 
51 Murray & Murray, The Penguin Dictionary of Art and Artists, pp. 117-8. 

http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
https://www.fondationcustodia.fr/17-Abraham-van-Diepenbeeck
https://www.fondationcustodia.fr/17-Abraham-van-Diepenbeeck
http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gerrit-Dou/31014
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teacher as fellow Rotterdam artist Jacob Ochtervelt: his name was Nicolaes Berchem.60 The 

artist was accepted into the painters’ guild in Delft during 1655.61 In 1660,62 de Hooch 

relocated to Amsterdam, where he seemed to gain some success.63 It is speculated that de 

Hooch and Johannes Vermeer were known to one another, and consequently they were 

familiar with each other’s work.64 De Hooch persisted in representations of domestic 

scenes throughout his career, although the paintings intensified in sophistication and 

depiction of wealth. He also began to work on a greater scale using bigger supports, but 

towards the end of his life his compositions suffered in quality.65 Where de Hooch died is 

debated – his place of death has frequently been listed as the Dolhuis or asylum, but this has 

been contested in recent scholarship, which states that it was instead de Hooch’s son who 

was admitted.66 

 

Pieter Corneliszoon Hooft 

Born Amsterdam 1581 – Died The Hague 1647 

Pieter Corneliszoon Hooft was born in the Netherlands during 1581 to a prominent family; 

his father was burgomaster in Amsterdam.67 He was both well-travelled and highly 

educated, having studied literature and law at the University of Leiden.68 Hooft was a writer 

of poetry, tragedy, drama, history and lyrical work; he is considered the ‘father of Dutch 

poetry’.69 He regularly gathered a circle of important contemporaries in his home for 

discussions around topics like education, art, literature and politics. These figures included 

Constantin Huygens, and the distinguished Visscher sisters Anna and Maria Tesselschade.70 

 

Ludolf de Jongh 

Born Rotterdam 1616 – Died Hillegersberg 1679 

                                                           
60 Oxford Art Online. “Pieter De Hooch.”  
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001
/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1  
61 Hawley, “Artist Biographies”, p. 273. 
62 One source states that de Hooch was in Amsterdam in April 1661, but that he could have been there 
eleven months prior. Oxford Art Online. “Pieter De Hooch.”  
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001
/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1  
63 Hawley, “Artist Biographies”, p. 273. 
64 Oxford Art Online. “Pieter De Hooch.”  
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001
/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1  
65 ibid. 
66 Hawley, “Artist Biographies”, p. 273. 
67 Edmundson, “Pieter Corneliszoon Hooft”, p. 77. 
68 Warner, C. D. “Pieter Corneliszoon Hooft (1581–1647).”  
https://www.bartleby.com/library/prose/2697.html 
69 ibid. 
70 ibid. 

http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
https://www.bartleby.com/library/prose/2697.html
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Ludolf de Jongh was born in 1616 in Rotterdam. He was an artist of great diversity, having 

executed ‘portraits, genre paintings, landscapes, and historical subjects’.71 He was a pupil of 

the portrait painter Cornelis Saftleven and an artist in Utrecht who painted in the style of 

Caravaggio, therefore this Italian quality also comes through in his work.72 De Jongh was 

greatly influenced by Pieter de Hooch (1629–84), even though the former was the older 

artist.73 His work shows marked similarities to that of de Hooch, including depicting 

‘simple, everyday actions in the geometrically defined setting of a courtyard, garden or 

room, within which each figure and object is illuminated by precise lighting’.74 

 

Godaert Kamper 

Born Düsseldorf 1613 – Died Leiden 1679 

Godaert Kamper was a German artist born in the year 1613. By 1633, he was already 

working in Leiden. Kamper was married in 1644, and he was a registered member of the 

Guild of Saint Luke from 1648 until 1658.75 A year later, Kamper was in Amsterdam where 

he re-married the widow of fellow artist Balthasar van der Veen.76 He died in 1679 in 

Leiden, where he had relocated five years prior.77 

 

Cornelis de Man 

Born Delft 1621 – Died Delft 1706 

Cornelis de Man was born in Delft in 1621. He was the son of a respected goldsmith 

named Willem Cornelisz de Man, who was also dean of the Guild of Saint Eligius.78 Bakker 

suggests that he would have studied drawing under his father, but his formal training in 

painting is currently unknown.79 In 1642, he was a recorded member of the Guild of Saint 

Luke in Delft, where he served as dean thirteen times; in 1672, it was a role divided between 

him and Johannes Vermeer.80 After this, de Man travelled extensively throughout Paris, 

Florence, Rome and Venice.81 His subjects were quite diverse ranging from depictions of 

families in domestic settings, to landscapes, church interiors and etched portraits.82  

 

                                                           
71 The J. Paul Getty Museum. “Ludolf De Jongh.”  http://www.getty.edu/art/collection/artists/830/ludolf-
de-jongh-dutch-1616-1679 
72 ibid. 
73 George Lucy and Lionel de Rothschild bought de Jongh’s A Lady Receiving a Letter in the nineteenth 
century, mistakenly believing it was a picture by de Hooch. The National Trust. “A Lady Receiving a Letter.”  
http://www.nationaltrustcollections.org.uk/object/1535116 
74 ibid. 
75 RKD Netherlands Institute for Art History. “Godaert Kamper.”  https://rkd.nl/en/explore/artists/43390 
76 ibid. 
77 ibid. 
78 Bakker, Piet. “Cornelis De Man.” The Leiden Collection Catalogue, 
https://www.theleidencollection.com/artists/cornelis-de-man/ 
79 ibid. 
80 ibid. 
81 The J. Paul Getty Museum. “Cornelis De Man.”  
http://www.getty.edu/art/collection/artists/336/cornelis-de-man-dutch-1621-1706/ 
82 ibid. 
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https://www.theleidencollection.com/artists/cornelis-de-man/
http://www.getty.edu/art/collection/artists/336/cornelis-de-man-dutch-1621-1706/
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Gabriel Metsu 

Born Leiden 1629 – Died Amsterdam 1667 

Gabriel Metsu was possibly working for the artist Claes Pietersz. de Grebber at only fifteen 

years of age. Importantly, he was one of the first members of the Guild of Saint Luke, 

Leiden, around four years later in 1648.86 He was inspired by the work of his contemporary 

Gerrit Dou, and he is believed to have shared the same teacher with Jan Steen: Utrecht 

artist Nicolaus Knüpfer.87 Metsu later relocated to Amsterdam, where he focused on the 

dramatic effects of light and shade, as well as interiors with women.88 It has been suggested 

that he painted his wife numerous times, as she served as the model for his pictures.89 

According to John Hawley, Metsu’s works were greatly valued throughout the eighteenth 

and nineteenth centuries, particularly in Europe; for example, Metsu’s paintings sold at 

auction often eclipsed figures generated by those of Rembrandt’s works.90 

 

Frans van Mieris 

Born Leiden 1635 – Died Leiden 1681 

Frans van Mieris was born during 1635 in Leiden. He was the son of a goldsmith and 

diamond-cutter named Jan Bastiaens van Mieris.91 Frans van Mieris was trained by fijnschilder 

(fine painter) Gerrit Dou, who dubbed his student ‘the prince of his pupils’.92 The artist 

gained important commissions from patrons such as Archduke Leopold I, the Holy Roman 

Emperor (1640–1705) and the Grand Duke of Tuscany, Cosimo III de’ Medici (1642–

1723).93 Van Mieris is principally renowned for his genre scenes, portraits and allegorical 

works.94 Unfortunately, van Mieris was hopeless at managing money, and he suffered the 

effects of drunkenness, which meant that he died in debt throughout 1681.95 

 

Eglon Hendrik van der Neer 

Born Amsterdam c. 1634/5 – Died Düsseldorf 1703 

Eglon Hendrik van der Neer was born in Amsterdam to the renowned landscape painter 

Aert van der Neer.96 He was also taught by the genre and portrait artist Jacob van Loo 

                                                           
86 Britannica Academic. “Gabriel Metsu.”  
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gabriel-Metsu/52365  
87 Hawley, “Artist Biographies”, p. 274. Murray and Murray also suggest Gerrit Dou was his teacher. Murray 
& Murray, The Penguin Dictionary of Art and Artists, pp. 117-8. 
88 Britannica Academic. “Gabriel Metsu.”  
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gabriel-Metsu/52365  
89 ibid. 
90 Hawley, “Artist Biographies”, p. 274. 
91 Bakker, Piet. “Frans Van Mieris.” The Leiden Collection Catalogue, 
https://www.theleidencollection.com/artists/frans-van-mieris/ 
92 National Gallery of Art. “Frans Van Mieris.”  https://www.nga.gov/collection/artist-info.5998.html 
93 Uffizi Gallery. “Frans Van Mieris the Elder.”  https://www.virtualuffizi.com/frans-van-mieris-the-
elder.html 
94 ibid. 
95 National Gallery of Art. “Frans Van Mieris.”  https://www.nga.gov/collection/artist-info.5998.html 
96 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 293. 
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(1614–70).97 Van der Neer was a unique artist in that he integrated ‘symbolic meaning into 

his genre paintings and was known for modern scenes with a sophisticated veneer, 

including stylish “French” costume and architecture’.98 He was on good acquaintance with 

fellow genre artist Frans van Mieris, as well as still life painter Willem van Aelst.99 In 1680, 

he moved to Brussels, re-married and changed his religion to Catholicism.100 Seven years 

later, van der Neer reportedly worked as court painter to King Charles II of Spain, which 

meant he earned a yearly income.101 

 

Caspar Netscher 

Born Heidelberg 1639 – Died The Hague 1684 

Caspar Netscher was born during 1639 in Heidelberg. He was the son of a sculptor named 

Johan Netscher.102 While still young, Netscher travelled to Amsterdam to study with 

Hendrik Coster, an artist who specialised in portraits and still life pictures.103 In circa 1654 

or 1655, the artist relocated to Deventer to learn from Gerard ter Borch the Younger 

(1617–81).104 In 1659, he went to France with the intention of studying the Italian masters, 

but instead he married.105 He painted genre scenes and portraits, as well as historical, 

mythological and religious pictures.106 Netscher was quite prolific during his lifetime, with 

two hundred works confirmed as executed by his hand and another four hundred that 

appear throughout various sources but their whereabouts are unknown.107 

 

Jacob Ochtervelt 

Born Rotterdam 1634 – Died Amsterdam 1682 

Jacob Ochtervelt was taught by Italiante artist and fellow Dutchman Nicolaes Berchman.108 

Around the 1650s, Ochtervelt started working on paintings of gardens involving 

architectural structures and classically inspired figures, demonstrating the influence of the 
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Utrecht Caravaggisti.109 From 1660, the artist solely focused on interiors, featuring highly 

refined features.110 It is said that during this era, Ochtervelt was one of the foremost 

painters in the city; he was especially renowned for his representation of textures like ‘silk 

and satin’.111  

 

Rembrandt van Rijn 

Born Leiden 1606 – Died Amsterdam 1669 

Rembrandt van Rijn is one of the most renowned artists in Western art history. During his 

formative years Rembrandt spent time learning from an artist by the name of Jacob Isaacsz 

van Swanenburgh (1571–1638), but then more significantly, he studied under Pieter 

Lastman (1583–1633) for six months from 1624 to 1625.117 This professional relationship 

was to be extremely influential for Rembrandt, as Lastman introduced him to the styles of 

Caravaggio and Adam Elsheimer (1578–1610).118 Although still quite young, Rembrandt 

earned a formidable status as an artist of both history paintings and portraits.119 At only 

twenty-two years old, Rembrandt decided to teach painting: his students included Gerrit 

Dou and Isaac Jouderville (1612–45/8).120 Throughout 1631, Rembrandt relocated to 

Amsterdam, which was a bustling port city and therefore bursting with potential.121 It was in 

the year 1634 that Rembrandt married Saskia, who was the subjects of many of his art 

works.122 He and Saskia had one son, named Titus, although Rembrandt was to outlive 

him.123 Rembrandt declared himself bankrupt in 1656, and he died in 1669.124 

 

Gabriel Rollenhagen 

Born Magdeburg 1583 – Died Magdeburg 1619 

Gabriel Rollenhagen was born in the city of Magdeburg, Germany, in 1583. He was both a 

playwright and author of emblem books.125 Rollenhagen was a practitioner of law, and he 
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was employed by the church in Magdeburg.126 His most notable emblem book was titled 

Nucleus emblematum selectissimorum, which was published in two volumes from 1610–3.127 

 

Jan Havicksz. Steen 

Born Leiden 1626 – Died Leiden 1679 

Jan Steen is widely known for his paintings combining both moral and humorous 

undertones, often incorporating himself as one of the chief protagonists. Although he only 

studied at Leiden University for one year from 1646, he later became a member of the 

painters’ guild in Leiden during 1648.133 Another year later Steen married Grietje, the 

daughter of landscape artist Jan van Goyen, who some academics believe was Steen’s 

teacher.134 Steen resided in various cities throughout his life; for example, in 1661 he joined 

the Haarlem painters’ guild but eventually returned to Leiden and the Leiden guild.135 

Unfortunately, he was plagued by debt and money trouble for most of his life.136 In terms 

of the artist’s style, he continuously evolved and changed technique, genre and subject 

during his entire working career, largely inspired by his contemporaries including Pieter de 

Hooch and Gabriel Metsu.137 This prompted a particular emphasis on the relationship 

between characters and the interiors in which they were represented. Interestingly, Steen 

made repeated use of inscriptions within his paintings, such as the most famous proverb 

“As the old sing, so pipe the young”.138 

 

Otto van Veen 

Born Leiden 1556 – Died Brussels 1629 

Although Otto van Veen was born in Leiden, he spent most of this life in Flanders, 

particularly throughout Antwerp and Brussels.147 He taught the promising young artist Peter 

Paul Rubens, with whom he worked on collaborative pieces of art.148 Due to the political 

upheavals and struggles of the time, notably the conflict with Spain, Otto van Veen was 

appointed to paint twelve pictures illustrating the Batavian rebellion against the Romans 
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during AD 69 and 70.149 This conflict was likened to The Netherlands’ own turbulent state 

of war, and therefore it was an important subject for the States General.150 His emblem 

book titled Amorum Enblemata (1608) is considered a significant source of seventeenth-

century literature, used as a source of inspiration by artists all over Europe.151 

 

Jan Verkolje 

Born Amsterdam 1650 – Died Delft 1693 

Jan (Johannes) Verkolje was born in Amsterdam during 1650. Verkolje’s father was a 

locksmith, and he sent his son to study painting with the artist Jan Andrea Lievens (1644–

80).152 Verkolje was a member of the Delft Guild of Saint Luke in 1673, and he held the 

position of dean from 1678 to 1688.153 He painted genre pieces, mythological pictures and 

portraits, but he also worked as an engraver and draughtsman.154 It is supposed that 

Verkolje had several students – among them were Albertus van der Burgh (b. 1672), Joan 

van der Spriet (flourished c. 1700) and Willem Verschuuring (1657–1715).155 

 

Johannes Vermeer 

Born Delft 1632 – Died Delft 1675 

Johannes Vermeer (Jan) is one of the most beloved, mysterious and ubiquitously theorised 

Dutch artists of the seventeenth century. He spent his life in Delft, and he was baptised on 

October 31, 1632 and buried on December 16, 1675.156 Vermeer was notorious for 

working slowly on his paintings at an estimated average of two to three pictures per 

annum,157 therefore there remains a total of only thirty-six surviving attributions.158 He was 

a member of the painters’ Guild of Saint Luke in 1653. He converted to Catholicism, and 

he lived with his wife Catharina Bolnes, their eleven children and his mother-in-law Maria 
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Thins.159 160 Vermeer’s most consistent patron was Pieter Claesz. van Ruijven.161 His early 

work is said to be influenced by the Utrecht Caravaggisti.162 Vermeer began his artistic career 

painting religious and mythological subjects, as well as landscape, but he gradually moved 

toward interiors, often depicting women and musical instruments. These pictures are 

renowned for their diffuse light, myriad textures, complex narratives and enigmatic women. 

There are a total of five paintings which feature keyboard instruments throughout 

Vermeer’s œuvre, and all of these images consist of female figures at the manuals.163 

 

Anna Visscher 

Born Amsterdam 1584 – Died Alkmaar 1651 

Anna Visscher was born in 1584; her father was the notable writer Roemer Visscher. She 

was a poet and artist. Visscher was venerated by her contemporaries, including figures such 

as Pieter Corneliszoon Hooft and Constantijn Huygens.164 Visscher devoted more than a 

decade to the translation of Georgette Montenay’s Cent emblèmes Christiens (A Hundred 

Christian Emblems).165 Yet her most significant work was that of the reviewed edition of her 

father’s (Roemer Visscher’s) Sinnepoppen during 1640, twenty-six years after its original 

publication.166 She was also a gifted glass engraver.167 

 

Roemer Visscher 

Born Amsterdam 1547 – Died Amsterdam 1620 

Roemer Vissscher was an important author, born in Amsterdam in 1547. Visscher’s fellow 

writers and humanists called him the ‘Dutch Martial’168, and he emphasised the need for the 

‘purification and standardization of the Dutch language and the extension of its use in 
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education’.169 He wrote the significant emblem book Sinnepoppen in 1614, which consisted of 

one hundred and eighty-five emblematic pictures. This work is particularly important 

because it highlights the author’s ‘preference for essentially Dutch themes and objects’.170 

 

Cornelis de Vos 

Born Hulst 1584 – Died Antwerp 1651 

Cornelis de Vos was born during 1584 in Hulst, to a family of painters.171 He collaborated 

with Rubens and this influence may clearly be seen in his pictures.172 De Vos specialised in 

figures, and therefore his work ranges from portraiture to historical and allegorical pieces.173 

In 1608, the artist was a registered master in the Guild of Saint Luke, Antwerp, and 

subsequently he would become its dean and later high dean in honour of his prestige.174 He 

married in 1609, the same era in which he would collaborate with Rubens, Jacob Jordaens 

and van Dyck on a series of pictures for the church of Saint Paul, Antwerp.175 

 

Geffrey Whitney 

Born Coole Pilate 1548 – Died Cheshire 1601 

Geffrey Whitney was born in England in 1548.176 Whitney studied extensively; he was 

enrolled at Magdalene College, Cambridge University, Oxford University and the University 

of Leiden.177 His most famous work is the emblem book A Choice of Emblemes and other 

Devises (1586). It is considered the first English emblem book of its kind, combining images 

with poems, and is separated into three parts: ‘natural, historical, and moral’.178 

 

Emanuel de Witte 

Born Alkmaar 1617 – Died Amsterdam 1692 
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https://www.museothyssen.org/en/collection/artists/vos-cornelis
https://barokinvlaanderen.vlaamsekunstcollectie.be/en/artist/cornelis-de-vos
https://www.ngv.vic.gov.au/essay/a-powerful-appearance-of-life-cornelis-de-voss-mother-and-child/
https://www.museothyssen.org/en/collection/artists/vos-cornelis
https://trc-leiden.nl/trc-needles/people-and-functions/authors-scholars-and-activists/whitney-geoffrey-c-1548-c-1601
https://trc-leiden.nl/trc-needles/people-and-functions/authors-scholars-and-activists/whitney-geoffrey-c-1548-c-1601
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780199608218.001.0001/acref-9780199608218-e-2506
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780199608218.001.0001/acref-9780199608218-e-2506
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Emanuel de Witte is particularly well-known for his architectural paintings of church and 

house interiors. He was said to have been influenced by fellow architectural artist, Gerard 

Houckgeest.179 During 1636, de Witte became a member of the Alkmaar guild at only 

nineteen years old.180 His paintings are extraordinarily precise in their utilisation of linear 

perspective, as well as the attention to detail in the depiction of light and shadow streaming 

through the spaces. He relocated to Amsterdam in 1650/2, married for the second time and 

unfortunately took his own life after his wife and daughter were prosecuted for stealing. It 

is said that he did not have much commercial success with his painting throughout his 

lifetime.181 

                                                           
179 Britannica Academic. “Emanuel De Witte.”  
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Emanuel-de-Witte/77292  
180 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 456. 
181 ibid. 

http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Emanuel-de-Witte/77292
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Glossary of Terms & Musical Instruments 
 
Important Terms 
This list is made up of foreign, unfamiliar and technical terms that have frequently 
appeared throughout the main chapters of this thesis. It is organised in alphabetical order.  
 
Accidental sound 
A descriptive term used by John Cage during his 1952 4’33” experiment. During the first 
two movements of the piece, accidental sounds of wind and rainfall were heard outside the 
performance space; as a result, they became part of the sonic composition. 
 
Acousmatic 
This is a term used in reference to film studies, and particularly film sound. It is sound that 
is heard without seeing its ‘originating cause’: an ‘invisible sound source’. Examples include 
‘Radio, phonograph and telephone’.1  
 
Acoustic shadows 
Schafer designates acoustic shadows as the especially slight changes that occur as sounds 
move, remain still or pass behind various-sized objects. An attentive listener can be taught 
to hear these acoustic shadows.2 
 
Attentive listener 
Schafer utilises this term to describe a listener who is able to hear the full spectrum of 
sounds within their sonic environment if they are attentive and have clear hearing. 
 
Beste kamer 
Best room in Dutch. 
 
Burgher 
A significant, wealthy civilian of a town or city. 
 
Caravaggisti 
The Caravaggisti were faithful followers of Caravaggio. In the Netherlands, this group of 
admirers was located in Utrecht, and they included Dirck van Baburen, Hendrick ter 
Brugghen and Gerrit van Honthorst. They employed Caravaggio’s characteristic naturalism, 
as well as his use of intense light and shadow known as chiaroscuro.3 
 
Careless listener 
Schafer utilises this term to explain the extent to which ‘our ability to remember sounds 
accurately’ has noticeably deteriorated.4 
 
Chiaroscuro 
The Italian word for representing shades of light and dark in an image. Artists such as 
Caravaggio and Rembrandt are particularly renowned for their dramatic chiaroscuro.5 
 
 
 

                                                           
1 Chion, Michel. “Acousmatic Sound.” Audio-Vision: Sound on Screen, 
http://filmsound.org/chion/acous.htm 
2 Schafer, “100 Exercises in Listening and Sound-Making”, p. 19. 
3 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, pp. 66-7. 
4 Schafer, “100 Exercises in Listening and Sound-Making”, p. 52. 
5 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 78. 

http://filmsound.org/chion/acous.htm
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Chordophones 
This term comes from the classification of instruments devised by Curt Sachs and Erich 
von Hornbostel in 1914. The four main categories were based on the ways the instruments 
made sound. Chordophones, such as keyboard instruments (excluding pipe organs), always 
refer to the action of chords being struck. The other groups include: Aerophones which 
utilise the vibrations of air, such as trumpets; Idiophones rely on the structure of the 
instrument itself, like bells; and Membranophones use taught membranes, for example 
drums.6 
 
Clairaudience 
The supposed ability to perceive by hearing that which is inaudible. R. Murray Schafer 
provides a different perspective on this term by denouncing its fictional qualities, and 
instead emphasising that it can be achieved by training the ear and therefore acquiring 
‘exceptional hearing ability’.7 
 
Collegia musica 
This group was also known as collegium musicum. They were a collection of musicians who 
were engaged by the city. They often used communal instruments, like keyboard 
instruments, and their performances led to the development of the ‘official concert’ 
popular throughout the eighteenth century.8 
 
Contrapposto 
The Italian word for a figure depicted in partial movement. The contrapposto pose has been 
described as ‘one part of the body is twisted in the opposite direction from the other – 
usually with the hips and legs in one way and the chest and shoulders twisted on the 
opposite axis.9 
 
Diegetic 
A term used by Claudia Gorbman in reference to film studies, particularly film music. She 
designates diegetic music as music that stems directly from within the narrative. This means 
that the musical source is seen and heard at the same time. 
 
Poppenhuis 
Poppenhuis means doll house in Dutch. These doll houses were not made for the pleasure of 
children but for elite women to collect and possess. The art of making doll houses, as well 
as the furnishings and dolls that populated such treasures, was considered a highly 
respected craft in Dutch socio-culture. They were extremely accurate in their representation 
of Dutch homes, and they inform historians on details such as the function of domestic 
spaces, as well as the display of paintings in elite homes. 
 
Doorsien 
This term was used by artist Karel van Mander to describe a ‘looking through’ or entry 
through a painting.10 He was referring to the artist’s utilisation of spatiality and the impact 
that these spatial devices have on the experience of the viewer.  
 
 
 

                                                           
6 Hornbostel & Sachs, “Classification of Musical Instruments: Translated from the Original German by 
Anthony Baines and Klaus P. Waschmann”, pp. 17-24. 
7 Schafer, The Tuning of the World, p. 272. 
8 Kyrova, “Music in Seventeenth-Century Dutch Painting”, p. 33. 
9 Murray & Murray, The Penguin Dictionary of Art and Artists, pp. 86-7. 
10 Heuer, The City Rehearsed: Object, Architecture, and Print in the Worlds of Hans Vredeman de Vries, p. 162. 
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Easel painting 
A painting which is executed on an easel and therefore has either a wooden panel or canvas 
support. 
 
Emblem 
An emblem is a combination of verse and image, having roots in Europe throughout 1531 
when a writer named Andrea Alciato and his colleague arranged his poetry together with 
prints in the one volume.11 
 
Fijnschilders 
This is the Dutch term for fine painters. This specific group of fine painters were based in 
Leiden, and Dou was its leading proponent and founder.12 They were particularly renowned 
for their small-scale pictures, as well as the exceptionally fine details they were able to 
capture in paint. 
 
Genre painting 
A genre painting is commonly defined as a picture featuring scenes of everyday life. The 
Murrays’ highlight that it is essential that a genre painting not depict ‘idealized life’.13 
 
Grote kamer 
Big room in Dutch. 
 
Hidden sound 
Schafer uses this term to designate sounds that stem from hidden sources that the eye 
cannot see. These sounds include ‘water in a drain pipe’, ‘wind’, ‘thunder’, ‘an echo’, ‘mice 
in a wall’ and a ‘stomach growling’.14 Schafer describes hidden sound thus: ‘Hearing gets to 
places where sight cannot. Ears see through walls and around corners. When something is 
hidden, sound will reveal its location and meaning’.15 
 
Indeterminate sound 
Clark Lunberry used this term in reference to Cage’s experiment conducted in 1952 titled 
4’33”. The indeterminate sounds referred to the unplanned ‘accidental’ and ‘interesting’ 
sounds that were heard during the “silence” of the composition. 
 
Inscriptio 
Latin for inscription. One of the three major parts of an emblem, the inscriptio is the 
heading or motto. 
 
Insien 
Insien was Karel van Mander’s term for ‘looking into’ or a view into a painting.16 He was 
particularly referring to an artist’s use of space, as well as other spatial devices such as the 
application of linear perspective. 
 
Interesting sound 
A term used by Cage during his experiment entitled 4’33” conducted in 1952. Throughout 
the third and final movement of the piece, interesting sounds of people conversing and 

                                                           
11 University College London. “Emblems.” 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/intro.html 
12 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 117. 
13 ibid, p. 156. 
14 Schafer, “100 Exercises in Listening and Sound-Making”, p. 44. 
15 ibid. 
16 Heuer, The City Rehearsed: Object, Architecture, and Print in the Worlds of Hans Vredeman de Vries, p. 162. 

http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/intro.html
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moving around the space were heard, and subsequently these sounds became part of the 
overall composition. 
 
Italiante 
Italian in style or character. In reference to painting, Dutch artists would frequently travel 
to Italy to further their training, and this Italian influence would be visible in their art work 
upon their return.17 
 
Kelderkamer 
Basement room in Dutch. It could also have been a ground floor room with access to the 
basement. This room was often used by women in the home. 
 
Kerk 
The Dutch word for church. Pictures of church interiors by artists such as Gerrit 
Houckgeest, Pieter Saenredam and Emanuel de Witte presented architectural interiors with 
an extraordinary use of light and shadow, expert application of linear perspective, vanitas 
imagery and interesting narratives relating to the lives of everyday people within the sacred 
space.  
 
Keuken 
Keuken means kitchen in Dutch. 
 
Kraambezoek 
This term translates to ‘cradle or lying-in visit’. These pictures showed mother and baby 
receiving visitors, which commemorated the social convention of congratulating new 
parents and the celebration of a mother overcoming the labours of childbirth.18 
 
Moving sounds 
Schafer utilises this term to refer to sounds that move past us, for example, ‘traffic’, 
‘aircraft’ and ‘birds’.19 
 
Muttire or muttum 
This is a Latin term meaning to mutter and the etymology of the word “motto”. 
 
Nondiegetic 
A term utilised by Gorbman in relation to film studies and film music. She designates 
nondiegetic music as music that issues from outside the narrative; therefore the source of 
the music is not seen by the listener. 
 
Œuvre 
A French term that describes an artist’s whole body of work, made throughout their entire 
lifetime.  
 
Pictura 
Latin term for picture. One of the three crucial elements of an emblem, the pictura is the 
image. 
 
 

                                                           
17 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 66. 
18 The Metropolitan Museum of Art. “The Visit to the Nursery.”  
https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;
ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3 
19 Schafer, “100 Exercises in Listening and Sound-Making”, p. 18. 

https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3
https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3


379 

Polyphonic 
Having multiple sounds or layers of vocal music. In reference to voices specifically, 
polyphony denotes each vocal layer as having a different or separate melody.20 
 
Putto (pl. putti) 
Putto stems from the Latin term ‘putus’ or ‘a little man’. This figure is normally depicted as a 
winged child who either occupies the role of ‘angelic spirit or the harbinger of profane 
love’.21  
 
Schizophonia 
A term applied by Schafer to reference the ‘split between an original sound and its 
electroacoustic reproduction’.24 He emphasises that original sounds are connected to the 
devices that make them, while electroacoustic sounds are ‘copies’, which can be reproduced 
in different times and at various locations.25 
 
Schuilkerken 
The Dutch word for ‘hidden churches’.26 This was a place for practising Catholics to pray 
and worship, normally located beyond the facade of their home. 
 
Soundmark 
A soundmark is a distinctive sound in a soundscape. Schafer derives the term from 
‘landmark’, and describes it as having significance to a particular group in a community.27 
 
Soundscape 
A soundscape is a body of sounds that are unique to a time, place, society and culture. 
Schafer denotes a soundscape as ‘the sonic environment’, which may be either literal 
environments or ‘abstract constructions’, for instance, ‘musical compositions’.28 
 
Sounds you move 
Schafer uses this term to reference sounds that move with us as we move, such as our 
‘voice’, ‘footsteps’ and ‘clothing & jewellery’, as well as our ‘car or bicycle’.29 
 
Soundwalk 
A soundwalk is an investigation of the soundscape of a specific place utilising a score. This 
leads the soundwalker on a journey to listen to uncommon sounds and characteristics 
within the soundscape.30 
 
Stadholder 
In Dutch, ‘Stadhouder’ meant ‘city-keeper’. It was an important position in the Dutch 
political system, notably the superior ranking agent of each province in the Republic, 
responsible for managing political affairs and carrying out justice.31 
 
Stationary sounds 

                                                           
20 Soanes, The Oxford Compact English Dictionary, p. 876. 
21 Hall, Dictionary of Subjects and Symbols in Art, p. 264. 
24 Schafer, The Tuning of the World, p. 273. 
25 ibid. 
26 Ruud, Dutch Masters from the Rijksmuseum, Amsterdam, p. xxx. 
27 Schafer, The Tuning of the World, p. 274. 
28 ibid, pp. 274-5. 
29 Schafer, “100 Exercises in Listening and Sound-Making”, p. 18. 
30 Schafer, The Tuning of the World, p. 213. 
31 Franits, Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution, p. 12. 
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Schafer uses this term to designate sounds that originate from a source or sources that do 
not move as we move around them, for instance, ‘church bells’, ‘factory whistles’ and 
‘heating & ventilation systems’.32 
 
Subscriptio 
Latin term for subscription. One of the three chief parts of an emblem, the subscriptio is the 
verse or poem. 
 
Subvocalisation 
The silent, internal speech made when reading, which is also referred to as ‘auditory 
reassurance’.33 Bubaris describes subvocalisation as ‘the homophonic reproduction of the 
written word as an internal monologue that contributes to the better understanding and 
memorisation of the text’.34 
 
Synaesthesia 
Synaesthesia is a term meaning a blurring of the senses. It involves the production of one 
sense or stimulation which then triggers another sense or stimulation of the body. It is a 
condition that is unique to each person who experiences it. 
 
Trompe l’œil 
French term for ‘trick the eye’. It refers to a form of hyper-illusionism, whereby the image 
is so sophisticated in its verisimilitude that the viewer becomes part of the deception, 
believes its tangibility and is provoked to reach out and touch it.  
 
Tronie 
The word tronie comes from the French term ‘trogue’, meaning ‘heads’ or ‘faces’. It refers to 
a picture of a person from the shoulders up; however, it is not a portrait in the 
conventional sense of the word. Instead, it is designated as a painting of a protagonist who 
was not ‘intended to be identifiable’.35 
 
Vanitas 
The term vanitas stems from the Latin for ‘emptiness’.36 Appearing in the Book of 
Eccliastes, as ‘Vanitas Vanitatum’, it came to represent a specific type of picture, 
particularly in relation to still life paintings.37 At its core, vanitas imagery served to 
emphasise the impermanence of human existence to the viewer.  
 
Visualised Sound 
Visualised sound is the antonym of acousmatic sound. Visualised sound is ‘accompanied by 
the sight of its source or cause’.38 
 
Voorhuis 
This term means front room in Dutch. This room was frequently used as a site of social 
gathering, a common area for business transactions to take place and a space where art 
works were hung.  

                                                           
32 Schafer, “100 Exercises in Listening and Sound-Making”, p. 18. 
33 Nowak, Paul. “Speed Reading Tips: 5 Ways to Minimize Subvocalization.”  
https://www.irisreading.com/speed-reading-tips-5-ways-to-minimize-subvocalization/ 
34 Bubaris, “Sound in museums - museums in sound”, p. 392. 
35 Essential Vermeer. ““Dissius” Auction of 1696.”  
http://www.essentialvermeer.com/clients_patrons/dissius_sale_no38.html#.XVtJsKmuY0M 
36 Hall, Dictionary of Subjects and Symbols in Art, p. 300. 
37 Murray & Murray, The Penguin Dictionary of Art and Artists, p. 402.  
38 Chion, Michel. “Acousmatic Sound.” Audio-Vision: Sound on Screen, 
http://filmsound.org/chion/acous.htm 

https://www.irisreading.com/speed-reading-tips-5-ways-to-minimize-subvocalization/
http://www.essentialvermeer.com/clients_patrons/dissius_sale_no38.html#.XVtJsKmuY0M
http://filmsound.org/chion/acous.htm


381 

 
Zaal 
Zaal means hall in Dutch. These were often depicted in the interiors of Dutch homes and 
were lined with paintings, as well as chairs, mirrors and other household items.  
 
Zoldertje 
A small, raised platform used in the Dutch home. It would keep people above the cold 
floors and increase the amount of light from windows. Women are often seen atop these 
platforms in genre paintings.  



382 

Different Types of Keyboard Instrument 
Towards the end of the sixteenth and throughout the entire seventeenth century, Antwerp 
was considered the leading hub for the manufacture of keyboard instruments in the north 
of Europe. At the time, Dutch people classified these instruments using one “umbrella” 
term, known as clavicimbel. This was used to comprise any keyboard ‘with a plucked action, 
including virginals and harpsichords’.39 The following glossary of the most frequently cited 
keyboard instruments in Dutch seventeenth-century genre painting will introduce a concise 
summary of the instrument, as well as its foundation, evolution, sound and common usage. 
This should then enable viewers to identify the similarities and differences between the 
instruments – and in turn clarify the meaning of the artists’ use of keyboards, as well as 
their iconographic implications. The images of keyboards that have been utilised here 
originated from European instrument makers active during the seventeenth century, held 
today in permanent collections worldwide. Images were obtained from Rijksmuseum, 
Amsterdam, and The Metropolitan Museum of Art, New York.40 41 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                           
39 Wieseman, Vermeer and Music: The Art of Love and Leisure, p.74. This term may have also included one of the 
following interpretations: clavecijn, clavesingel, clavesimbael. 
40 Rijksmuseum. “Rijksstudio.”  https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-
a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-
04T01%3A42%3A18.5940559Z 
41 The Metropolitan Museum of Art. “Positive Organ.”  
https://www.metmuseum.org/art/collection/search/503897 

https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-04T01%3A42%3A18.5940559Z
https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-04T01%3A42%3A18.5940559Z
https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-04T01%3A42%3A18.5940559Z
https://www.metmuseum.org/art/collection/search/503897
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Clavichord  
Keyboard chordophone 

 

Figure 1: Anonymous 
Clavichord 
c. 1650 
Ebony, spruce, ivory, brass, iron; lid: oil on panel, 10 x 83 x 28 cm 
Rijksmuseum, Amsterdam 
 

The clavichord originated at the beginning of the fourteenth century and continued to 
evolve in the subsequent periods thereafter. It was a small instrument with a modest sound 
and relatively inexpensive to purchase. Throughout the seventeenth century in particular, it 
was utilised in the domestic sphere, mainly to teach and accompany singing at home. It 
comprised a ‘rectangular sound chest’ fitted with strings and keys. The notes were often 
detailed on the keys, as was the tradition at the time. Once the keys were pushed, a series of 
brass blades known as tangents would then hit the strings. It was unique among other 
keyboard instruments in this action, for the force of the players’ hands could alter the 
length and concentration of sound, thus creating vibrato.42 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                           
42 Ausoni, Music in Art, pp. 234-5. 
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Harpsichord 
Keyboard chordophone 

 

Figure 2: Petrus Johannes Couchet (Ruckers family) 
Harpsichord 
1669 
Poplar (wood), 211 x 86 x 92 cm 
Rijksmuseum, Amsterdam 
 
The harpsichord was the largest keyboard instrument. The way in which it developed has 
said to have come from the psaltery, also a stringed instrument.43 It was one of the most 
valued of instruments, and originally started to gain favour from the fifteenth century, 
continuing to flourish throughout the next three hundred years. Many famous composers 
wrote specifically for this instrument, including works by Johann Sebastian Bach (Eisenach, 
1685–1750). The significant areas of harpsichord construction were Italy and Flanders, 
therefore creating very varied instruments. Harpsichords from Antwerp commonly had 
two keyboards or manuals (on rare occasions three) and were striking in appearance. This 
part of the instrument is called the manual end.44 Importantly, the harpsichord was notably 
used as a solo instrument but equally employed as an ensemble one. The design of the 
harpsichord is very similar to the modern piano; in fact, the piano has evolved from this 
instrument. Bartolomeo Cristofori is credited with the invention of the piano, dated around 
the early eighteenth century.45 The harpsichord comprises a ‘horizontal chest that holds a 
soundboard over which the strings run in the same direction as the keys’.46 The sound was 
produced by plectrums or quills, which plucked the strings of different size and length.47 
The soundboard was finely decorated with ‘flowers, insects, dolls and animals’, and the 

                                                           
43 Ausoni, Music in Art, pp. 240-2. For more detailed information on the psaltery, consult Ausoni, Music in Art, 
pp. 230. 
44 Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art before 1800, 
p. 18. 
45 Koster, John. “The Cambridge Companion to the Harpsichord.” Cambridge Core, 
https://www.cambridge.org/core/books/cambridge-companion-to-the-harpsichord/history-and-
construction-of-the-harpsichord/3A52A2F5D80CF9382932EF6E1024EA02/core-reader 
46 Ausoni, Music in Art, pp. 240-2. 
47 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 74. 

https://www.cambridge.org/core/books/cambridge-companion-to-the-harpsichord/history-and-construction-of-the-harpsichord/3A52A2F5D80CF9382932EF6E1024EA02/core-reader
https://www.cambridge.org/core/books/cambridge-companion-to-the-harpsichord/history-and-construction-of-the-harpsichord/3A52A2F5D80CF9382932EF6E1024EA02/core-reader
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soundboard holes were appropriated into ‘‘‘roses” containing the builders’ initials, this 
being their way of signing their work’.48 
  

                                                           
48 Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art before 1800, 
p. 18. 
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Organ 

Keyboard aerophone 

 

Figure 3: Anonymous (German) 
Positive Organ 
17th century 
Woods, metal alloys, leather and various materials, 162.5 x 105.5 x 95 cm 
The Metropolitan Museum of Art, New York 

 

The organ is an extremely varied instrument and the only keyboard aerophone in this 
glossary. The organ may include not only large-scale church and theatre instruments but 
also harmoniums (reeds), regals (bellows), positive and portative organs, plus many more. 
Its origins stem from the ancient piped instrument called the hydraulós, commonly used in 
Greece and Rome. The Middle Ages and subsequent Renaissance periods saw further 
developments made, and the organ began to emerge as the instrument we all recognise 
today.49 It evolved as the primary instrument for liturgical practice, and this use is still 
maintained for church music. Positive and portative organs were used in domestic spaces 
for private devotion as they were smaller in size and even portable (portative). The organ 
works due to the production of air that is forced through pipes of varying sizes, materials 
and forms. 
 
 
 
 
 
 
  

                                                           
49 Ausoni, Music in Art, pp. 302-6. For more detailed information on the hydraulós, refer to Ausoni, Music in 
Art, pp. 302-3. 
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Virginal 
Keyboard chordophone 

 

Figure 4: Johannes Ruckers (attributed to) 
Virginal 
1640 
Poplar, spruce, oak, bone, paper, metal, leather, 150 x 48 x 22 cm 
Rijksmuseum, Amsterdam 

 

The virginal was smaller than the grandiose harpsichord, and it reached its zenith in 
England and Flanders during the sixteenth and seventeenth centuries.50 It developed from 
having a polygonal shape into the oblong body we know today.51 The way in which it 
worked was very similar to the harpsichord; however, the strings ran at perpendicular 
angles to the keys, and the keyboard itself was often off-centre. The two types of virginal 
are designated as Muselaar, with the manual at the right (notably the virginal represented in 
Dutch painting), and the Spinet, with the keyboard on the left side of the instrument.52 As 
with the harpsichord, though, the virginal could often have two keyboards, which would 
allow for two players. Also like the harpsichord, virginals were lavishly decorated and 
frequently included Latin quotations, such as ‘MUSICA LABORUM DULCE 
LEVAMEN’, translated as ‘Music is the sweet solace of labour’.53 
 
  

                                                           
50 Ausoni, Music in Art, pp. 238-9. During the reign of Elizabeth I, there was an English school of musicians 
called the virginalists. This group wrote music for the teaching of young women; this could further explain 
the etymology of the “virginal” coupled with its ‘sweet sound’. 
51 Dijck & Koopman, Het Klavecimbel in de Nederlandse Kunst tot 1800 = The Harpsichord in Dutch Art before 1800, 
p. 19. 
52 ibid. 
53 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 21. For a thorough translation and exploration 
of mottoes detailed on keyboard instruments, particularly harpsichords, see McGeary, “Harpsichord 
Mottoes”, pp. 5-35. For a list of mottoes mentioned throughout this thesis see the List of Mottoes & English 
Translations. 



388 

Other Musical Instruments 
This list is organised in alphabetical order. The keyboard instruments have been separated 
from the other musical instruments as they are one of the main parameters of this thesis 
with regards to the purposeful selection of Dutch seventeenth-century paintings discussed 
throughout Chapters Four and Five. 
 
Bagpipe(s) 
Aerophone 
The bagpipes are a wind instrument. The wind is held in a bag, which can either be filled by 
mouth or by bellows manipulated under the player’s arm. The reed-pipe is blown to create 
the melody.54 
 
Bass viol or Viola da gamba 
Chordophone 
The viol family are a group of bowed stringed instruments made up of different sizes, 
which were eventually succeeded by the violin.55 Viols have frets and are a different shape 
to the violin family; they also require a different bow and style of bowing to be employed. 
The three main sizes are treble viol, tenor viol and bass viol. All three types are played 
while situated resting or between the legs and are therefore known as viola da gamba (‘for the 
leg’).56 However, it is the bass viol that is most often called viola da gamba.  
 
Carillon 
Idiophone 
The carillon was essentially an instrument operated by a keyboard. The keys would 
manipulate cables attached to hammers, striking large numbers of fixed bells. They are 
commonly found atop churches and towers in the Netherlands.57 
 
Cittern 
Chordophone 
The cittern is a wire-stringed instrument, with a pear shape, flat back and with strings set in 
pairs (known as courses) tuned to the same note.58 It is played with a plectrum opposed to 
the fingers.59  
 
Drum 
Membranophone 
There are various types of drum, but they are all considered percussive instruments. They 
have a membrane or skin which is bound over a hollow area and hit – normally with a 
stick.60 The place that is struck on the membrane is known as the ‘beating spot’.61 
 
Dulcian 
Aerophone 
The dulcian is also known as the curtal, which is the forerunner of the bassoon. It is a 
woodwind instrument and establishes the bass in this section. It has a double tube, a flared 
bell at one end and a double reed fixed to the other end. They were often finished in 
leather.62  

                                                           
54 Jacobs, The Penguin Dictionary of Music, pp. 21-2. 
55 ibid, pp. 424-5. 
56 ibid. 
57 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 12. 
58 Jacobs, The Penguin Dictionary of Music, p. 72. 
59 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 73. 
60 Jacobs, The Penguin Dictionary of Music, pp. 106-7. 
61 Wade-Matthews, The World Encyclopedia of Musical Instruments, p. 38. 
62 ibid, pp. 158-9. 
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Fiddle & Violin 
Chordophone 
The fiddle had three strings, and together with the rebec, evolved into the bowed, four-
stringed instrument we know as the violin.63 Initially, the four strings were made from gut, 
but around 1700 the G string was ‘wound with silver wire’.64 In the seventeenth century, 
the violin was played for wealthier classes, but in the previous century it was associated 
with folk music made in dance halls and inns.65  
 
Flute 
Aerophone 
The flute is amongst the oldest of musical instruments, having been found in depictions 
from Ancient Egypt made over 5,000 years ago.66 Originally, flutes were constructed from 
animal bones, including ‘reindeer horn or sheep’s tibia’; however, other materials used 
throughout the centuries have comprised wood, silver and glass.67 The seventeenth-century 
flute was made in three parts and had a ‘key to close the hole for the lowest note’.68 
 
Guitar 
Chordophone 
The guitar is a fretted, stringed instrument, often played using a plucking or strumming 
action.69 It originated in Spain, and as it was more affordable and easier to play compared 
to the lute, it gained popularity throughout the sixteenth century in Europe. It has a flat 
front and back, but different to guitars today, the pegbox was frequently positioned at an 
angle to the neck.70 
 
Horn 
Aerophone 
The brass horn we know today has evolved from animal horns, such as sheep and goat 
horns.71 These instruments were used for a variety of reasons, including hunting and postal 
services.72 It is a coiled instrument that is played in reverse, with the bell facing towards the 
back of the player.73 
 
Hurdy-gurdy 
Chordophone 
The hurdy-gurdy was also called the ‘organistrum’.74 It is both portable and mechanical, and 
noted for its ability to create ‘two or more notes simultaneously while producing a 
continuous drone’.75 The sound was made by rotating a lever ‘actuating a rosined wheel 
which acts as a bow; the other hand stops the strings not directly (as on a violin) but by 
means of a tiny piano-like keyboard’.76 This instrument was very popular amongst the poor 
classes of Dutch society, and for this reason it has strong roots in folk music.  
 
 

                                                           
63 Wade-Matthews, The World Encyclopedia of Musical Instruments, p. 102. 
64 ibid. 
65 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 74. 
66 Wade-Matthews, The World Encyclopedia of Musical Instruments, p. 144. 
67 ibid. 
68 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 76. 
69 Jacobs, The Penguin Dictionary of Music, p. 160. 
70 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 73. 
71 Wade-Matthews, The World Encyclopedia of Musical Instruments, p. 160. 
72 ibid. 
73 ibid. 
74 Wade-Matthews, The World Encyclopedia of Musical Instruments, p. 134. 
75 ibid. 
76 Jacobs, The Penguin Dictionary of Music, p. 182. 
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Lute & Theorbo lute 
Chordophone 
The lute is a stringed instrument with a bulbous body including a convex back, a flat 
soundboard and a pegbox which sits at an angle to the neck.77 Strings are tuned in pairs or 
courses. The lute conventionally had six courses; however, in the seventeenth century this 
number grew to ten.78 The theorbo lute is a type of archlute or bass lute; it is larger, has 
long, additional strings and an extra S-shaped neck.79 
 
Recorder 
Aerophone 
The recorder is a modest instrument, and in terms of art it has been traced to an eleventh-
century French miniature.80 Appearing in many different sizes, the recorder is simply a kind 
of ‘whistle flute with a tapering bore’.81 It was originally made out of one piece of wood or 
ivory; however, as time progressed it was fashioned in three separate pieces.82  
 
Rommelpot 
Membranophone 
The rommelpot was a percussion instrument. It was a kind of ‘friction drum’, made with a 
pig’s bladder that was pulled over a vessel and with a stick positioned through the centre. 
The sound was made by manipulating the stick.83 It was largely associated with the poorer 
classes of Dutch society. 
 
Shawm 
Aerophone 
The shawm is a double reed woodwind instrument with a flared bell. It is considered to be 
the predecessor of the oboe.84 The shawm came in many different sizes, and they were 
usually played outside due to their ‘loud, piercing sound’.85 
 
Trumpet 
Aerophone 
The trumpet is a wind instrument, with a long history of military use and orchestral 
inclusion, as well as utilisation by court and city musicians.86 The modern-day trumpet has 
three valves, but in the seventeenth century it did not have valves or keys.87 It was a high-
volume instrument, and notes were made by employing a mixture of distinctively shaped 
mouthpieces and lip dexterity.88 
 

                                                           
77 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 73. 
78 ibid. 
79 Jacobs, The Penguin Dictionary of Music, pp. 231, 401. 
80 Wade-Matthews, The World Encyclopedia of Musical Instruments, p. 148. 
81 ibid. 
82 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 76. 
83 ibid. 
84 Jacobs, The Penguin Dictionary of Music, p. 364. 
85 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 76.  
86 Jacobs, The Penguin Dictionary of Music, p. 413. 
87 Wieseman, Vermeer and Music: The Art of Love and Leisure, p. 76. 
88 ibid. 
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List of Mottoes & English Translations 

 

This list is organised in alphabetical order. Both Dutch and Latin inscriptions, proverbs and 
mottoes are translated into English. Where the mottoes are capitalised they appear on 
keyboard instruments or elsewhere within a painting. Otherwise they are associated with 
supporting arguments throughout the chapters, and are therefore not capitalised. These 
mottoes appear throughout the whole thesis, but mostly relate to Chapter Five, Muttire: 
Keyboard Instrument Mottoes, Women & Dutch Painting. The translations reflect the spellings 
from the referenced journal article: McGeary, Thomas. “Harpsichord Mottoes.” Journal of 
the American Musical Instrument Society Vol. 7 (1981): 5-35. 
 

ACTA VIRUM PROBANT – Deeds prove the man. 

Amour n’a rien a Soy – Love has nothing to do. 

Ars simia Naturae – Art is the ape of nature. 

AUDI VIDE ET TACE, SI VIS VIVERE IN PACE – Listen, watch, and be silent if 

you wish to live in peace. 

Cogito, ergo sum – I think, therefore I am. 

Concentu laetentur eo super astra loc[ato] – Let them rejoice in that harmony located 

beyond the stars. 

DISCITE MORI – Learn to die. 

Elk wat Wils – Something for everyone. 

Genoeg is meer – Enough is more. 

Haec si contingent mundo quae guadia coelo? – If these are the joys of this world, 

what must be the joys in heaven? 

IN TE DOMINE SPERAVI NON CONFUNDAR IN AETERNUM – O Lord, in 

thee have I trusted: let me never be confounded. 

Io da le piaghe mie forma ricevo – I receive form from the blows (I receive). 

Je maintiendrai – I will maintain. 

Mignon des Dames – Favourite of the ladies. 

Multo fit plausus ab ictu – Much is made of the beating from the blow.  
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MUSICA LABORUM DULCE LEVAMEN – Music is the sweet lightener of labours.1 

MUSICA LAETITIAE COMES MEDICINA DOLORUM – Music is the companion 

of joy, the medicine of sorrows.2 

Musica lieta dono divino – Joyful music is a divine gift. 

MUSICA PELLIT CURAS – Music dispels cares. 

Non nisi mota cano – Not unless struck do I sing. 

OMNIS SPIRITUS LAUDET DOMINUM – Let every spirit praise the Lord. 

Per aures ad animum – Through the ears to the soul. 

Quid Non Sentit Amor – What does love not feel. 

Semper eadem – Always the same. 

Serva Modum – Observe moderation. 

SIC TRANSIT GLORIA MUNDI – So passes away the glory of the world. 

SOLI DEO GLORIA – Glory to God alone. 

Soli Deo honour et Gloria – Honour and glory to God alone. 

Sy blinct en doet al blincken – She shines and makes all shine. 

Video et Taceo – I see and say nothing. 

                                                           
1 This aphorism is also translated as ‘Music is the sweet solace of labour’. 
2 This motto could also be interpreted as ‘Music is the companion of joy and the medicine of grief’. 



393 

Bibliography 
 
“The Dutch Art Market in the Seventeenth Century.” University of Glasgow. Accessed 4 

February, 2019. https://dutch.arts.gla.ac.uk/markets.htm 
“Emblem Project Utrecht.” Accessed 16 July, 2017. http://emblems.let.uu.nl/ 
Esso Presents Rubens and the Italian Renaissance. Edited by Dana Rowan. Canberra: The 

Australian National Gallery, 1992. 
Hearing Cultures: Essays on Sound, Listening, and Modernity. Edited by Veit Erlmann. English 

ed.  New York: Berg, 2004. 
“Jan Brueghel.” Accessed 21 August, 2019. https://www.janbrueghel.net/ 
“Keyboard Music for Women from the Low Countries.” Accessed 28 October, 2019.  

https://www.cengage.com/music/book_content/049557273X_wrightSimms/asse
ts/more/19_keyboard.html 

A Cultural History of the Senses in the Renaissance. Edited by Herman Roodenburg. London: 
Bloomsbury Publishing Plc, 2014. 

Art & the Senses. Edited by Francesca Bacci and David Melcher. Oxford: Oxford University 
Press. 

Music: The Definitive Visual History. Edited by Miezan van Zyl. London: Dorling Kindersley 
Limited, 2013. 

The Oxford Compact English Dictionary. Edited by Catherine Soanes. Second ed.  Oxford: 
Oxford University Press, 2003. 

Pride and Joy: Children’s Portraits in the Netherlands 1500–1700. Edited by Jan Baptist Bedaux 
and Rudi Ekkart. Amsterdam: Ludion Press Ghent, 2000. 

Reform and Expansion 1500–1660. The Cambridge History of Christianity. Edited by R. Po-
Chia Hsia. Cambridge: Cambridge University Press, 2007. 

The Reformation World. Edited by Andrew Pettegree. London: Routledge, 2000. 
“Roemer Type Wine and Beer Glass from the 16th Century to Present.” Accessed 16 

August, 2019. https://ancientglass.wordpress.com/roemer-type-wine-and-beer-
glass-from-the-16th-century-to-present/ 

“Rubens and Brueghel - the Five Senses Allegory.” Accessed 7 February, 2019.  
https://www.tuttartpitturasculturapoesiamusica.com/2015/08/Rubens-
Brueghel.html 

“Synesthesia.” Accessed 14 June, 2019.  https://faculty.washington.edu/chudler/syne.html 
“Synesthesia.” Accessed 14 June, 2019. http://www.literarydevices.com/synesthesia/ 
Women of the Golden Age: An International Debate on Women in Seventeenth-Century Holland, 

England and Italy. Edited by Els Kloek, Nicole Teeuwen and Marijke Huisman. 
Hilversum: Verloren, 1994. 

Adams, Ann Jensen, Peter C. Sutton, and Lisa Vergara. Love Letters: Dutch Genre Paintings in 
the Age of Vermeer.  Dublin: National Gallery of Ireland, 2003. 

Adams, Phillip. Late Night Live. Podcast audio. The Bookshop of the World, 15:13, 2019. 
Allen, Eva J. “From Print to Painting: Jan Miense Molenaer’s Lute Players.” Cogent Arts & 

Humanities Vol. 6, no. 1 (2019): 1-14. 
Alpers, Svetlana. The Art of Describing: Dutch Art in the Seventeenth Century.  London: Penguin, 

1989. 
Anderson, Jaynie. Giorgione: The Painter of ‘Poetic Brevity’.  New York: Flammarion, 1997. 
Andersson, Christiane. “Georg Flegel Still Lifes. Frankfurt and Prague.” The Burlington 

Magazine Vol. 136, no. 1093 (1994): 260-1. 
Angel, Philips, Michael Hoyle, and Hessel Miedema. “Praise of Painting.” Simiolus: 

Netherlands Quarterly for the History of Art Vol. 24, no. 2/3 (1996): 227-58. 
Arcadja Auctions Results. “Dirk Valkenburg.” Accessed 23 August, 2019.  

http://www.arcadja.com/auctions/en/valkenburg_dirk/artist/37314/ 
———. “Giovan Battista Recco.” Accessed 23 August, 2019.  

http://www.arcadja.com/auctions/en/recco_giovan_battista/artist/80102/ 

https://dutch.arts.gla.ac.uk/markets.htm
http://emblems.let.uu.nl/
https://www.janbrueghel.net/
https://www.cengage.com/music/book_content/049557273X_wrightSimms/assets/more/19_keyboard.html
https://www.cengage.com/music/book_content/049557273X_wrightSimms/assets/more/19_keyboard.html
https://ancientglass.wordpress.com/roemer-type-wine-and-beer-glass-from-the-16th-century-to-present/
https://ancientglass.wordpress.com/roemer-type-wine-and-beer-glass-from-the-16th-century-to-present/
https://www.tuttartpitturasculturapoesiamusica.com/2015/08/Rubens-Brueghel.html
https://www.tuttartpitturasculturapoesiamusica.com/2015/08/Rubens-Brueghel.html
https://faculty.washington.edu/chudler/syne.html
http://www.literarydevices.com/synesthesia/
http://www.arcadja.com/auctions/en/valkenburg_dirk/artist/37314/
http://www.arcadja.com/auctions/en/recco_giovan_battista/artist/80102/


394 

Archive.org. “Af-Beeldinghe Van D’eerste Eeuwe Der Societeyt Iesu.” Accessed 5 July, 
2018. https://archive.org/details/17447788.4942.emory.edu 

———. “Cesare Ripa’s Iconologia.” Accessed 29 October, 2017.  
https://archive.org/details/iconologiadelcav00ripa 

———. “Den Nieuwen Verbeterden Lust-Hof.” Accessed 29 October, 2017.  
https://archive.org/stream/bub_gb_4AMUAAAAQAAJ#page/n3/mode/2up 

———. “Hooft’s Emblemata Amatoria.” Accessed 29 October, 2017.  
https://archive.org/stream/emblemataamatori00hoof#page/32/mode/2up 

———. “Internet Archive: Digital Library of Free Books, Movies, Music & Wayback 
Machine.” Accessed 29 October, 2017. www.archive.org 

———. “Moral Emblems.” Accessed 28 June, 2020.   
https://archive.org/details/moralemblemswith00catsj 

———. “Nucleus Emblematum.” Accessed 4 July, 2018.  
https://archive.org/stream/nucleusemblematu00roll#page/n223/mode/1up 

———. “Sinnepoppen. Roemer Visscher.” Accessed 28 June, 2020.   
https://archive.org/details/ned-kbn-all-00004180-001 

———. “Whitney’s Choice of Emblemes.” Accessed 26 March, 2018.  
https://archive.org/details/whitneyschoicee00paragoog 

Art Gallery of New South Wales. “Rembrandt & the Dutch Golden Age: Masterpieces 
from the Rijksmuseum.” Sydney, New South Wales, 2017–8. 

———. “Three Women and a Man in a Yard Behind a House.” Accessed 2 October, 2018. 
https://www.artgallery.nsw.gov.au/artboards/rembrandt/item/thlqzv/ 

Art UK. “A Girl with a Basket of Fruit at a Window.” Accessed 4 October, 2018.  
https://artuk.org/discover/artworks/a-girl-with-a-basket-of-fruit-at-a-window-
229404 

Assaf, Sharon. “The Ambivalence of the Sense of Touch in Early Modern Prints.” 
Renaissance and Reformation / Renaissance et Réforme Vol. 29, no. 1 (2005): 75-98. 

Atkinson, Niall. The Noisy Renaissance.  Pennsylvania: The Pennsylvania State University 
Press, 2016. 

Ausoni, Alberto, and Stephen Sartarelli. Music in Art.  Los Angeles, California: J. Paul Getty 
Museum, 2009. 

Austern, Linda Phyllis. “‘All Things in This World Is but the Musick of Inconstancie’: 
Music, Sensuality and the Sublime in Seventeenth-Century Vanitas Imagery.” In Art 
and Music in the Early Modern Period: Essays in Honor of Franca Trinchieri Camiz, edited 
by Katherine A. McIver, 287-332. New York: Routledge, 2016. 

Baer, Ronni. “Catalogue: Stadholders and the Court.” In Class Distinctions: Dutch Painting in 
the Age of Rembrandt and Vermeer, 114-33. Boston, Massachusetts: MFA Publications, 
Museum of Fine Arts, Boston, 2015. 

———. “Catalogue: Women at Work.” In Class Distinctions: Dutch Painting in the Age of 
Rembrandt and Vermeer, 194-209. Boston, Massachusetts: MFA Publications, 
Museum of Fine Arts, Boston, 2015. 

———. Class Distinctions: Dutch Painting in the Age of Rembrandt and Vermeer. First ed.  
Boston, Massachusetts: MFA Publications, Museum of Fine Arts, Boston, 2015. 

———. “Introduction.” In Class Distinctions: Dutch Painting in the Age of Rembrandt and 
Vermeer, 15-21. Boston, Massachusetts: MFA Publications, Museum of Fine Arts, 
Boston, 2015. 

Baer, Ronni, and Ian Kennedy. “Catalogue: Regents and Wealthy Merchants.” In Class 
Distinctions: Dutch Painting in the Age of Rembrandt and Vermeer, 144-73. Boston, 
Massachusetts: MFA Publications, Museum of Fine Arts, Boston, 2015. 

Bailey, Anthony. Vermeer: A View of Delft.  New York: Henry Holt and Co., 2001. 
Bakker, Piet. “Caspar Netscher.” The Leiden Collection Catalogue. Accessed 22 August, 

2019. https://www.theleidencollection.com/artists/caspar-netscher/ 

https://archive.org/details/17447788.4942.emory.edu
https://archive.org/details/iconologiadelcav00ripa
https://archive.org/stream/bub_gb_4AMUAAAAQAAJ#page/n3/mode/2up
https://archive.org/stream/emblemataamatori00hoof#page/32/mode/2up
http://www.archive.org/
https://archive.org/details/moralemblemswith00catsj
https://archive.org/stream/nucleusemblematu00roll#page/n223/mode/1up
https://archive.org/details/ned-kbn-all-00004180-001
https://archive.org/details/whitneyschoicee00paragoog
https://www.artgallery.nsw.gov.au/artboards/rembrandt/item/thlqzv/
https://artuk.org/discover/artworks/a-girl-with-a-basket-of-fruit-at-a-window-229404
https://artuk.org/discover/artworks/a-girl-with-a-basket-of-fruit-at-a-window-229404
https://www.theleidencollection.com/artists/caspar-netscher/


395 

———. “Cornelis De Man.” The Leiden Collection Catalogue. Accessed 22 August, 2019. 
https://www.theleidencollection.com/artists/cornelis-de-man/ 

———. “Eglon Van Der Neer.” The Leiden Collection Catalogue. Accessed 22 August, 
2019. https://www.theleidencollection.com/artists/eglon-van-der-neer/ 

———. “Frans Van Mieris.” The Leiden Collection Catalogue. Accessed 22 August, 2019.  
https://www.theleidencollection.com/artists/frans-van-mieris/ 

———. “Gabriel Metsu.” The Leiden Collection Catalogue. Accessed 12 December, 2018. 
https://www.theleidencollection.com/artists/gabriel-metsu/ 

Barker, Naomi J. “Un-Discarded Images: Illustrations of Antique Musical Instruments in 
17th- and 18th-Century Books, Their Sources and Transmission.” Early Music Vol. 
35, no. 2 (01 May 2007): 191-212. 

Baroque in the Southern Netherlands. “Cornelis De Vos.” Accessed 23 August, 2019.  
https://barokinvlaanderen.vlaamsekunstcollectie.be/en/artist/cornelis-de-vos 

Battersby, Martin. Trompe L’oeil: The Eye Deceived.  London: Academy Editions, 1974. 
Beck, Kimberly. “Music in the Baroque.” [In English]. Music Library Association Vol. 72, no. 

2 (December 2015): 356-8. 
Behrens, Roy R. “Art, Design and Gestalt Theory.” Leonardo Vol. 31, no. 4 (1998): 299-303. 
Beranek, Saskia. “Judith Leyster, the Proposition.” Khan Academy. Accessed 7 May, 2019. 

https://www.khanacademy.org/humanities/monarchy-enlightenment/baroque-
art1/holland/a/leyster-the-proposition 

Berger, John. Ways of Seeing.  Middlesex: Penguin Books, 1972. 
———. “Ways of Seeing.” BBC, 1972. 

https://www.youtube.com/watch?v=0pDE4VX_9Kk 
Bernabei, Franco, and Pearl Sanders. Frans Hals: The Life and Work of the Artist.  London: 

Thames and Hudson, 1971. 
Biesboer, Pieter, Martina Brunner-Bulst, Henry D. Gregory, and Christian Klemm. Pieter 

Claesz: Master of Haarlem Still Life. Edited by Pieter Biesboer. Zwolle: Waanders 
Publishers, 2004. 

Binstock, Benjamin. “An Art of Women.” In Vermeer’s Family Secrets: Genius, Discovery, and 
the Unknown Apprentice, 117-70. New York: Routledge, 2013. 

———. “The Fat Lady Sings.” In Vermeer’s Family Secrets: Genius, Discovery, and the Unknown 
Apprentice, 215-45. New York: Routledge, 2013. 

———. “Interiors and Interiority in Vermeer: Empiricism, Subjectivity, Modernism.” 
Palgrave Communications  (2017): 1-17. 

Birch, Dinah, and Katy Hooper. “Emblem Book.” The Concise Oxford Companion to 
English Literature. Accessed 27 August, 2019. https://www-oxfordreference-
com.ezproxy.csu.edu.au/view/10.1093/acref/9780199608218.001.0001/acref-
9780199608218-e-2506# 

Birmingham Museums and Art Gallery. “The Music Lesson.” Accessed 20 July, 2017. 
http://www.bmagprints.org.uk/image/433423/jacob-ochtervelt-the-music-lesson 

Bishop, Morris. Petrarch and His World.  London: Chatto & Windus, 1964. 
Blade, Timothy Trent. “Two Interior Views of the Old Church in Delft.” Art Institute of 

Chicago Museum Studies Vol. 6 (1971): 34-50. 
Blanc, Jan. “Van Hoogstraten’s Theory of Theory of Art.” In The Universal Art of Samuel 

Van Hoogstraten (1627–1678): Painter, Writer, and Courtier, edited by Thijs Weststeijn, 
35-51. Amsterdam: Amsterdam University Press, 2013. 

———. “Works in Progress: Painting and Modelling in Seventeenth-Century Holland.” 
Art History Vol. 39, no. 2 (2016): 234-53. 

Blankert, Albert. “Vermeer’s Modern Themes and Their Tradition.” In Johannes Vermeer. 
Washington, D.C.: National Gallery of Art, 1995. 

Blazekovic, Zdravko. “Music in Medieval and Renaissance Astrological Imagery.” PhD 
thesis, The City University of New York, 1997. 

Bloch, Vitale. All the Paintings of Jan Vermeer.  New York: Hawthorn Books, 1963. 

https://www.theleidencollection.com/artists/cornelis-de-man/
https://www.theleidencollection.com/artists/eglon-van-der-neer/
https://www.theleidencollection.com/artists/frans-van-mieris/
https://www.theleidencollection.com/artists/gabriel-metsu/
https://barokinvlaanderen.vlaamsekunstcollectie.be/en/artist/cornelis-de-vos
https://www.khanacademy.org/humanities/monarchy-enlightenment/baroque-art1/holland/a/leyster-the-proposition
https://www.khanacademy.org/humanities/monarchy-enlightenment/baroque-art1/holland/a/leyster-the-proposition
https://www.youtube.com/watch?v=0pDE4VX_9Kk
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780199608218.001.0001/acref-9780199608218-e-2506
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780199608218.001.0001/acref-9780199608218-e-2506
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780199608218.001.0001/acref-9780199608218-e-2506
http://www.bmagprints.org.uk/image/433423/jacob-ochtervelt-the-music-lesson


396 

Boers, Marion. “Pieter De Molijn (1597–1661): A Dutch Painter and the Art Market in the 
Seventeenth Century.” Journal of Historians of Netherlandish Art Vol. 9, no. 2 (2017): 1-
25. 

Boijmans Collection Online. “Lute Player Seated at a Virginal.” Accessed 20 July, 2017. 
http://collectie.boijmans.nl/en/object/2478/Lute-Player-Seated-at-a-
Virginal/Eglon-Hendrik-van-der-Neer 

Bok, Marten Jan, and Tom van der Molen. “Productivity Levels of Rembrandt and His 
Main Competitors in the Amsterdam Art Market.” Jahrbuch der Berliner Museen Vol. 
51 (2009): 61-8. 

Bonafoux, Pascal. Rembrandt by Rembrandt: The Self-Portraits.  Paris: Éditions du Seuil, 2019. 
Borobia, Mar. “Willem Van Aelst.” Thyssen-Bornemisza Museo Nacional. Accessed 21 

August, 2019. https://www.museothyssen.org/en/collection/artists/aelst-willem-
van/still-life-fruit 

Bouffard-Veilleux, Mickaël & Roodenburg, Herman. “Footwork: How Seventeenth-
Century Painters Made Their Merrymakers Dance.” In Celebrating in the Golden Age, 
28-39. Haarlem: Rotterdam: Frans Hals Museum and NAi Publishers, 2011. 

Bowker, Sam, and Seif El Rashidi. “Reading Khedival Khayamiya: Understanding the 
Epigrams of the Egyptian Tentmakers.” The Journal of the Middle East and Africa Vol. 
7, no. 4 (2016): 345-68. 

Bremmer, J. N., and Herman Roodenburg. “A Cultural History of Gesture.”  (1991): 152-
89. 

Bridgeman Images. “Bridgeman Images.” Accessed 9 May, 2016. 
http://www.bridgemanimages.com 

———. “The Cello Player.” Accessed 23 June, 2016. 
http://www.bridgemanimages.com/en-GB/asset/828768/metsu-gabriel-1629-
67/the-cello-player-c-1658-oil-on-canvas 

———. “Clavichord.” Accessed 9 May, 2016. http://www.bridgemanimages.com/en-
GB/asset/72541/hofmann-ferdinand-1756-1829/clavichord-once-owned-by-
franz-joseph-haydn-1732-1809 

———. “Concert.” Accessed 23 June, 2016. http://www.bridgemanimages.com/en-
GB/asset/286667/hals-dirck-1591-1656/concert-1605-56-oil-on-canvas 

———. “Couple at the Clavichord.” Accessed 23 June, 2016. 
http://www.bridgemanimages.com/en-GB/asset/81032/muyckens-jan-barendsz-
fl-1637-48/couple-at-the-clavichord-1648-panel 

———. “The Doctor’s Visit.” Accessed 23 June, 2016. 
http://www.bridgemanimages.com/en-GB/asset/747249/steen-jan-havicksz-
1625-26-79/the-doctor-s-visit-c-1660-65-oil-on-panel 

———. “Harpsichord.” Accessed 9 May, 2016. http://www.bridgemanimages.com/en-
GB/asset/1055/ruckers-jan-or-joannes-1578-1642/harpsichord-1634 

———. “Interior with a Lady Seated at a Keyboard.” Accessed 23 June, 2016. 
http://www.bridgemanimages.com/en-GB/asset/369514/metsu-gabriel-1629-
67/interior-with-a-lady-seated-at-a-keyboard-c-1655-oil-on-canvas 

———. “Regal.” Accessed 9 May, 2016. http://www.bridgemanimages.com/en-
GB/asset/711828/bauer-simon-fl-late-c17th/regal-1692-walnut 

———. “Spinet.” Accessed 9 May, 2016. http://www.bridgemanimages.com/en-
GB/asset/711825/keene-stephen-c-1640-1712/spinet-1700-walnut 

———. “Still Life with Musical Instruments.” Accessed 23 June, 2016. 
http://www.bridgemanimages.com/en-GB/asset/81130/roestraten-pieter-gerritsz-
van-c-1630-1700/still-life-with-musical-instruments 

———. “Virginal.” Accessed 9 May, 2016. http://www.bridgemanimages.com/en-
GB/asset/765357//double-virginals-with-ottavino-mother-and-child-made-by-
johannes-ruckers-1578-1642-belgium-17th-
century?context=%25searchContext%25 

http://collectie.boijmans.nl/en/object/2478/Lute-Player-Seated-at-a-Virginal/Eglon-Hendrik-van-der-Neer
http://collectie.boijmans.nl/en/object/2478/Lute-Player-Seated-at-a-Virginal/Eglon-Hendrik-van-der-Neer
https://www.museothyssen.org/en/collection/artists/aelst-willem-van/still-life-fruit
https://www.museothyssen.org/en/collection/artists/aelst-willem-van/still-life-fruit
http://www.bridgemanimages.com/
http://www.bridgemanimages.com/en-GB/asset/828768/metsu-gabriel-1629-67/the-cello-player-c-1658-oil-on-canvas
http://www.bridgemanimages.com/en-GB/asset/828768/metsu-gabriel-1629-67/the-cello-player-c-1658-oil-on-canvas
http://www.bridgemanimages.com/en-GB/asset/72541/hofmann-ferdinand-1756-1829/clavichord-once-owned-by-franz-joseph-haydn-1732-1809
http://www.bridgemanimages.com/en-GB/asset/72541/hofmann-ferdinand-1756-1829/clavichord-once-owned-by-franz-joseph-haydn-1732-1809
http://www.bridgemanimages.com/en-GB/asset/72541/hofmann-ferdinand-1756-1829/clavichord-once-owned-by-franz-joseph-haydn-1732-1809
http://www.bridgemanimages.com/en-GB/asset/286667/hals-dirck-1591-1656/concert-1605-56-oil-on-canvas
http://www.bridgemanimages.com/en-GB/asset/286667/hals-dirck-1591-1656/concert-1605-56-oil-on-canvas
http://www.bridgemanimages.com/en-GB/asset/81032/muyckens-jan-barendsz-fl-1637-48/couple-at-the-clavichord-1648-panel
http://www.bridgemanimages.com/en-GB/asset/81032/muyckens-jan-barendsz-fl-1637-48/couple-at-the-clavichord-1648-panel
http://www.bridgemanimages.com/en-GB/asset/747249/steen-jan-havicksz-1625-26-79/the-doctor-s-visit-c-1660-65-oil-on-panel
http://www.bridgemanimages.com/en-GB/asset/747249/steen-jan-havicksz-1625-26-79/the-doctor-s-visit-c-1660-65-oil-on-panel
http://www.bridgemanimages.com/en-GB/asset/1055/ruckers-jan-or-joannes-1578-1642/harpsichord-1634
http://www.bridgemanimages.com/en-GB/asset/1055/ruckers-jan-or-joannes-1578-1642/harpsichord-1634
http://www.bridgemanimages.com/en-GB/asset/369514/metsu-gabriel-1629-67/interior-with-a-lady-seated-at-a-keyboard-c-1655-oil-on-canvas
http://www.bridgemanimages.com/en-GB/asset/369514/metsu-gabriel-1629-67/interior-with-a-lady-seated-at-a-keyboard-c-1655-oil-on-canvas
http://www.bridgemanimages.com/en-GB/asset/711828/bauer-simon-fl-late-c17th/regal-1692-walnut
http://www.bridgemanimages.com/en-GB/asset/711828/bauer-simon-fl-late-c17th/regal-1692-walnut
http://www.bridgemanimages.com/en-GB/asset/711825/keene-stephen-c-1640-1712/spinet-1700-walnut
http://www.bridgemanimages.com/en-GB/asset/711825/keene-stephen-c-1640-1712/spinet-1700-walnut
http://www.bridgemanimages.com/en-GB/asset/81130/roestraten-pieter-gerritsz-van-c-1630-1700/still-life-with-musical-instruments
http://www.bridgemanimages.com/en-GB/asset/81130/roestraten-pieter-gerritsz-van-c-1630-1700/still-life-with-musical-instruments
http://www.bridgemanimages.com/en-GB/asset/765357/double-virginals-with-ottavino-mother-and-child-made-by-johannes-ruckers-1578-1642-belgium-17th-century?context=%25searchContext%25
http://www.bridgemanimages.com/en-GB/asset/765357/double-virginals-with-ottavino-mother-and-child-made-by-johannes-ruckers-1578-1642-belgium-17th-century?context=%25searchContext%25
http://www.bridgemanimages.com/en-GB/asset/765357/double-virginals-with-ottavino-mother-and-child-made-by-johannes-ruckers-1578-1642-belgium-17th-century?context=%25searchContext%25
http://www.bridgemanimages.com/en-GB/asset/765357/double-virginals-with-ottavino-mother-and-child-made-by-johannes-ruckers-1578-1642-belgium-17th-century?context=%25searchContext%25


397 

Britannica Academic. “Anna Visscher.” Accessed 27 August, 2019. https://academic-eb-
com.ezproxy.csu.edu.au/levels/collegiate/article/Anna-Visscher/75531 

———. “Emanuel De Witte.” Accessed 27 February, 2018. 
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Emanuel-de-
Witte/77292 

———. “Frans Van Mieris the Elder.” Accessed 19 March, 2018. https://academic-eb-
com.ezproxy.csu.edu.au/levels/collegiate/article/Frans-van-Mieris-the-
Elder/52598 

———. “Gabriel Metsu.” Accessed 27 February, 2018. 
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gabriel-
Metsu/52365 

———. “Gerrit Dou.” Accessed 27 February, 2018. 
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gerrit-
Dou/31014 

———. “Jacob Cats.” Accessed 27 February, 2018. 
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Jacob-
Cats/21841 

———. “Judith Leyster.” Accessed 27 February, 2018. 
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Judith-
Leyster/48046 

———. “Pieter Corneliszoon Hooft.” Accessed 19 March, 2018. https://academic-eb-
com.ezproxy.csu.edu.au/levels/collegiate/article/Pieter-Corneliszoon-
Hooft/40974 

———. “Roemer Visscher.” Accessed 27 August, 2019. https://academic-eb-
com.ezproxy.csu.edu.au/levels/collegiate/article/Roemer-Visscher/75532 

Broersen, Ellen. “‘Judith Leystar’: A Painter of ‘Good, Keen Sense’.” In Judith Leyster: A 
Dutch Master and Her World, edited by James A. Welu and Pieter Biesboer, 15-38. 
Zwolle: Yale University Press, 1993. 

Brook, Timothy. Vermeer’s Hat: The 17th Century and the Dawn of the Global World.  New York: 
Bloomsbury, 2008. 

Brooks, Daphne, and Roshanak Kheshti. “The Social Space of Sound.” Theatre Survey Vol. 
52, no. 2 (2011): 329-34. 

Broos, Ben. ““Un Celebre Peijntre Nomme Verme[e]r”.” In Johannes Vermeer, 47-66. 
Washington, D.C.: National Gallery of Art, 1995. 

Broos, Ben P. J., Arthur K. Wheelock, Albert Blankert, and Jørgen Wadum. Johannes 
Vermeer.  Washington, D.C.: National Gallery of Art, 1995. 

Brümmer, Vincent. “Atonement and Reconciliation.” Religious Studies, Vol. 28, no. 4 (1992): 
435-52. 

Brunner-Bulst, Martina. “Pieter Claesz: The Rediscovery of the Painter and His Origins.” 
In Pieter Claesz: Master of Haarlem Still Life, edited by Pieter Biesboer, 35-68. Zwolle: 
Waanders Publishers, 2004. 

Brusati, Celeste. “Paradoxical Passages: The Work of Framing in the Art of Samuel Van 
Hoogstraten.” In The Universal Art of Samuel Van Hoogstraten (1627–1678): Painter, 
Writer, and Courtier, edited by Thijs Weststeijn, 53-75. Amsterdam: Amsterdam 
University Press, 2013. 

Bubaris, Nikos. “Sound in Museums - Museums in Sound.” Museum Management and 
Curatorship Vol. 29, no. 4 (2014): 391-402. 

Buijsen, Edwin. The Hoogsteder Exhibition of Music & Painting in the Golden Age, Music and 
Painting in the Golden Age. The Hague, Zwolle: Hoogsteder & Hoogsteder: 
Waanders, 1994. Compact Disc. 

Buijsen, Edwin, and Louis Peter Grijp. The Hoogsteder Exhibition of Music & Painting in the 
Golden Age. Music and Painting in the Golden Age.  The Hague, Zwolle: 
Hoogsteder & Hoogsteder: Waanders, 1994. 

https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Anna-Visscher/75531
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Anna-Visscher/75531
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Emanuel-de-Witte/77292
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Emanuel-de-Witte/77292
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Frans-van-Mieris-the-Elder/52598
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Frans-van-Mieris-the-Elder/52598
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Frans-van-Mieris-the-Elder/52598
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gabriel-Metsu/52365
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gabriel-Metsu/52365
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gerrit-Dou/31014
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Gerrit-Dou/31014
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Jacob-Cats/21841
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Jacob-Cats/21841
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Judith-Leyster/48046
http://academic.eb.com.ezproxy.csu.edu.au/levels/collegiate/article/Judith-Leyster/48046
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Pieter-Corneliszoon-Hooft/40974
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Pieter-Corneliszoon-Hooft/40974
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Pieter-Corneliszoon-Hooft/40974
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Roemer-Visscher/75532
https://academic-eb-com.ezproxy.csu.edu.au/levels/collegiate/article/Roemer-Visscher/75532


398 

Burgers, Jan W. J. The Lute in the Dutch Golden Age: Musical Culture in the Netherlands 1580–
1670.  Amsterdam: Amsterdam University Press, 2013. 

Burns, William E. “Reviewed Work: The Insect and the Image: Visualizing Nature in Early 
Modern Europe, 1500–1700 by Janice Neri.” The Sixteenth Century Journal Vol. 43, 
no. 4 (2012): 1252-3. 

Burton, Robert. The Anatomy of Melancholy.  London: J. M. Dent & Sons Ltd, 1932. 
Busman, Joshua K. “For God and His Angels or Men at Their Tables?: The Context and 

Usage of Psalm-Singing in Francophone Calvinism, 1539–1565.” MA thesis, 
University of North Carolina, 2011. 

Buvelot, Quentin. Frans Van Mieris 1635–1681.  Zwolle: Waanders Publishers and Printers, 
2005. 

Cage, John. Silence: Lectures and Writings.  London: Calder and Boyars, 1968. 
Campbell, Gordon. “Gabriel Rollenhagen.” The Oxford Dictionary of the Renaissance. 

Accessed 27 August, 2019. https://www-oxfordreference-
com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-
9780198601753-e-3064 

———. “Pieter Roemer Visscher.” The Oxford Dictionary of the Renaissance. Accessed 
27 August, 2019. https://www-oxfordreference-
com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-
9780198601753-e-3696 

Candusso, Damian. “Sound Design: Story Telling through Sound.” MA thesis, Charles 
Sturt University, 2010. 

Carey Beebe Harpsichords. “Technical Library: Latin Mottos.” Accessed 26 March, 2018. 
http://www.hpschd.nu/index.html?nav/nav-
4.html&t/welcome.html&http://www.hpschd.nu/tech/dec/latin.html 

Carroll, Jane Louise, and Alison G. Stewart. Saints, Sinners, and Sisters: Gender and Northern 
Art in Medieval and Early Modern Europe.  Aldershot, Hants, England: Ashgate, 2003. 

Carter, Paul. “Ambiguous Traces, Mishearing, and Auditory Space.” In Hearing Cultures: 
Essays on Sound, Listening, and Modernity, edited by Veit Erlmann, 43-63. New York: 
Berg, 2004. 

Chandler, Daniel. “Introduction.” In Semiotics: The Basics, 1-11: Taylor & Francis Group, 
2007. 

———. “Models of the Sign.” In Semiotics: The Basics, 13-57: Taylor & Francis Group, 
2007. 

Chapman, H. Perry. “Home and the Display of Privacy.” In Art & Home: Dutch Interiors in 
the Age of Rembrandt, 128-52. Denver, Colorado: Denver Art Museum, 2001. 

Chapman, Perry H., W. Kloek, Arthur K. Wheelock, and Guido Jansen. Jan Steen, Painter 
and Storyteller.  Washington: National Gallery of Art, 1996. 

Chaucer, Geoffrey. The Canterbury Tales.  New York: Random House Publishing, 2006. 
Cherry, Deborah. “Art History Visual Culture.” Art History Vol. 27, no. 4 (2004): 479-93. 
Chion, Michel. “Acousmatic Sound.” Audio-Vision: Sound on Screen. Accessed 28 August, 

2019. http://filmsound.org/chion/acous.htm 
Chong, Alan. “Jacob Ochtervelt’s Rotterdam Patron.” In In His Milieu: Essays on 

Netherlandish Art in Memory of John Michael Montias, edited by Amy Golahny, Mia M. 
Mochizuki and Lisa Vergara, 101-22. Amsterdam: Amsterdam University Press, 
2006. 

Christie’s. “A Young Lady Playing a Clavichord.” Accessed 1 November, 2016. 
http://www.christies.com/lotfinder/Lot/gerrit-dou-leiden-1613-1675-a-young-
5529498-details.aspx 

Claudel, Paul. The Eye Listens.  New York: Philosophical Library, 1950. 
Clement, Albert. “Review of Music & Painting in the Golden Age by Edwin Buijsen and 

Louis Peter Grijp.” Tijdschrift van de Koninklijke Vereniging voor Nederlandse 
Muziekgeschiedenis Vol. 46, no. 1 (1996): 66-7. 

https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-9780198601753-e-3064
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-9780198601753-e-3064
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-9780198601753-e-3064
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-9780198601753-e-3696
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-9780198601753-e-3696
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198601753.001.0001/acref-9780198601753-e-3696
http://www.hpschd.nu/index.html?nav/nav-4.html&t/welcome.html&http://www.hpschd.nu/tech/dec/latin.html
http://www.hpschd.nu/index.html?nav/nav-4.html&t/welcome.html&http://www.hpschd.nu/tech/dec/latin.html
http://filmsound.org/chion/acous.htm
http://www.christies.com/lotfinder/Lot/gerrit-dou-leiden-1613-1675-a-young-5529498-details.aspx
http://www.christies.com/lotfinder/Lot/gerrit-dou-leiden-1613-1675-a-young-5529498-details.aspx


399 

Cole, Georgina. “‘Wavering between Two Worlds’: The Doorway in Seventeenth-Century 
Dutch Genre Painting.” Philament LIMINAL, no. 9 (December 2006): 18-37. 

Conn, Virginia L. “The Personal Is the Political: Artemisia Gentileschi’s Revolutionary 
Self-Portrait as the Allegory of Painting.” Kaleidoscope Vol. 8, Article 6 (2015): 23-9. 

ConnectVermeer.org. “Company Making Music in an Interior.” Accessed 19 October, 
2017. http://connectvermeer.org/painting.php?id=RKD_ART_NUMBER-
264306 

———. “Girl at a Virginal.” Accessed 19 October, 2017. 
http://www.connectvermeer.org/artist.php?id=500020229 

———. “Young Couple Playing Music.” Accessed 19 October, 2017. 
http://connectvermeer.org/painting.php?id=RKD_ART_NUMBER-65221 

Connor, Steven. “Edison’s Teeth: Touching Hearing.” In Hearing Cultures: Essays on Sound, 
Listening, and Modernity, edited by Veit Erlmann, 153-72. New York: Berg, 2004. 

Cook, James W. “Review: Towards a History of Sound.” Reviews in American History Vol. 31, 
no. 1 (2003): 47-52. 

Cook, Nicole Elizabeth. “By Candlelight: Uncovering Early Modern Women’s Creative 
Uses of Night.” In Women Artists and Patrons in the Netherlands, 1500–1700, edited by 
Elizabeth Sutton, 55-84. Amsterdam: Amsterdam University Press, 2019. 

Cooper, Suzanne Fagence. “Music, Memory and Loss in Victorian Painting.” Nineteenth-
Century Music Review Vol. 2, no. 1 (2005): 23-56. 

Cornell University. ‘Still Life of Dead Game.” Accessed 17 December, 2018. 
https://museum.cornell.edu/collections/european/european-art-1600-1900/still-
life-dead-game 

Corrigan, Kathleen. “Iconography.” In The Oxford Handbook of Byzantine Studies, edited by 
Robin Cormack, John F. Haldon and Elizabeth Jeffreys. Oxford: Oxford 
University Press, 2012. 

Cosic, Miriam. “Golden Years.” The Australian. Accessed 2 December, 2017. 
https://www.theaustralian.com.au/arts/review/rembrandt-and-the-dutch-golden-
age-masterpieces-from-the-rijksmuseum/news-
story/fbb1ed2132edeb2684209648396c1fa6 

Cottet, Jean-Pierre, and Guillaume Cottet. Vermeer, Beyond Time. Foxtel Arts, 2017. Episode 
1. 

Couwenbergh, Marc. “Last Chance to See Amor.” Accessed 29 June, 2018. 
http://marccouwenbergh.nl/tag/otto-van-veen/ 

Crane, Mary Thomas. ““Video Et Taceo”: Elizabeth I and the Rhetoric of Counsel.” Studies 
in English Literature, 1500-1900 Vol. 28, no. 1 (1988): 1-15. 

Crawford-Parker, Sarah. “Refashioning Female Identity: Women’s Roles in Seventeenth-
Century Dutch Historiated Portraits.” PhD thesis, University of Kansas, 2006. 

Crouch, Joseph. Puritanism and Art: An Inquiry into a Popular Fallacy.  London: Cassell and 
Company, Ltd, 1910. 

Cust, Lionel. “A Music Party by Pieter De Hooch.” The Burlington Magazine for Connoisseurs 
Vol. 26, no. 144 (1915): 222-3. 

De Digitale Bibliotheek voor de Nederlandse Letteren. “From Sight to Insight: The 
Emblem in the Low Countries.” Accessed 28 June, 2018. 
http://www.dbnl.org/tekst/_low001199301_01/_low001199301_01_0030.php 

De Jongh, Eddy. Questions of Meaning: Theme and Motif in Dutch Seventeenth-Century Painting.  
Leiden: Primavera Pers, 1995. 

———. “On Balance.” In Vermeer Studies, edited by Ivan Gaskell and Michiel Jonker, 350-
65. Washington: National Gallery of Art & Yale University Press, 1998. 

———. “Painted Words in Dutch Art of the Seventeenth Century.” In History of Concepts: 
Comparative Perspectives, edited by Iain Hami’siier-Monk, Kaiun Tilmans and Frank 
van Vree, 167-89. Amsterdam: Amsterdam University Press, 1998. 

http://connectvermeer.org/painting.php?id=RKD_ART_NUMBER-264306
http://connectvermeer.org/painting.php?id=RKD_ART_NUMBER-264306
http://www.connectvermeer.org/artist.php?id=500020229
http://connectvermeer.org/painting.php?id=RKD_ART_NUMBER-65221
https://museum.cornell.edu/collections/european/european-art-1600-1900/still-life-dead-game
https://museum.cornell.edu/collections/european/european-art-1600-1900/still-life-dead-game
https://www.theaustralian.com.au/arts/review/rembrandt-and-the-dutch-golden-age-masterpieces-from-the-rijksmuseum/news-story/fbb1ed2132edeb2684209648396c1fa6
https://www.theaustralian.com.au/arts/review/rembrandt-and-the-dutch-golden-age-masterpieces-from-the-rijksmuseum/news-story/fbb1ed2132edeb2684209648396c1fa6
https://www.theaustralian.com.au/arts/review/rembrandt-and-the-dutch-golden-age-masterpieces-from-the-rijksmuseum/news-story/fbb1ed2132edeb2684209648396c1fa6
http://marccouwenbergh.nl/tag/otto-van-veen/
http://www.dbnl.org/tekst/_low001199301_01/_low001199301_01_0030.php


400 

———. “Frans Van Mieris: Questions of Understanding.” In Frans Van Mieris 1635–1681, 
edited by Quentin Buvelot, 44-61. Zwolle: Waanders Publishers and Printers, 2005. 

De Marchi, Neil. “The Role of Dutch Auctions and Lotteries in Shaping the Art Market(s) 
of 17th Century Holland.” Journal of Economic Behavior & Organization Vol. 28 (1995): 
203-21. 

———. “Art, Value, and Market Practices in the Netherlands in the Seventeenth Century.” 
The Art Bulletin Vol. 76, no. 3 (1994): 451-64. 

De Marchi, Neil, and Hans J. Van Miegroet. “Rules Versus Play in Early Modern Art 
Markets.” Louvain Economic Review Vol. 66, no. 2 (2000): 145-65. 

De Silva, Anil, and World Confederation of Organizations of the Teaching Profession. 
Music: Music in the Visual Arts.  London: Educational Productions, 1964. 

De Vries, Lyckle. “Tronies and Other Single Figured Netherlandish Paintings.” In 
Nederlandse Portretten: Bijdragen over De Portetkunst in De Nederlanden Uit De Zestiende, 
Zeventiende En Achttiende Eeuw, edited by H. Blasse-Hegeman, 185-202. ’s-
Gravenhage: SDU uitgeverij, 1990. 

Dekker, Rudolf M. “Sexuality, Elites, and Court Life in the Late Seventeenth Century: The 
Diaries of Constantijn Huygens, Jr.”. Eighteenth-Century Life Vol. 23, no. 3 (1999): 
94-109. 

Demos, T. J. “A Matter of Time.” Tate.org.uk. Accessed 29 March, 2019. 
https://www.tate.org.uk/context-comment/articles/matter-time 

Dercon, Chris. “A Few Notes on the Exhibtion Tronies.” In Tronies: Marlene Dumas and the 
Old Masters. Düsseldorf: Richter Verlag, 2010. 

Desiringgod.org. “Five Solas of the Reformation.” Accessed 9 April, 2018. 
www.desiringgod.org/messages/soli-deo-gloria 

Deursen, A. T. Van. Plain Lives in a Golden Age: Popular Culture, Religion and Society in 
Seventeenth-Century Holland.  Cambridge: Cambridge University Press, 1991. 

Diagram Group. Musical Instruments of the World: An Illustrated Encyclopedia [in English].  
Toronto: Bantam, 1976. 

Dijck, Lucas van, and Ton Koopman. Het Klavecimbel in De Nederlandse Kunst Tot 1800 = the 
Harpsichord in Dutch Art before 1800 [in Dutch and English].  Zutphen: Walburg Pers, 
1987. 

Dixon, Laurinda. Perilous Chastity: Women and Illness in Pre-Enlightenment Art and Medicine.  
Ithaca: Cornell University Press, 1995. 

———. “Privileged Piety: Melancholia and the Herbal Tradition.” Journal of Historians of 
Netherlandish Art Vol. 1, no. 2 (1-29 2009). 

Dordrechts Museum. “The Listener.” Accessed 2 October, 2018. 
https://www.dordrechtsmuseum.nl/objecten/de-luistervink/ 

Dulwich Picture Gallery. “Dou’s Musical Paintings Reunited after Nearly Four Centuries 
Apart.” Dulwich Picture Gallery. Accessed 29 April, 2019. 
https://www.dulwichpicturegallery.org.uk/about/press-media/press-releases/dou-
s-musical-paintings-reunited-after-nearly-four-centuries-apart/ 

———. “A Woman Playing a Clavichord.” Accessed 1 April, 2016. 
http://www.dulwichpicturegallery.org.uk/explore-the-collection/051-100/a-
woman-playing-a-clavichord/ 

Dunlap, Susanne. “Susanna and the Male Gaze: The Musical Iconography of a Baroque 
Heroine.” Women & Music  (2001): 40. 

Durham, John I. The Biblical Rembrandt: Human Painter in a Landscape of Faith.  Macon: 
Mercer University Press, 2004. 

Dzuverovic, Lina. “The Love Affair between the Museum and the Arts of Sound.” 
dzuverovic.org. Accessed 6 February, 2019. 
http://www.dzuverovic.org/?path=/texts/the-love-affair-between-the-museum-
and-the-arts-of-sound/ 

https://www.tate.org.uk/context-comment/articles/matter-time
http://www.desiringgod.org/messages/soli-deo-gloria
https://www.dordrechtsmuseum.nl/objecten/de-luistervink/
https://www.dulwichpicturegallery.org.uk/about/press-media/press-releases/dou-s-musical-paintings-reunited-after-nearly-four-centuries-apart/
https://www.dulwichpicturegallery.org.uk/about/press-media/press-releases/dou-s-musical-paintings-reunited-after-nearly-four-centuries-apart/
http://www.dulwichpicturegallery.org.uk/explore-the-collection/051-100/a-woman-playing-a-clavichord/
http://www.dulwichpicturegallery.org.uk/explore-the-collection/051-100/a-woman-playing-a-clavichord/
http://www.dzuverovic.org/?path=/texts/the-love-affair-between-the-museum-and-the-arts-of-sound/
http://www.dzuverovic.org/?path=/texts/the-love-affair-between-the-museum-and-the-arts-of-sound/


401 

Ebert-Schifferer, Sybille. “Trompe L’oeil: The Underestimated Trick.” In Deceptions and 
Illusions: Five Centuries of Trompe L'oeil Painting, 17-40. Washington: National Gallery 
of Art, 2002. 

Edge, Dexter. “Not Mozart, Not Zoffany. So...What?” Blogger. Accessed 14 November, 
2018. http://michaelorenz.blogspot.com/2013/08/not-mozart-not-zoffany-so-
what.html 

Edmundson, George. “Pieter Corneliszoon Hooft.” The English Historical Review Vol. 9, no. 
33 (1894): 77-91. 

Ehrlich, Cyril. The Piano: A History.  London: Dent, 1976. 
Elaine, Rachel. “How Deaf People Experience Music.” Accessed 14 June, 2019. 

https://medium.com/@rachelelainemonica/how-deaf-people-experience-music-
a313c3fa4bfd 

Elizregina.com. “Said It, Believed It, Lived It: Mottoes of Elizabeth Regina.” 
Wordpress.com. Accessed 15 November, 2018. https://elizregina.com/tag/video-
et-taceo-elizabeth-i-and-the-rhetoric-of-counsel/ 

Elk, Martine van. Early Modern Women’s Writing: Domesticity, Privacy, and the Public Sphere in 
England and the Dutch Republic. Early Modern Literature in History.  Cham: Springer 
International Publishing, 2017. 

———. “Renaming Themselves: The Mottoes of Early Modern Women Writers.” 
Wordpress.com. Accessed 26 April, 2018. 
https://martinevanelk.wordpress.com/?s=motto 

Emblem Project Utrecht. “Quid Non Sentit Amor.” Accessed 29 June, 2018. 
http://emblems.let.uu.nl/c162743.html 

Encyclopedia Britannica. “Johannes Vermeer.” Charles Sturt University. Accessed 20 
January, 2018. 
https://primo.csu.edu.au/discovery/fulldisplay?docid=britnica75111&context=PC
&vid=61CSU_INST:61CSU&lang=en&search_scope=MyInst_and_CI&adaptor=
Primo%20Central&tab=Everything&query=any,contains,johannes%20vermeer&so
rtby=rank&offset=0 

———. “Thomas De Keyser.” Accessed 3 July, 2018. 
https://www.britannica.com/biography/Thomas-de-Keyser 

Essential Vermeer. “A Brief Overview of the Dutch Art Market in the 17th Century.” 
Accessed 27 October, 2016. http://www.essentialvermeer.com/dutch-
painters/dutch_art/ecnmcs_dtchart.html#.WBCxvOB97IU 

———. ““Dissius” Auction of 1696.” Accessed 20 August, 2019. 
http://www.essentialvermeer.com/clients_patrons/dissius_sale_no38.html#.XVtJs
KmuY0M 

———. “Metsu.” Accessed 23 June, 2016. http://www.essentialvermeer.com/dutch-
painters/masters/metsu_da.html#.V2tDXLh97IU 

———. “Music in the Time of Vermeer.” Accessed 13 November, 2018. 
http://www.essentialvermeer.com/music/music_start.html#.W-o_YZMzbIW 

———. “Music in the Time of Vermeer: Music in the Golden Age.” Accessed 23 June, 
2017. http://www.essentialvermeer.com/music/music_new.html#.WUxYCelLfIU 

———. “Related Artworks.” Accessed 20 July, 2017. 
http://www.essentialvermeer.com/related_vermeer_paintings/seated.html#.WXA
Fr4iGPIU 

———. “The So-Called Dissius Auction.” Accessed 24 May, 2018. 
http://www.essentialvermeer.com/clients_patrons/dissius_auction.html#.WwYjak
iFPIU 

———. “Vermeer and the Virginals.” Accessed 1 April, 2016. 
http://www.essentialvermeer.com/music/vermeer_and_virginals.html#.VxgH8jB
97IU 

http://michaelorenz.blogspot.com/2013/08/not-mozart-not-zoffany-so-what.html
http://michaelorenz.blogspot.com/2013/08/not-mozart-not-zoffany-so-what.html
https://medium.com/@rachelelainemonica/how-deaf-people-experience-music-a313c3fa4bfd
https://medium.com/@rachelelainemonica/how-deaf-people-experience-music-a313c3fa4bfd
https://elizregina.com/tag/video-et-taceo-elizabeth-i-and-the-rhetoric-of-counsel/
https://elizregina.com/tag/video-et-taceo-elizabeth-i-and-the-rhetoric-of-counsel/
https://martinevanelk.wordpress.com/?s=motto
http://emblems.let.uu.nl/c162743.html
https://primo.csu.edu.au/discovery/fulldisplay?docid=britnica75111&context=PC&vid=61CSU_INST:61CSU&lang=en&search_scope=MyInst_and_CI&adaptor=Primo%20Central&tab=Everything&query=any,contains,johannes%20vermeer&sortby=rank&offset=0
https://primo.csu.edu.au/discovery/fulldisplay?docid=britnica75111&context=PC&vid=61CSU_INST:61CSU&lang=en&search_scope=MyInst_and_CI&adaptor=Primo%20Central&tab=Everything&query=any,contains,johannes%20vermeer&sortby=rank&offset=0
https://primo.csu.edu.au/discovery/fulldisplay?docid=britnica75111&context=PC&vid=61CSU_INST:61CSU&lang=en&search_scope=MyInst_and_CI&adaptor=Primo%20Central&tab=Everything&query=any,contains,johannes%20vermeer&sortby=rank&offset=0
https://primo.csu.edu.au/discovery/fulldisplay?docid=britnica75111&context=PC&vid=61CSU_INST:61CSU&lang=en&search_scope=MyInst_and_CI&adaptor=Primo%20Central&tab=Everything&query=any,contains,johannes%20vermeer&sortby=rank&offset=0
https://www.britannica.com/biography/Thomas-de-Keyser
http://www.essentialvermeer.com/dutch-painters/dutch_art/ecnmcs_dtchart.html#.WBCxvOB97IU
http://www.essentialvermeer.com/dutch-painters/dutch_art/ecnmcs_dtchart.html#.WBCxvOB97IU
http://www.essentialvermeer.com/clients_patrons/dissius_sale_no38.html#.XVtJsKmuY0M
http://www.essentialvermeer.com/clients_patrons/dissius_sale_no38.html#.XVtJsKmuY0M
http://www.essentialvermeer.com/dutch-painters/masters/metsu_da.html#.V2tDXLh97IU
http://www.essentialvermeer.com/dutch-painters/masters/metsu_da.html#.V2tDXLh97IU
http://www.essentialvermeer.com/music/music_start.html#.W-o_YZMzbIW
http://www.essentialvermeer.com/music/music_new.html#.WUxYCelLfIU
http://www.essentialvermeer.com/related_vermeer_paintings/seated.html#.WXAFr4iGPIU
http://www.essentialvermeer.com/related_vermeer_paintings/seated.html#.WXAFr4iGPIU
http://www.essentialvermeer.com/clients_patrons/dissius_auction.html#.WwYjakiFPIU
http://www.essentialvermeer.com/clients_patrons/dissius_auction.html#.WwYjakiFPIU
http://www.essentialvermeer.com/music/vermeer_and_virginals.html#.VxgH8jB97IU
http://www.essentialvermeer.com/music/vermeer_and_virginals.html#.VxgH8jB97IU


402 

Etro, Federico, and Elena Stepanova. “Entry of Painters in the Amsterdam Market of the 
Golden Age.” University Ca’ Foscari of Venice, Dept. of Economics Research Paper Series, 
no. 7 (2015): 317-48. 

Europeana Collections. “Still Life with Fish and Oysters.” Accessed 23 August, 2019. 
https://www.europeana.eu/portal/en/record/2048005/Athena_Plus_ProvidedCH
O_Nationalmuseum__Sweden_17762.html 

Even, Yael. “Judith Leyster: An Unsuitable Place for a Woman.” Konsthistorisk Tidskrift Vol. 
71, no. 3 (2002): 115-24. 

Fairbanks, Arthur. “Philostratus Elder 1. 16 - 31.” Accessed 26 March, 2019.  
https://www.theoi.com/Text/PhilostratusElder1B.html 

Fallon, Melinda K. Vander Ploeg. “Petronella de La Court and Agneta Block: Experiencing 
Collections in Late Seventeenth-Century Amsterdam.” Aurora Vol. 4 (2003): 95-
108. 

Feld, Steven. “From Ethnomusicology to Echo-Muse-Ecology.” Acoustic Ecology 
Institute. Accessed 10 August, 2018. 
http://www.acousticecology.org/writings/echomuseecology.html 

Fenlon, Iain. Music in Medieval and Early Modern Europe: Patronage, Sources and Texts.  
Cambridge: Cambridge University Press, 1981. 

Fernyhough, Charles. “Do Deaf People Hear an Inner Voice?” Psychologytoday.com. 
Accessed 12 February, 2019. https://www.psychologytoday.com/au/blog/the-
voices-within/201401/do-deaf-people-hear-inner-voice 

Festa, Lisa Ann. “Representations of Saint Cecilia in Italian Renaissance and Baroque 
Painting and Sculpture.” PhD thesis, Rutgers, The State University of New Jersey, 
New Brunswick, 2004. 

Fielding, Edward M. “Symbolism of the Empty Chair in Art.” Accessed 5 December, 2018.  
https://www.dogfordstudios.com/symbolism-chair-art/ 

Finkel, Jana. “Gerrit Dou’s “Violin Player”: Music and Painting in the Artist’s Studio in 
Seventeenth-Century Dutch Genre Painting.” MA thesis, Queen’s University, 
Canada, 2008. 

Finlay, Ian F. “Musical Instruments in 17th-Century Dutch Paintings.” The Galpin Society 
Journal Vol. 6 (1953): 52-69. 

Fischer, Pieter. Music in Paintings of the Low Countries in the 16th and 17th Centuries.  
Amsterdam: Swets & Zeitlinger, 1975. 

Fletcher, Jennifer. Peter Paul Rubens.  London: Phaidon, 1968. 
Fock, C. Willemijn. “Semblance or Reality? The Domestic Interior in Seventeenth-Century 

Dutch Genre Painting.” In Art & Home: Dutch Interiors in the Age of Rembrandt, 82-
101. Denver, Colorado: Denver Art Museum, 2001. 

Fondation Custodia. “Abraham Van Diepenbeeck.” Accessed 22 August, 2019.  
https://www.fondationcustodia.fr/17-Abraham-van-Diepenbeeck 

Ford, Charles. “People as Property.” Oxford Art Journal Vol. 25, no. 1 (2002): 3-16. 
Foxtel Arts. Eras of Music History: Baroque, Eras of Music History. Foxtel Arts, 2015. Parts 1 & 

2. 
Franits, Wayne E. “The Depiction of Servants in Some Paintings by Pieter De Hooch.” 

Zeitschrift für Kunstgeschichte Vol. 52, no. 4 (1989): 559-66. 
———. Dutch Seventeenth-Century Genre Painting: Its Stylistic and Thematic Evolution.  New 

Haven: Yale University Press, 2004. 
———. Looking at Seventeenth-Century Dutch Art: Realism Reconsidered.  Cambridge: Cambridge 

University Press, 1997. 
———. Paragons of Virtue: Women and Domesticity in Seventeenth-Century Dutch Art.  

Cambridge: Cambridge University Press, 1993. 
———. “Wily Women? On Sexual Imagery in Dutch Art of the Seventeenth Century.” In 

From Revolt to Riches, edited by Theo Hermans and Reinier Salverda. Culture and 
History of the Low Countries, 1500–1700, 220-33: UCL Press, 2017. 

https://www.europeana.eu/portal/en/record/2048005/Athena_Plus_ProvidedCHO_Nationalmuseum__Sweden_17762.html
https://www.europeana.eu/portal/en/record/2048005/Athena_Plus_ProvidedCHO_Nationalmuseum__Sweden_17762.html
https://www.theoi.com/Text/PhilostratusElder1B.html
http://www.acousticecology.org/writings/echomuseecology.html
https://www.psychologytoday.com/au/blog/the-voices-within/201401/do-deaf-people-hear-inner-voice
https://www.psychologytoday.com/au/blog/the-voices-within/201401/do-deaf-people-hear-inner-voice
https://www.dogfordstudios.com/symbolism-chair-art/
https://www.fondationcustodia.fr/17-Abraham-van-Diepenbeeck


403 

Frans Hals Museum. “Company Making Music in an Interior.” Accessed 29 August, 2016.  
http://www.franshalsmuseum.nl/en/collection/search-collection/company-
making-music-in-an-interior-171/# 

Frederick, Michele Lynn. “Shaping the Royal Image: Gerrit Van Honthorst and the Stuart 
Courts in London and the Hague, 1620–1649.” PhD thesis, University of Delaware, 
2019. 

Frijhoff, Willem. “The Relevance of Dutch History, Or: Much in Little? Reflections on the 
Practice of History in the Netherlands.” BMGN : Low Countries Historical Review Vol. 
125, no. 2-3 (2010): 7-44. 

Fucci, Robert. “Parrhasius and the Art of Display: The Illusionistic Curtain in Seventeenth-
Century Dutch Painting.” Nederlands Kunsthistorisch Jaarboek Vol. 65, no. 1 (2015): 
144-75. 

Furness, Hannah. “Four of Rembrandt’s Five Senses Reunited...But Hunt Is on for the 
Last Lost Painting.” Accessed 7 February, 2019.  
https://www.telegraph.co.uk/news/2016/09/15/four-of-rembrandts-five-senses-
reunitedbut-hunt-is-on-for-the-la/ 

Gallant, Leah. “Appreciating the Still Life: Quotes from the Critics.” Accessed 24 October, 
2019.  https://denverartmuseum.org/article/appreciating-still-life-quotes-critics 

Gallego, Amber Galloway. “Amber Galloway Gallego.” Accessed 14 June, 2019.  
https://www.youtube.com/channel/UCAg6N0lO0_4gtU-v5U8_vfw 

Garland, Henry, and Mary Garland. “Gabriel Rollenhagen.” The Oxford Companion to 
German Literature. Accessed 27 August, 2019. https://www-oxfordreference-
com.ezproxy.csu.edu.au/view/10.1093/acref/9780198158967.001.0001/acref-
9780198158967-e-4462 

Garrard, Mary D. “Artemisia Gentileschi’s Self-Portrait as the Allegory of Painting.” The 
Art Bulletin Vol. 62, no. 1 (1980): 97-112. 

Garrioch, David. “Sounds of the City: The Soundscape of Early Modern European 
Towns.” Urban History Vol. 30, no. 1 (2003): 5-25. 

Gaskell, Ivan, and Michiel Jonker. Vermeer Studies.  Washington: National Gallery of Art & 
Yale University Press, 1998. 

Gemaldegalerie Alte Meister. “Gonzales Coques.” Accessed 5 September, 2018.  
http://altemeister.museum-kassel.de/32122/0/0/147/s1/0/0/objekt.html 

Gemert, Lia van. “The Power of the Weaker Vessels: Simon Schama and Johan Van 
Beverwijck on Women.” In Women of the Golden Age: An International Debate on 
Women in Seventeenth-Century Holland, England and Italy, edited by E. Kloek, N. 
Teeuwen and M. Huisman, 39-50. Verloren: Hilversum, 1994. 

Georgievska-Shine, Aneta. ““A Counterfeit of What Has to Decay”: Vermeer and the 
Mapping of Absence in a Woman with a Lute.” Journal of Historians of Netherlandish 
Art Vol. 9, no. 1 (2017). 

Gerig, Reginald. Famous Pianists & Their Technique.  Washington: R. B. Luce, 1974. 
Gershon, Walter. “Resounding Science: A Sonic Ethnography of an Urban Fifth Grade 

Classroom.” Journal of Sonic Studies. Accessed 10 August, 2018.  
http://journal.sonicstudies.org/vol04/nr01/a08 

Gierveld, Arend Jan. “The Harpsichord and Clavichord in the Dutch Republic.” Tijdschrift 
van de Vereniging voor Nederlandse Muziekgeschiedenis Vol. 31, no. 2 (1981): 117-66. 

Gillespie, John. Five Centuries of Keyboard Music: An Historical Survey of Music for Harpsichord and 
Piano.  New York: Dover Publications, 1972. 

Gito, Manuel Antonio Diaz. “Jan Steen and the Lovesick Maiden: Classical Tradition in 
Golden Age Dutch Painting (2nd Part).” Cuadernos de Filología Clásica. Estudios 
Latinos Vol. 36, no. 2 (2016): 311-31. 

Glück, Gustav. Pieter Brueghel the Elder.  London: A. Zwemmer Ltd, 1951. 
Golahny, Amy. “Insights into the Dutch Vasari: Carel Van Mander’s Life of Titian.” 

Canadian Journal of Netherlandic Studies (2001): 8-17. 

http://www.franshalsmuseum.nl/en/collection/search-collection/company-making-music-in-an-interior-171/
http://www.franshalsmuseum.nl/en/collection/search-collection/company-making-music-in-an-interior-171/
https://www.telegraph.co.uk/news/2016/09/15/four-of-rembrandts-five-senses-reunitedbut-hunt-is-on-for-the-la/
https://www.telegraph.co.uk/news/2016/09/15/four-of-rembrandts-five-senses-reunitedbut-hunt-is-on-for-the-la/
https://denverartmuseum.org/article/appreciating-still-life-quotes-critics
https://www.youtube.com/channel/UCAg6N0lO0_4gtU-v5U8_vfw
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198158967.001.0001/acref-9780198158967-e-4462
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198158967.001.0001/acref-9780198158967-e-4462
https://www-oxfordreference-com.ezproxy.csu.edu.au/view/10.1093/acref/9780198158967.001.0001/acref-9780198158967-e-4462
http://altemeister.museum-kassel.de/32122/0/0/147/s1/0/0/objekt.html
http://journal.sonicstudies.org/vol04/nr01/a08


404 

———. Rembrandt’s Reading: The Artist’s Bookshelf of Ancient Poetry and History.  Amsterdam: 
Amsterdam University Press, 2003. 

Goldfarb, Hilliard T., Museum Portland Art, and Montreal Museum of Fine Arts. Art and 
Music in Venice: From the Renaissance to the Baroque.  Montréal, Paris: Montreal 
Museum of Fine Arts, 2013. 

Gonzalez, Kristen H. “More Than Mimicry: The Parrot in Dutch Genre Painting.” 
Accessed 17 December, 2018. https://www.nga.gov/research/in-depth/themes-
ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-
painting.html 

Good, Edwin M. Giraffes, Black Dragons, and Other Pianos: A Technological History from Cristofori 
to the Modern Concert Grand.  Stanford, California: Stanford University Press, 1982. 

Google Arts & Culture. “Fantasy Interior with Jan Steen and the Family of Gerrit 
Schouten.” Accessed 28 July, 2016.  
https://www.google.com/culturalinstitute/beta/asset/fantasy-interior-with-jan-
steen-and-the-family-of-gerrit-
schouten/KwFCan7HexyneQ?hl=en&ms=%7B%22x%22%3A0.49999999999139
86%2C%22y%22%3A0.5%2C%22z%22%3A8.37996634788691%2C%22size%22
%3A%7B%22width%22%3A2.075470881570528%2C%22height%22%3A1.23749
95473439203%7D%7D 

Google Books. “Van Coudenberg Family.” Accessed 20 July, 2017.  
https://books.google.com.au/books?id=rrJb4caOn9QC&pg=PA121&lpg=PA121
&dq=gonzales+coques+bergmans+collection+brussels&source=bl&ots=fdo8sWJ
2Bh&sig=_T457Jya-
AwGxLLtzKYpfyoAp3w&hl=en&sa=X&ved=0ahUKEwj92t3QnqjUAhXDEpQ
KHbHqB4YQ6AEIJzAB 

Gorbman, Claudia. Unheard Melodies: Narrative Film Music.  Bloomington: Indiana University 
Press, 1987. 

Gordenker, Emilie E. S. “The Rhetoric of Dress in Seventeenth-Century Dutch and 
Flemish Portraiture.” The Journal of the Walters Art Gallery Vol. 57 (1999): 87-104. 

Goss, Juli, Elizabeth Kunz Kollmann, Christine Reich, and Stephanie Iacovelli. 
“Understanding the Multilingualism and Communication of Museum Visitors Who 
Are d/Deaf or Hard of Hearing.” A Journal of Reflective Discourse Vol. 10, no. 1 
(2015): 52-65. 

Gottlieb, Carla. “Movement in Painting.” The Journal of Aesthetics and Art Criticism Vol. 17, 
no. 1 (1958): 22-33. 

Gouk, Penelope. “Raising Spirits and Restoring Souls: Early Modern Medical Explanations 
for Music’s Effects.” In Hearing Cultures: Essays on Sound, Listening, and Modernity, 
edited by Veit Erlmann, 87-106. New York: Berg, 2004. 

Greenhalgh, Michael. “Artserve.” The Australian National University, 
http://rubens.anu.edu.au 

———. “Learning from Images over the Web.” University of Michigan Library, 
https://quod.lib.umich.edu/j/jahc/3310410.0005.301/--learning-from-images-
over-the-web?rgn=main;view=fulltext 

Greer, Germaine. The Obstacle Race: The Fortunes of Women Painters and Their Work.  New 
York: Farrar, Straus, Giroux, 1979. 

Grijp, Louis Peter. “Interior with a Woman at a Virginal.” In The Hoogsteder Exhibition of 
Music & Painting in the Golden Age, 316-21. The Hague: Zwolle: Hoogsteder & 
Hoogsteder: Waanders, 1994. 

Guggenheim. “Sam Taylor-Wood.” Accessed 23 August, 2019.  
https://www.guggenheim.org/artwork/artist/sam-taylor-wood 

Guillaume, Kazerouni. “The Lamentation over Christ.” Louvre. Accessed 23 August, 2019. 
https://www.louvre.fr/en/oeuvre-notices/lamentation-over-christ 

https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html
https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html
https://www.nga.gov/research/in-depth/themes-ideas-dutch-genre-painting/more-than-mimicry-the-parrot-in-dutch-genre-painting.html
https://www.google.com/culturalinstitute/beta/asset/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-schouten/KwFCan7HexyneQ?hl=en&ms=%7B%22x%22%3A0.4999999999913986%2C%22y%22%3A0.5%2C%22z%22%3A8.37996634788691%2C%22size%22%3A%7B%22width%22%3A2.075470881570528%2C%22height%22%3A1.2374995473439203%7D%7D
https://www.google.com/culturalinstitute/beta/asset/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-schouten/KwFCan7HexyneQ?hl=en&ms=%7B%22x%22%3A0.4999999999913986%2C%22y%22%3A0.5%2C%22z%22%3A8.37996634788691%2C%22size%22%3A%7B%22width%22%3A2.075470881570528%2C%22height%22%3A1.2374995473439203%7D%7D
https://www.google.com/culturalinstitute/beta/asset/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-schouten/KwFCan7HexyneQ?hl=en&ms=%7B%22x%22%3A0.4999999999913986%2C%22y%22%3A0.5%2C%22z%22%3A8.37996634788691%2C%22size%22%3A%7B%22width%22%3A2.075470881570528%2C%22height%22%3A1.2374995473439203%7D%7D
https://www.google.com/culturalinstitute/beta/asset/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-schouten/KwFCan7HexyneQ?hl=en&ms=%7B%22x%22%3A0.4999999999913986%2C%22y%22%3A0.5%2C%22z%22%3A8.37996634788691%2C%22size%22%3A%7B%22width%22%3A2.075470881570528%2C%22height%22%3A1.2374995473439203%7D%7D
https://www.google.com/culturalinstitute/beta/asset/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-schouten/KwFCan7HexyneQ?hl=en&ms=%7B%22x%22%3A0.4999999999913986%2C%22y%22%3A0.5%2C%22z%22%3A8.37996634788691%2C%22size%22%3A%7B%22width%22%3A2.075470881570528%2C%22height%22%3A1.2374995473439203%7D%7D
https://www.google.com/culturalinstitute/beta/asset/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-schouten/KwFCan7HexyneQ?hl=en&ms=%7B%22x%22%3A0.4999999999913986%2C%22y%22%3A0.5%2C%22z%22%3A8.37996634788691%2C%22size%22%3A%7B%22width%22%3A2.075470881570528%2C%22height%22%3A1.2374995473439203%7D%7D
https://books.google.com.au/books?id=rrJb4caOn9QC&pg=PA121&lpg=PA121&dq=gonzales+coques+bergmans+collection+brussels&source=bl&ots=fdo8sWJ2Bh&sig=_T457Jya-AwGxLLtzKYpfyoAp3w&hl=en&sa=X&ved=0ahUKEwj92t3QnqjUAhXDEpQKHbHqB4YQ6AEIJzAB
https://books.google.com.au/books?id=rrJb4caOn9QC&pg=PA121&lpg=PA121&dq=gonzales+coques+bergmans+collection+brussels&source=bl&ots=fdo8sWJ2Bh&sig=_T457Jya-AwGxLLtzKYpfyoAp3w&hl=en&sa=X&ved=0ahUKEwj92t3QnqjUAhXDEpQKHbHqB4YQ6AEIJzAB
https://books.google.com.au/books?id=rrJb4caOn9QC&pg=PA121&lpg=PA121&dq=gonzales+coques+bergmans+collection+brussels&source=bl&ots=fdo8sWJ2Bh&sig=_T457Jya-AwGxLLtzKYpfyoAp3w&hl=en&sa=X&ved=0ahUKEwj92t3QnqjUAhXDEpQKHbHqB4YQ6AEIJzAB
https://books.google.com.au/books?id=rrJb4caOn9QC&pg=PA121&lpg=PA121&dq=gonzales+coques+bergmans+collection+brussels&source=bl&ots=fdo8sWJ2Bh&sig=_T457Jya-AwGxLLtzKYpfyoAp3w&hl=en&sa=X&ved=0ahUKEwj92t3QnqjUAhXDEpQKHbHqB4YQ6AEIJzAB
https://books.google.com.au/books?id=rrJb4caOn9QC&pg=PA121&lpg=PA121&dq=gonzales+coques+bergmans+collection+brussels&source=bl&ots=fdo8sWJ2Bh&sig=_T457Jya-AwGxLLtzKYpfyoAp3w&hl=en&sa=X&ved=0ahUKEwj92t3QnqjUAhXDEpQKHbHqB4YQ6AEIJzAB
http://rubens.anu.edu.au/
https://quod.lib.umich.edu/j/jahc/3310410.0005.301/--learning-from-images-over-the-web?rgn=main;view=fulltext
https://quod.lib.umich.edu/j/jahc/3310410.0005.301/--learning-from-images-over-the-web?rgn=main;view=fulltext
https://www.guggenheim.org/artwork/artist/sam-taylor-wood
https://www.louvre.fr/en/oeuvre-notices/lamentation-over-christ


405 

Guion, David. “Quotations on Sound and Silence.” Accessed 7 March, 2017.  
http://music.allpurposeguru.com/2012/04/quotations-on-sound-and-silence/ 

Guzy, Marinna. “The Sound of Life: What Is a Soundscape?” Smithsonian Center for 
Folklife & Cultural Heritage. Accessed 10 August, 2018.  
https://folklife.si.edu/talkstory/the-sound-of-life-what-is-a-soundscape 

Haberland, Irene. “Verkolje Family.” Grove Art Online. Accessed 27 August, 2019.  
https://www-oxfordartonline-
com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oa
o-9781884446054-e-7000088839 

Hale, J. R. A Concise Encyclopaedia of the Italian Renaissance.  London: Thames and Hudson, 
1981. 

Hall, James. Dictionary of Subjects and Symbols in Art. Second ed.  Boulder: Westview Press, 
2008. 

Halliwell, Stephen. “Beyond the Mirror of Nature: Plato’s Ethics of Visual Form.” In Plato 
on Art and Beauty, edited by A. E.  Denham, 173-204. London: Macmillan 
Publishers Limited, 2012. 

Hamilton, Thomas Keith. “The Liturgical Organist: The Creative Use of Solo Organ Music 
in the Lutheran Liturgy.” Doctor of Musical Arts Dissertation, The University of 
Iowa, 2014. 

Hammer-Tugendhat, Daniela. The Visible and the Invisible: On Seventeenth-Century Dutch 
Painting.  Berlin: De Gruyter, 2015. 

Handwerk, Theresa. “Home Perfected: Pieter De Hooch and New Ideals of Domesticity in 
the Dutch Republic.” MA thesis, University of Delaware, 2011. 

Hanson, Brighton K. “Coloring the Narrative: Color Symbolism in Seventeenth-Century 
Dutch Painting.” MA thesis, University of Maryland, 2008. 

Hart, Joan. “Erwin Panofsky and Karl Mannheim: A Dialogue on Interpretation.” Critical 
Inquiry Vol. 19, no. 3 (1993): 534-66. 

 Hawley, John. “Artist Biographies.” In Class Distinctions: Dutch Painting in the Age of 
Rembrandt and Vermeer, 269-79. Boston, Massachusetts: MFA Publications, Museum 
of Fine Arts, Boston, 2015. 

Hellerstedt, Kahren. “Hurdy-Gurdies from Hieronymus Bosch to Rembrandt.” PhD 
thesis, University of Pittsburgh, 1981. 

Helmers, Helmer J., and Geert H. Janssen. “Introduction: Understanding the Dutch 
Golden Age.” In The Cambridge Companion to the Dutch Golden Age, edited by Geert H. 
Janssen and Helmer J. Helmers. Cambridge Companions to Culture, 1-12. 
Cambridge: Cambridge University Press, 2018. 

Heslinga, Marcus Willem, Herbert H. Rowen, Michael J. Wintle, and Henk Meijer. 
“Netherlands.” Britannica. Accessed 1 October, 2019.  
https://www.britannica.com/place/Netherlands 

Heuer, Christopher P. The City Rehearsed: Object, Architecture, and Print in the Worlds of Hans 
Vredeman De Vries.  London: Routledge, 2009. 

Hight, Valory. “The Music Lesson: An Analysis of Two Works from Dutch Seventeenth 
Century.” Undergraduate thesis, Bard College, 2018. 

Hillyard, Helen. “Gerrit Dou’s Harmonious Composition.” Dulwich Picture Gallery. 
Accessed 10 January, 2019. 
https://www.dulwichpicturegallery.org.uk/about/news-blog/2016/july/gerrit-dou-
a-harmonious-composition/ 

Hindson, Ed, and Dan Mitchell. The Popular Encyclopedia of Church History: The People, Places, 
and Events That Shaped Christianity.  Oregon: Harvest House Publishers, 2013. 

Hipkins, A. J. “A Lecture on Spinets, Harpsichords, and Clavichords.” The Musical Times 
and Singing Class Circular Vol. 26, no. 513 (1885): 646-9. 

http://music.allpurposeguru.com/2012/04/quotations-on-sound-and-silence/
https://folklife.si.edu/talkstory/the-sound-of-life-what-is-a-soundscape
https://www-oxfordartonline-com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000088839
https://www-oxfordartonline-com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000088839
https://www-oxfordartonline-com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000088839
https://www.britannica.com/place/Netherlands
https://www.dulwichpicturegallery.org.uk/about/news-blog/2016/july/gerrit-dou-a-harmonious-composition/
https://www.dulwichpicturegallery.org.uk/about/news-blog/2016/july/gerrit-dou-a-harmonious-composition/


406 

Ho, Angela. “Gerrit Dou’s Enchanting Trompe L’oeil: Virtuosity and Agency in Early 
Modern Collections.” Journal of Historians of Netherlandish Art Vol. 7, no. 1 (2015): 1-
27. 

———. “Invention by Repetition: Imitation and Emulation in the Work of Frans Van 
Mieris.” In Creating Distinctions in Dutch Genre Painting: Repetition and Invention. 
Amsterdam: Amsterdam University Press, 2017. 

Hochstrasser, Julie Berger. “An Uncommon Painter and His Subjects.” In Elegance and 
Refinement: The Still-Life Paintings of Willem Van Aelst, 51-66. New York: Skira Rizzoli 
Publications, Inc., 2012. 

Hodge, Jessica. Rembrandt.  London: PRC Publishing Ltd, 2001. 
Hofrichter, Frima Fox. Judith Leyster: A Woman Painter in Holland's Golden Age.  Doornspijk, 

Netherlands: Davaco, 1989. 
Hollander, Martha. An Entrance for the Eyes: Space & Meaning in Seventeenth-Century Dutch Art.  

California: University of California Press, 2002. 
Honig, Elizabeth Alice. “Country Folk and City Business: A Print Series by Jan Van De 

Velde.” The Art Bulletin Vol. 78, no. 3 (1996): 511-26. 
———. “The Space of Gender in Seventeenth-Century Dutch Painting.” In Looking at 

Seventeenth-Century Dutch Art: Realism Reconsidered, edited by Wayne E. Franits, 186-
200. Cambridge: Cambridge University Press, 1997. 

———. “Desire and Domestic Economy.” The Art Bulletin Vol. 83, no. 2 (2001): 294-315. 
Hoogsteder & Hoogsteder. “Paintings by Genre: Hunting.” Accessed 27 March, 2019.  

https://hoogsteder.com/tradegeneral-info/for-sale/by-genre/?genre=hunting 
Hoogsteder, John & Hoogsteder, Willem Jan. “Preface.” In The Hoogsteder Exhibition of 

Music & Painting in the Golden Age, 9-11. The Hague: Zwolle: Hoogsteder & 
Hoogsteder: Waanders, 1994. 

Hornbostel, Erich M. von, and Curt Sachs. “Classification of Musical Instruments: 
Translated from the Original German by Anthony Baines and Klaus P. 
Waschmann.” The Galpin Society Journal Vol. 14 (March 1961): 3-29. 

Howard, Deborah, and Laura Moretti. Sound & Space in Renaissance Venice: Architecture, Music, 
Acoustics.  New Haven: Yale University Press, 2009. 

Hrisztova-Gotthardt, Hrisztalina, and Melita Aleksa Varga. Introduction to Paremiology: A 
Comprehensive Guide to Proverb Studies.  Warsaw: De Gruyter Open Ltd., 2014. 

Huerta, Robert D. “Leeuwenhoek, Galileo, Hooke, and Vermeer.” In Giants of Delft: 
Johannes Vermeer and the Natural Philosophers: The Parallel Search for Knowledge During the 
Age of Discovery, 72-89. Lewisburg: Bucknell University Press, 2003. 

Humfrey, Peter. Titian.  London: Phaidon, 2007. 
Hunter, Mark. “The Flemish Harpsichord.” Accessed 14 November, 2018.  

http://www.humanitiesresource.com/hunter/ruckers.htm 
Interactive Arts + Media. “Gestalt Theory in Art.” Columbia College Chicago. Accessed 16 

March, 2017. 
http://www.iam.colum.edu/CLaska/DIDweb/media/gestalttheory.pdf 

Isacoff, Stuart. A Natural History of the Piano: The Instrument, the Music, the Musicians--from 
Mozart to Modern Jazz and Everything in Between.  Vol. LXXIX, Austin: Kirkus Media 
LLC, 2011. 

Jacobs, Arthur. The Penguin Dictionary of Music. Fifth ed.  London: Penguin Books, 1991. 
James, Liz. “Senses and Sensibility in Byzantium.” Art History Vol. 27, no. 4 (2004): 522-37. 
Jansen, Anita. Pieter De Hooch in Delft: From the Shadow of Vermeer.  Zwolle: WBOOKS, 2019. 
Janssen, Geert H. “The Republic of the Refugees: Early Modern Migrations and the Dutch 

Experience.” The Historical Journal Vol. 60, no. 1 (2017): 233-52. 
Jelley, Jane. Traces of Vermeer.  Oxford: Oxford University Press, 2017. 
Johnson, Abigail. “Hendrick Ter Brugghen’s Musicians and the Engagement of the 

Viewer.” MA thesis, Temple University, 2017. 

https://hoogsteder.com/tradegeneral-info/for-sale/by-genre/?genre=hunting
http://www.humanitiesresource.com/hunter/ruckers.htm
http://www.iam.colum.edu/CLaska/DIDweb/media/gestalttheory.pdf


407 

Johnstone, H. Diack. “Ayres and Arias: A Hitherto Unknown Seventeenth-Century 
English Songbook.” Early Music History Vol. 16 (1997): 167-201. 

Jordan, Randolph. “The Schizophonic Imagination: Audiovisual Ecology in the Cinema.” 
PhD thesis, Concordia University, 2010. 

Kahr, Madlyn Millner. “Women as Artists and “Women’s Art.” Woman’s Art Journal Vol. 3, 
no. 2 (1982-3): 28-31. 

Kemp, Wolfgang. “The Work of Art and Its Beholder: Methodology of the Aesthetic of 
Reception.” In The Subjects of Art History: Historical Objects in Contemporary Perspectives, 
edited by Mark Cheetham, 180-96. Cambridge: Cambridge University Press, 1998. 

Kennedy, Maev. “Pair of Paintings from Dutch Golden Age Reunited after 351 Years.” 
The Guardian. Accessed 30 May, 2018. 
https://www.theguardian.com/artanddesign/2016/jul/03/paintings-dutch-golden-
age-reunited-gerrit-dou-dulwich-picture-gallery 

Kettering, Alison M. “Men at Work in Dutch Art, or Keeping One’s Nose to the 
Grindstone.” The Art Bulletin Vol. 89, no. 4 (2007): 694-714. 

———. “Ter Borch’s Ladies in Satin.” Art History Vol. 16, no. 1 (1993): 95-124. 
Kheshti, Roshanak. “Toward a Rapture in the Sensus Communis: On Sound Studies and the 

Politics of Knowledge Production.” Current Musicology Vol. 99-100 (2017): 7-20. 
King, Julia A. “Still Life with Tobacco: The Archaeological Uses of Dutch Art.” Historical 

Archaeology Vol. 41, no. 1 (2007): 6-22. 
Kipar, Nicole. “Costume Focus: Dutch Women’s Headwear and Neckwear.” Accessed 31 

August, 2018. http://www.kipar.org/archive/costume-workshop/part5_1costume-
focus.html 

Kipnis, Igor. The Harpsichord and Clavichord: An Encyclopedia.  New York: Routledge, 2013. 
Kitisakon, Kitsirin. “The Five Senses in Genre Paintings of the Dutch Golden Age.” 

Journal of Urban Culture Research Vol. 16 (2018): 124-39. 
Kloek, Els. “Judith Leyster.” Accessed 23 July, 2018.  

http://resources.huygens.knaw.nl/vrouwenlexicon/lemmata/data/Leyster/en 
Knevel, Paul. “W. E. Franits, Paragons of Virtue: Women and Domesticity in Seventeenth-

Century Dutch Art.” BMGN : Low Countries Historical Review Vol. 110, no. 4 (1995): 
584-6. 

Koot, Gerard. “The Portrayal of Women in Dutch Art of the Dutch Golden Age: 
Courtship, Marriage and Old Age.” University of Massachusetts, 2015. 

Koster, John. “The Cambridge Companion to the Harpsichord.” Cambridge Core. 
Accessed 24 October, 2019. https://www.cambridge.org/core/books/cambridge-
companion-to-the-harpsichord/history-and-construction-of-the-
harpsichord/3A52A2F5D80CF9382932EF6E1024EA02/core-reader 

Kottick, Edward L. A History of the Harpsichord.  Bloomington: Indiana University Press, 
2003. 

Kraus, Nina, and Travis White-Schwoch. “Feel the Vibrations: Understanding the Hearing-
Emotion Connection.” The Hearing Journal Vol. 70, no. 9 (September 2017): 52-3. 

Kuretsky, Susan Donahue. The Paintings of Jacob Ochtervelt (1634–1682).  Montclair: 
Allanheld, Osmun and Co. Publishers, Inc., 1979. 

Kybler, Benignus. “Wunderspiegel Oder Göttliche Wunderwerck.” Accessed 5 July, 2018.  
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA
1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8IL
xTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQ
KHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%2
0ab%20ictu&f=false 

Kyrova, Magda. “Music in Seventeenth-Century Dutch Painting.” In The Hoogsteder 
Exhibition of Music & Painting in the Golden Age, 30-62. The Hague: Zwolle: 
Hoogsteder & Hoogsteder: Waanders, 1994. 

https://www.theguardian.com/artanddesign/2016/jul/03/paintings-dutch-golden-age-reunited-gerrit-dou-dulwich-picture-gallery
https://www.theguardian.com/artanddesign/2016/jul/03/paintings-dutch-golden-age-reunited-gerrit-dou-dulwich-picture-gallery
http://www.kipar.org/archive/costume-workshop/part5_1costume-focus.html
http://www.kipar.org/archive/costume-workshop/part5_1costume-focus.html
http://resources.huygens.knaw.nl/vrouwenlexicon/lemmata/data/Leyster/en
https://www.cambridge.org/core/books/cambridge-companion-to-the-harpsichord/history-and-construction-of-the-harpsichord/3A52A2F5D80CF9382932EF6E1024EA02/core-reader
https://www.cambridge.org/core/books/cambridge-companion-to-the-harpsichord/history-and-construction-of-the-harpsichord/3A52A2F5D80CF9382932EF6E1024EA02/core-reader
https://www.cambridge.org/core/books/cambridge-companion-to-the-harpsichord/history-and-construction-of-the-harpsichord/3A52A2F5D80CF9382932EF6E1024EA02/core-reader
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=11dTAAAAcAAJ&pg=PA1179&lpg=PA1179&dq=multo+fit+plausus+ab+ictu&source=bl&ots=arN8wI8x1L&sig=2v8ILxTfpFVF5caYKlijtsExv9Q&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwA3oECAQQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false


408 

Langmuir, Erika. A Closer Look: Allegory.  London: National Gallery Company Limited, 
2010. 

Larsen, R. Anne. Anna Maria Van Schurman, ‘the Star of Utrecht’: The Educational Vision and 
Reception of a Savante.  Oxon: Routledge, 2016. 

Lassetter, Leslie. “Music Iconography and Medieval Performance Practice.” College Music 
Symposium Vol. 31 (1991): 91-116. 

Latin Vulgate. “Latin Vulgate.” Accessed 26 March, 2018. www.latinvulgate.com 
Leach, Elizabeth Eva, David Fallows, and Kate van Orden. “Recent Trends in the Study of 

Music of the Fourteenth, Fifteenth, and Sixteenth Centuries.” Renaissance Quarterly 
Vol. 68, no. 1 (2015): 187-227. 

Lee, Anthony W. “Silence.” American Art Vol. 23, no. 1 (2009): 13-4. 
Lee, Sonia M. “The Harpsichord: A Research and Information Guide.” Doctor of Musical 

Arts thesis, University of Illinois 2012. 
Leiden University Department of Dutch Language & Literature. “Roemer Visscher.” 

Accessed 11 October, 2017.  
http://www.let.leidenuniv.nl/Dutch/Renaissance/Facsimiles/VisscherSinnepoppe
n1614/index3.htm 

Leppert, Richard D. “Concert in a House: Musical Iconography and Musical Thought.” 
Early Music Vol. 7, no. 1 (1979): 3-17. 

———. “Sexual Identity, Death, and the Family Piano.” 19th-Century Music Vol. 16, no. 2 
(1992): 105-28. 

———. The Sight of Sound: Music, Representation, and the History of the Body.  Berkeley: 
University of California Press, 1993. 

———. The Theme of Music in Flemish Paintings of the Seventeenth Century.  Munchen: 
Musikverlag Katzbichler, 1977. 

Leppert, Richard D., and Susan McClary. Music and Society: The Politics of Composition, 
Performance, and Reception.  Cambridge: Cambridge University Press, 1987. 

Levine, David A. “Jan Miense Molenaer’s Boys with Dwarfs and the Heroic Tradition of 
Art.” In The Primacy of the Image in Northern European Art, 1400–1700: Essays in Honor 
of Larry Silver, edited by Debra Cashion, Henry Luttikhuizen and Ashley West, 540-
52. Boston: Brill, 2017. 

Li, Weixuan. “Innovative Exuberance: Fluctuations in the Painting Production in the 17th-
Century Netherlands.” Arts Vol. 8, no. 72 (2019): 1-21. 

Libby, Alexandra, Ilona van  Tuinen, and Arthur K. Wheelock. “Allegory of Hearing, 
Allegory of Smell, Allegory of Touch, from the Series of the Five Senses.” The 
Leiden Collection Catalogue. Accessed 29 March, 2019.  
https://www.theleidencollection.com/artwork/stone-operation/ 

Liechtenstein: The Princely Collections. “The Violin Player.” Accessed 4 October, 2018.  
http://www.liechtensteincollections.at/en/pages/artbase_main.asp?module=brow
se&action=m_work&sid=489525&oid=W-1472004121953420258 

Liedtke, Walter. “De Witte and Houckgeest: Two New Paintings from Their Years in 
Delft.” The Burlington Magazine Vol. 128, no. 1004 (November 1986): 802-5. 

Loesser, Arthur. Men, Women & Pianos: A Social History.  New York: Simon and Schuster, 
1954. 

Loewe, J. Andreas. “Why Do Lutherans Sing? Lutherans, Music, and the Gospel in the 
First Century of the Reformation.” Church History Vol. 82, no. 1 (2013): 69-89. 

Loughman, John, and John Michael Montias. Public and Private Spaces: Works of Art in 
Seventeenth-Century Dutch Houses.  Zwolle: Waanders Publishers, 2000. 

Lunberry, Clark. “Suspicious Silence: Walking out on John Cage.” Current Musicology, no. 94 
(2012): 127-42. 

Mander, Carel van. Dutch and Flemish Painters. Translated by Constant van de Wall.  New 
York: Arno Press, 1969. 

http://www.latinvulgate.com/
http://www.let.leidenuniv.nl/Dutch/Renaissance/Facsimiles/VisscherSinnepoppen1614/index3.htm
http://www.let.leidenuniv.nl/Dutch/Renaissance/Facsimiles/VisscherSinnepoppen1614/index3.htm
https://www.theleidencollection.com/artwork/stone-operation/
http://www.liechtensteincollections.at/en/pages/artbase_main.asp?module=browse&action=m_work&sid=489525&oid=W-1472004121953420258
http://www.liechtensteincollections.at/en/pages/artbase_main.asp?module=browse&action=m_work&sid=489525&oid=W-1472004121953420258


409 

Mansfield, Lisa. “Honour and Virtue in the French Renaissance: The Portraits of King 
Francis I.” PhD thesis, University of Melbourne, 2004. 

Maps ETC. “The Netherlands at the Death of Elizabeth, 1603.” University of South 
Florida. Accessed 31 August, 2017.  
https://etc.usf.edu/maps/pages/300/367/367.htm 

———. “Netherlands, 1702.” University of South Florida. Accessed 31 August, 2017.  
https://etc.usf.edu/maps/pages/300/399/399.htm 

Martins, Patrícia Roque. “Engaging the d/Deaf Audience in Museums.” Journal of Museum 
Education Vol. 41, no. 3 (2016): 202-9. 

Marx, William. John Cage’s 4’33”. YouTube, 2010. Accessed 14 October, 2019. 
https://www.youtube.com/watch?v=JTEFKFiXSx4 

McAllister, Alex. “The Lute in Seventeenth-Century Dutch Brothels: A Study of Selected 
Genre Paintings.” BA thesis, University of North Carolina, 2010. 

McCombe, Christine. “Imagining Space through Sound.” Accessed 25 October, 2016.  
http://eprints.qut.edu.au/295/1/Mccombe_imagining.PDF 

McEnery, Tony, and Helen Baker. “The Public Representation of Homosexual Men in 
Seventeenth-Century England – a Corpus Based View.” Journal of Historical 
Sociolinguistics Vol. 3, no. 2 (2017): 197-217. 

McGeary, Thomas. “Harpsichord Mottoes.” Journal of the American Musical Instrument Society 
Vol. 7 (1981): 5-35. 

Mendelssohn, Joanna. “Rembrandt, Capitalism and Great Art: Dutch Golden Age Comes 
to Sydney.” The Conversation. Accessed 2 December, 2017. 
http://theconversation.com/rembrandt-capitalism-and-great-art-the-dutch-golden-
age-comes-to-sydney-87429 

Merleau-Ponty, Maurice. Phenomenology of Perception. International Library of Philosophy and 
Scientific Method.  London: Routledge, 1989. 

Merriam-Webster. “Contrapposto.” Accessed 31 October, 2019. https://www.merriam-
webster.com/dictionary/contrapposto 

Middelkoop, Norbert. The Golden Age of Dutch Art: Seventeenth Century Paintings from the 
Rijksmuseum and Australian Collections.  Western Australia: Art Gallery of Western 
Australia, 1997. 

Miedema, Hessel. “Karel Van Mander: Did He Write Art Literature?”. Simiolus: Netherlands 
Quarterly for the History of Art Vol. 22, no. 1/2 (1993–4): 58-64. 

Mieder, Wolfgang, and Janet Sobieski. Proverb Iconography: An International Bibliography.  New 
York: Peter Lang Publishing, Inc., 1999. 

Milman, Miriam. Trompe-L’oeil Painting.  New York: Rizzoli International Publications, 1982. 
Montias, John Michael. “Art Dealers in the Seventeenth-Century Netherlands.” Simiolus: 

Netherlands Quarterly for the History of Art Vol. 18, no. 4 (1988): 244-56. 
Moore, Brian C. J. An Introduction to the Psychology of Hearing.  Amsterdam: Academic Press, 

2003. 
Moreno, Ignacio. “Music and Its Symbolism in Seventeenth Century Dutch Painting.” PhD 

thesis, University of Maryland Collage Park, 1990. 
Morris, Anita Boyd. “Images of Debauchery: The Prodigal Son’s Revels in Netherlandish 

Art of the Sixteenth and Seventeenth Centuries.” PhD thesis, University of 
California, Los Angeles, 2010. 

Morris, Isobel. “The Illusion of Flesh in Dutch Seventeenth‐Century Portraiture: Gender, 
Materiality and Immateriality in the Age of Rembrandt and Frans Hals.” MA thesis, 
University of Amsterdam, 2015. 

Moseley, Roger. “Digital Analogies: The Keyboard as Field of Musical Play.” Vol. 68, no. 1 
(2015): 151. 

Moss, Laura. “What Is Synesthesia and What’s It Like to Have It?” Accessed 14 June, 
2019. https://www.mnn.com/health/fitness-well-being/stories/what-is-
synesthesia-and-whats-it-like-to-have-it 

https://etc.usf.edu/maps/pages/300/367/367.htm
https://etc.usf.edu/maps/pages/300/399/399.htm
https://www.youtube.com/watch?v=JTEFKFiXSx4
http://eprints.qut.edu.au/295/1/Mccombe_imagining.PDF
http://theconversation.com/rembrandt-capitalism-and-great-art-the-dutch-golden-age-comes-to-sydney-87429
http://theconversation.com/rembrandt-capitalism-and-great-art-the-dutch-golden-age-comes-to-sydney-87429
https://www.merriam-webster.com/dictionary/contrapposto
https://www.merriam-webster.com/dictionary/contrapposto
https://www.mnn.com/health/fitness-well-being/stories/what-is-synesthesia-and-whats-it-like-to-have-it
https://www.mnn.com/health/fitness-well-being/stories/what-is-synesthesia-and-whats-it-like-to-have-it


410 

Muizelaar, Klaske, and Derek Phillips. Picturing Men and Women in the Dutch Golden Age: 
Paintings and People in Historical Perspective.  New Haven: Yale University Press, 2003. 

Murray, Peter, and Linda Murray. The Penguin Dictionary of Art and Artists.  Harmondsworth: 
Penguin, 1991. 

Murray, Rowena. How to Write a Thesis. Second ed.  Maidenhead, England: Open University 
Press, 2006. 

Musee des Beaux-Arts. “Jeune Fumeur De Pipe.” Accessed 6 February, 2019. 
http://www.pba-lille.fr/Collections/Chefs-d-OEuvre/Peintures-XVI-sup-e-sup-
XXI-sup-e-sup-siecles/Jeune-fumeur-de-pipe-delaissant-l-etude-ou-La-Melancolie 

Museum of Fine Arts, Boston. “The Procuress.” Accessed 29 August, 2018. 
https://www.mfa.org/collections/object/the-procuress-33414 

Museum Rotterdam. “Ludolf De Jongh.” Accessed 5 September, 2018. 
https://museumrotterdam.nl/collectie/item/11027-A-B 

Nash, John Malcolm. The Age of Rembrandt and Vermeer: Dutch Painting in the Seventeenth 
Century.  London: Phaidon, 1972. 

National Gallery Images. “National Gallery Picture Library.” Accessed 1 April, 2016. 
http://www.nationalgalleryimages.co.uk/ 

National Gallery of Art. “Amorous Intrigues and Painterly Refinement: The Art of Frans 
Van Mieris.” Accessed 24 August, 2018. 
https://www.nga.gov/press/exh/0228.html 

———. “Caspar Netscher.” Accessed 22 August, 2019. 
https://www.nga.gov/collection/artist-info.5999.html 

———. “Frans Van Mieris.” Accessed 22 August, 2019. 
https://www.nga.gov/collection/artist-info.5998.html 

———. “Rembrandt Van Rijn (1606–1669).” Accessed 23 August, 2019. 
https://www.nga.gov/press/exh/0168/bio-rembrandt.html 

National Museum. “Abraham Van Diepenbeeck.” Accessed 22 August, 2019. http://emp-
web-
84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&obj
ectId=18260 

National Museum for Women in the Arts. “Rachel Ruysch.” Accessed 23 August, 2019. 
https://nmwa.org/explore/artist-profiles/rachel-ruysch 

National Portrait Gallery. “Sam Taylor-Johnson.” Accessed 23 August, 2019. 
https://www.npg.org.uk/collections/search/person/mp14188/sam-taylor-
johnson-sam-taylor-wood 

Nelson, Susan E. “Picturing Listening: The Sight of Sound in Chinese Painting.” Archives of 
Asian Art Vol. 51 (1998): 30-55. 

Nelson, Thomas. “The Destruction of Jericho.” Accessed 15 October, 2019. 
https://www.biblegateway.com/passage/?search=Joshua+6%3A1-
21&version=NKJV 

Nevola, Fabrizio. “Review Essay: Street Life in Early Modern Europe.” Renaissance Quarterly 
Vol. 66 (2013): 1332-45. 

Nierop, Henk van. “The Anatomy of Society.” In Class Distinctions: Dutch Painting in the Age 
of Rembrandt and Vermeer, 23-40. Boston, Massachusetts: MFA Publications, 
Museum of Fine Arts, Boston, 2015. 

Nijboer, Harm, Judith Brouwer, and Marten Jan Bok. “The Painting Industries of Antwerp 
and Amsterdam, 1500–1700: A Data Perspective.” Arts Vol. 8, no. 77 (2019): 1-11. 

Nochlin, Linda. “Introduction.” In Representing Women, 7-33. London: Thames & Hudson, 
1999. 

Norbrook, David. “Women, the Republic of Letters, and the Public Sphere in the Mid-
Seventeenth Century.” Project Muse Vol. 46, no. 2 (2004). 

http://www.pba-lille.fr/Collections/Chefs-d-OEuvre/Peintures-XVI-sup-e-sup-XXI-sup-e-sup-siecles/Jeune-fumeur-de-pipe-delaissant-l-etude-ou-La-Melancolie
http://www.pba-lille.fr/Collections/Chefs-d-OEuvre/Peintures-XVI-sup-e-sup-XXI-sup-e-sup-siecles/Jeune-fumeur-de-pipe-delaissant-l-etude-ou-La-Melancolie
https://www.mfa.org/collections/object/the-procuress-33414
https://museumrotterdam.nl/collectie/item/11027-A-B
http://www.nationalgalleryimages.co.uk/
https://www.nga.gov/press/exh/0228.html
https://www.nga.gov/collection/artist-info.5999.html
https://www.nga.gov/collection/artist-info.5998.html
https://www.nga.gov/press/exh/0168/bio-rembrandt.html
http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
http://emp-web-84.zetcom.ch/eMP/eMuseumPlus?service=ExternalInterface&module=artist&objectId=18260
https://nmwa.org/explore/artist-profiles/rachel-ruysch
https://www.npg.org.uk/collections/search/person/mp14188/sam-taylor-johnson-sam-taylor-wood
https://www.npg.org.uk/collections/search/person/mp14188/sam-taylor-johnson-sam-taylor-wood
https://www.biblegateway.com/passage/?search=Joshua+6%3A1-21&version=NKJV
https://www.biblegateway.com/passage/?search=Joshua+6%3A1-21&version=NKJV


411 

Nowak, Paul. “Speed Reading Tips: 5 Ways to Minimize Subvocalization.” Accessed 17 
September, 2019. https://www.irisreading.com/speed-reading-tips-5-ways-to-
minimize-subvocalization/ 

Olson, Harry F. Music, Physics and Engineering.  New York: Dover Publications, 1967. 
Ondaatje, Michael. The Conversations: Walter Murch and the Art of Editing Film.  Canada: 

Vintage Canada, 2002. 
Oosterwijk, Sophie. “The Fruits of Sin: The Art and Time of Hieronymous Bosch.” Paper 

presented at the ADFAS Brisbane River, Brisbane, Queensland, 26 October 2018. 
———. “Miniature Adults? Images of Childhood in Western Art.” Paper presented at the 

ADFAS Brisbane, Brisbane, Queensland, 25 October 2018. 
———. “Morbid Morality. The Danse Macabre Motif in Dutch Art of the Golden Age.” 

In Mort n’espargne ne petit ne grant, 174-94. Paris, 2019. 
———. “Rembrandt’s Vision: Dutch History Painting in the Seventeenth Century.” Paper 

presented at the ADFAS Brisbane River, Brisbane, Queensland, 24 October 2018. 
———. “Women, Wine & Song: Dutch Genre Painting by Vermeer and His 

Contemporaries.” Paper presented at the ADFAS, Newcastle, New South Wales, 
10 July 2017. 

Oosterwijk, Sophie, and Alice Zamboni. “Painted Remembrance: The Drawings and 
Paintings of the Dutch Seventeenth-Century Ter Borch Family.” Church Monuments 
Vol. XXXI (2016): 149-74. 

Otomo, Ayako. “Art, Music and the Harpsichord in Seventeenth- and Eighteenth-Century 
France.” Master of Philosophy, The University of Queensland, 2005. 

Ovid. Ovid’s Art of Love; Remedy of Love; and Art of Beauty.  London: ‘Published for the 
Booksellers’. 

Oxford Art Online. “Gonzales Coques.” Accessed 19 March, 2018. 
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao
/9781884446054.001.0001/oao-9781884446054-e-7000019403 

———. “Jacob Ochtervelt.” Accessed 19 March, 2018. 
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao
/9781884446054.001.0001/oao-9781884446054-e-7000063192 

———. “Jan Steen.” Accessed 20 January, 2018. 
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao
/9781884446054.001.0001/oao-9781884446054-e-
7000081140?rskey=AyZx1u&result=1 

———. “Johannes Vermeer.” Accessed 20 January, 2018. 
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao
/9781884446054.001.0001/oao-9781884446054-e-
7000088848?rskey=DOHDqM&result=1 

———. “Johannes Vermeer.” Accessed 20 January, 2018. 
http://www.oxfordartonline.com.ezproxy.csu.edu.au/benezit/view/10.1093/benz
/9780199773787.001.0001/acref-9780199773787-e-
00190060?rskey=DOHDqM&result=2 

———. “Pieter De Hooch.” Accessed 20 January, 2018. 
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao
/9781884446054.001.0001/oao-9781884446054-e-
7000038835?rskey=q8KHK3&result=1 

Oxford Index. “Carlo Cignani.” The Oxford Dictionary of Art and Artists. Accessed 21 
August, 2019. 
https://oxfordindex.oup.com/view/10.1093/oi/authority.20110803095612556 

———. “Pieter Codde.” The Oxford Dictionary of Art and Artists. Accessed 22 August, 
2019. 
https://oxfordindex.oup.com/view/10.1093/oi/authority.20110803095621316 

Panofsky, Erwin. Studies in Iconology.  Oxford: Oxford University Press, 1939. 

https://www.irisreading.com/speed-reading-tips-5-ways-to-minimize-subvocalization/
https://www.irisreading.com/speed-reading-tips-5-ways-to-minimize-subvocalization/
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000019403
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000019403
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000063192
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000063192
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000081140?rskey=AyZx1u&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000081140?rskey=AyZx1u&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000081140?rskey=AyZx1u&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000088848?rskey=DOHDqM&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000088848?rskey=DOHDqM&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000088848?rskey=DOHDqM&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/benezit/view/10.1093/benz/9780199773787.001.0001/acref-9780199773787-e-00190060?rskey=DOHDqM&result=2
http://www.oxfordartonline.com.ezproxy.csu.edu.au/benezit/view/10.1093/benz/9780199773787.001.0001/acref-9780199773787-e-00190060?rskey=DOHDqM&result=2
http://www.oxfordartonline.com.ezproxy.csu.edu.au/benezit/view/10.1093/benz/9780199773787.001.0001/acref-9780199773787-e-00190060?rskey=DOHDqM&result=2
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
http://www.oxfordartonline.com.ezproxy.csu.edu.au/groveart/view/10.1093/gao/9781884446054.001.0001/oao-9781884446054-e-7000038835?rskey=q8KHK3&result=1
https://oxfordindex.oup.com/view/10.1093/oi/authority.20110803095612556
https://oxfordindex.oup.com/view/10.1093/oi/authority.20110803095621316


412 

Parada, Carlos. “Amphion.” Accessed 8 August, 2018. 
http://www.maicar.com/GML/Amphion1.html 

Paris Musees Collections. “Femme Au Virginal.” Accessed 20 July, 2017. 
http://parismuseescollections.paris.fr/fr/petit-palais/oeuvres/femme-au-
virginal#infos-principales 

Parker, Rozsika, and Griselda Pollock. Old Mistresses: Women, Art and Ideology.  London: 
Routledge & Kegan Paul, 1981. 

Paul, Tanya. “Cultivating Virtuosity: A Biographical Portrait of Willem Van Aelst.” In 
Elegance and Refinement: The Still-Life Paintings of Willem Van Aelst, 11-24. New York: 
Skira Rizzoli Publications, Inc., 2012. 

Paul, Tanya, James Clifton, Melanie Gifford, and Arthur K. Wheelock. “Catalogue of the 
Exhibition.” In Elegance and Refinement: The Still-Life Paintings of Willem Van Aelst, 91-
171. New York: Skira Rizzoli Publications, Inc., 2012. 

Paul, Tanya, James Clifton, Arthur K. Wheelock, Julie Berger Hochstrasser, Melanie 
Gifford, Aniko Bezur, Andrea Guidi Di Bagno, and Lisha Deming Glinsman. 
Elegance and Refinement: The Still-Life Paintings of Willem Van Aelst.  New York: Skira 
Rizzoli Publications, Inc., 2012. 

Pearce, Lynne. Woman, Image, Text: Readings in Pre-Raphaelite Art and Literature.  New York: 
Harvester Wheatsheaf, 1991. 

Pepys, Samuel. Everybody’s Pepys: The Diary of Samuel Pepys, 1660–1669. Diary of Samuel 
Pepys, 1660–1669. Edited by O. F. Morshead. London: G. Bell, 1929. 

———. Letters and the Second Diary of Samuel Pepys. Illustrated Classics.  London: J. M. Dent, 
1932. 

———. The Letters of Samuel Pepys, 1656–1703. Letters of Samuel Pepys. Edited by Guy De 

la Bédoyère Woodbridge, Suffolk: Boydell Press, 2009. 
Pettegree, Andrew. The Book in the Renaissance.  New Haven: Yale University Press, 2010. 
Pettegree, Andrew, and Arthur der Weduwen. The Bookshop of the World: Making and Trading 

Books in the Dutch Golden Age.  New Haven: Yale University Press, 2019. 
Phillips, Ruth. “Making Sense Out/Of the Visual: Aboriginal Presentations and 

Representations in Nineteenth-Century Canada.” Art History Vol. 27, no. 4 (2004): 
593-615. 

 Picinelli, Filippo. “Mundus Symbolicus.” Accessed 5 July, 2018. 
https://books.google.com.au/books?id=NRk8h-
BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl
&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&
ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=on
epage&q=multo%20fit%20plausus%20ab%20ictu&f=false 

Piepmeier, Mary. “The Appeal of Lemons: Appearance and Meaning in Mid-Seventeenth 
Century Dutch Paintings.” MA thesis, University of North Carolina, 2018. 

Pine, L. G. A Dictionary of Mottoes.  London: Routledge & Kegan Paul Plc, 1983. 
Plock, Phillippa. “Girl with a Basket of Fruit at a Window.” Waddesdon.org.uk. Accessed 

17 December, 2018. https://waddesdon.org.uk/the-collection/item/?id=604 
Ploeg, Sophie. “Dogs in Dutch Genre Painting.” Accessed 28 October, 2019. 

https://www.sophieploeg.com/blog/dogs-in-dutch-genre-painting/ 
Pol, Lotte C. van de. “The Whore, the Bawd, and the Artist: The Reality and Imagery of 

Seventeenth-Century Dutch Prostitution.” Journal of Historians of Netherlandish Art 
Vol. 2, no. 1-2 (2010): 1-20. 

Pollock, Griselda. “Women, Art, and Ideology: Questions for Feminist Art Historians.” 
Women’s Studies Quarterly Vol. 15, no. 1/2 (1987): 2-9. 

———. Generations and Geographies in the Visual Arts: Feminist Readings.  New York: 
Routledge, 1996. 

Potts, Timothy. “Director’s Foreword.” In Vermeer’s Women: Secrets and Silence. New Haven: 
Yale University Press, 2011. 

http://www.maicar.com/GML/Amphion1.html
http://parismuseescollections.paris.fr/fr/petit-palais/oeuvres/femme-au-virginal#infos-principales
http://parismuseescollections.paris.fr/fr/petit-palais/oeuvres/femme-au-virginal#infos-principales
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://books.google.com.au/books?id=NRk8h-BCvLUC&pg=PA231&lpg=PA231&dq=multo+fit+plausus+ab+ictu&source=bl&ots=bu848JmHxn&sig=RDyAlZOhbscTNUbE9iEB8XPwVYk&hl=en&sa=X&ved=2ahUKEwiRvb_e_IbcAhVJHJQKHWjwDt4Q6AEwAnoECAYQAQ#v=onepage&q=multo%20fit%20plausus%20ab%20ictu&f=false
https://waddesdon.org.uk/the-collection/item/?id=604
https://www.sophieploeg.com/blog/dogs-in-dutch-genre-painting/


413 

Prak, Maarten. “Guilds and the Development of the Art Market During the Dutch Golden 
Age.” Simiolus: Netherlands Quarterly for the History of Art Vol. 30, no. 3/4 (2003): 236-
51. 

Priem, Ruud. Dutch Masters from the Rijksmuseum, Amsterdam.  Melbourne, Victoria: National 
Gallery of Victoria, 2005. 

Priest, eldritch [sic]. “Felt as Thought (or, Musical Abstraction and the Semblance of 
Affect).” In Sound, Music, Affect: Theorizing Sonic Experience, edited by Marie 
Thompson and Ian Biddle, 45-63. London: Bloomsbury, 2013. 

Project Gutenberg. “The Imitation of Christ.” Accessed 4 July, 2018. 
http://www.gutenberg.org/cache/epub/1653/pg1653-images.html 

PubHist. “Dirck Hals.” Accessed 11 September, 2016. https://www.pubhist.com/w20581 
———. “Dirck Hals the Five Senses: Hearing.” Accessed 15 March, 2019. 

https://www.pubhist.com/w7652 
———. “Emanuel De Witte.” Accessed 22 May, 2019. https://www.pubhist.com/w20922 
———. “Hendrick Martensz. Sorgh.” Accessed 4 October, 2018. 

https://www.pubhist.com/w17205 
———. “Job Berckheyde.” Accessed 4 October, 2018. https://www.pubhist.com/w44498 
Pyle, Sarah E. “Interdisciplinary Approaches to Musical Portraiture of the Late Renaissance 

and Early Baroque: Reading Musical Portraits as Gendered Dialogues.” MA thesis, 
University of Oregon, 2014. 

Quist, Robert. “The Theme of Music in Northern Renaissance Banquet Scenes.” PhD 
thesis, The Florida State University, 2004. 

Quiviger, François. “Art and the Senses: Representation and Reception of Renaissance 
Sensations.” In A Cultural History of the Senses in the Renaissance, edited by Herman 
Roodenburg, 169-202. London: Bloomsbury Publishing Plc, 2014. 

Rahusen, Henriette. “Dutch Burghers and Their Wine: Nary a Sour Grape.” Accessed 5 
December, 2018. https://purl.org/nga/documents/literature/essays/dutch-
burghers-and-their-wine-nary-a-sour-grape 

Rice, Tom. “Acoustemology.” University of Exeter. Accessed 10 August, 2018. 
https://ore.exeter.ac.uk/repository/handle/10871/20428 

Richardson, Elaine M. “Portraits-within-Portraits: Immortalizing the Dutch Family in 
Seventeenth-Century Portraits.” MA thesis, University of Cincinnati, 2008. 

Riggs, Terry. “Edward Collier.” Tate. Accessed 22 August, 2019. 
https://www.tate.org.uk/art/artists/edward-collier-100 

Rijksmuseum. “De Heilige Cecilia Met Twee Engelen.” Accessed 10 April, 2018. 
https://www.rijksmuseum.nl/en/search/objects?q=gesina+ter+borch+cecilia&p=
30&ps=12&st=Objects&ii=4#/RP-T-1887-A-1053,352 

———. “A Nocturnal Feast, Otto Van Veen, 1600 – 1613.” Accessed 29 November, 
2019. http://hdl.handle.net/10934/RM0001.COLLECT.6805 

———. “Old Woman Reading.” Accessed 24 May, 2018. 
https://www.rijksmuseum.nl/en/search/objects?q=gerrit%20dou&p=1&ps=12&s
t=Objects&ii=7#/SK-A-2627,7 

———. “Pair Making Music.” Accessed 20 July, 2017. 
https://www.rijksmuseum.nl/en/search/objects?q=cornelis+de+man&p=1&ps=
12&st=OBJECTS&ii=9#/SK-C-151,9 

———. “Pair Making Music, Cornelis De Man (Manner of), 1650 – 1710.” Accessed 30 
April, 2019. http://hdl.handle.net/10934/RM0001.COLLECT.8965 

———. “Rijksstudio.” Accessed 4 July, 2019. 
https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-
a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-
04T01%3A42%3A18.5940559Z 

http://www.gutenberg.org/cache/epub/1653/pg1653-images.html
https://www.pubhist.com/w20581
https://www.pubhist.com/w7652
https://www.pubhist.com/w20922
https://www.pubhist.com/w17205
https://www.pubhist.com/w44498
https://purl.org/nga/documents/literature/essays/dutch-burghers-and-their-wine-nary-a-sour-grape
https://purl.org/nga/documents/literature/essays/dutch-burghers-and-their-wine-nary-a-sour-grape
https://ore.exeter.ac.uk/repository/handle/10871/20428
https://www.tate.org.uk/art/artists/edward-collier-100
https://www.rijksmuseum.nl/en/search/objects?q=gesina+ter+borch+cecilia&p=30&ps=12&st=Objects&ii=4#/RP-T-1887-A-1053,352
https://www.rijksmuseum.nl/en/search/objects?q=gesina+ter+borch+cecilia&p=30&ps=12&st=Objects&ii=4#/RP-T-1887-A-1053,352
http://hdl.handle.net/10934/RM0001.COLLECT.6805
https://www.rijksmuseum.nl/en/search/objects?q=gerrit%20dou&p=1&ps=12&st=Objects&ii=7#/SK-A-2627,7
https://www.rijksmuseum.nl/en/search/objects?q=gerrit%20dou&p=1&ps=12&st=Objects&ii=7#/SK-A-2627,7
https://www.rijksmuseum.nl/en/search/objects?q=cornelis+de+man&p=1&ps=12&st=OBJECTS&ii=9#/SK-C-151,9
https://www.rijksmuseum.nl/en/search/objects?q=cornelis+de+man&p=1&ps=12&st=OBJECTS&ii=9#/SK-C-151,9
http://hdl.handle.net/10934/RM0001.COLLECT.8965
https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-04T01%3A42%3A18.5940559Z
https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-04T01%3A42%3A18.5940559Z
https://www.rijksmuseum.nl/en/rijksstudio?gclid=EAIaIQobChMItMyVj4-a4wIVizgrCh3sqg1YEAAYASAAEgKEBPD_BwE&ii=0&p=0&from=2019-07-04T01%3A42%3A18.5940559Z


414 

———. “Self-Portrait, Gesina Ter Borch.” Accessed 16 April, 2018. 
https://www.rijksmuseum.nl/en/search/objects?q=gesina+ter+borch+cecilia&p=
28&ps=12&st=Objects&ii=10#/BI-1887-1463-12,334 

———. “Still Life with Chickens and Eggs, Giovanni Battista Recco, 1640 – 60.” Accessed 
28 March, 2019. http://hdl.handle.net/10934/RM0001.COLLECT.5210 

———. “Still Life with Dead Hare and Partridges, Dirk Valkenburg, 1717.” Accessed 27 
March, 2019. http://hdl.handle.net/10934/RM0001.COLLECT.5629 

———. “Woman at the Virginal.” Accessed 1 November, 2016. 
https://www.rijksmuseum.nl/nl/zoeken/objecten?q=molenaer&p=1&ps=12&st=
OBJECTS&ii=0#/SK-C-140,0 

———. “Woman Reading a Letter.” Accessed 24 May, 2018. 
https://www.rijksmuseum.nl/en/search/objects?q=johannes+vermeer&p=1&ps=
12&st=Objects&ii=0#/SK-C-251,0 

———. “Vioolspelend Kind, Gesina Ter Borch, after Harmen Ter Borch, C. 1650.”  
Accessed 28 June, 2020. http://hdl.handle.net/10934/RM0001.COLLECT.477992 

RKD Netherlands Institute for Art History. “(After?) Jan Steen.” Accessed 14 August, 
2018. https://rkd.nl/en/explore/images/record?query=steen+suitor&start=0 

———. “Caspar Netscher.” Accessed 5 September, 2018. 
https://rkd.nl/en/explore/images/224931 

———. “Dirck Matham.” Accessed 27 August, 2019. 
https://rkd.nl/en/explore/artists/53940 

———. “Dirk Valkenburg.” Accessed 23 August, 2019. 
https://rkd.nl/en/explore/artists/79070 

———. “Godaert Kamper.” Accessed 22 August, 2019. 
https://rkd.nl/en/explore/artists/43390 

———. “Jan Verkolje.” Accessed 29 June, 2018. 
https://rkd.nl/en/explore/images/246679 

———. “Saint Cecilia Playing the Organ.” Accessed 1 November, 2016. 
https://rkd.nl/en/explore/images/265443 

Roberts, Benjamin B. “Sexuality and Courting.” In Sex and Drugs before Rock ‘N’ Roll: Youth 
Culture and Masculinity During Holland’s Golden Age. Amsterdam: Amsterdam 
University Press, 2012. 

Robin, Diana. “Gender.” In The Oxford Handbook of Neo-Latin, edited by Sarah Knight and 
Stefan Tilg, 363-77. New York: Oxford University Press, 2015. 

Rocke, Michael. “Introduction: Florence and Sodomy.” In Forbidden Friendships: 
Homosexuality and Male Culture in Renaissance Florence, 3-16. Oxford: Oxford 
University Press, 1998. 

Roodenburg, Herman. “Smelling Rank and Status.” In Class Distinctions: Dutch Painting in the 
Age of Rembrandt and Vermeer, 41-54. Boston, Massachusetts: MFA Publications, 
Museum of Fine Arts, Boston, 2015. 

Rose, Hugh James. A New General Biographical Dictionary.  Vol. 6, London: B. Fellowes, 
Ludgate Street, 1848. 

Rosenberg, Jakob, Seymour Slive, and E. H. ter Kuile. Dutch Art and Architecture: 1600–
1800.  Harmondsworth, Middlesex: Penguin, 1966. 

Royal Collection Trust. “The Family of Jan-Baptista Anthoine.” Accessed 22 August, 2019. 
https://www.rct.uk/collection/405339/the-family-of-jan-baptista-anthoine 

Rupprath, Cynthia Kortenhorst-Von Bogendorf. “Catalogue.” In Judith Leyster: A Dutch 
Master and Her World, edited by James A. Welu and Pieter Biesboer, 123-373. 
Zwolle: Yale University Press, 1993. 

Russell, Lynn. “Trompe L’oeil.” In Deceptions and Illusions: Five Centuries of Trompe L’oeil 
Painting, 194-5. Washington: National Gallery of Art, 2002. 

Salomon, Nanette. “From Sexuality to Civility: Vermeer’s Women.” In Vermeer Studies, 309-
25. Washington: National Gallery of Art & Yale University Press, 1998. 

https://www.rijksmuseum.nl/en/search/objects?q=gesina+ter+borch+cecilia&p=28&ps=12&st=Objects&ii=10#/BI-1887-1463-12,334
https://www.rijksmuseum.nl/en/search/objects?q=gesina+ter+borch+cecilia&p=28&ps=12&st=Objects&ii=10#/BI-1887-1463-12,334
http://hdl.handle.net/10934/RM0001.COLLECT.5210
http://hdl.handle.net/10934/RM0001.COLLECT.5629
https://www.rijksmuseum.nl/nl/zoeken/objecten?q=molenaer&p=1&ps=12&st=OBJECTS&ii=0#/SK-C-140,0
https://www.rijksmuseum.nl/nl/zoeken/objecten?q=molenaer&p=1&ps=12&st=OBJECTS&ii=0#/SK-C-140,0
https://www.rijksmuseum.nl/en/search/objects?q=johannes+vermeer&p=1&ps=12&st=Objects&ii=0#/SK-C-251,0
https://www.rijksmuseum.nl/en/search/objects?q=johannes+vermeer&p=1&ps=12&st=Objects&ii=0#/SK-C-251,0
http://hdl.handle.net/10934/RM0001.COLLECT.477992
https://rkd.nl/en/explore/images/record?query=steen+suitor&start=0
https://rkd.nl/en/explore/images/224931
https://rkd.nl/en/explore/artists/53940
https://rkd.nl/en/explore/artists/79070
https://rkd.nl/en/explore/artists/43390
https://rkd.nl/en/explore/images/246679
https://rkd.nl/en/explore/images/265443
https://www.rct.uk/collection/405339/the-family-of-jan-baptista-anthoine


415 

———. “Political Iconography in Jan Miense Molenaer.” In Shifting Priorities: Gender and 
Genre in Seventeenth-Century Dutch Painting, 19-26. California: Stanford University 
Press, 2004. 

———. Shifting Priorities: Gender and Genre in Seventeenth-Century Dutch Painting.  California: 
Stanford University Press, 2004. 

Schafer, R. Murray. “100 Exercises in Listening and Sound-Making.” In A Sound Education. 
Ontario, Canada: Arcana Editions, 1992. 

———. The Book of Noise.  Wellington, New Zealand: Price Milburn & Co. Ltd., 1970. 
———. “I Have Never Seen a Sound.” Canadian Acoustics Vol. 37, no. 3 (2009): 32-4. 
———. The Tuning of the World.  New York: Alfred A. Knopf, Inc., 1977. 
Schama, Simon. The Embarrassment of Riches: An Interpretation of Dutch Culture in the Golden 

Age.  London: Fontana, 1988. 
———. “Wives and Wantons: Versions of Womanhood in 17th Century Dutch Art.” The 

Oxford Art Journal  (April 1980): 5-13. 
Schiller, Noel. “The Art of Laughter: Society, Civility and Viewing Practices in the 

Netherlands, 1600–1640.” PhD thesis, The University of Michigan, 2006. 
Schmidt, Leigh Eric. Hearing Things: Religion, Illusion, and the American Enlightenment.  

Massachusetts: Harvard University Press, 2000. 
Schrimshaw, Will. “Non-Cochlear Sound: On Affect and Exteriority.” In Sound, Music, 

Affect: Theorizing Sonic Experience, edited by Marie Thompson and Ian Biddle, 27-43. 
London: Bloomsbury, 2013. 

Schwartz, Frederic. ““The Motions of Countenance”: Rembrandt’s Early Portraits and the 
Tronie.” RES: Anthropology and Aesthetics, no. 17/18 (1989): 89-116. 

Shaw-Miller, Simon. “Sighting Sound: Listening with Eyes Open.” In Art & the Senses, 
edited by Francesca Bacci and David Melcher, 251-64. Oxford: Oxford University 
Press, 2011. 

Sibley, Gail. “The Doctor’s Visit by Jan Steen...Many Times Over!” Accessed 16 August, 
2018. http://www.gailsibley.com/2013/07/01/the-doctors-visit-by-jan-steen/ 

Slobogin, Christy. “Flowers, Fruit, and Fatality.” In National Museum of Women in the Arts, 
2015. 

Sluijter, Eric Jan. “Didactic and Disguised Meanings?”. In Art in History/History in Art: 
Studies in Seventeenth-Century Dutch Culture, edited by David Freedberg and Jan De 
Vries, 175-207. Chicago: University of Chicago Press, 1991. 

———. Seductress of Sight: Studies in Dutch Art of the Golden Age.  Zwolle: Waanders 
Publishers, 2000. 

———. ““All Striving to Adorne Their Houses with Costly Peeces” Two Case Studies of 
Paintings in Wealthy Interiors.” In Art & Home: Dutch Interiors in the Age of 
Rembrandt, 102-27. Denver, Colorado: Denver Art Museum, 2001. 

———. “On Brabant Rubbish, Economic Competition, Artistic Rivalry, and the Growth 
of the Market for Paintings in the First Decades of the Seventeenth Century.” 
Journal of Historians of Netherlandish Art Vol. 1, no. 2 (2009): 1-32. 

———. “Ownership of Paintings in the Dutch Golden Age.” In Class Distinctions: Dutch 
Painting in the Age of Rembrandt and Vermeer, 89-111. Boston, Massachusetts: MFA 
Publications, Museum of Fine Arts, Boston, 2015. 

Smith, Bruce R. The Acoustic World of Early Modern England: Attending to the O-Factor.  
Chicago: University of Chicago Press, 1999. 

Smith, Dominic. “Daughters of the Guild.” The Paris Review. Accessed 21 October, 2016. 
http://www.theparisreview.org/blog/2016/04/04/daughters-of-the-guild/ 

Smith, Mark M. Listening to Nineteenth-Century America.  Chapel Hill: University of North 
Carolina Press, 2001. 

Smith, Pamela H. “Science and Taste: Painting, Passions, and the New Philosophy in 
Seventeenth-Century Leiden.” Isis Vol. 90, no. 3 (1999). 

Snow, Edward. “Vermeer’s Procuress.” The Threepenny Review, no. 55 (1993): 30-1. 

http://www.gailsibley.com/2013/07/01/the-doctors-visit-by-jan-steen/
http://www.theparisreview.org/blog/2016/04/04/daughters-of-the-guild/


416 

Soderholm, Glen. “Soli Deo Gloria.” The Presbyterian Record, Vol. 136, no. 1 (2012): 21-2. 
Sonnema, Roy. “Representations of Music in Seventeenth Century Dutch Painting.” PhD 

thesis, University of California, Berkeley, 1990. 
Sonnenschein, David. Sound Design: The Expressive Power of Music, Voice, and Sound Effects in 

Cinema.  California: Michael Wiese Productions, 2001. 
Sotheby’s. “Interior with a Lady Playing the Virginals.” Accessed 1 November, 2016. 

http://www.sothebys.com/en/auctions/ecatalogue/2003/important-old-master-
paintings-including-european-works-of-art-n07871/lot.4.html 

———. “A Lady Playing the Virginals.” Accessed 1 November, 2016. 
http://www.sothebys.com/en/auctions/ecatalogue/2006/old-master-paintings-
am0997/lot.88.html 

———. “Marriage Portrait.” Accessed 1 November, 2016. 
http://www.sothebys.com/en/auctions/ecatalogue/2010/old-master-paintings-
n08645/lot.64.html 

Spies, Marijke. Rhetoric, Rhetoricians and Poets: Studies in Renaissance Poetry and Poetics.  
Amsterdam: Amsterdam University Press, 1999. 

Staatliche Kunstsammlungen Dresden. “The Music Lesson.” Accessed 20 July, 2017. 
http://skd-online-collection.skd.museum/en/contents/showSearch?id=271361 

Sterne, Jonathan. “Hello!”. In The Audible Past: Cultural Origins of Sound Reproduction, 1-29. 
Durham: Duke University Press, 2003. 

Stewart, Alison G. Unequal Lovers: A Study of Unequal Couples in Northern Art.  New York: 
Abaris Books, Inc., 1978. 

Stone, Jon R. The Routledge Dictionary of Latin Quotations.  New York: Routledge, 2005. 
Streule, Wendy Garland. “Objects of Desire: Case Studies in the Production and 

Consumption of Erotic Images in the Dutch Golden Age.” PhD thesis, Rutgers, 
The State University of New Jersey, 2011. 

Stronks, Els. “Dutch Religious Love Emblems: Reflections of Faith and Toleration in the 
Later 17th Century.” Literature & Theology Vol. 23, no. 2 (2009): 142-64. 

———. Negotiating Differences: Word, Image and Religion in the Dutch Republic.  Leiden: Brill, 
2011. 

Suchtelen, Ariane van, Bart Cornelis, Marijn Schapelhouman, and Nina Cahill. Nicolaes 
Maes: Dutch Master of the Golden Age.  Zwolle: Waanders Publishers, 2019. 

Sutton, Peter C. “Catalogue: Pieter Codde.” In Love Letters: Dutch Genre Paintings in the Age of 
Vermeer, 84-7. Dublin: National Gallery of Ireland, 2003. 

———. Pieter De Hooch. Complete with a catalogue raisonne ed.  Oxford: Phaidon, 1980. 
Textile Research Centre. “A Choice of Emblemes and Other Devises.” Accessed 26 

March, 2018. https://trc-leiden.nl/trc-needles/texts-films-customs-and-
event/designs-and-design-books/a-choice-of-emblemes-and-other-devises-1586 

———. “Whitney, Geoffrey (C. 1548 – C. 1601).” Accessed 23 August, 2019. https://trc-
leiden.nl/trc-needles/people-and-functions/authors-scholars-and-
activists/whitney-geoffrey-c-1548-c-1601 

The Frick Collection. “Masterpieces of European Painting from Dulwich Picture Gallery.” 
Accessed 1 April, 2016. 
http://www.frick.org/sites/default/files/archivedsite/exhibitions/dulwich/dou.ht
m 

The J. Paul Getty Museum. “Cornelis De Man.” Accessed 22 August, 2019. 
http://www.getty.edu/art/collection/artists/336/cornelis-de-man-dutch-1621-
1706/ 

———. “Karel Van Mander.” Accessed 13 December, 2018. 
http://www.getty.edu/art/collection/artists/2960/karel-van-mander-dutch-1548-
1606/ 

http://www.sothebys.com/en/auctions/ecatalogue/2003/important-old-master-paintings-including-european-works-of-art-n07871/lot.4.html
http://www.sothebys.com/en/auctions/ecatalogue/2003/important-old-master-paintings-including-european-works-of-art-n07871/lot.4.html
http://www.sothebys.com/en/auctions/ecatalogue/2006/old-master-paintings-am0997/lot.88.html
http://www.sothebys.com/en/auctions/ecatalogue/2006/old-master-paintings-am0997/lot.88.html
http://www.sothebys.com/en/auctions/ecatalogue/2010/old-master-paintings-n08645/lot.64.html
http://www.sothebys.com/en/auctions/ecatalogue/2010/old-master-paintings-n08645/lot.64.html
http://skd-online-collection.skd.museum/en/contents/showSearch?id=271361
https://trc-leiden.nl/trc-needles/texts-films-customs-and-event/designs-and-design-books/a-choice-of-emblemes-and-other-devises-1586
https://trc-leiden.nl/trc-needles/texts-films-customs-and-event/designs-and-design-books/a-choice-of-emblemes-and-other-devises-1586
https://trc-leiden.nl/trc-needles/people-and-functions/authors-scholars-and-activists/whitney-geoffrey-c-1548-c-1601
https://trc-leiden.nl/trc-needles/people-and-functions/authors-scholars-and-activists/whitney-geoffrey-c-1548-c-1601
https://trc-leiden.nl/trc-needles/people-and-functions/authors-scholars-and-activists/whitney-geoffrey-c-1548-c-1601
http://www.frick.org/sites/default/files/archivedsite/exhibitions/dulwich/dou.htm
http://www.frick.org/sites/default/files/archivedsite/exhibitions/dulwich/dou.htm
http://www.getty.edu/art/collection/artists/336/cornelis-de-man-dutch-1621-1706/
http://www.getty.edu/art/collection/artists/336/cornelis-de-man-dutch-1621-1706/
http://www.getty.edu/art/collection/artists/2960/karel-van-mander-dutch-1548-1606/
http://www.getty.edu/art/collection/artists/2960/karel-van-mander-dutch-1548-1606/


417 

———. “Ludolf De Jongh.” Accessed 22 August, 2019. 
http://www.getty.edu/art/collection/artists/830/ludolf-de-jongh-dutch-1616-
1679/ 

———. “Willem Van Aelst.” Accessed 21 August, 2019. 
http://www.getty.edu/art/collection/artists/476/willem-van-aelst-dutch-about-
1626-after-1687/ 

The Leiden Collection. “Musical Company.” Accessed 20 July, 2017. 
https://www.theleidencollection.com/artwork/a-musical-company/ 

The Metropolitan Museum of Art. “The Lovesick Maiden.” Accessed 16 August, 2018. 
https://www.metmuseum.org/art/collection/search/437748 

———. “A Maid Asleep.” Accessed 28 August, 2018. 
https://www.metmuseum.org/art/collection/search/437878 

———. “The Martyrdom of Saint Andrew, C. 1595.” Accessed 23 August, 2019.  
https://www.metmuseum.org/art/collection/search/412570 

———. “Positive Organ.” Accessed 4 July, 2019. 
https://www.metmuseum.org/art/collection/search/503897 

———. “Saint Cecilia.” Accessed 5 July, 2018. 
https://www.metmuseum.org/art/collection/search/436198 

———. “Vanitas Still Life, 1662.” Accessed 28 March, 2019. 
https://www.metmuseum.org/art/collection/search/435918 

———. “The Visit to the Nursery.” Accessed 11 December, 2018. 
https://www.metmuseum.org/art/collection/search/437071?searchField=All&am
p;sortBy=relevance&amp;ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3 

The National Gallery. “Eglon Hendrik Van Der Neer.” Accessed 22 August, 2019. 
https://www.nationalgallery.org.uk/artists/eglon-hendrik-van-der-neer 

———. “Gonzales Coques.” Accessed 22 August, 2019. 
https://www.nationalgallery.org.uk/artists/gonzales-coques 

———. “A Man and a Woman Seated by a Virginal.” Accessed 6 June, 2019. 
https://www.nationalgallery.org.uk/paintings/gabriel-metsu-a-man-and-a-woman-
seated-by-a-virginal 

———. “A Peepshow with Views of the Interior of a Dutch House.” Accessed 2 October, 
2019. https://www.nationalgallery.org.uk/paintings/samuel-van-hoogstraten-a-
peepshow-with-views-of-the-interior-of-a-dutch-house 

———. “Pieter Codde.” Accessed 22 August, 2019. 
https://www.nationalgallery.org.uk/artists/pieter-codde 

———. “Rembrandt.” Accessed 23 August, 2019. 
https://www.nationalgallery.org.uk/artists/rembrandt 

———. “A Young Woman Playing a Harpsichord to a Young Man.” Accessed 20 July, 
2017. https://www.nationalgallery.org.uk/paintings/jan-steen-a-young-woman-
playing-a-harpsichord-to-a-young-man 

The National Gallery of Victoria. “A Powerful Appearance of Life: Cornelis De Vos’s 
Mother and Child.” Accessed 23 August, 2019. 
https://www.ngv.vic.gov.au/essay/a-powerful-appearance-of-life-cornelis-de-voss-
mother-and-child/ 

The National Trust. “A Lady Receiving a Letter.” Accessed 22 August, 2019. 
http://www.nationaltrustcollections.org.uk/object/1535116 

The Nelson-Atkins Museum of Art. “Fantasy Interior with Jan Steen and the Family of 
Gerrit Schouten.” Accessed 24 April, 2018. http://art.nelson-
atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-
sch 

Thomas, Desmond. The PhD Writing Handbook.  London: Palgrave Macmillan, 2016. 
Thyssen-Bornemisza Museo Nacional. “Caspar Netscher.” Accessed 22 August, 2019. 

https://www.museothyssen.org/en/collection/artists/netscher-caspar 

http://www.getty.edu/art/collection/artists/830/ludolf-de-jongh-dutch-1616-1679/
http://www.getty.edu/art/collection/artists/830/ludolf-de-jongh-dutch-1616-1679/
http://www.getty.edu/art/collection/artists/476/willem-van-aelst-dutch-about-1626-after-1687/
http://www.getty.edu/art/collection/artists/476/willem-van-aelst-dutch-about-1626-after-1687/
https://www.theleidencollection.com/artwork/a-musical-company/
https://www.metmuseum.org/art/collection/search/437748
https://www.metmuseum.org/art/collection/search/437878
https://www.metmuseum.org/art/collection/search/412570
https://www.metmuseum.org/art/collection/search/503897
https://www.metmuseum.org/art/collection/search/436198
https://www.metmuseum.org/art/collection/search/435918
https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3
https://www.metmuseum.org/art/collection/search/437071?searchField=All&amp;sortBy=relevance&amp;ft=metsu&amp;offset=0&amp;rpp=20&amp;pos=3
https://www.nationalgallery.org.uk/artists/eglon-hendrik-van-der-neer
https://www.nationalgallery.org.uk/artists/gonzales-coques
https://www.nationalgallery.org.uk/paintings/gabriel-metsu-a-man-and-a-woman-seated-by-a-virginal
https://www.nationalgallery.org.uk/paintings/gabriel-metsu-a-man-and-a-woman-seated-by-a-virginal
https://www.nationalgallery.org.uk/paintings/samuel-van-hoogstraten-a-peepshow-with-views-of-the-interior-of-a-dutch-house
https://www.nationalgallery.org.uk/paintings/samuel-van-hoogstraten-a-peepshow-with-views-of-the-interior-of-a-dutch-house
https://www.nationalgallery.org.uk/artists/pieter-codde
https://www.nationalgallery.org.uk/artists/rembrandt
https://www.nationalgallery.org.uk/paintings/jan-steen-a-young-woman-playing-a-harpsichord-to-a-young-man
https://www.nationalgallery.org.uk/paintings/jan-steen-a-young-woman-playing-a-harpsichord-to-a-young-man
https://www.ngv.vic.gov.au/essay/a-powerful-appearance-of-life-cornelis-de-voss-mother-and-child/
https://www.ngv.vic.gov.au/essay/a-powerful-appearance-of-life-cornelis-de-voss-mother-and-child/
http://www.nationaltrustcollections.org.uk/object/1535116
http://art.nelson-atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-sch
http://art.nelson-atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-sch
http://art.nelson-atkins.org/objects/5456/fantasy-interior-with-jan-steen-and-the-family-of-gerrit-sch
https://www.museothyssen.org/en/collection/artists/netscher-caspar


418 

———. “Cornelis De Vos.” Accessed 23 August, 2019. 
https://www.museothyssen.org/en/collection/artists/vos-cornelis 

Toledo Museum of Art. “Allegory of Vanity.” Accessed 7 March, 2017. 
http://emuseum.toledomuseum.org:8080/emuseum/objects/55289/allegory-of-
vanity?ctx=d7c0b36b-d0d2-4b1d-b0f0-0a0f58927943&idx=0 

Tormey, Judith Farr, and Alan Tormey. “Art and Ambiguity.” Leonardo Vol. 16, no. 3 
(1983): 183-7. 

Tredinnick, Mark. The Little Red Writing Book.  Sydney: University of New South Wales 
Press Ltd, 2006. 

Trumbach, Randolph. “The Transformation of Sodomy from the Renaissance to the 
Modern World and Its General Sexual Consequences.” Signs Vol. 37, no. 4 (2012): 
832-48. 

Tummers, Anna, Mickaël Bouffard-Veilleux, and Frans Hals Museum. Celebrating in the 
Golden Age.  Haarlem, Rotterdam: Frans Hals Museum and NAi Publishers, 2011. 

Uffizi Gallery. “Caspar Netscher.” Accessed 22 August, 2019. 
https://www.virtualuffizi.com/caspar-netscher.html 

———. “Frans Van Mieris the Elder.” Accessed 22 August, 2019. 
https://www.virtualuffizi.com/frans-van-mieris-the-elder.html 

———. “Rachel Ruysch.” Accessed 23 August, 2019. 
https://www.virtualuffizi.com/rachel-ruysch.html 

United Nations University. “The Netherlands.” Accessed 24 October, 2019. 
http://www.merit.unimaas.nl/phd/intranet/docs/the_netherlands 

University College London. “Emblem 4.” Accessed 3 July, 2018. 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/e
mblems/pages/emblem4.html 

———. “Emblems.” Accessed 28 October, 2017. 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/e
mblems/pages/intro.html 

———. “Moralistic Intentions.” Accessed 3 July, 2018. 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/e
mblems/pages/moral.html 

———. “Sinnepoppen.” Accessed 3 July, 2018. 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/e
mblems/pages/sinnepoppen.html 

———. “Sinnepoppen Emblem 1669.” Accessed 3 July, 2018. 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/e
mblems/pages/1669.html 

———. “Sinnepoppen Emblem 1669 English.” Accessed 3 July, 2018. 
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/e
mblems/pages/1669_english.html 

University of Exeter. “Music and Arts in Action,” MAiA (2008). 
University of Glasgow. “Otto Van Veen Amorum Emblemata.” Accessed 23 August, 2019. 

http://special.lib.gla.ac.uk/exhibns/month/feb2001.html 
Useum.org. “Elegant Company with a Woman at the Virginal.” Accessed 19 October, 

2017. https://useum.org/artwork/Elegant-company-with-a-woman-at-the-virginal-
Pieter-de-
Hooch#nav%5Blist%5D=search&nav%5Btype%5D=common&nav%5Bphrase%
5D=elegant%20company%20with%20a%20woman%20at%20the%20virginal 

———. “Woman Playing the Virginal with a Man and Two Dancing Dogs.” Accessed 19 
October, 2017. https://useum.org/artwork/Woman-playing-the-virginal-with-a-
man-and-two-dancing-dogs-Pieter-de-Hooch 

https://www.museothyssen.org/en/collection/artists/vos-cornelis
http://emuseum.toledomuseum.org:8080/emuseum/objects/55289/allegory-of-vanity?ctx=d7c0b36b-d0d2-4b1d-b0f0-0a0f58927943&idx=0
http://emuseum.toledomuseum.org:8080/emuseum/objects/55289/allegory-of-vanity?ctx=d7c0b36b-d0d2-4b1d-b0f0-0a0f58927943&idx=0
https://www.virtualuffizi.com/caspar-netscher.html
https://www.virtualuffizi.com/frans-van-mieris-the-elder.html
https://www.virtualuffizi.com/rachel-ruysch.html
http://www.merit.unimaas.nl/phd/intranet/docs/the_netherlands
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/emblem4.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/emblem4.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/intro.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/intro.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/moral.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/moral.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/sinnepoppen.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/sinnepoppen.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/1669.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/1669.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/1669_english.html
http://www.ucl.ac.uk/dutchstudies/an/SP_LINKS_UCL_POPUP/SPs_english/emblems/pages/1669_english.html
http://special.lib.gla.ac.uk/exhibns/month/feb2001.html
https://useum.org/artwork/Elegant-company-with-a-woman-at-the-virginal-Pieter-de-Hooch#nav%5Blist%5D=search&nav%5Btype%5D=common&nav%5Bphrase%5D=elegant%20company%20with%20a%20woman%20at%20the%20virginal
https://useum.org/artwork/Elegant-company-with-a-woman-at-the-virginal-Pieter-de-Hooch#nav%5Blist%5D=search&nav%5Btype%5D=common&nav%5Bphrase%5D=elegant%20company%20with%20a%20woman%20at%20the%20virginal
https://useum.org/artwork/Elegant-company-with-a-woman-at-the-virginal-Pieter-de-Hooch#nav%5Blist%5D=search&nav%5Btype%5D=common&nav%5Bphrase%5D=elegant%20company%20with%20a%20woman%20at%20the%20virginal
https://useum.org/artwork/Elegant-company-with-a-woman-at-the-virginal-Pieter-de-Hooch#nav%5Blist%5D=search&nav%5Btype%5D=common&nav%5Bphrase%5D=elegant%20company%20with%20a%20woman%20at%20the%20virginal
https://useum.org/artwork/Woman-playing-the-virginal-with-a-man-and-two-dancing-dogs-Pieter-de-Hooch
https://useum.org/artwork/Woman-playing-the-virginal-with-a-man-and-two-dancing-dogs-Pieter-de-Hooch


419 

Van der Molen, Tom. “The Problem of ‘the Golden Age’.” CODART. Accessed 30 
November, 2019. https://www.codart.nl/feature/curators-project/the-problem-
of-the-golden-age/ 

Vanhaelen, Angela. The Wake of Iconoclasm: Painting the Church in the Dutch Republic.  
University Park: Pennsylvania State University Press, 2012. 

Veldhorst, Natascha. “Pharmacy for the Body and Soul: Dutch Songbooks in the 
Seventeenth Century.” Early Music History Vol. 27 (2008): 217-86. 

Vergara, Lisa. “Antiek and Modern in Vermeer’s “Lady Writing a Letter with Her Maid”.” 
In Vermeer Studies, 234-55. Washington: National Gallery of Art & Yale University 
Press, 1998. 

Vermeylen, Filip. “Greener Pastures? Capturing Artists’ Migrations During the Dutch 
Revolt.” In Art and Migration: Netherlandish Artists on the Move, 1400–1750, edited by 
Frits Scholten, Joanna Woodall and Dulcia Meijers. Leiden: Brill, 2014. 

Vinde, Lea van der. Girl with a Pearl Earring: Dutch Paintings from the Mauritshuis.  San 
Francisco: Fine Arts Museums of San Francisco, 2013. 

Wade, Nancy. “The Samuel Collection: Materials and Techniques.” Accessed 14 August, 
2018. https://guildhallhistoricalassociation.files.wordpress.com/2017/01/the-
samuel-collection.pdf 

Wade, Nicholas J. “Artistic Precursors of Gestalt Principles.” Gestalt Theory Vol. 34, no. 3/4 
(2012): 329-48. 

Wade-Matthews, Max. The World Encyclopedia of Musical Instruments.  London: Lorenz, 2000. 
Wagenberg-ter Hoeven, Anke A. van. “The Celebration of Twelfth Night in Netherlandish 

Art.” Simiolus: Netherlands Quarterly for the History of Art Vol. 22, no. 1/2 (1993): 65-
96. 

Waiboer, Adriaan E. Vermeer and the Masters of Genre Painting: Inspiration and Rivalry.  New 
Haven: Yale University Press, 2017. 

———. “A View Beyond Delft: Johannes Vermeer’s Woman with a Lute and Its 
Relationship to Frans Van Mieris.” Journal of Historians of Netherlandish Art Vol. 9, 
no. 1 (2017): 1-11. 

Walsh, John, and Cynthia P. Schneider. A Mirror of Nature: Dutch Paintings from the Collection 
of Mr. And Mrs. Edward William Carter.  California: Los Angeles County Museum of 
Art, 1981. 

Warner, C. D. “Jacob Cats (1577–1660).” Accessed 21 August, 2019. 
https://www.bartleby.com/library/prose/1224.html 

———. “Pieter Corneliszoon Hooft (1581–1647).” Accessed 22 August, 2019. 
https://www.bartleby.com/library/prose/2697.html 

Waterman, Fanny. Every Pianist’s Dictionary.  London: Faber Music, 1993. 
Web Gallery of Art. “Web Gallery of Art.” Accessed 1 April, 2016. www.wga.hu 
Weber, Gregor J. M. . “Vermeer’s Use of the Picture-within-a-Picture: A New Approach.” 

In Vermeer Studies, 295-307. Washington: National Gallery of Art & Yale University 
Press, 1998. 

Weller, Dennis P. “The Drawings of Jan Miense Molenaer.” Master Drawings Vol. 45, no. 2 
(2007): 147-66. 

Welu, James A. “Introduction.” In Judith Leyster: A Dutch Master and Her World, edited by 
James A. Welu and Pieter Biesboer, 11-4. Zwolle: Yale University Press, 1993. 

Westermann, Mariët. A Worldly Art: The Dutch Republic 1585–1718.  London: Laurence King 
Publishing, 2004. 

———.Art & Home: Dutch Interiors in the Age of Rembrandt. Edited by Eric Jan Sluijter, H. 
Perry Chapman, C. Willemijn Fock, Museum Newark and Denver Art Museum. 
Denver, Colorado: Denver Art Museum, 2001. 

———. ““Costly and Curious, Full Off Pleasure and Home Contentment” Making Home 
in the Dutch Republic.” In Art & Home: Dutch Interiors in the Age of Rembrandt, 14-81. 
Denver, Colorado: Denver Art Museum, 2001. 

https://www.codart.nl/feature/curators-project/the-problem-of-the-golden-age/
https://www.codart.nl/feature/curators-project/the-problem-of-the-golden-age/
https://guildhallhistoricalassociation.files.wordpress.com/2017/01/the-samuel-collection.pdf
https://guildhallhistoricalassociation.files.wordpress.com/2017/01/the-samuel-collection.pdf
https://www.bartleby.com/library/prose/1224.html
https://www.bartleby.com/library/prose/2697.html
http://www.wga.hu/


420 

———. Sound, Silence and Modernity in Dutch Pictures of Manners. The Watson Gordon Lecture 
2007.  Poland: National Galleries of Scotland & The University of Edinburgh, 
2010. 

Weststeijn, Thijs. “A Feast for the Eye: Laughter and Lifelikeness in Seventeenth-Century 
Art Theory.” In Celebrating in the Golden Age, 20-7. Haarlem: Rotterdam: Frans Hals 
Museum and NAi Publishers, 2011. 

———. “Approaches to a Multifaceted Master.” In The Universal Art of Samuel Van 
Hoogstraten (1627–1678). Amsterdam: Amsterdam University Press, 2013. 

———. “Painting as a Mirror of Nature: Samuel Van Hoogstraten’s Art Theory and the 
Legitimation of Painting in the Dutch Golden Age.” In The Visible World: 
Amsterdam University Press, 2008. 

———. The Visible World: Samuel Van Hoogstraten’s Art Theory and the Legitimation of Painting 
in the Dutch Golden Age.  Amsterdam: Amsterdam University Press, 2008. 

Wexler-Rubinstein, Brian. “1678 – Eglon Hendrick Van Der Neer, Judith.” Accessed 22 
August, 2019. https://fashionhistory.fitnyc.edu/1678-van-der-neer-judith/ 

Wheelock, Arthur K. “Gerard Houckgeest and Emanuel De Witte: Architectural Painting 
in Delft around 1650.” Simiolus: Netherlands Quarterly for the History of Art Vol. 8, no. 
3 (1975-6): 167-85. 

———. “Gerret Willemsz Heda.” National Gallery of Art. Accessed 22 August, 2019. 
https://www.nga.gov/collection/artist-info.5932.html 

———. ““Guillelmo” in Amsterdam: Van Aelst’s Painterly Style in Amsterdam.” In 
Elegance and Refinement: The Still-Life Paintings of Willem Van Aelst, 37-50. New York: 
Skira Rizzoli Publications, Inc., 2012. 

———. Jan Vermeer. Vermeer.  London: Thames and Hudson, 1988. 
———. “Pieter Claesz.” National Gallery of Art. Accessed 22 August, 2019. 

https://www.nga.gov/collection/artist-info.18426.html 
———. “Still Life with Dead Game.” National Gallery of Art. Accessed 17 December, 

2018. https://www.nga.gov/collection/art-object-page.61174.html 
———. Vermeer and the Art of Painting.  New Haven: Yale University Press, 1995. 
———. “Willem Van Aelst.” National Gallery of Art. Accessed 21 August, 2019. 

https://www.nga.gov/collection/artist-info.27.html 
Wheelock, Arthur K., and Ben P. J. Broos. “The Catalogue.” In Johannes Vermeer, 85-209. 

Washington, D.C.: National Gallery of Art, 1995. 
White, Christopher. Rembrandt. World of Art.  London: Thames and Hudson, 1984. 
Wiegman, Robyn. “Doing Justice with Objects: Or, the “Progress” of Gender.” In Object 

Lessons. Next Wave: New Directions in Women's Studies, 36-90. Durham: Duke 
University Press, 2012. 

Wieseman, Marjorie E. “The Art of ‘Conversatie’: Genre Portraiture in the Southern 
Netherlands in the Seventeenth Century.” In The Age of Rubens, 182-93. Boston: 
Museum of Fine Arts, 1993-4. 

———. Vermeer and Music: The Art of Love and Leisure.  London: National Gallery Company, 
2013. 

———. “Vermeer’s Women: Secrets and Silence.” In Vermeer’s Women: Secrets and Silence, 2-
63. New Haven: Yale University Press, 2011. 

Wieseman, Marjorie E., H. Perry Chapman, Wayne E. Franits, and Timothy Potts. 
Vermeer’s Women: Secrets and Silence.  New Haven: Yale University Press, 2011. 

Wiesner, Merry E. Women and Gender in Early Modern Europe.  Cambridge: Cambridge 
University Press, 1993. 

Wikimedia Commons. “Gerard Ter Borch.” Accessed 6 September, 2018. 
https://commons.wikimedia.org/wiki/File:Ter_Borch,_Musicerend_paar.jpg 

———. “Trumpet Player in Front of a Banquet.” Accessed 4 October, 2018. 
https://commons.wikimedia.org/wiki/File:Gerard_Dou_-_Trumpet-
Player_in_front_of_a_Banquet_-_WGA06662.jpg 

https://fashionhistory.fitnyc.edu/1678-van-der-neer-judith/
https://www.nga.gov/collection/artist-info.5932.html
https://www.nga.gov/collection/artist-info.18426.html
https://www.nga.gov/collection/art-object-page.61174.html
https://www.nga.gov/collection/artist-info.27.html
https://commons.wikimedia.org/wiki/File:Ter_Borch,_Musicerend_paar.jpg
https://commons.wikimedia.org/wiki/File:Gerard_Dou_-_Trumpet-Player_in_front_of_a_Banquet_-_WGA06662.jpg
https://commons.wikimedia.org/wiki/File:Gerard_Dou_-_Trumpet-Player_in_front_of_a_Banquet_-_WGA06662.jpg


421 

Winkel, Marieke de. “Ambition and Apparel.” In Class Distinctions: Dutch Painting in the Age of 
Rembrandt and Vermeer, 55-74. Boston, Massachusetts: MFA Publications, Museum 
of Fine Arts, Boston, 2015. 

Wiseman, Mary Bittner. “Vermeer and the Art of Silence.” The Journal of Aesthetics and Art 
Criticism Vol. 64, no. 3 (2006): 317-24. 

Wold, Milo Arlington, and Edmund Cykler. An Introduction to Music and Art in the Western 
World. Music and Art in the Western World. Fourth ed.  Dubuque, Iowa: W. C. 
Brown Co, 1972. 

Wuestman, Gerdien. Rembrandt & the Dutch Golden Age: Masterpieces from the Rijksmuseum.  
Sydney: Art Gallery of New South Wales, 2017. 

Yale School of Music. “Yale Collection of Musical Instruments.” Accessed 24 October, 
2019. http://collection.yale.edu/instruments/keyboards/ 

Yang, Jungyoon. “Trusting Hands: The Dextrarum Iunctio in Seventeenth-Century Dutch 
Marriage Iconography.” Dutch Crossing: Journal of Low Countries Studies Vol. XX, no. 
X (2016): 1-43. 

Yevin, Igor. “Ambiguity in Art.” ComPlexUs Vol. 3 (2006): 74-82. 

http://collection.yale.edu/instruments/keyboards/



