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Abstract

This thesis examines fhe remarkable range of farcical prints thét were marketed for
children in late seventeenth-century Amsterdam. Evokjng controversial theatre plays, these
prints picture slap-stick, sexually nuanced comic scenarios that do not seem in keeping with
contemporary convictions that the up-bringing of children Was a kéy means to secure the future
_of the state. Yet there is evidence to indicate that this printed imagery did play a role in the
education of middle-class children. Such contradictions open up significant questions about the
reshaping of middle-class identity at a crucial moment in tirle emergence of the capitalist state.

Indeed, the problem that this study investigateé emerges from late seventeenth—céntury
debates about the didactic function of comic prints and plays. Defenders of these forms a:rguéd
that they effectively inculcated social norms--particularly mercantile ethics, gender roles, and
class distinctions--in young viewers. Those who attacked the social role of this material, on the
other hand, stated that it provided viewing pleasures that actually subverted these pedagogical
intentions.

Through an analysis of the prints themselves, I examine the ways in which the visuall
pleasures of these forms lured viewers in order to trap them within moral meanings. While this
may have been their intended function, however, I also found much evidence that the
enjoyment of farcical forms couid, and did, overflow didactic restraints.

It was this subversive potential that made comic forms particularly threatening to civic
and church leaders of the day. In fact, a nunllbervof children's prints were linked to a series of
farces that were banned from Amsterdam's theatre in the 1670's. With this, children's prints can

be situated in historically specific contests about the control of urban spaces and populations.



il
Throughout this thesis, the function of children's prints is not discussed solely in terms
of either discipline or subversion, however. Rather, I argue that it is precisely the unresolved.

tension between comic pleasure and didactic instruction that characterizes these prints and their

Uuses.
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Introduction
The Consequence of the Trivial

Although those who concern themselves with details are regarded as folk of limited
intelligence, it seems to me that this part is essential, because it is the foundation...!

In the city of Amsterdam in the final decades of the seventeenth century, a number of
publishefs began to produce a new type of print. The title of one such print addresses the
intended audience and introduces the subject matter: "Children, With great pleaéure you see
before you / The Life of Jan and his Griet" (fig. I.1). The format is quite distinct: woodblock
images are arranged in a gridded pattern, and beneath each image is é line or two of text printed
from moveable type.” This creates an effective vehicle for representing stories. In the first
image, we see the protagonists, Jan and Griet, locked in an embrace (fig. I.1-1). They are seated
in what appears to be an inn. The table in front of them holds a large goblet aild two plates; a
violinist at the left of the scene is balanced By a large fireplace on the right. The accompanying
text describes the image: "Jan feels love fof Griet, and fondles her bare breasts. Behihd them is
fiddler Piet, playing a love song, his very best". While the explicitness of this may shock, it
certainly works to draw the reader into the story.

In the next image, the couple has moved from the pub to the church, where they
exchange marriage vows in front of é mimster in a pulpit. Theirs is not to be a harmonious
| union, however, for in the following scene an enraged Griet jumps up frdm her chair when Jan
comes home late.for dinner. This makes Jan furious; he tells her to shut up, and grabs the
- shovel and tongs in order to beat hér into silence. Angry and obstinate, Griet manages to wrest

the tongs from him. As she bludgeons him, she lets him know that he had better fear her. In



the next scene a victorious Griet holds up Jan's trousers, while the humiliated Jan wears her
apron. Then he cares for the baby and épins while Griet threatens him with a cudgel. The final
image is anything but a happy ending, for Griet beats Jan with a stick and pulls his hair because
the cakes he is cooking have not risen. The bed behind them implies that Jan has been made
impotent by his wife in more ways than one, and maybe it is not just his cakes that refuse to
rise.

| This print provokes a number of questions about its production, distribution, and
consumption. The title clearly targets children as potential buyers and readefs. Initially, this
appears to fit with the findings of studies arguing that early modern Protestants used print
technology as an ideal pedagogical tool for shaping the morals and controlling the behaviour of
children.” Produced in multiples, inexpénsive and portable, print allowed identical images and
texts to be circulated to a large group. Thus the dissemination of prints for children seems.
coﬁnected with contemporary convictions that the rigorous upbringing of children was a crucial
means to secure the future, not just of the individual, but also of the household, the city, and the
Dutch Republic. The printed story of Jan and Griet explicitly disrupts such assumptions,
however. With its confusion of gendered domestic roles, and graphic scenes of violence, sex,
and cross;dressing, this print seems strangely Qut of keeping within the context of seventeenth-
century Amsterdam, a city dominated-. by a primarily Calvinist middle class.

Moreover, this print was no mere aberration. The holdings of Dutch print collections
attest that prints of Jan and Griet were best sellers; numerous versions were issued by scores of
publishers for well over two hundred years.* These same printers also produced divers other
prints which addressed children and portrayed similarly irreverent comic themes. Could such

disturbingly captivating images really have been directed at children? Prompted by this body of



imagery, my project undertakes a rethinking of the connections between children, print, and
education. For if to shape a child was to fashion the future of the Republic, what rqle mightl
these widely-published comic children's prints have played in this process? Why did they first
appear in Amsterdam in the late seventeenth century? And what Aid children and their mentors
make of this imagery? Such questions have not been asked of this material, and it is at the
juncture, or disjupcture, between farcical prints and their intended audience that my study

~ begins.

The Audience for Farce
Not surprisingly, scholarly literature has consistently linked the slap-stick, sex-tinged
violence of these prints with the perceived immorality of their audience. Simon Schama's
comments are representative of this trend. These types of woodcuts, he says,
...catered to the coarser end of the market--the same audience that still enjoyed the old-
fashioned kluchtspel farces of domestic and peasant life when they could see them.
And their contents were produced to formula, mixing recycled anecdotes with stock

tales of gulled and cuckolded husbands, spendthrift wives who frittered away the family
fortunes on whims and fashions.’

Some curious slippages occur in this brief description: ﬁﬁnts for children become printé for the
coarser end of the market, and the chafacters depicted in these farcicai woodcuts could be
confused with their buyers--gulli‘ble rubes who squanderéd money on whims.

Indeed, "catchpenny,” a late eighteenth-century word most often used to classify these
prints, is defined as "something of little value, designed to attract purchasérs; got up merely to
sell".’ To categorize a ~print. as a "catchpenny" (or "centsprent," in Dutch) thus‘se.ems to imply
that canny printers directed cheap, frivolous material at an increasingly | litefate but

unsophisticated audience with a few pennies to spend.



This argument is in keeping with approaches of the major works on these types of

| prints, such as Emile van Heurck and G. Boekenoogen's L'Imagerie Populaire des-Pays-Bas:

Belgique-Holland (Popular Imagery of the Low g:bountries: BelgA ium-Holland) of 1930; Maurits
de Meyer's catalogue of this genre, De Volks en Kinderprenten in de Nedérlanden (F 61k and
Children's Prints in the Netherlands) of 1962; and C.F. van Veen's exhibition catalogue for the
Amsterdam Rijksmuseum, Catchpennyprints: Dutch Popular and Childrenprints of 1976.” As
even the titles imply, the folkloric approach of these studies locates Dutch children as a
subgroup within a larger category: Dutch folk. Maurits de Meyer, to note one example, claims
that it is difficult to distinguish between a folk print and a children's print because most of these
inexpensive images were both for and about the masses, prbviding historians with a "deep well"
of knowledge about seventeenth-century folk life.* This conflation of folky children with
childlike folk pbsitions a somewhat uniformly "popular” group with their own cheap, crude and
comic culture at the bottom.of the social hierarchy.
| The efforts of these historical studies to establish exclusive relationships between
distinctive cultural forms and specific social groups probably were influenced by seventeenth-
century attempts to create a hierarchy of literary genres. While farcical children's prints do not
'emerge until the 1670'8, it is important to consider earlier theorizations of genre, for throughout
the seventeenth century, tﬁe division of comic kluchtspel farcés from tragic drama was drawn
along class lines. Cormelis van der Plasse, who published the works of the comic playwright
Bredero, mockingly laid out the following distinctions in 1638:

Tragedies gave priority to dignity and stateliness, as was ﬁtting for significant

personages: kings, royalty, priests, magistrates, nobles, military commanders and such

like; in castles, cities, palaces, town halls, armies and churches; and the language, like

the characters, was also full of majesty and high-flown, the outcome bloody, terrible and
important.



Comedies sprang lustily onto the stage, with lighthearted battles amongst the scum of
the folk: shepherds, farmers, labourers, innkeepers, landladies, procuresses, prostitutes,
midwives, sailors, spendthrifts, beggars and toadies; in fields, forests, huts, shops, inns,
pubs, on the street, in alleys and slums, in the meat hall and at the fish market; the
_chatter that goes around there is true to life, and the outcome farcical and pleasant.’

- .According to van der Plasse, the contrast between the types of people, language and social
spaces within each kind of play is clear: classical tragedy dealt with well-spoken upper-class
people in remote and stately settings, while comedies about the everyday portrayed the rural
and u;ban lower classes who inhabited a series of marginal sites associated with the vernacular.
Intriguingly, thé Republic's most dominant group, the urban middle classes, do not figure
within this classiﬁcaﬁon of people, genres, speech and space.

"This is not a mére oversight'o.n the part of van der Plassé; indeed, this absence raises
some questions about the consumption of:thes‘e types of plays. For what was the precise
location of the audience Schama describes: those at "the coarser end of the market" who
enjoyed superficially attractive woodcuts and old—fashionéd farces "when they could see them"?
Thé implication is thaf this group was positioned somewhere outsidé of, 6r apart from, r_niddle-
class spaces of entertainmenf and educatiqn: perhaps in the bushes, huts, pubs and alleys
described by van der Plasse.

Howevér, e\;idence about both theatre perfofmancés and print production in Amsterdam
emphatically challenges the conclusion that farcical plays and comic prints were marginal
forms for a distinctly lower-class audience. In fact, kluchtspel farces were anythjng but old-
fashioned in the seventeenth century."” To thercontrary‘, these types of p]ays consistently drew
large and diverse crowds into Amsterdam's public theatre, called the Schouwburg."" Built on
the Keizersgracht--one of the city's main canals--in 1637, the Amsterdam Schouwburg was

constructed at a time of urban expansion, as the harbour city emerged as a prosperous
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mercantile ceﬁtre that increasingly dominated world trade. Along with other architectural
monuments, _the Schouwburg was proudly featured in a number of civic hjston'es,_ published in
the 1660's, that celebrated the city's accomplishments."

Until the 1670, the theatre was governed by a Board of Regents comprised of six
prominent businessmen from the community. These men were appointed by magistrates of
Amsterdam's city council, a group of patricians who were also mainly from the wealthy
mercantile classes.” Acting on behalf of Amsterdam's citizenry, and under the direction of the
town council, it was the Regént'é role to select \;vhich plays would appear on the Schouwburg
stage. In a typical afternoon's perfo.rmance, a tragedy about ‘significant and dignified
personages was followed by a shorter farce about the "scum of the folk".

| There is no evidence to support the notion that the Regents chose these comic plays
only to appeal to the lower classgs. While it is difficult to ascertain the precise make-up of the
audiences who flocked to the public playhouse, given the low price of admission, it was
undoubtedly a site where the consumption of plays was a practice shared by people from a
range of socio-economic groups.'* Moreover, as I shall explore further in chapter one, official
p.rints of the Schouwbufg that were commissioned by the Regents in 1637 and republished
throughout the century,. pictured the theatre audience as a well-behaved, mainly nﬁddle-class
group (see fig. 1.2). VFarce, therefore, was anything but a peripheral fpnn of entertainment that
was for and about the folk. As I will argue, these tYpes of plays were embedded in a mercantile
middle-class context, where they certainly were directed at an audience beyond the lower
classes. |

‘ If farce performances reéched a broad and diverse audience, so did inexpensive printed

material. Almost all catchpenny prints display the name of the printer across the bottom
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margin, together with landmarks that would help buyers to locate the print shop where they
were sold.” Loose-leaf printed ﬁnages were displayed in print shop windows so that even fhe
poor and non-literate could afford to stop and take a look. Peddlers were amongst the clientele;
they bought inexpensive material from the printers and then resold these in the streets, and at
markets and fairs.'® Repeated complainfs by the bookseller's guild about itinerant hawkers who
sold books, newspapers, songs, ballads, almanacs, prognostications, leaflets and folk tales in the
public spaces of the city give some insight into the complicated distribution. of inexpensive
print.”  For example, in the mid-seventeenth century, the Amsterdam bookseller's guild
protested:
It is well known that more than ever complaints are heard among our guild brothers of
the decline in the book trade...These complaints are legitimate, and can be redressed,
namely, by STEMMING THE ILLEGAL BOOK TRADE. It is generally known that
there are almost no bridges or canals without a table--in some places practically a shop--

filled with books, where all can purchase books at a modest price, to their hearts'
content.'® '

The fact that itinerant print sellers were perceived as unwelcome competition by the _
bookseller's guild implies that peddlers' wares were not restricted to the lower end of the
market. Rathér, the print peddler emerges as an urban figure who catered to and competed for
the same clientele that patronized bookshops.'®

Although the guild may have exaggerated the situation to argue their cause, théir
complaiﬂts indicate the extent of the print trade in Amsterdam, providing a glimpse of how the
printing industry must have transformed urban spaces.”’ Print was sold in the streets, on the
bridges, and along the canals, posted on the walls of taverﬁs, workshops and honies, carried on
the person, passed from hand to hand and discussed in the markets and squares.” Thus, printed

material was visible and familiar to almost everyone who frequented the city.”' Like theatre
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plays, print crossed social boundaries, making it impossible to link these forms exclusively with
the "folk". |
Folkldric approéches that posit inexpensive woodcuts as repositories of folk beliefs and
behaviour thus do not provide adequate methodology for éonsidering this m;aterial and its
audience. By constrast, I argue that the association of this material with a particular socio-
economic group developed in response to an apparent dissimilarity .between the prints and their
audience. For imagery of the slap-stick sexual. thrashing, deceit and disorder of controversial
farces clearly does not fit with conventional notions of middle-class childhood. This disruptive
| discrepancy undoubtedly pfompted studies that located the audience for farces and cheap prints
in. a grbup other than the middle classes. The notion of a separate and distinct "folk" serveé this
purpose well: stereotyped as hot-headed, wanton, 1ustful, deceptive, childlike and a-social, this
~ group was often positioned as the "Other" of the middle classes, both in the seventeenth
century, and in subsequent historical accounts.”” In this way, all of the characteristics that were
repressed from "burgherlijk" clichés of modesty, frugality, cleanliness, honesty, and virtuous
domesticity. couid be projected onto a separate social group. The impulse to uphold notions of
middle-class morality must account, at least in part, for the need to deflect these troubling
" images onto the Other. The definition of farce as both for and about the 10@er_cla$ses therefore
works to preserve the integrity of the middle classes, who actually made up a large part of the
market for this titillating material. |
Such an association also resonateé with the widespread seventeenth-century notion that
the ideal household was a model and molecule of the well-run Republic.”” At a time when
norms of "burgheriijk" domesticity became central to the definition of national harmony,

representations of the possible dissolution of the household abounded. The dangers of



exploring what must be repressed and avoided were mitigated somewhat by loqating chaos,
beatings and discord within the lower-class hdme. In this way, such images also worked to
uphold stereotypes of a moral middle-class Republic.

And yet, pﬁnts that graphically por’tréyed social disorder were given to middle-class
children. To begin to understand this seeming incongruity, it is crucial to consider the
peculiarity, in the seventeenth-century Dutch Republic, of what has been described as a fixation
on children.”* As Stephen Greenblatt reminds us, "intense paternal obsérvation of the young is
by no means a universal practice. It is, rather, learned by certain social groups in particular

cultures and ages."*

While the obsessive attention paid to Dutch children often has been
interpreted as a show of fondnesé, this type of affection was always intertwined with patriarchal
concern to scrutinize, supervise and discipline. In fact, the doctrines of Calvihism, the
Republic's dominant religious tradition, taught that all children were sinful from birth, and thus
in need of continuous correction and rig(;rous refqrrnétion. This doctrine meshes well with the
principles of merchant capitalism. As wealth and social position became less hereditary, the
foftunes of the household increasingly banked on the ﬁreparation and training of the next
generation.

Significantly, part of that education was received in the public theatre?® The .
~ Schouwburg oﬁen was described as a school, and defenders of the role of theatre in urban life
characterized it as a site set apart for shaping the morals and influencing the behaviéur of civic
populations, particularly children and youth.”” The social functions of comic plays must be
considered within this context. The pleasures of farce were multiple; tantalizingly sexual and ‘

unrelentingly bfutal, farce certainly allowed the vicarious experience of taboo behaviour. On

stage, the twists of plot turned on deception, disguise and mistaken identity. Men could play
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female roles, women -acted as men, and lower class actors transformed themselves into
magistrates, doctqrs or preachers. Such flagrant flouting of gender norms and social boundaries
opéned up ways for audiences to explore the mutability of their own identities. Indeed, if the
cofnplaints of sevénteenth—century detractors of farce are accepted at face value, then this was
its only function: farce freed the folk to emulate immoral performances.

Yet, as I shall argue.throughbut this study, the intense pleasures of farce always worked
together with powerful constraints, forming a hjghly-sopﬁjsticated disciplinary apparatus. The
public performance and ridicule of private transgressions on the stage pfompted spéctators to
examine their own guilty pléasures, including, ironically, the énjoyment of farce. The
discipline of self-scrutiny was combined with other diversions--that of projecting immorality
onto stock comic characters, who were often lower-class types, and that of associating the
enj’oyment of the genre mainly with lower-class spectators. Thus these comic plays allowed
audience membérs to examine complex aspects of mercantile society, such as increasing social
mobility. At the same time, spectators could deflect anxieties about social changes onto stock
characters who were safely positioned outside of middle-class norms. If this ﬁgorous pleasure
was directed at the middle-class children in the audience as a means of initiating them into
social hierarchies, it ceﬁainly was intended to reinforce social norms of behaviour for adults
from diverse social groups as well.”®

Flexible, ambiguous, and satirical, farce lacked didactic closure, making it a potenti‘ally
threatening form. Not surprisingl?, throughout - the seventeenth-century, various powerful
groups fought to control Amsterdam's public theatre, an important space of education within the

city, and battles about the role of the theatre in civic life often converged on the functions of

farce. The year 1677 marks a crucial turning poiht in these controversies about comic
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performances. Af this time, Amsterdam's civic magistrates appointled several members of a
classicist literary society calléd "Nil Volentibus Arduqm," or, "Nothing is Difficult for those
| who Will," to the Schouwburg'é governing body. With the backing of the civic government,
ﬂﬁs new group of Schouwburg Regents attempted to radically redefine tﬁe role of the public
theatre in civic life by changing the make-up of the theatre éudieﬁce. In treatises published by
Nil, the Schouwburg was explicitly' redesignated as a school primarily for the children of
Amsterdam'é most powerful families--the sons and daughters of ci\}ic magistrates, regents,
nobles and ‘the wealthiest merchants.”

The growing social and economic divide betwéen this mainly upper middle-class
"patrician" group and the city's middle-class burghers was a source of great tehsion in the final
decades of the seventeenth century.”® Contests between these groups were manifested in
struggles over various social sites, and the demarcation of the theatre as a space dominated by
- the elite is clearly indicative of patrician distanéing strategies. Unﬁl this time, the Schouwburg
had been represented as a space of entertainment and education for a predominantly middle-
class group--an impoﬁant site within the city where burghers and their children could gather to
discuss aﬁd expldre issues of importance to mercantile society. As they forcefully redefined the
Schouwburg as a sc_hooi for the children of the elite, the new Regents undoubtedly sought to
consolidate the monopoly of an increasingly powerful and prosperous patrician group withip
this irriportantsite of assembly.

Intertwined with the demarcation of an exclusive new Schouwburg audience was the
alteration of the traditional Schouwburg repertoire. Most notably, the new Regents. censored
vernacular farce performances. As a member of the classicist society put it, the Amsterdarﬁ

theatre was no lbnger a plaée for "boorish stuff, full of vulgar Dutch sayings."*' Instead, as part
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of an effort to fashion an international courtly identity for themselves, the elite actively
promoted works of French classicism as pén of the repertoire. By abruptly banning Dutch
fafce, ‘a well-loved, centuries-old form of burgher entertainment,”. the increasingly
"Frenchified" patricians updoubtedly struck a blow at ideals of burgher morality. In fact, a new
genre of comic play came to the stage during the decades. of Nil's greatest influence over the
Sbhouwburg repertoire in the 1670's and 1680's. The stock comic characters of these updated'
comedies were no longer from "the scum of the folk", instead, these new plays featured the
adultery, fraud and deception of immoral b_urgmr characters in dissolute middle-class
households.” These pointed alterations to comic plays served to further denigrate burgher
identity.

Late seventeenth-century conflicts about farce performances are central to
-understanding the functions of farcical children's prints. For comic prints depicting the familiér
antics of degenerate lower-class types probably first were published in Amsterdam at the time
that traditional. farces were censored from the Schouwburg. As these plays were Banned as
unfit for the children of the increasingly distant and powerful elite, this "boorish stuff" began to
circulate‘ in inexpensive prints with titles that addressed "children". Thus it seems that the
sudden and striking appearance of prints that reasserted the censored grotesque imagery of
vernacular farce in a new form Vfor children came as a delibera’;e rejoinder to the censorship of
this well-loved form of burgher entertainment Iwithin the public theatre.® For nineteenth-
century folklorists, these explicit images seemed shockingly oilt-of-keeping 'with ideals of
middle-class chjldhood. For late seventeenth-century audienc.es, however, comic children's
prints reaffirmed the efficacy o.f the disciplinary pleasures of farce, so a long central means of

shaping norms of behaviour in mercantile society.
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Consumption and/as Production

_Alth;)ugh it is difficult to link farcical children's prints to the political aims of any .
particular individual or group, they certainly seem to play a role in the.complicated social and
politidal conflicts that convergéd on spaces such as the theatre in the final decades of the
seventeenth century. Given this context, this study places more emphasis on‘the ﬁmctions, uses
and possible understandings of farcical _children's prints than it does on the intentions of s‘peciﬁé
authors, artists or publishers. Such an approach is also prescribed by peculiarities of the prints' |
production. For although the ‘exact origins of these prints remain uncertain, the bits and pieces
fhat serve as possible sources certainly disrupt any ﬂotion of a singl'e-artist or print-maker
impressing original ideas onto the blank receptive space of the page.

Rather, the manner in which these stories were created has much in common with the
process of seventeenth—éentury paper-making. Paper was produced from the residues of
disparate‘pieces of cloth.* Bits of bedding stained with the intimacies of people's lives and rags
of clothing that survi\lfed the bodies that wore them were gathered and combined together to
produce the thick greyish sheets onto which these stories were imprinted. A fictional rag
collector in a seventeenth-century comedy graphically describes the pi‘ocedure: "I ﬁnd dirty old
cloths, tattered rags soaked with puss and blood, that I wash and bleach in the canal, in my own -
way," he télls the audience, "And I sell them to Ysbrangt, who makes-fine and rough paper out
of them."* In a similar manner, scraps of ephemeral oral stories, proverbs and sayings, theatre
performanceé, and civic and social rituals were patched together to create something new: a
printed picture story.

Although it has been argued that oral culture is fluid, alive and éver—changing, while

print culture is dead and fixed upon the page,” the process of producing prints certainly calls
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such distinctions into question. For printers continuously amended and updated these prints
accordingito their perceptions of the changing interests of the print-buying public. Therefore,
these types Qf prints can be .understood‘as repositories for a complex of collective merﬁories,
wﬁich, like oral traditions, were oriented to the concerns of the present and were constantly
adapted and transformed.

The complicated production of these prints poses a series of difficulties for a study that
attempts to locate particular images within specific socio-political conflicts.  Although
publishers' names were almost always printed.along the bottom margin, the prints Were never
dated. Approximate dates can Be established if printed material such as books survive bearing
publishers' names in combination with a date.® Even so, many of the prints produced by
printe;s known to be active in the eighteenth century appear to be pulled from Seventeenth-
century blocks. It was not unusual for printers to borrow and lend successful woodblocks.
Blocks were also bought up and sold off with other stock if a firm liquidated.‘ And, in the
absence of clear copyright laws, prints that sold well were frequently duplicated by competitors,
who would c_a'rve.their own copies of the woodblocks.”” Each small scene in a children's print
was pulled from a single block, while the text below was priﬁted from movable type. Thus
printers could change the order of the.. blocks and combine old blocks with new text, of ﬁew
blocks with old text, to alter or update the mea.ning of a print. All of these practices make it
extremely difficult to name o;’iginal} producers or to assign precise dates to specific images.*

in fact, very few seventeenth-century prints of this type actually survive. To give a
pertinent example, there is only one extant catchpenny print published by Jan and Jacobus
Bouman, who were active in Amsterdam in the late seventeenth century.“'1 Considering the

number of images that could be pulled from a single woodblock, this indicates how extremely
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ephemeral these forms must have been.*” It was an insult of the time to tell a printer that he or

'she worked for the "kruideﬁier"--sellers of spices who wrapped their wares in cone-shaped
packets fnadé from old prints.* Treated as throw-away objects, inexpensive prints found many
such reuses. Catchpenny prints specifically were associated with certain children's games in
which users cut them apart and played with the pieces.* The ephemerality of the objects
combined with the persistence of the imagery results in a very partial picture of the range of
prints that actually circulated in the seventeenth century.

Because the visual conventions of these prints continued for centuries, addressed
different audiences, had no named artists or patrons, and were copied by printmakers in varying
social and political contexts, these objects do not fit neatly into existing modes of art historical
anaiysis. In facf, they resist explanation in terms of pre-existing methodologies that focus on
artist, oeuvre, style, movement, monument, or socio-political context. i’ressing against these
categories of investigation, the visua;ll evidence of the prints themselves provokes questions that
shiﬂ the focus of analysis to the ways that objects take on meaning as they circulate and become
sites of social exchange. Therefore, this study examines audience interactions, uses and
understandings of this printed imagery in ordef to determine the lérger social and political
interests at stake in forms that were inexpensive and ephemeral, yet tenaciously persistent.

The uses of these prints were as ephemeral as the forms thémselves, however. As
Michel de Certeau has argued, reading is a practice that leaves few traces, and the same can

certainly be said about viewing practices.®

Actual evidence of how people used inexpensive
prints, or of how they interpreted the social functions of such objects, is extremely rare. There

~do not seem to be any seventeenth-century textual references to children's prints. There are,

however, two oil paintin_gs, Jan Steen's The Village Schoolroom, and Caspar Netscher's The
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Reading Lesson, that picture children iﬁteracting with prints. These images, which will be
explored further in chapter one, are both dated to the 1670's, and provide crucial commentary
about the functions of children's prints. Sigxljﬁcantly, both paintipgs register anxieties about
this new genre and new audience, and emphatically demonstrate that an understanding of the
consumption of print cannot be limited to the intentions of producérs nor to the aims of those
who used print to educate children.

Given the few surviving sev'enteenth-century prints, the paucity of seventeenth-century
commentary about them, and the fact that the same woodblocks could be reused for hundreds of
years, this study also draws on evidence from a loﬁger time span. There are two
autobiographjcal references, both published in the nineteenth century, in which the authors

4 A nineteenth-

actually describe their own childhood memories of comic catchpenny prints.
century social reformer, reflecting on his childhood, writes that scatological passages from
children's prints would.always be impressed in his mind where they cbuld not be disentangled
from‘his religious memory vwork. Deploring this jumble of comic and didactic images and
ideas, he calls for the censorship of these prints.*” Here, evidence from a wider field sheds light
on what surely would have been a central concern in the seventeenth century: what place did
the sensual pléasures of farce have in Protestant education? When a nineteenth-century
schoolmaster defends the uniquely butch character of these vernacular prints as "worthy and
respectable material to keep into oid age",* We begin to get a sense of some of the possible
merits of these prints for those who advocated their use in education. For the schoolmaster
describes them as a preserve of authentic Dutch vemacular--significantly, one that was

untainted by foreign French influences. These comments provide clues to how these prints

might have been positioned in seventeenth-century contests between veracular farce and
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French classicism. Moreover, both references gi\}e insights. into the hjstbﬂogfaphy of the prints,
indicating why they were taken up in nineteenth and early twentieth-century folkloric histories,
which séught to describe what was considered a genuine national culture of seventeenth-
century Dutch folk.”

Lafe seventeenth-century dissension about the influence of comic theatre performances
on young spectators f)rovides another key source of evidence about the perceived social
functions of farcical children's prints. Although these prints are not mentioned in the theatre
disputes, many commentators published their opinions on the uses of Dutch comic tradition in
'the up-bringing of children, and these coﬁtroversies- serve to illuminate some of the issues at
stake in comic children's prints. Moreover, not only did these battlesb converge on the
ambiguous uses of farce, but the satirical potential of this genre also was mobilized by its
supporters to attack opposing groups, which may have been part of the initial impetus behind
the circulation of these prints. Each chapter takes up the debates about the effects of comic
theatre play on children, which were wide-ranging and cbmplex, to inve;stigate how comic
prints directed at a young audience may have interacted in these contests.

Exploration of the links between comic theatre and comic prints also serves to focus this
study. Produced by hundreds of printers for almost three hundred years, the genre of
catchpenny printé for children was extremiely prolific.’® The format allows a range of subjects
to be presented--different types of animals, soldiers, ships, trades and careers, street sceﬁes,
stories, proverbs, fairy tales, games--all could be inserted into the grid. However, a
consideration of the subject matter of the earliest prints published specifically for children

51

indicates the prevalence of themes from the theatre.! The predominance of these themes at a

time when vemacular farce was being censored from the 'Schouwburg points to
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interconnections between the emergence of farcical children’s prints and historically specific
contestations about theatre play.

Print provides a very different vehicle for farce than does theatre performance, however.
Throughout this study it has been important to examine the various constraints that these
printed forms imposed on their consumption. For the most crucial sources of evidence about
both intended and unintended fupctions are the prints themselves.”> Prescribed meanings can
often be deduced from. the way that centuries-old charaéters and themes were altered and
adapted into print in order to address the interpretive conventions and concerns of communities
of readers. In conjunction with this, the titles, images, captions and format address a particular
readérship, implicitiy and explicitly encouraging specific reading practices and understandings.

The reaction of audiences to these strategies is more difficult to ascertain. Here, the
proliferation of up-dated versions of certain printed stories prbvides important evidence to
deduce both the preferences and interpretations of readers. Versions of the strange story of Jan
and Griet, for example, were extremely successful; they were staples in the repertoire of almost
every publisher of children's prints, and thus must have been well-liked by buyers of print.
New versions of particular prints were often ,éltered: printers combined old woodblock images
with new texts, or had neW‘ lecks carved to up-date a familiar story. Other changes could be
quite m.inute; alterations to the framing of a scene, the ordér of the blbcks, or the wording of a
title might seem insignificant, but even apparently trivial adjustments can often offer important
glimpses into how readers may have deﬁnéd their relationship with this material. For many of
the ways in which the prints were edited worked to close off practices and understandings that
were not in keeping with intended meanings. In this complex process of exchange between

readers, prints and printers, readjustments to the forms, images and texts seem to answer to
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rebel readings and uses. Here, eighteenth and nineteenth-century editing choices should not bé
discounted, for alterations made to later versions can reveal much about h‘ow’ seventeenth-
century readers might have responded to certain images. For if ple_ésure and discipline
' convergé in these forms, at times they also diverge, opening up a space for practices that’
differed from those imposed. - The consump_tion of print thus cannot be opposed to the
production of print.” In thé course of this study, reading and viewing practices emerge as

creative acts that influenced both what was printed and how it was reprinted.

Spatial Stories

Finally, the stqries themselves provide rhany insights into the social functions of these
. prints. For publishers never simply reproduced narratives from the stage in printed form.
Editing choices were made about which themes, charécters and settings were adapted into print.
Moreover, familiar elements from theatre plays were combined with subject matter borrowed
from festive traditions, social rituals, proverbs, oral tales, and visual representations. These
traditional motifs were not just haphazardly cobbled together, but they were injected with new
issues and characters, and the resultant forrﬁs were invested with new meanings and
possibilities of undelrs.tanding.54
Of particular importance are the ways that these printed pictorial narratives converge on
specific social spaces. Controversies about the redefinition of the theatre, the home, thevmarket,
the harbour, af;d the city as an entity were extremely 'heafed in the final decades of the
seventeenth-century. As I argued above, this new genre of print first was produéed around the.
time that the patrician elite took over the playhouse and censored farce performances, long a

middle-class form of entertainment. With the closing off of these "symbolic outlets and



.20

expectations of spaces,"*’ to borrow the terms of Michel de Certeau, the proliferation of farcical
prints appéars as a move that both challenges the redefinition of this site, and keeps banned or
- threatened practices in circu}lationf.6 |

In the final decades of the seventeenth céntury, the mercantile groups who once had
commanded crucial social sites such as the theatre, the market, the harbour, and the city itsélf
perceived that they were being squeezed out of them by an increasingly dominant patrician
class. As economic historians have argued, the larger forces behind this shift, often termed "the
decline of the Dutch golden age”, were the new constraints of aninternational economy
organized around state formation.”’ Global forces were certainly a factor in the eclipse of
Amsterdam as the world's lérgest trading centre. Ina local context, however, economic decline
was blamed on the new entrepreneurial practi;:es of the elite, who were accused of preferring
the easy money of specﬁlative trading, often described as an effete activity, over the toil and

hazards of sea-faring trade.” As burgher identity became léss central to the definition of
Améterdam's harbour and markets, many businessmen asserted that moral decay--specifically
the abandonmeﬁt of traditional burgher values--was the root cause of economic decay..59 As
part of their attempts to redress a dramatic loss of power, it seems that this beleaguered group
mobilized print, which is not constrained by boundaries of place or class, to keep traditional
burgher forms of social critique--such as farce--in circulation.

Each chapter of this study considers how interactions between these comic prints and
their audience worked to define a series of social spaces and relations. Chapter One explores
the functions of children's prints in connection to three sites of education: the public theatre, the

_ schoolroom and thé middle-class home. While there are few remnants revealing contemporary

T

attitudes about the educational role of these prints, the evidence that does exist is characterized
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by anxiety about the various pleasﬁres they allowed. qu if these forms were used to instruct
chiidren and thus fashion the future of a burgher-dominated society, they also offercd Ways for
children to shape idehtities and futures that were not in keeping with the goals of mercantile
Protestant instruction. Of particular concern was the ability of print to cross boundaries of-
space, gc;nder and class, carrying the ambiguous imagery of farce beyond the theatre walls into
places where its apprehension by a range of readers was not closely supérvised and controlled.

Chapter two takes up a specific éerie;s of catchpenny prints depicting an unscrubulous
itinerant quack doctor who sells phoney wares in the market square. His huckster's stall
doubling as a theatre booth, this trickster is also an actor. While the association of theatre play
with marketing skills would have been familiar to a late seventeenth—éentury audience, these
prints play on these connections. Exploring market practices at a moment when mercantilism
was threatened by the increasingly place-less and time-less market of finance capitalism, they
link theafricél artifice to the perceived duplicity | of both itinerant market sellers and
uﬁscrupulous ﬁnangbial speculators. By mocking the extremes of unregulated entrepreﬁeurial
‘practices, these prints work to shape readers--addressed as "boys"--into critical and disinterested
judges of mercantile ethics. At the same time, they alsb employ certain visual and textual
devices that encourage readers to identify with the self-interésted charlatan, coVertly suggesting
that decepﬁve ruses could be worthwhile tricks to learn. This certainly undermines ideals of a
purely dispassionate moral merchant, and later versionsy of this pﬁnt Were editéd to discourage
this process of ‘identiﬁcation. However, the range of contradictory subject positions provided in
the late seventeenth-century prints certainly works to hone the skills that young boys would

need to prepare for their futures in an increasingly competitive market situation.
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Rising tensions in the marketplace intertwined with anxiety about domestic life. |
Chapter thfee examines a number of catchpenny prints about married life that were addressed to
bqth boys ar’id girls. Like the trickster, the hen-pecked husband and domineering wife of these
 types of prints were adapted from centuries-old festive carnival figures and stock farcical
~ characters from contempbrary theatre plays. This chapter locates these children's prints within a
peculiar historical phenomenon: the noticl:eable increase of saﬁrical misogynist printed imagery
ih the late seventeenth century.®® It seems as if, when many misogynist farces were censored or
bénned from the public thejatre in the 1670's and 1680's, their themes and characters were taken
up in pﬁnted form.

Adjusting familiar scenarios of a marriage-turned-upside-down to a new situation, this
series of misogynist prints picture a market driven by the "female principals" of passioﬁ, greed
.and desire, and a home in which the effeminate merchant is dorﬁinated by his incorrigible wife.

Such imagery seems to satirize the effete money-making practices of the elite. Moreover, as
the uncontrollable forces driving the market were embodied as disorderly housewives, these
images served to deflect anxieties about the changing power relations of public life into the
private sphere. Directing imagery of violence and ridicule primarily at wofnen, it is as if they
seek to shore up a loss of middle-class control in the public spaces of the city by reasserting
masculin¢ authority in the home.

Catchpenny prints of mismatched marriages that emerged ‘at this time were
continuousiy edited, adjusted, and republished for centuries. Thus it is also important to
examine how this extremely persistent series of prints worked to socialize children by imposing

the gendered division of public and private spaces and practices. Here, imagery that mockingly

turns gender roles upside-down in order to regulate social practices actually betrays that gender
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norms were not timeless and natural, but were continuously in flux and thus had to be
repeatedly reexamined, revised, and reinforced. Not only this, but the gradual censoring of this
print series can be understood as a response to readings and uses of the prints that were not in
keeping with social norms. Thus, although the prints work to shape children into moral adults,
this process does not follow a top-down model of power; rather, the prints themselves reveal
that the education of children was a complex series of exchangés between the forms, fheir
producers and their audience.

A single scene from one of these prints of a man'iage-turned-upside-down brovide; a
departure point for an analysis of late seventeenth-century conflicts céncerning shifts in the way
civic space was defined through the workings of justice and commerce. Chapter four takes up
imagery that is connected to an extremely strange folk fale about the origins of Amsterdam's
children. These images picture the unruly housewife and hen-pecked husband sailing into the
city with a baby they have just plucked from a special baby-bearing tree that grows on
Volewijk, an island at the marine entrance to the city. Laréely'suppressed from‘interpretations
of this story is the fact that Volewijk was actually Amstérdam's gallows field, used to display
the gibbeted decaying corp;es of executed criminals. Indeed, when looked at closely, the
babies dangling on the "baby tree" clearly resemble corpsés hanging on the gallows. Could it
be that the residents of Amstgrdam told their children that they originated, not just from the
gallows field, but from the rotting cadavers of criminals?

Thjs. chapter does not attempt to find the symbolic origins of this bizarre, almost
unspeakable, story. Rather, it examines cases in which the satirical force of images and

anecdotes that linked decaying criminal corpses, burgeoning maternal bodies, and the maritime

borders of the city were appropriated in specific conflicts about civic, group, and individual
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identity. Imagery of these rebel bodies at the city's edge was commandeered to disrupt the
closed boundaries of new classical representationé of the state city and to reassert tﬁe threatened
identify of Amsterdam as a mercantile centre open to the flow of trade. In each case, official
imagery responded to such attacks by repressing these bodies or replacing them with other
types of bodies in order to deny the extremely disturbing problems that this‘strange story raised
about the identity of Amsferdam and its citizens. |

Each chapter therefore examines the potential functions of these inexpensive comic
prints for children. Emerging in the midst of complicated social, political and economic
contests, these prints seem to snatch a moment in time in order to intervene in conflicts about
space. Thus the resistance that these pﬁﬁted stories offer arises in bé.ttlgs between society's
most powerful groups. If this was their intended function, then it is necessary to rethink Michel
de Certeau's definition of everyday spatial stories as tactics used by the powerleés against the
powerful.® For one of the ways in which these types of prints sought to rectify a loss of
middle-class hegemony across a range of social sites was by viciously deriding sofne of
society's weakest members. We have ’already begun to see how this material played upon and
reinforced stereotypés of lower-class behaviour. A number of these prints--those of Jan and
Griet, for instaﬁce--also were embedded in Netherlandish misogynist traditions. In this way,
this imagery carefully guarded the boundaries of the social spaces depicted: their satirical
appropriation of the marginal bodies of lower-class folk, itinerants, unruly housewives,
effeminate men, and even pregnant mothers and decomposing corpses worked to maintain the
social hierarchies of burgher society. For this was their primary purposeQ-by initiating burgher

 children into changing social spaces and practices, they attempt to seize control of the future of
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the social order. The interventions of groups who were excluded from these power struggles

were more fleeting and difficult to trace, and tend to occur in the ephemeral uses of print.

Pedagogical Processes

Central to understanding the operation of catchpenny prin’;s in initiating children into
the complex social and political issues of the day is Michel Foucault's aigum;:nt about the
consequence of the trivial in disciplinary strategies. In his analysis of the mechanisms fér
training docile subjects, the segregaﬁon of bodies in space is coupled with rigorous supervision
of activity that defines every minute relation between subjects and objects within that space. As
Foucault puts it, "...no detail is unimportant, but not so much for the meaning it copceals within
it as for the hold it provides for the power that wishes to seizé it."? In iile course of this study,
it became evident that there were several junctions within this process of manipulating small
things that worked to complicate the operations of pedagogy.

The first centres on the inability of powerful forces such as capitalism and Calvinism to
set aside and control spaces of initiation. The theatre, the school, and the home were all
contested spaces in the late seventeenth century, as different groupsl st_ruggled to regulate the
bodies within them. These conflicts betray a lack of consensus among those in power, and
often point, not just to differences between the goals of the church, the state, and the market, but
also to schisms within each. Social commentary about these concerns also converged on the
aptitude of those appointed to supervise the up bringing of children. The a'bilities and
motivations of schoolteachers, preachers, parents, and theatre regents to train the children in
their care were constantly questioned and debated, indicating awareness of possible

discrepancies between the mandates of institutions and the actions of actual authorities.
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Another difficulty in these initiatory procésses is the refusal or inability of the body to
conform to diséiplinary norms. Images and texts of this time repeatedly returned to diverse
* bodies within the category "children". Prints directed at middle-class boys, for example, betray
that they were not a uniformly comipliant group. Intense scrutiny also was focused on girlé,
orphans, peasants, lowér class and very young children, defining them as particularly prone to
disobedience and in need of rigorous correction.
Anxiety about bodies that refused to become objects of power intertwined with concern
“about the potentiallpower of objects. Catchpenny prints had their own social lives, which
sometimes conflicted with or exceeded their prescribed role as inexpensive commodities with
educational use-value. This points to the ability of printed material, particularly comic prints, to
generate rrieanings and uses that potentially differed from their intended pedagogical functions.
Thus this investigation of the uses of these trivial printed stories in the up bringing of children

opens up considerations of the conflicting capacities of print in the forging of social order.
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Chapter One

‘The Uses of Comic Children's Prints in Pedagogy

To bring up a chjld is to shape the future of society. Beginning withv this axiom, which -
may have been as widely repeated in late seventeenth-century Amsterdam as it is today, this
chapter seeks to eXplore the role of catchpenny prints in the up-bringing of children. Comic
prints with titles addressing children as both buyers and readers began to circulate in this city at
the end of the seventeenth century. No ‘sooner did this new genre and new public for print
‘emerge, however, than they were censored, mocked, and trivialized. In fact, an analysis of
- diverse §isual and textual conimentary about the educational function of both farcical prints and
the comic theatre plays that they evoked reveals that this material provoked a recurrent reaction
of both pleasure and anxiety. What does this response of nervous énj‘oymen't reveal about
attitudes towards the conflicting potential of print and theatre? The purpose of this chapter is to
investigate these attitudes as they were mobilized in political and religious céntests to regulate
social spaces set apart for the education of children, and thus fo secure the future of the social
order.

I Begin, however, not with the opinions of seventeenth-century commentators, but with

-a passage from the autobiographical writings of a nineteenth-century educational reformer. In -

1849, Willem Hendrik Warnsinck, a retired sugar refiner, published‘ his Memoirs of My
Childhood, recalling his school years in Amsterdafn in the late eighteenth century. In keeping
with the agenda of the nineteenth-century Maatschappij tot Nut van 't Algemeen, or Society for
Public Welfare, of which he was a member, Warmnsinck's narrative is a thinly-veiled call for

reform of the Dutch education system.
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Surprisingly, Warnsinck's recollections of his own, somewhat haphazaird, schooling in-
an eighteenth-century Calvinist classroom draw attention to the uses--or, more accurately,
‘misuses--of farcical catchpenny prints. And Warnsinck certainly does not remember these
prints for their moral messages:

In school we also had to learn to repeat good and useful things from our heads! The

little books that we memorized were the questions of Borsius, and the Heidelberg

Catechism. As reward for reciting the correct answers we were given prints. I can still

see: the John the Washer and his wife; the history of Urban and Isabel; the history of

Tetje Roen, and similar 'first-rate' prints.

Jan here on his haunches sits,

As he lets his child go shit. and
Tetje Roen makes medicines from
The cooking down of horses' dung

These verses often came more quickly to childish minds than the sometimes very long

answers of the Heidelberger. How curious, this jumble of ideas and images, as those

rude prints mingled with the learned Catechism lessons! I don't really believe that the
schoolmistress ever for a moment thought of this.'

As Warnsinck narrates, comic prints were given out in schools as prizes for correctly
reciting the lessons of the Heidelberg Catechism and the work of Borsius, books which laid out
the basic doctrines of Calvinism in easily memorizable question and answer format. Awarding
memory work was a practice which undoubtedly furictioned to encourage self-discipline by
demonstrating that hard work promised material rewards. However, Warnsinck's mgmories of
these prints are cha;racterized By a push and pull between enjoyment and disgust. These prints,
he says, are rude and need to be revised. At the same time, he; can still see them clearly and
quote scatolpgical péssages with ease, while remembering the laughter of replacing doctrinal
memofy work with these ludicrous verses.

Warnsinck deais witﬁ this guilfy pleasure by pointing to an ‘irresponsible
schoolmistress; due to her negligence, the farcical excesses of rude prints remained inextricably

jumbled in the old man's mind with the didactic messages of good and useful books. It seems
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as if Warnsinck's aﬁxiety about the effects of this contradictory mishmash on his own sense of

self prompts his call for educational reform: "The earliest imprints of childhood work

powerfully on our feelings and imaginations," he moralizes, "and the traces they leave are not

so quickly erased."’ If it was too late for Warnsinck to become a consistent and virtuous

citizen, howéver, he still believed that with the rigorous censoring of school prints, the morals -
of future generations could be secured. And this is exactly what the Sociéty for Public Welfare

set out to do. |

Obviously, the aims of this nineteenth—céntury reform movement cannot be conflated
with late seventeenth-century attitﬁdes about education. I begin with Warnsinck, however,
because his memoirs are an unusual source, articulating concerns about forms that are usually
dismissed as both marginal and commonplace. Here, evidence from a longer time span may
help to elucidate some of the specifics of these types of prints.

First, Warnsinck's recollections of his childhood yearé reveal that although catchpenny
prints may have been inexpensive, ephemeral forms, they also endured for a remarkably long
time. Almost two hundred years after they first were published, comic prints were still being
distributed to school children. The persistence of these forms in Dutch society is striking;
apparently, they were known and well-loved by génerations of children. And not only did these
| prints have exceptional social longevity, but, .as Warnsinck's recollections attest, they also
persisted in the nﬁnds of readers. -

Moreover, Warnsinck's impressions raise some interesting questions about the usége of
comic prints in Protestant pedagogy. What was the appeal of these woodblock prints, still
published and given éut in séhc_)ols long‘aﬁer they first were produced. in Amsterdam's print

shops? If these prints wére so crude, why were they given to school children in the first place?
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In whose interest was it to circulate these prints? If they were inconsequential, why were they a
locus of reform: what was the threat of these prints for those who wished to shape children @nto
the future of society? And how did children use this genre of print?

While evidence of late seventeenth-century responses to these types of comic children's
- prints is scant, there is visual and textual commentary which allows an examination of attitﬁdes
and debates about the .role of farcical pﬁnté and comic theatre plays in the up-bringing of
children. These converge on three important spaces of education: the elementary school;_ the
public theatre, and the middle-class home. As in Wamsinck’s memoirs, these seventeenth-
century sources also despribe comic prints and plays as forms that were apprehended with
pleasure. At the same time, and oﬁeﬁ ‘within the same source, however,’_ this matgrial was
repudiated asbrude,. disruptive, immoral, and even superstitious.

This overlap between the seemingly contradictory responses of enjoyment and
condemnation can be explored in terms of two methodological models that éultural historian
Roger Chartier proposes in his studies of the uses of print in the early modemn period.> The first
of these he describes as a tension between the constraint of freedom and the subversion of
discipline. As the studies in this chapter demonstrate, both print and theatre were manipulated
by authorities who wished to shape the identities and discipline the bodies of children.
However, such attempts were continubusly met with diverting tactics that worked to evade
control. Late seventeenth-century commentary reveals an uneasy awareness that although print
and theatre were effective means to regulate audiences, both also had the potenti;cll to disrupt
relationé of dominance, and could open up powerful possibilities for readers and viewers to

shape themselves in a manner analogous to the role-play of actors.
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A second related tension is characteﬁzed by' Chartier as a push and pull between
dissemination and distinction. Both theatre and print were forms that crossed socio-economic
boundaries, reaclﬁng a broad and diverse audience. While a varigty of social groups may have
interacted with the same forms, however, this cannot be understdod 'a.s a process of
homogenization, for they often apprehended andi appropriated them in different ways. As we
shall see, in some cases the same groups who identified with comic tradition concurrently
sought to distance themselves from it, associating farce solely with subordinate social groups in
efforts to gain social distinction. Such contests between the imposition and evasion of
discipline and between consensus and differentiation seem to evoke the peculiar anxious
pleasure that recurs in responses to this material. If to bring up a child was .to fashion the future,
these interlinked tensions open up a consideration of the complicated, even contradictory,

workings of comic prints and plays in pedagogical processes.

Small Saints in the Schoolroom: The Power of the Everyday
Jan Steen's The Village Schoolroom of ¢. 1670 (fig. 1.1), is a rare representation of

children's prints in a specific seventeehth-century social seﬁing, and provides a rich starting
point for a consideration of these issues. Admittedly, it is somewhat unusual to use thé analysis .
of a large oil painting to elucidate the specificities of print culture. Tréditionally, historians of
Dutch art have taken up prints as primary evidence, in some way closer to the life of the people,
and used them to decipher the hidden meanings of genre paintAings.4 I am interested in Steen's
painting, however, not for its connections to authentic folk beliefs, but because it provides
incisive commentary about bleasures and misgivings surrounding the conflicting capacities of

print in the education of children and the forging of a moral social order.
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For this complex image regisfers concern similar to Warnsinck's about the use and
abuse of godly books and woodblock prints in the Calvinist classroom. The painting portrays
the centrality of printed material in education, and indicates the increased importance of literacy
and learning for f)easant childrén ‘in search of self-improvement. At the same time, Steen subtly -
mocks the efficacy of Protestant pedagogy by drawing attention to some highly improper usés
of prinfed material within this rural schoolroom. In a notable departure from previous
conventions of low-life painting, The Village Schoolroom thus takes account of the fact that
although print may have been an effective means to shape morals and behavibur,‘ it also
potentially opened up ways for children to fashion identities and futures that were not in
keeping with the dictates of a Calvinist upbringing.

| The Village Séhodlroom is usually interpreted as a continuation of the satirical tradition
of the sixteenth-century Netherlandish artist, Pieter Bruegel the Eldef, and compared
specifically to a 1556 print of Bruegel's The Ass at School (fig. 1.2).° This image of a turbulent
peasant school illustrates the proverb: "Though an ass goes to school in order to learn, he'll still
be an ass, not a horse when he returns."® At the right of the print, a donkey bends over his
papers, ignoring the candle and glasses on either side of him. 'As the verse by his head reads,

"What good is candle or glasses, If the ass refuses to see."’

Evidently, these aids will not help
tﬁe donkey in his futile endeavour, as no amount of education could ever change him. This
message is implicitly extended to the péasant children, whose grotesque misshapen bodies are
grouped together in an unindividuated mass. Although most of them hold books and prints, the
image implies that increased literacy would no more ennoble peasaﬁt bodies than. it would

change an ass into a horse. Those born peasants were destined to remain peasants, and, as this

print indicates, to think otherwise was clearly ridiculous.
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Although Jan Steen's painting is definitely in dialogue with the Bruegel print, it also
pointedly departs ﬂom this tradition. Most notably, in Steen's barn of a classroom, the asinine
are not those who labour in vain. Rather, the painting mocks those who waste time sleeping,
fighting, and reVelling. At the right of the painting a boy holds a pair of spectacles up to an owl
perched next to a lantern, possibly in reference to the proverb: "What good are a candle and
glasses if the owl simply refuses to see?"® While this is clearly connected to Bruegel's proverb
of the donkey, in Steen's school, the imagery of the unwise owl is not directed at those who
foolishly attempt to learn. Instead, it is the unwilling pupils and their unobservant teacher who
are ridiculed. By playing on the tradition of Bruegel, therefore, Steen indicates to the viewer
that the fools in this context are those who do not grasp the important opportunities provided by
educafion. The asses in Steen's school are the ones who neglect to learn the skills needed to
propel them out of the rural classroom and into the increasingly competitive world outside.

For in Steen's time, rural groups were moving in greatvnumbers to the Dutch cities.”
While increased geographical 4m0bi1ity did not guarantee the social mobility of migrants,
betterment was certainly an impetus behind the influx of rural peoples into urban settings."
And although a move to the c.ity could result in downward social mobility, the motivation of
seeking a better life exerted a strong pull.'' To play on a proverb of the time--as Steen's
painting does--for an ass to become a horse could no longer be dismissed as completely absurd.

Steen's painting refers not only to sixteeﬂth-century peasant imagery, but also to ’the
"low-life" painting tradition of his contemporaries, especially the peasant schoolroom scenes of

12

Jan-Miense Molenaer, Adriaen and Isack van Ostade and Gerrit Dou.”” Molenaer's Family
Visiting a School (fig. 1.3) serves as an example that foregrounds some of the pictorial

strategies of this genre. In Molenaer's depiction,v_the middle-class buyers of low-life paintings
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aré portrdyed within the rural classroom, where their noble bearing, elegant costumes and well-
defined facial features are in marked contrast with the ragged clothing, distorted faces, and
misshapen bodies of the peasant children.” As in Bruegel's and Steen's images, the social
status of rural children as outsiders is manifested corporeally. Marketed for urban buyers, and
hung mainly in middle-class homes, low-life paintings perpetuated stereotypes that constructed
peasant identity as innately different, inferior and a-social."* In light of the jnﬂux of rural
groups into the citiés, such images may have worked to mediate the infiltration of the mobile,
aspiring lower classes, and the concurrent threat of blurred social boundaries. By emphasizing
and ridiculing the subordinate social status of these groups, they attempt to keep them in their
place--a place usually depicted as a separate, disqrderly, rural setting.

Yet Thé Village Schoolroom also plays with the. conventional assumptions of these
low-life paintings, possibly in response to the changing social relations of the time. For, unlike
Molenaer, Steen emphasizes the connections between education and the social mobility of the
lower classes. At the centre of his composition, a group of rural stﬁdents carries books and
slates.to gather around the schoolmistress for in'stfuction in reading and writing. If looked at
closely, these industrious children seem to be metamorphosing. Although they wear the
tattered clothes of the rural poor, their postures and facial features distinguish them from the
unruly group around them. This difference is striking when, for example, the grimacing face
and contorted body of t_he boy who stands singing on the table in the background is compared
with the more refined stance and countenance of the boy below him who approaches thé
schoolmistress. When contrasted with the diéorderly child_ren around them, the industrious
children at the centre of . the image appear to grasp the potential of education to fashion futures

and identities beyond determinations of class.
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With this comparison, v;fe see that two different poliﬁcs of the body are brought into
play in this painting. One strategy, which draws on previous visual traditions, projects negative
stereotypes onto peasants, constructing them as a naturally subordinate group who dwell
outside. of middle—cléss milieus. Alongside this, however, Steen demonstrates how, with
rigorous training, unruly rural childreh could be converted into submissive and productive
citizens."” Significantly, The Village Schoolroom indicates the centrality of printed material
- and literacy in this process of transformation. As the obedient children‘ look on, the attentive
schoolmistress teaches a child to read from a small boek. While in Bruegel's image, identity is
determined by birth (once an ass, always an ass), Steen's painting implies that only .those who
refused to work diligently to better themselves would remain peasants. Of course, within this
construct, success is equated with the pf:rceived middle-class Valﬁes of industry, reason, and
ambition. This repositions stereotypes of lower-class rural identity as the result rather than the |
cause of negative cultural traits. In this way, while this painting may acknowledge the new
fluidity of class felations, it concurrently places limits on social mobility.

The Village Schoolroom therefore marks a break with the past--a moment of rupture
when received wisdom no longer holds - true. Moreover, the specific inclusion of children's
prints in this painting works to further emphasize this moment of discontinuity. Looking
closely at The Village Schoolroom (fig. 1.4), we see that the loose printed sheets are largely
clustered around a group of six children in the left corner ef the picture.'® Here, a wide-eyed
girl watches a group of three children in the foreground, and tugs at the coat of the boy next to
her. He seems to ignore her, however, and rolls his eyes up to the teachers' desk. Another boy
in a large hat crouches below them, holding a print in one hand while sliding the lid of his

“school box with the other. In front of him, a child in a black hat leans forward, intently
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: watphing a girl who kneels holding a .small book up to a very young child. This infant appears
to poke something into the corner of the book. The kneeling child looks up with furled brow
and her gaze leads back to the absent aﬁthority at the centre 6f the painting, the preoccupied
schoolmaster. While the two oldest children in this group appear to stare somewhat anxiously'
towards the master, fhe three younger ones seem fascinated by the mysterious activity with the
book. The directions of these five gazes create a hetwork of enjoyment, apprehension, and
suspense. What exactly is going on here?

A seemingly trivial bit of evidence serves to exblain this scene. Handwritten in the
margins, or on the reverse side of a number‘ of surviving catchpenny prints are phrases such as,
"This is my sanctje," or "Here is Abe Ruurd's heilig.""” This is curious, for sanctje and heilige
can be translated as "small saint," or "little holy ﬂ]jng," a label that does not seem to fit
particularly well with the often irreverent subject matter of comic prints. The explanation
usually given is that although sixteenth-century woodblock prints frequently depicted saints, in
post-Reformation Amstefdam, such imagery shifted, not surprisingly, to encompass more
secular subject matter, while the no-longer-descriptive name "small saint" endured for three
cen_tﬁries long.er.18 What this explanation overlooks are the implications of thinking of these
inexpensive prints as "small saints”; as personified objects in some way holy or sacred to their
users. |

A variation on this name, also scribbled on the edges of these types~ of prints, was steek
sanctje. Steek means to poke or to stab, and the term steek sanctje refers specifically to a game
played with catchpenny prints. In this game, prints were cut into pieces and tucked between the
leaves of a book. While one person held the book, other players poked randofnly with a key or

pin attempting to dislodge hidden fragments. Such games were played to divine the future, or
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'discover the secrets of thé past. They also were used to predict the future careers of young
children."” How, then, does the depiction of this game sign_ify in the context of Jan Steen's
chaotic classroom? |

If, through reference to Bruegel and the conventions of low-life paintiflgs, Steen departs
from axioms of the past, this foregrounded portrayal of a game of chance could be pointing to -
the future. As Mikhail Bakhtin argues in his influential work on early modern festive practices,
the imagery of games often was uéed to signal changes in history and time, and thus was'linked
to destiny and fo power.”® Jan Steen's multiple connections to Netherlandish comic traditions
are well-documented,”' and possibly this painting draws on the imagery of fortune-telling to
complicate the axiom that to educate a child is to shape the future of society. For in contrast to
the pupils at the centre of the painting, whose disciplined use of print prépares them for m'iddle-
class milieus, these children at the margins subversively use printed materiz;l to divine their own
futures.

‘This practice resonates with the chaos of this rural space. We have fhe sense thatAa
gesture from the schoolmaster would have the power to bring the turmoil 6f the schoolroom to
order. The girl holding the book and the boy behind her look apprehensively in his direction;
althdugh the master's power to dictate morals and behaviour is suspended, their unabated
reverence for his control ensures the continuation of authority. At the §m¢ time, these children
surreptitiously usurp his role. In the noticeable abeyance of the schoolmaster's command, this .
child's game turns to the laws of chance to determine meaning, and to bring order out of the
| chaos of the classroom.

Picturing a break with the past, Steen's image remains enigmatic, for the precise instant

when one thing ends and another begins is virtually unrepresentable. The game of divination
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that attracts the gazes of the schoolchildren and the viewer also eludes scrutiny: we see only the
small gesturé made before the future is revealed. In disrupting the linear progress' of tirhe, this
image pictures a moment of uncertainty when social identities are not already determined by
pre-given cultural traits but are being produced performatively.”” By moving backwards to
draw upon and transform past traditions, this painting concurrently moves forward in an attempt
to make sense of the present and future. In the moment depicted, past, present, and future
collide as the traditidnal practice of divination intervenes in the present éreating a moment of
suspense about prospects which were nbt preordained, fixed and already in place.

This. reading of The Village Schoolroom prompts a reconsideration of the question -
posed above: what does it mean to call an inexpensive woodblock print a small saint? This
- term seems to endow these objects with a power in excess of the subjects who owned and used
them. As the children take advantage of the schoolmaster's inattentiveness, the prints take on a
life of their own. The kneeling child looks anxiously towards the master who has abdicated His
power over the subofdinate children in his charge: will he notice the objects that have
approbriated his role?

Paradoxically, the divining gesture that attempts to found order is precisely that which is
excluded from the future, for, throughout the seventeenth century, beliefs granting the
animating force of prophesy to material objects increasingly were repressed. This becomes
.apparent as early as 1602, in an unusual reference to children's games found in the ﬁavel
account of the Dutch Protestant merchant, Pieter de Marees.> Confronted with the beliefs of
the Akan peoples of West Africa, Marees draws certain comparisons to make their traditions of

- fetish worship understandable to his Duich readers. The fetish objects, or "fetissos," of this
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indigenous population, he states, are like Roman Catholic saints; they are no mofc than clﬁld’s
toys, trifles sold by Dutch p.evdlars.24

In an abrupt encounter with a radically different culture, the Calvinist trader thus
concurrently recognizes and disavows difference as he pejoratively likens African fetish
worship to Roman Catholic religious préctices and, surprisingly, to games played by Dutch
children. The logic behind this conflation of African peoples, Roman Catholics, and Dutch
youngsters, is that all are accused of wrongfully believing that mundane objects had worth and
power in excess of their commercial exchan'ge value. For Protestant traders such as Marees, the
personiﬁcation of material objects to embody religious and social values was profouvndly.
contrary to the ethics of merchant capitalism, which dépended on the demystification of objects
for their circulation in economic as opposed to religious activity.?

Thus, as Pieter de Marees recognizes the dangers of fetish worship as a rite that
endowed objects with deceptivé value, he concurrently repudiates this practice by associating it
with a childish, primiﬁve past. Confronted with alteri;ty, this trader therefore reassures his .
middlé-class Dutch readers of their own advancement by engaging in a process of separating
self from other, reason from superstition, -Protestant from Catholic, masterful Europcah from
slavish African, adult from child, present from past, and real value from false value. Fetisso (or
saint), therefore, was a term used by Dutch merchants in a process of understanding and
rejecting the different social values and religious beliefs of non-capitalist African societies in
order to secure the dominance of Protestant individuals and the smooth functioning of trade.”®

A similar rénunciation of irrational behaviour takes place in The Village Schoolroom.
In Steén's classfoom, it is peaéant children--notably little girls--who are depicted foolishly

turning to the power of objects and the laws of chance as a basis for social order. The few
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children who realize that it is in their own best interest to work diligently and use print in
rational ways stand out as successful individuals who will move beyond this school of fools.
The Vﬂlage Schoolroom thus equates games that rely on the caprice of contingency With the
break-down of social order. These practices and beli.efs are pushed into an infantile, feminine,
- chaotic, rural past. Like Marees, Steen's painting draws on the binary opppsitibn of rational and
irrational to reassert distinctions between such categoﬁes as middle class and peasant, urban and
rural, masculine and feminine.
Such a process of separation is more than just the disavowal of alien beliefs, however.

For as the trader Pieter de Marees engages in the repudiation of fetish worship, this procedure
simultaneously prompts him to personally identify with these values..27 The fetish obj ecfs of the
West Africans, he claims, are "apenspel, guychels;;el en kinderspél": they are foolish,
superstitious children's games.” In the process of likening fetish worship to games played by
Dutch children, however, Marees seems to imply that his understanding of these practices lies
in his own childhood experiences. Indeed, games of chance in which trifling objects were used
to tell the future were widespread in.the Netherlands in the early modern period.” Thus, the
faulty definition of objects that inhibits the functioning of trade retufns, as familiar as his own
boyhood, to trouble Marees' identity. In the very act of rejecting the irrational, the merchant
betrays that his own origins were not rooted in reason and objectivity, But were a mix of often
antagonistic practices and beliefs. Like Marees' writings, Steen's painting alsq exposes the
impossibility of neatly dividing people and objects along lines of reason and superstition. For
with The Village Schoolroom, Steen, himself a Roman Catholic,_ satirizes the inability of the

‘ Calvinist church to turn all children into reformed adults.
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By the late seventeenth century, Calvinist elementary schools that taught the basics of
religion, reading; and math to both boys and girls were established throilghout the Dutch
Republic.” In principle, these schools were open to all Chn'stian children, regardless of
denomination or social class. However, it has been argued that the elementary schools were
geéred mainly to the needs of Calvinist children from the broad middle c}lass, ﬁroviding moral
and practical training to equip boys for commercial and vocational careers gnd girlé for their
futures as wives and mothers.”! |

To ensure the quality of this education, schoolmasters were required to be respectable
members of the Reformed church.®? The hourglass and collection bag behind the master in The
Village Schoolroom link the school to the church, and remind viewers that teachers often also
served as church custodians.” Aé we have noted however, Steen portrays a rural schoolmaster
who is anything but a moral exemplar for the chilciren in his care. In this way, the painting
pointedly draws attention to discrepancies between the dictates of Calvinism and discordant
pedagogical practices.

The inclusion of children's prints in Steen's painting also serves to emphasize these
contradictions. Not only are prints being used to divine the future, but in the fqreg;round at the
far right of the painting lies a small discarded print of a bearded man who resembles .John
Calvin (fig. 1.5).>* Calvin, of course, was one of the most outspoken reformers to counter
Catholic claims for the sacred status of objects such as bread, crosses, rings, and religious
images.”® Integral to Calvinist doctrine, therefore, was the fepudiation of the divine power of
any material object. To enforce these precepts, the Reformed church actually forbade Roman
Catholic children from bringing "Popish" books, images, crucifixes, and prints into the

schools.*®* What then would it mean to name a printed image of Calvin himself a "small saint"
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and, furthermore, to use: Sugh an 6bj ect in divinatiQn practices? The inclusion of a small print of
Calvin thus seems to agcentuate the faqt that the rhégical uses of school prints weré profoundly
antagonistic to Calvinist doctrines.

Calvinist sc;hools can be understood as sites of passage, set apart for youth undergoing
the important transitioﬁ into adulthood. Recent studies have demonstrated, however, that the
~ Reformed schools did not always uphold oﬂhodoxy._37 »‘:-Jan Steen's painting satirizes a

schoolroom where recalcitrant bodies and the strange powers of prinfed images spring into fhe
gap Between imposed precepts and the schoolmaster's lack of command. As in the memoirs of
the nineteenth-century reformer Willem Warnsinck, in this painting, the Calvinist classroom
emerges as a heterogeneous space where inimical practices and beliefs intersect to make a
mockery of the efficacy of the uses of print in Protestant pedagogy.

The hybrid mix of Calvinist doctrine, merchant ethics, magical practices, and comic
conventions, and the vacillation between attraction and disavowal that it_seemed to evoke, are

‘cent(ral to my undefstanding of the workings of these.prin.ts in the education of children.

Children's prints Were not simply objects that permitted youth to rebel against the étricf codes of
a Calvinist upbringing, nor were they images of deviance allowed by aufhorities in order to
reinforce norms. The process of denigrating these prints as trivial, and associating them
exclusively with subordinate social groups served as a means to enforce hierarchies of class,
réce, religion, gender, and age. This can be understood as a defensive‘ree.lctionr against the
power of these ‘prints to call into question the coherence. of identity, whjgh is aIways forged out
of heterogeneous elements.

Memorized in childhood, mingled with Reformed doctﬁhe, permeated with the magic .

of the evefyday, these prints produced subjects who were divided against themselves. This is
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what Wémsinck betrays with the confession that, "The earliest imprints of childhood work
powerfully...and the traces that they leave are not so quickly erased." Comic pﬁnts, he seems to
say, were vitél, almost animate objects with the capacity to indelibly imprint themselves on
their readers. Readers in turn reacted to the prints in various wayé; the reformation of
Warnsinck, répudiation of Marees, and the divination of Steen's children being but a few

examples that reveal the threat of such seemingly innocuous everyday objects.

Farce as Weapon: Batfling over the Public Theatre_

The specific prints that Willem Warnsinck condemned 1n his Memoirs of My
Qﬁildhood were connected to farcical plays, or kluchten, which were staples in the repertoire of
the Amsterdam theatre in the late seventeenth century. "I can still see: the John the Washer and
his wife; the- history of Urban and Isabel, the history of Tetje Roen and similar 'first-rate'
prints.... How curious, this jumble of ideas and images, as those rude prints mingled with the
learned Catechism lessons!™® As a member of the Society for Public Welfare, Warnsinck
argued that the common good depended upon the censorship of these rude prints. This attempt
t§ secure .the future hinged on repudiations of the lpast: Wanisin(_:k evaluates Amsterdam's
comic tradition and judges it uncivilized. :

The writing of history is never a disinterested practice, however, and in 1875, about
thirty years after the publication of Wafnsinck's memoirs, a retired schéolmaster, Bruno
Lieuwes van Albada, issued his autobiographical Membries of the School and Life of an
Eighty-Year—Qld Headmést'er. Significantly, these memoirs directly contradict Warnsinck's

interpretation of comic tradition. Albada's description of how school prints impressed
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thémselves_ in his memory is remarkably similar to Warnsinck's narrative. The moral
conclusions he draws about this process‘ are notably different however:

In the summer months I played outside. And when I tired of playing, then I studied my

'heiligen’ (school prints): Jan de Wasscher, Tetje Roen...and similar ones.... My mother

sought to encourage this studiousness, and allowed me to buy a couple of 'Heiligen'

every day at Iedema's bookshop. - Then I memorized them, with Mother playing the role
of prompter. These rhymes and captions became so fixed in my memory that at the age
of eighty, I can still recite them; the impressions engraved in early youth are so
tenacious; how important therefore, that they are from respectable alloy and worthy to
keep into old age.”’
While Warnsinck lamented that "rude prints" of Jan de Wasser and Tetje Roen were engraved . -
in his mind where they muddied his doctrinal merhory work, here Albada lauds the very same
prints as "heiligen", "small saints": respectable and worthy material to study and remember into -
old age.

In subsequent pages of his memoir, Albada further explains the merit of these
inexpensive prints. Lamenting that the purity of Dutch culture was contaminated by the
influence of French classicism, and the mother tonguie tainted by foreign words, he exclaims: -
"Even our 'heiligen,’ or school prints, were given French captions!"*® This is the last straw, for
Albada describes children's prints as a preserve of authentic Dutch language and culture. The
opinions of this retired schoolmaster are revealiﬁg, therefore, for they indicate that not every
authority who sought to secure the future well-being of society through education thought of
comic print as a corrupting influence. Like Warnsinck's memoirs, Albada's wﬁtings draw
attention to the remarkable persistence of these ephemeral prints, both in Dutch society, and in
the memories of readers. Unlike Warnsinck, however, Albada praises the educational purpose

of the prints, indicating Why they may have been republished for such an exceptionally long

time.
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With this, I return to the questions poséd by Warnsinck's writings: Why were these
prints given to chilc;ren, and whose interests did this serve? Here, it is important to recognize
that Albada's | strategy of opposing vernacular comic prints to French classicism is strikingly
simﬂar to late seventeenth-century debates about the role of farce in Dutch s-ociety. Children's
prints conveying farcical scenarios about stock theatre types--the battling married couple, the
deceptive quack doctor--Were first publisﬁed at a time when controversy about the role of comic
plays in the r_riake-up of a moral middle-class public was paﬁicularly heated.*! T_w§ different
groups attempted to prohibit farce. Throughout the seventeenth century, Calvinist churchmen
argued that publié opihion on moral issues should be shaped, nét in‘the théatre, but in the\
church. In the 1670's and 1680's, these .debates shifted as a classicist society took over the
governance of the public theatre, and censored farce in an attempt to refine this space into an
exclusive site of assembly for Amsterdam's increasingly French-speaking elite. |

Farcical plays had long been an integral part of Netherlandish cultural traditions.“‘2 fn
the manner of Jan Steen's painting, farce allowed the urban middle classes the pleasure of
exploring uncertainties about thé social reiations of merchant capitalist society thréugh the
actions of stock comic characters. Thus, it is not surprising that the classicist's efforts to ban
farce were opposed by groups who supported Amsterdam's middle-class theaﬁe traditions.” In
the late 1670'Vs, at abbut the time that the performance of Dutch farces was restricted in favour
of French theatre traditions, the themes and characters of these well-loved plays began~ to
circulate in prints directed at children. Thus, it is plausible that these prints first were published‘
in efforts to keep vernacular traditions in cil;culation.

I now turn to a closer examination of the role of late seventeenth-dentury debates about

children and comic farce in conflicts about the public theatre. Representatives of three
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| powerful groups--the merchant middle classes, the Calvinist church, and the governing elite--all
had different interests at stake in controlling t{he- :mimicipal theatre,land each used farce as a
. weapon in battles about the education of children, the make up of the civic community, and the
- definition of the common good. Indeed, Amsterdam's fheatre was often descﬁbed as a "school"
for shaping the morals of the children in the audience, and disagreements about the role of farce
in this procéss ‘converged around the question of how best to shape children into society's
future. As in Jén Steen's painting; I found that patriarchal interest in manipulating the young
intensifies around the bodies of children who were perceived as differentj The presence of
lower-class children, young giﬂs, and orphans within the theatre audience was rnét with two
overlapping politics of the body: one that attempféd to ostracise these groups on the basis of
their corporeal spéciﬁcity; another that t1'i¢d to transform diverse bodies into uniformly docile
bodies. Just as Steen's painting fegistéred anxiety about the contradictory capacities of print,
however, social commentary about the theatre reveals that awareness of the power of theatre
play to discipline diverse theatre-goers into conformity coexisted and conﬂfcted with
apprehension about the subversive potential of these plays, particularly the farces. While these
transgressive possibilities were mobilized in struggles to keep this public sphere open to some,
this coexisted with strategies in which the censorship of farce and its denigration as material for
and about the uncivilized can be understood as moves to exclude certain groups from political
power. |

Intriguingly, very few visual images of Amsterdam's civic theatre circulated at a time
when it was one of th¢ city'é most contentious sites.* Perhaps because there was so much

dissension about the place of the theatre in civic life, any représentation of this space would be

seen to be fraught with difficulties. Indeed, as we shall see, even the most controlled images of
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- the public theatre contained ambiguities, hinting at the impossibility of controlling the
consumption of plays. |

At the inauguiation of the public theatre, or Schouwburg, in 1637, its vregents—-a group
of pronﬁnent businessmen and literary figures--commissioned two large engravings of the
building's interior (figs. 1.6 & 1.7).¥ These official images, engréved by Salomon Saverij,
continued to circulate in various forms throughout the seventeenth century, shaping the
meaning of this space even after the Schouwburg was renovated in 1664.

One of Saverij's engravings is a view of the audience (fig. 1.6). This image offers an
entry into debates about the role of theatre in the formation of a civic community, as it seems to
mount a defence of this spéce, as a refined middle-class s‘phere of public opinion. At first
~ glance, the beholder takes in balanced architecture containing a well-behaved. audience.
Looking more closely, the static harmony of this scene is only slightly disrupted by a
mO\;ement in the bottom right-hand corner of the image. Cutting through the darkest shadows
of the pif, a diagonal shaft of light widens as a small ﬁguré opens the door leading into thé
theatre. This movement of light across shadow introduces a moment of time and suspense into
the otherwise static closure of this determined space. For here comes the subject of so much
debate--a child is about to enter the theatre. Thjs is-what Stephen Greenblatt-would describe as
a "kairotic moment": a critical point in child rearing "upon which a whole train of subsequent
events depends, [a] moment whose enabling conditions may be irrecoverable and whose
consequences may be irreversible."’ Such a moment must be seized by those wishing to shape
the well-being of children and thus secure the futuré of the community. We halve already seen

how the schoolmistress in The Village Schoolroom grasped a similar oppbrtum'ty, while the
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neglect of the schoolmaster had chaotic consequences for the morals of the peasant children and
the order of the school.

The moment depicted here is equally fraught; For, like the peasant children in Steen's
painting, the boy on the threshold of the theatre is positioned outside of middle-cléss norms.
Diagonal 1inés of light -and shadow connect him to anothér boy at ;the bottom margin of the
engraving, who is also placed both within and outside of the theatre. This child rests bne arm
on a cartouche containing the emblem of the Schouwburg: an image of bees storing honey in a
hive. Leaning up against the other side of this symbol is a bent old man. A seventeenth-
century viewer would have identified these figures as inhabitants of two of the city's charitable
institutions, the Orphanage and the Old People's Home. And this orphah and homeless old man
are rebresented heré, underneath the thea&e audience, because revenuesv from the stage went to
support these two charities. Although the child who opens the door to the audience hall cannot |
be immediately identified, he bears striking similarities to the orphan boy at the bottom of the
print. Both are the same size, and wear similar tunics, breechgs and hats. Both also are linked
to the theatré emblem, for a large bee hbvers on the lintel above the boy who enters the‘theat.re.
Is this child also an orphan?

If he is, then he is probably a specific class of orphan, for the theatre had particular
connections with the Burgerweeshuis, or Civic Orphanage. This institution provided care for |
burgher orphans--children whose parents or grandparents had been citizens of the city of
 Amsterdam.®  As children of ‘ citizens who had contributed fo _civié charity during their
lifetimes, the inmates of the Civic Orphanage were classed-as deserving poor.” Indeed, the
verse carved above the pbrtal of the Orphanage remin_ded passers-by:

Here the little orphan patiently languishes,
He is not to blame for his own destitution,
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And will perish in poverty
If men refuse to stand by him:

So, you who call yourselves Godly,
Solace us with the surplus of your wealth.*

The Orphanage building itself attested that the godly had responded generouslsf with the
surplus of their wealth. For, like the theatre, Amsterdam's civic charities étood as architectural
monuments to the munificence of the city.”! These were lavishly built institutions; their
histories and management were detailed in civic histories, and they were much admired by
foreign visitors to Amsterdam.”> At the same time, the civic charities functioned to enclose
groups who were difficult to ;:lassify in the social structure: the ill, the aged, the homeless and
parentless clﬁldren, all of whom were not contained by family or home. The distinctive twé-
toned uniform of the Burgerweeshuis made visible ifs ‘inhabitants' pafadoxical insider/outsider
status. Tlﬁs conspicuous costume seemed to brand burgher orphans as citizens without
residence who both belonged and yet did not quite belong iﬁ the civic community.
Significantly, this is also the position of the burgher orphan in the engraving of the theatre
interior: neither in nor c;ut, he pauses on the threshold, light from behind throwing his shadow
onto the door jamb. What is his place in this refined middle-class sphere?

The structure of the theatre interior that the orphan boy enters dictatés the distribution of -
bodies Within it, for the architecture forms a rigid hierarchical grid, organizing audience
members according to income and status. The most lelegantly dressed citizens take.their place
in the expensive private boxes. A scattering of respectable commoners perches precariously on
the lbng benches in the less Costly gallery. Except for the small boy, the inexpensive standing
room in the pit in front of the stage is curiously empty, however.’53 This is especially noticeable,
given the fact that those who advocated for the theatre's closure consiétently complained of Ehe

rowdy behaviour of the mainly lower-class crowds who routinely filled this space. Indeed, this
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representation of an orderly theatre audience is markedly different froni contemporary
>descriptions of crowds who smoked, ate, screamed, pushed, crowded, and threw things at each
: other.si4 In the conspicuous evacuation of the pit, the aims of this representation to particularize
the Schouwburg audience therefére bécome clear. With the exception of the small figure in the
doorway, there is no place in this orderly representation of a refined public theatre for those
who could only afford to stand in the pit.
| Restrained by the balanced grid of the architecture, the depicted r'nemb‘ers of a
complacent audience are also herhmed in by moralizing texts that run along the lintel separating
the boxes from the gallery, and across the lower margin of the print. For according to this
engraving, and to descriptions in the civic histories, the theatre was a textual space.” The
architectural interstiées of the playhouse--its lintels, fnantels, entablaﬁres, thresholds and
beams--all were inscribed with verses that spelled out partisan justifications for the role of -
theatre iﬁ Dutch society. This téxtual furnishing functioned erﬁblematically: like the printed
emblem;s that circulated at the time, these were moral messages to be decoded by theatre-goers.
In this way, the whole building was inscribed with meaning, and even those audience members
who were not fluent readers must have been able to repeat these much-cited verses. Thus the
power of thetoric, a crucial element in theatre, was strategically deployed by the ‘space itself in
order to present an argument in defence of its purpose.” At the same time, the deciphering of
these devices was itself a kind of play, which allowed audience members to establish and
debate their own positions on the theatre. |

The place of the orphan within the theatre is explained by a didactic text written in the

rafters of the playhouse. Craning their necks upwards, theatre-goers would have been able to

read the folloWing verse:
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The bees deposit here the finest of what they gather,
To feed and guide the old man and parentless orphans.’’

~ This rhyme connecfs the beehive emblem of the theaﬁe with the recipients of charity. ‘It
constructs the theatre as a storehouse of knowledge that Was needed‘to direct thg passages of the
orphan into sdciety, and the old man into death. |

The theatre's generous contribution to their. material sustenance is also implied. While
the charities actually founded the theatre, and paid huge sums for its renovation in 1664, here
the dynamic of dependence between the two institutions flows in one direction only: the
material and cultural wealth of the theatre goes out to the least fortunate in Dutch society. This
logic forms a powerful argument for the place of the stage iﬁ civic society; not bnly- does the
theatre support charity, but it coheres the community by reforming and guiding dubious groups
such as orphans and impoverished old people. The inclusion of these figures in the engraving
thus serves to visualize and publicize the moral, chaﬁtablé role of the theatre in urban life.

- The redundancy of the phrase "parentless orphans" seems to register contemporary

- misgivings about this group. Without parents to supervise their up-bﬁﬁging, orphans were
_ thought to be in great danger of going astray, and the function of the Burgerweeshﬁis was to
prbtect against their downward social mobility.® Thus these civic institutions--the theatre and
the orphanage--positioned themselves as surrogate parents, who would wisely guide orphaned-
burgher children.” |

Indeed, in the engraving, as the orphan steps over the threshold of the playhouse, he
seems tob step info his rehabilitation as a virtuous burghe‘r.60 - The méchanisms of his
.improvement were two-fold: the moral lessons of the plays combined with the influence of a

well-behaved audience to teach conformity to social norms. The verses surrounding the orphan
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boy and old man in the bottom margin emphasize this message. This poem by Jan Vos, who
was both a theatre regent and é playwright, didactically lays out the purpose of the theatre:

The theatre was founded for the folk's eye and ear, |

Through the plays, they learn useful, clever things here.

Burgher duty praised, unfaithfulness revenged,

Rhetoric has power to knead the heart like wax,

And thus impress the brain with virtue and wisdom,

Slander may pour poison to violate the playhouse,

But it reveals earthly deceit and its uncertainty,
As theatre play teaches the folk to know their own vanity.*'

Vos' poem resonates with another text, inscribed across the frieze below the gallery, which is
also reproduced in the engraving. These verses aséert that theatre play came to light as an
instructive pastime, which, in mimicking the world, displays human idleness for morai
improvement.* The placer_rient éf the orphan boy and the old man in the midst of Jan Vos'
verses certainly seems to.extend this mess;lge to them. Thé implication is that the plays
performed in the Schouwburg wouid _provide thesé recipients of charity with a moral
foundation, teaching therﬁ to recognize and turn away from their own faults.

Significantly, although the engraving pictures an audience made up mainly of middle-
class burghers, fhe didactic verse-concentrates on the. effects of theatre on the folk, or ordinary
people. The eduéational importance of theatre, according to this péem, was that it p;ired praise
of the morals of k burghers ‘with condemnatioh of the faults of the folk, teaching all audience
members to separate-virtue from vice. Not coincidentally, this moral division follows class
lines. Indeed, as we shall see, many of the plays, especially the farces, associated social ills
with groups outside 'the‘ burgher class, as stock lower-class comic charactefs acted oﬁt scenarios
of dissolution within the market and the horﬁe. By projecting such concerns onto lower-class

groups, these plays allowed viewers the pleasure of working through contemporary. anxieties

about the morals of merchant behaviour while maintaining social hierarchies. Indeed, Jan Vos'
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poem does the same work, implying that theatre play provided negative examplee from the
everyday life of the lower classes in order to teach them to turn from their own immoral
behaviour and espouse middie-class virtues.

The engraving's ~ﬁsua1 érrangement ef bodies in the playhouse indicates that contact
with middle-class theatre goers also would work to civilize the folk. We have already noted
how this image constructs a deferential, receptive, and hierarchically ordered audience located
in a public sphere of refinement and taste. Anyone entering this space; by implication, would
be taught to obey these rules of bodily decorum. In fact, the boy who comes into the theatre
would have just encountered this poetic warning, printed in gold letters next to the playhouse
entrance:

No child in the Schouwb.urg must ever be rowdy,

No pipes of tobacco, no mugs of beer, and certainly no candy,

But especially refrain from unruly bouts,
For if you do not, you will be sent out.”

This prominently placed admonition to censor disruptive behavionr in the theatre is directed at
children, singling them out as an especially undisciplined group within the audience. Of
course, tobacco smoking and beer drinking were not associated solely with children, and the
implication is that anyone engaging in these activities would be treated like an undisciplined
child, and put out of the theatre. Clearly the message of this teS(t is that those wno did not
conform to certain stendards of conduct would be exclnded from this public meetin.g place. Ina
similar manner, the commissioned engraving of the Schouwburg interior represents the theatre
asa spaee that cohered diverse urban populations by either diseiplining or excluding those who
nid not comply with its codes of behaviour.

However, even this controlled representation of the theatre hints that the procedure of

* regulating bodies and identities within the playhouse could never be entirely straightforward
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and successful. Looking deep into the darkest theatre boxes above the orphan boy on the
threshold, the viewef éan just detect the outlines of a few shaciowy figures, dressed in coﬁic
theatrical costumes. The intimation of these costumed figures introduces a slight, almost
imperceptible ambiguity into this otherwise orderly image. Who are these. shady figures? If
they are players, why are they among the audience? And if they are diégui_sed audience
members, why afe t.hey play-acting? Who is acting a role and who is not? - Who is lodking and -
- who is being looked at? -

The inclusion of these costumed characters in the'theatre boxes may have called up |
early alterations to the architecturef When the Schoquurg first opened, each box was hung
with curtains or shutters. By 1639, however, a poem by Mattheus "Tengnagel- indicates that
these screens had afforded too much privacy, especially to courting couples, and thus had be_:_en' ‘
removed.‘64 The péem laments that because of the loss of these impromptu sideshows, many no
longer attended the theatre. The implication is that each private box, hung with its own curtain,
funcﬁoned as a small stage, where spectators willingly or unwittingly performed for éach other.
Such ambiguity between stage and audience hall, and between players and spectators,
jeopardized the spatial and social hierarchies that the architecture works to construct. This is
clearly a case where the burghers in the private boxes could not have been held up as moral
exemplafs for the folk in the pit and gallery.

If sexually improper behaviour oécurred QitMn the theatre boxes, then this distraction
was blamed mainly on women who attended the theatre. Such concerns focused on young
women, who were no loﬁger childrén, but not yet constrained by marriage.”* As one male
theatre-goer, recommending a trip to the Schouwburg, commented: "There men see the maiden

chorus.... Primped and delighted to attend such plays, they come to see and to be seen."®® Such
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a scene is depicted in the upper theatre box to the left of the ofphan boy, next to one of the

boxes containing the costumed characters. In this compartment, a well-dressed man turns his -

back on the étége to face the woman next to him. ThlS elegant figure holds up an object that is
either a mask, mirror, or fan between herself and her admirer. Ignoring her companion, she
appears to be looking out at the(stage. Her coy gesture associates her with the professional
actresses whose pe_rformances in the Schouwburg drew crowds who admired their attractions as
much as they disparaged their morals.”’ Indeed, the opinion that young women should not
attend the theatre because of its dangerous influences was expressed even by men who
otherwise promoted the Schouwburg. As playwright Thomas Roodenburg noted, "Upstanding
men forbid their daughters to attend certain plays, because of the lecherous examples that they
saw in them."®®

Thus, young women were singled out as another group whose presence in fhe theatfe
caused a double concemn: the fear that they would distract the audience intertwined with anxi‘ety
that certaiﬁ(plays encouraged such disrupti\}e behaviour. Unlike the rowdy noise making of
children and folk, however, young women in the theatre threatened the visual disruption of this
spaée. Entering this public site of assembly, women who came to "see and be see;l" were not
only vulnerable to the sexual gazes and judgements of men, but they also were empowered to
actively look at both the stage and the audience, and judge for themselves.® | Indeed, almost all
of the women in the Saverij engraving of the audience are accompanied by men, as if to imply

the necessity of male chaperons to mitigate some of the dangerous freedoms of the playhouse.

The inclusion of the woman who rebuffs her male companion as she looks elsewhere thus may

. hint-at some of the transgressive pleasures that the theatre provided.
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In this way, the inclﬁsion of a few barely discernable costumed and masked ﬁgure's
around the orphan boy in the doorway complicétes the "kairotic moment" of this parentless
child's entry into the theatre. For the ambiguous théatrical figures inserted within the theatre
boxes >around the entrance intrude upon the moral middle-class politeness of the depicted
audience By introducing uncertainties about the effects of theatre on audience members. These
- shadowy figures hint that Amsterdam's municipal theatre was anything but a stable architectural
monumént that ordered civic populations according to clear standards of rank,v gender, apd
status. In fact, they reveal that true and false identities could be difficult to decipher within the
playhouse. Theatre play, after all, was a medium that explored human identity in terms of the
fluid processes of role-play, which blurred social categories. Thus, rather than‘being kneaded
like wax and impressed vwith virtue and wisdom, the orphan boy is in a pbsition to learn the
tricks of theatre to shape and manipulate his own identity. | ‘

Saverij's somewhat ambiguous enéraving of th¢ theatre audience was commissioned
together with a view towards the empty stage (ﬁg. 1.7). Significantly, this imagé of an
unpeopled playhouse was chosen to illustrate the civic theatre in guidebooks to Amsterdan;, -
.which celebrated the city's many municipal institutions. Therefore, the image of the audience
hall, with its extremely subtle allusions to the ambivalent status of the playhouse, was not
circulated as widely as the paired image of the empty stage. One of these civic histories was |
written by theatre regent Tobias van Domselaer, and in his Beschryving dér Stat Amsterdam,
this view has been cropped slightly so that the audience members on either side of the
unoccupied stage have been completely excised from the image.” It is as if any represenftation
of bodies within this social space--even decorous middle-class bédies--would indicate the flux

of performance and audience participation in a theatre which was never a stable architectural
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.moﬁument, but an ever-changing ephemeral experience. In this way, the image of an
unpeopled stage in a vacant .auditorium constructs the theatre as fixed and controlled by
denying that this space was produced moment by moment through the appropriations of the '

7

people who used it.” Only through the repudiation of the very practice of theatre could its

contradictory possibilitieé be managed.

Saverij's official rep;esentations .of the theatre construct it as a source of charity and a
monument worthy of civic pride. They picture the Schouwburg as a meeting place where
Amsterdam's rniddl¢ classes could debate ideas, and where groups such as orphans, children,
youﬁg _Women, and lower-class folk could learn refined ménners. Undoubtedly, the engravings |
that the theatre regents commissioned functioned to defend the theatre in response to a po.werful
_ anti-theatre discourse. For throughout the sever.lteenth century, Calvinist churchmen denounced
theatre play as dissident practice, and made it their mission, not only to close down the
Schouwburg, but also to ban all theatre from Dutch sqc_:iety." The frontispiece of The Christian
Household” (fig. 1.8) of 1661, a treatise on righteous living by Amsterdam preacher Petrus
Wittewrongel, pictures the public playhouse literally as a stopping place on the road to hell. ‘
The difference between this Calvinist image of the theatre and tﬁose commissioned by the
regents is striking. Here, the theatre is pictured, not as an ordered sphere of middle-class
decorum, but as a dark cavern where an unruly audience gathers to watch two half-dressed
actors cavort on the stage.

Obviously, church leaders éuch'as Wittewrongel had a very differént ideal of the make-
up of the civic cofnmunity than did the governors of the Schouwburg. The title print of m

Christian Household visually présents this model by eschatologically categorizing a number of
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social spaces and the activities in each. Flankmg the book's title and author are two Old
. Testament patriarchs: Moses holds the tén commariéments, and David his lyre, reminding
viewefs of their roles in_ writing the law and the psalms. Directly beneath the author's name, in
the centre of the earthly realm, _is. the Christian household. The head of this household--the
father, husband, and master--sits at a table and readsifrom a large book, probably the Bible.
Standing respectfully around him are his children and servants. The mothef breast feeds a baby
before the hearth, while at the right of the scene, a maiq sweeps away a clutter of morally
threatening objects such as playing cards, dice, ahd prints.

| Clearlsl this represents an ideal Protestant household, presided over by a patriarch who
teaches Christian values to his wife, children, and. servants. The maps hanging in the
backéround of this scene imply that such a household was the foundation of a godly nation.
The smaller scenes on either side of the domestic interior emphasize this message. At right, a
family does devotions before bed, while at left, a preacher sermonizes from a; pulpit to an
attentive congregation below. Central to this nexus of social relations is the Book. Authority
flows from God, to Moses and David, to the Bible, to the preacher, tov the male head of the
household, to his dependants. The crucial fole of the preacher in this chain of influence is |
emphasized by the title page's description of the author Wittewrongel as a "servant of the Holy‘
Scriﬁture”, In this_way, everyone in the home; even the patriarch, is made sﬁbservient to the
biblical teachings of the minister.

From here, we begin to see the threat of the civic theatre for Amsterdam's church

leaders. In.an ideal Reformed society, the only placeé. of public assembly where moral issues
would bé shaped and discussed were the Calvinisf churches and schools. The municipal theatre

 therefore stood as an alternate public meeting f)llace where the people of Amsterdam could
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gather to debate political and et_hical issues of the day-apart from the pastor's interpretation. At
" mid-century, Reformed preacflers of a movement called tﬁe "Further Reformation" intensified =
attacks on the theatre, calling it a school of the Devil which incited the spiritual and moral
backsliding which they sa§v everywhere in Dutch society.”” Leaders of the Further
Reformation, as the name suggests, believed that the Protestant Reformation had not gone farv
enough and that re;form, and further reform of manners, morais, and family life was desperately
needed.

While they conveyed these views to church-goers through sermons and theological
publications, their arguments wouid have reached a broader segment of the population by way
of the.elementary schools.”® Children wére éingled out as a group _especially endangered by
theatre, for key to Calvinist doctrine is the belief that all children are born into sin-and naturally

“inclined to do evil. The Christian Household advises schoolmasters of their duty to teach
children to avoid the playhouse,' and pastors such as Cornelius Poudroyen and Petrus de Witte
wrote catechisms specifically for elementary school children, instructing them to commit
condemnations of theatre to memory.” Taking issue with the notion that "theatre play teaches
the folk to know théir own vanity," these'Calvinists asserted that the theatre was quite simply a
"school of vanity." .Thus it was the role of Christian teachers and parents to protect "the tender
ears and eyes of young children" from the sights and sounds of the playhouse.”® Through
reiteration of the term vanity, they implied that theatre was insubstantial, empty show: playing
was nothing but fraudﬁlent surface appearance.

| In keeping with these views, these church fathers repeatedly condemned v‘ernacular
farces--which often played on the deceptive behaviour of husbands, wives, children, and

servants within dissolute households--as especially corrupting to malleable young sensibilities.
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Indeed, theatre audiences were likened .to impressionable children, engaged in ."childish

"7 that would lead them, not to repudiate, but to emulate the immoral behaviour

wasteful vanity
enacted on the stage. As preacher Casparus Streso asserted, the young, who had not yet reached
an "age of discretion”, especially had to ﬁgh;c against vain insincerity. If, on their journey to
“adulthood, they once missed the narrow path of wisdom and chose folly's way, they would
remain vain and fool_ish for the fest of their lives. For this reason, God had set aside the church
‘and the school--but not the theatre--as places to educate children.* |
In these Reformed guides to right living, attending the theatre was catalogued as a sin
that broke the seventh commandment, "Thou shalt not commit' adultery." Collapsing theatre-
going with fornication, these treatises argued that the Sexsal passions acted sn the stage had the
power to mutate from feigned emotion to real emotion, causing both actors and beholders to
burn with lust and commit sins of the flesh in their own lives. More broadly, theatre .
performance itself was conceived. of as a sin of the flesh. To put on a new pefsona as easily as a
costume was described as a sort of bodily betrayal, a fleshly vanity which no Christian should
take pleasure in. The threat of disguise lseemed to be that it confused social hierarchies,
especially those of class and gender.v Almost every Calvinist condemnation of theatre used ths
sarhe two exarhples to argue that theatre went against the laws of God: it was unnaturai for a
lower-class player to act as a king, and for a male actor to play a female role."
Within this anti-theatre discourse, young girls were singled out as a group particularly
susceptibie to the lure of the stage. And Calvinist preachers were not above using some of the
~ conventions of theatre to get this message across. A.booklet suggestively entitled The

Persuasion of Dina resembles a printed comedy at first glance, but actually presents a dialogue

between a young girl and a preachef, in which the minister convinces the girl that her
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enjoyrﬁent of farce is sinful behaviour.” The pastor is especially censorious of the confusion of
éendered identity in stock comic scenarios wheré'.ﬁmale actors played female parts and female
actors took on male roles. ‘_Qm.)ting biblical pasSage_s, he argues that women had no ﬁlace in the
public theatre, either a,s acto?s or audiénCe members: "...it goes directly against the word of the-
Holy Apostle, who wills that womén be silent in bubiic, because it is unseelﬁly, ﬁe' said, for
women to speak in public."* »

A woman's proper place, as depicted on the title print‘ of The Christian Ho‘use.hold,_‘was
at her own hearth. In contrasting the home to the. theatre, this image draws boundaries between -
rﬁoral private space and sinful public space, defining ﬁot only the types of people and objects -
broper to each, but also their etcmal destinies. Acrosslthe top of .the titlé- page are three godly
women: one prays,. one reads the Bible, while the central figure cares for children. The wings
of angéls faihﬂy visible behinci ihpm imply that these domestic wofnen are in heaven. They are
opbosed to the figures at the bottom of tvhe’page, torriiénted by devils within the gaping mquth
of hell. The irriplication is that the damned have %pent their eyeryday lives- congregating in the
>tavern and the playhouse, whilg the elect have stayed close to home and church. These pure
spaées, positioﬁed nearest heaven, are cenﬁed on the Bible. All other printed mateﬁal--the
playing cards and prints--are beihg pushed out of the domestic sphere. They belong ‘;o. the pub
and playhouse pictured below, and the maid seems to be sweeping .these‘prints and games
straight into the fires of hell.

Not only is such a distinction drawn between fnoral private.space and degenerate publié

space, but, in contrasting pub and theatre to the church interior, this image also works to oppose

different sites of communal assembly. In an attempt to close off sites of public opinion not

controlled by church leaders, the tavern and theatre are pictured as places frequented by the
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damned. Calvinist preachers oﬁep drew attention to contests between the church and the public
playhouse, compl;aining that many people seemed to choose plays over sermons on Sunday |
momings. However, in picturing these two spaces together, this title print inadvertently draws
attention to similarities between church and theatre aﬁd between preachers aﬁd acfors. Fof both
the pastor and the players are depicted standing above a crowd of people, employing the power
of rhetoric and gesture to sway their audienées. |
Conceivably, this was part of the threat of the theatre for Calvinist polemicists: in the
playhouse, dramatiq interpretations of biblical stories and of everyday life within Arhsterdam's
homes were pleasurably apprehended by audiences withoﬁt the explication of the church. In the
same vein, these churchmen took issﬁe with the connectiop betweeﬁ the Schouwburg and the
~ civic charities, arguing that the theatre was anything but a wise guardian for urban populations.
Asserting that Amsterdam's poor would be better looked after if the theatre was closed, they
advocated that money wasted on ungodly entertainment should iﬁstead be donated to the
church, which would take over control of charity work in the city.* Again, this reveals that the
practices of church and _theatre were not as separate and opposite as the Wittewrongel title pﬁnt '
would indicate. Indeed, the areas of overlap between the two may have caused the most anxiety
'to those who had much at stake in defining these boundaries. At the same time, the Calvinists'
detaiied condemnations of theatre practices, which sometimes drc;w on conventions of theatre
itself, betrgy a deep familiarity with all aspects of theatre. Certainly this indicates that even the
most vocal enemies of all things thc;atrical were not immune to the lure of the stage. .
The heatedness of these debates suggests that the status of the theatre in Amsterdam

may have had more in common with the position of recipients of charity than it did with the

situation of philanthropic middle-class citizens. Founded in part out of society's need to
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accommodate dispossessed burghers, the Amsterdam'Schouwburg seems to share the equivocal
status of a citizen who does not really belong. For the theatre was. described | as both a
manifestation of civic pride and a threat to social hierarchies. This peculiar insider-outsider
status made it a troubling presence within civic identity. Like the burghef orphan caught on the
theshold of Saverij's engraving, the Schouwburg's place within the social structure was difficult

to classify.*

Battles between the public theatre and the church were on going and acrimonious, for

the church never had the power to abolish the playhouse.®

Thus when Amsterdam's civic
magistrateé closed the Schouwburg in 1672, fhere must have been much rejoicing among
Calvinists of the Further Reformation. While this was certainly a victory for the churchmen,
the sudden banning of theatre cannot be interpreted in terms of a rise in religious sentiment.
For the impetus behind the governors' decision to shut down the theatre was not so much té _
appease church leaders, as it was‘an attempt to mediate the political upheavals of 1672, the
infalﬁous rampjaar, or year of disaster.’” In the panic following the invasion of the Dutch
Republic by France, England, and their allies, an angry mob murdered the leaders of the regent
oligarchy, Grand Pensionary Johann de Witt and his brother Cornelis. To stabilize the
situ;ation, William III was brought to power as the traditional Stadholder, the quasi-monarch
and military leader of the Netherlands. This position, which counterbalanced the powers of
Amsterdam's magistrates, had beeh vacant from the .time of the .death of William's father,
William II in 1650. As the tide of public opinion turned against Amsterdam's oligarchs, they

reacted by closing the civic theatre, a place where crowds could gather to discuss divisive

political controversies of the day.
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The Schouwburg was not reopened until 1677, and at that time, fhe éivic gbvernors
chose a new group of men to oversee the ruﬁning of the the.éltre.88 A number of thése new
regents were members of a classicist sociefy called "Nil Volentibus Ardﬁum," "Nothing is
~ Difficult for Those who Will." The views of this society were put forth by Andries Pels, a
leading member of Nil, in his Use and Abuse of Thegtrc”}, written during the Schouwburg's
closure. From tileir establishment in 1668, this group had criticized the aims of the theatre's
middle-class regents, aﬁd this pamphlet called for a new theatre in’ whjéh politically and
religiously sensitive issues were neither performed nor discussed.” Although the modei they
proposed was not centred on the Bible, but based on adherence to the formal rules of French
classicism, in many ways, Nil's mandatle resembleé that of the Calvinists. Notably, attempts to
clean up performances intertwined with efforts to refine audiences. . And, like the church, Nil

singled out the kluchtspel farces as especially depraved, while the audience members perceived
as particularly susceptible to corruption were children.

However, unlike the church, Nil did have thq power to ban the performance of Dutch
farce. And so, from the late 1670'5 into the 1680's, these vernacular playé, which had been an
integral part of the cultur¢ of the Netherlandish merchant classes for centuries, were censored
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within the Amsterdam Schouwburg.” To account for this sudden turing away from Dutch

comic tradition, historians have tended to accept the views of Nil and the Calvinists at face
value.”? For example, Pieter Geyl writes:

[Nil's] chief ambition was to reform the theatre, and it must be admitted that the theatre
urgently needed reform.... The farces and comedies for their part were, with all their

" amusing lifelike quality, unbelievably coarse, even foul. The urgency with which the
ministers kept admonishing the Burgomasters to close down the theatre becomes
understandable in the light of such outrageous licence.”
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However, this does not explain why plays that were staples in the Schouwburg's repertoire were
pointedly redefined as unfit for consumption. Archival records of theatre revenues and
audience attendance at mid-century indicate that farce performances consistently drew large
crowds into the p.layhouse.94 How did the pleasurable suddenly mutate into tne vulgar?

The answer to this lies--not so much in an abrupt discovery of the true nature of the
plays--as it does with a crucial shift in theatre audiences. For under Nil's administration, the
- definition of the civic theatre changed from a public sphere of merchant middle-class opinion to-
a preserve of the elite. .As Nil replaced farc‘e performances with classical French plays, new
distinctions were made among audience members. Withjn this construct, thoee that preferred
the formal aesthetics of French classical theatre were defined as eonnoisseurs, or "kenneren", in
oppositidn to ignorant "onkundigen" who enjoyed the vernacular farces.”

In this way, Nil's aesthetic. theories were very Amuch allied to the political aims of
- Amsterdam's governors. For in spurning traditional Dutch plays in favonr of French language
and culture, the members of Nil participated in a larger social movement that sougnt to establish
a cultural cleavage between an elite, quasi-aristocratic, French-speaking upper middle-class
group and the merchant middle classes.”® The underlying impetus behind the classical theatre,
therefore, was to create and reinforce new distinctions within the middle classes through the
formation of a public sphere presided over by a social elite. Or, .in the words of Andries Pels,
the primary purpose of the civic theatre wouid be to teach good morals, proper bodily decorum,
and refined language to "the noblest, most distinguished burgher children"”--to shape the
offspring of Amsterdam's governingvfamilies. :

Efforts to teach the children of the elite to distance themselves from plays traditionally

associated with the merchant classes were linked with attempts to secure the future economic
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and political dominance of this group. While many of Amsterdam's governing families had
made their fortunes in trade, in the late seventeenth century, these prosperous merchants
withdrew capital from active buying and selling of goods in order to reinvest in finance, stock
markét, and banking interests.”® Among the wealthiest members of this new elite merchant-
financier group was Andries Pels.®® |

Wifh this important shift from merchant capitalism to finance capitalism, members of
Amsterdam's merchant and trader class increasingly‘ cqmplained | that the policies of the
gdvernprs Afavoured international investment over mercantile activity. Not only this, but the
elite were éccused of closing off political offices, reserving these positions las birthrights for
their own children. While in the eaﬂy seventeentﬁ century, civic officials were mainly elected
from the merchant class, by the end of the century, a small social elite had begun to monopolize
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these positions of power.”™ As political chronicler Lieuwe van Aitzema observed:

Decent people now don't mind indulging in reflections like the following: 'T must help
my children into offices while I live. Here I haven't much opportunity for advancing
my children. There are few vacancies...'. Just as if it had been written that none but
these or those families should govern!...And if they were only content with one office!
As arule they get too much, but think it too little. This must in course of time create an
impatient citizenry.'”

102

The closure of public offices did indeed create an impatient citizenry.™ And one of the ways
that members of the merchant classes fought back was by moi)ilizing the satirical power of
fé.rce, so long a vehicle of protest, to attack the increasing financial, political, and éultural
monopdly of Amsterdam's oligafchy."’3

Significantly, at about the time that farces were censoredlas unfit material for children
of the elite, the contents of these controversial plays began to circulate in ner forms--as

catchpenny prints. We can now begin to see the role that this new genre of print may have

played in struggleé over the definition of the public sphere. Keeping censored middle-class
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tréditioos in circulation, vcomic children's prints also rnay have mobilized the derisive laughter
of farce to attack the increasingly inflexible boundaries that governed participation in public
life. However, such a stretegy was an uncertain'process at best. As the following chapters
demonstrate, the depiction of trickery in the marlret anc\l chaos in the home could also be read as
critiques of merchant behaviour. And while these prints may have attempted tobreak down
barriers between the middle classes and the elite, they conversely worked to shore up
boundaries between the middle classes and subordinate sociai groups. Like the plays, the
farcical scenarios in these prints often associate disruptive social behaviour with female, lower
class, or itinerant comic types. bThis strategy, I will argue, worked to maintain the exclusion of
these groups from public life. Once again there seems. to be a complicated push and pullA
between pleasure and repudiatiorr in response to the functions of these prints. The impetus
behind the initiel circulation of this new genre of print may have been to fight against the
e)rclusion of merchant interests from public life. _However? members of this group concurrently
distanced‘ themselves from comic tradition in efforts to gain new distinetions withjn. a rapidly

changing social, cultural, and economic situation.

Print and Private Life: Crossing the Threshold

Late‘ seventeenth-century battles about tﬁe position of comic theatre traditions in the
civic comrhunity reveal that farce, so often dismissed as boorish lower-class entertainment, was
integral to the identity of the urban middle classes. Not only this, but controversies about how
farce would prepare children to take up future social roles indicate multiple divisions of

religiorr, politics, wealth, gender, and age within the broad middle class. The dissemination of

farce material in printed forms marketed specifically for children undoubtedly played a part .
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within these struggles. Moreover, with the circulation of the new genre of children's prints
came new anxieties about how diverse children would interpret this material.

We have already seen how Jan Steen's The Village S choolroom of c. 1670 (fig. 1.1)
negotiates‘these concerns by associating the misuse of catchpenny prints with rural outsiders.
There is anéther oil painting, Casbar Netscher's The Reading Lesson of c 1675 (fig. 1.9), which
also pictures interactions between children, educators, and printed material in a specific social
setting. Like Steen's painting, Netscher's image similarly connects children's prints with fhe
négative moral traits of their users. By marking out "low" art--inexpensive prints--and
associating them with groups that do not adhefe to middle-class codes of rr.10ra1ity, both oil
paintings thus situate themselves as "high" art, Whibh encourages thoughtful debate on sbcial
issues.

In marked contrast with The Village Schoolroom, however, The Reading Lesson
depicfs the uﬁéas_y place of children's prints within a .stereotypical middle-class milieu, the
domestic interior. This complicates the assumption that genre paintings were for middle-class
audienées, while catchpenny prints were for outsiders. Prbviding visual commentary about the
role of .education within the. middle-class home, Netscher's image focuses concerns ‘about
children's consumption of print around the gendered division of public and private space. In
this painting, the medium of circulating print, éo' instrumental in establishing boundaries
between public and private life, also appears as a threat. It is pictufed as a form that brings the
public debates of church, theatre, and school into the private sphere, where they could be
consumed with_ouf the- supervision of authorities such as preachers; teachers, aﬁd theatre

regents.
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Painted at about the s;dme time as The Village Schoolroom, at first glance Netscher's
depiction of children's uses of print seems strikingly different from Steen's. For 'The Reading
Lesson moves us from Jan Steen's boisterous rural schoolroom into the tranquillity éf a middle-
class home that appears to fulfil the injunction of seventeenth-century moralists that an ideal
household ‘should function as a small school where parents, especially mothers, worked to
educate their children.'” The three figures in this painting, a woman and her two daughters,'®
are arranged in a triangular composition. Light from the window at the ieﬁ of the composition
illuminates the mother's head.at the apex. of the triangle. Her face, turned towards the viewer, is
positioned just abovelthe head of her older daughter, who, with her mother's help, reads intently
from a small book. The mother's left arm leads the eye dowh the slope of the triangle to her
youngef déughter who kneels behind them and plays with a pupby. Like her mother, she too
meets the viewer's gaze. The puppy's dangling leash, the chair leg, and the child's skirt are
arranged in a series of verticals; a visual device that draws attention to a cluster of objects
scaftered ina podl of light on the floor below them. Here, in the foreground of bthe painting,
closest to the picture plane, we see a gridded children's print together with two children's gaines, _
a top and a knuckle bone. The baée of the triangle runs frém these toys back to the table where
the reading lesson takes place.

The painting's ‘careful arrangement of bodies and objects 1n space embloys various
visual strategies that encourage the viewer to speculate about the uses of print in education.
One of these is a device often used ‘by Dutch_ genre painters: the depictibn of a painting-within-
a—ﬁainting. The image hanging above tﬁe motﬁer and her studious daughter in the background
of this scené can be recognized as Peter Paul Rubens' The Brazen Serpent (fig. 1.10). This

painting represents a Biblical Old Testament story of discipline and redemption in which God
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punishes the rebellious Israelites with a plague of venomous snakes..'o6 On the wall beside this
image, above the playing child, héngs a map of the Dﬁtch Republic. The contrast bet\a;een The
Reading Leéson’s domestic scene. and the portentous background images interacts with the
'distinctioAn between the obedient industrious girl who receives moral instruction. from her
mother, and her idle disobedient sister who turns her back on this lesson. In this play of
divergent motifs, the viewer can begin to make‘ out a didactic message: if children were not
disciplined when gbing astray, consequences for the future of both the household and the
Republic would be serious.'”’ |
But surely Rubeng’ image of violent retribution appears excessive in contrast with the
quiet domestic scene of a mother teaching her children to reé.d. In the Rubens' painting,
disobedient bodies Become suffering bodies: God's punishménf is corporeal, and thé writhing
figures of the dying Israelites can be made out in the foreground.. This image of brutal physical
 chastisement seems oddly jﬁxtaposed With The Reading Lesson's main theme of the education
of middle-class children, pictured as a gentle disciplining of the mind. Here it is useful to
consider Michel Foucault's work on late éevehteenth—century disciplinary strategies. Foucault
points out that at this timé, discipline appears to shift its locus from spectacles of physical
suffering to subtle manipulations of the soul. While this new model of training may seem less
- corporeal, however, he argues that it is nothing other than a new politics of the body.'”® We see |
this type of corporeal discipline. depic;ted in both The Reading Lesson and in Jan Steen's The
Village Schoolroom. Steen's schoolmistress and Netscher's mother are similarly pc;sitioned
bending over a éhjld while pointing to the p.ages of a small book.'® As Foucaultb notes about
such pedagogical procedures: "Over the whole surfacg of contact between thev body and the

object it handles, power is introduced, fastening them to one another”."® The obedient children
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in both painti_ngs follow printed texts with their fingers, a small gesture indicating fhe physical
control needed to master this task. Tﬁeir bbdies‘ follo'v&f the text. In each scene, the job of
helping children with the hard work of learning to‘read is analogous to the process of shaping
norms of moral behaviour. In this disciplinary procedl;re, docile bodies are produced through
the control of minds.""

The corporeal nature of this type of training becomes more explicit when we consider
ﬁbw in Netschei"s painting, the compliant child is contrasted fo the idle child with the puppy.
Simon Schama has argued that the motif of a little girl with a puppy appears repeatedly in
Dutch visual culture to signify the irflportance of cdrr¢ct training."? "In Jacob Ochtervelt's
- Family Portrait of 1663 (fig. 1.11), to note one example, the viewer's eye is led through the
painting, conneéting the patriarch at centre, to the Bible, to the wife and mother, who gesthres
‘to their kneeling daughter and her docile dog. "Leerzugtigheid,” or4Christian aptitude, is
founded on obedience to the Word, and the motif of the well-trainéd pﬁppy seems to denote that
 this training is as physicél as it is spiritual.'”

In contrast, the puppy in The Reading Lesson is not being trained: its leash dangles
from the chair, echoing the léading bands which hang limply down the little girl's back. These
leading bands were used to teach young children to walk. We see them being wielded in Jan
Luiken's emblem De Lieband (fig. 1.12) by a mother who holds the straps of a toddling child."*
Just behind the woman and child runs an unleashed dbg--a motif that provides a foil for the
depiction of correct training. In Luiken's image, as in Netschelj's and Ochtervelt's, a comparison
is drawﬁ between the physical'and moral disciplining of small children, especially girls, and the

training of unruly animals. In this way, the leading band seems to work as a pictorial motif that

draws attentioh to the widespread belief that the natural wilfulness of children had to be
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‘harnessed at an early age.'” Certainly this is the message of The Reading Lesson: the little girl
and the dog both resist obedience training, and their neglected moial instruction is represented
by their untethered bodies. |

Within the moral contrast that Netscher sets up, the colourful catchpenny print lies near
the rebellious child é.nd her puppy, in opposition to the small book, possibly a catechism, which
the submissive older sistei reads. As in Steen's Village Scheolrgom, Netscher also draws the
viewer's attention to a conflict between proper and improper uses of printed material. In both
paintings, print functions as an effective tool to manipulate the attitudes and deportment of
children. However each painting also derrionstrates that print could werk in ways that
contradicted beha\iioural norms. We already have examined hew in Steen's t)ainting, the small
gestures of playing the superstitious game of steek sanctjes was used to satirize the pedagogical
_intentions of the Caivinist school. The Reading I esson similarly associates catchpenny prints |
'w1th toys and games and with a young child who avoids moral instruction and uses her time
unwisely. Both paintings picture disobedient little girls turning their backs on the authority of
educators and godly books to play with prints.

There is one crucial difference between these two images, however. As I argued about
The Village Schoolioom, the manner in which this image proj eeted irrational,‘chaotic 'pr;actices B
onto lower-class groups in a rural setting served to secure the middle-class identity of the
painting's intended audience, and to define the spaces they inhabited. In the.case of The
Reading Lesson, by contrast, both the intended audience and the subjects depicted are middle
class, and the idle practice of playing with print_s is i)ositioned as an activity that threatens

domestic identity from within.
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That such a seemingly trivial practice was viewed as an extremely weighty matter is
affirmed by the picture of divine retribution thét overhangs Netscher's ostensibly tranquil
domestic scene. This is reminiscent of the frontispiece of Petrus Wittewrongel's The Christian
Household (fig. 1.8), another image where; a scene of judgement and a map of the Republic
interaci with a middle-class domestic interior. As I argued above, the title print of
Wittewrongel's book works to delimit clear eschatological frontiers between moral and immoral
spaces: the home and church are nearest to heaven, while tavern and theatre are in prdximity to |
hell. There was much at stake in fixing the meanings of these spaées and the identities of the
peoplé within them in such a way. As the map hmgiﬁg above the Christian interior indicates, a
righteous, smooth-functioning patriarchal household was a microcosm for the Republic as a
whole. As‘ in Ochterveld's portrait (fig. 1.11), such a Christian home is centred on the male
head who instructs his household from thé Bible.!'* Moreover, in the Wittewrongel title print,
biblical teaching conflicts with the prints and games that are being swept into the nether regions
of tévem and playhouse by an obedient servant. The manner in which these objects disrupt the
home can be understood in terms of de Certeau's argument about the imﬁossibility of
‘controlling and secuﬁng social space: | |

Things extra and other (details and excesses coming from elsewhere) insert themselves

into the accepted framework, the imposed order... The surface of this order is

- everywhere punched and torn by ellipses, drifts, and leaks of meaning: it is a sieve-
order."”’

In The Reading Lesson, the moral boundaries of the home are not depicted as impermeable,. and
prints and toys remain scattéred on the ﬂoér, where they distract from godly instruction.

While being in contrast with Wittewrongel's image, The Reading [.esson also resonates
with t};e themes of contemporary Dutch génre imagery, which repeatedly depicted scenes of

housewives caring for home and family in the absence of male householders.'® Specifically,
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Netscher's image takes up the issue of women's authority over the education of young children
within the private sphere. And, as we are beginning to see, the specific visual strategies which
the artist employs to describe the moral order as sieve-order turn on misgivings about the
possible consequences of unsupervised interactions between women, children, and printed
material.

The representational device of imaging a painting-within-a-painting disrupts the serene
surface of this depiction of materrial instruction within the home to regiStef llmeasiness about the
repercussions of undisciplined behaviour. For in the absence of the male head of the household,
the _bléme for spirituall and physical insurrection is hung, in the form of the Rubens' painting, |
squarely over the head of the mother. | Imaged as a parent, an educator, and a consﬁmer of print,
this woman does not seem to use her powers wisely, for she neglects one of the children left in
her care.

Anxiety about her inattentiveness is heightened by another pictorial strategy‘cbr‘nmonly
deployed in Dufch genré paintings. For Netscher creates -a sense of intrigue by situating
beholders as if they have just intruded on a private moment. In The Reading Lesson, this
positioning of viewer-as-voyeur not ohly enhances the on-looker's enjoyment of the painting,
by it also sets up a complicated series of exchanges between the viewér and the image, drawing
attention to the manner in which the obséﬁer both enters, and is barred from the scene.

Momentarily distracted from their activities, the mother and younger daughtér glance
~ out of the péinted scene to meet the interloper's eye. In this way, their gazes bfeak across the
surface of the painting to includé the onlooker. The older daughter, by contrast, refuses to be
disturbed. Reading attentively from the small book, she does not look up, and her very

absorption in her task seems to protect her from interference from the outside world. Her
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activity--privéte, docile reading--is in fact a pracfice thét functions to constitute, not only an
‘inte;rilorized subject, but also a sphere of private life.“.9 In thisvway, the inner concéntration of
the older daughter does nqt allow the onlooker to intrude on the scene. This acts és a foil for
the actions of the mother and younger child, who, in meeting the viewer's gaze, invite the
exterior world into the private interior. In this push and pﬁll between gazes tﬁat attract and
. rebuff lies the paradoxicél message of The Reading Lesson. Painted for display within a
middle-class home like the one depictéd, this painting both functions to déﬁne the domestic
interior as an encllosed. feminine >s;pace, while concurrently raising .V doubts aiaout the Vefy‘
bouﬁdaries of the private. “ | N |

Within this"péradok, wé can begin to comprehend the place of‘print in private hfe For :
while the solitary consumption of print works to regulate behaviour within the hqrhe, the
medium of prini can alsov act as an intruder. Bringing the outside W(;rld into the household, -
4pri_nt mediatés between the exterior and the interior, the public and the privéte, the community
and the iﬁdividual. Netscher paintéd The Réadingb_Lesson duﬁrig the 1.670's, ét a time wh(Aen.
comic children's prints were beginning to circulate in Amsterdam. Although one cannot read
the catchpenny print in the foreground of this painting, it is tempting to view it as an example of
.the best-seiling printé that represénted theatrical farcé material in just such a gridded foﬁnat.
For thé 1670'5 was also- a decade of controversy about the effects of theatre play, especiaﬂy
~ farce, on Dutch children.'”® While these plays were increasingly ‘cerllsbored within the civic
theatre, Netscher's irﬁage of a catchpenny: print indicates how the process of printing provided a

means to disseminate the themes of these comic plays, often described as hostile to moral

family life, to children. In this way, material that excited much public controversy found its
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way into private life. Like the viewer who trespasses on this private scene, these prints have the
f)ower to disturb the virtuous iﬁteﬁority of the home and the subjects within it.

. The tension between pleasure and anxiety evoked by tlﬁs image is connected to the
painting's visual strategies. Boih convey, not only the power of print to irﬁpose disciplines, but
also the ways in which print could mitigate such controls. The device of including'an image of
divine retribution within a representation of a middle-class home interacts with the positioning

_ )
of the viewer as intruder. Surprising the inhabitants of the domestic sphere, the beholder
apprehends a contrésf Beﬁween cloistered, virtuous, and passive consumption of print, which
secures domestic interiority; and jdle, negligent, undisciplined uses of print, which interferes
with the shaping of private morality. The intruder thus apprehends guilty behaviour that must
be punished. This situates the viewer, not just as a disruptive interference, but also as a
somewhat God-like figure, in a position that resonates with Calvinist beliefs that an omniscient
God apprehends and demands retribution even for small and secret sins..’21 In this way, The
Reading I esson registers profouﬁd uneasiness about the dissémination of printed material into.a
space largely defined in terms of feminine activities. Clearly the moral message of this péinting
was intended to instil internal discipline within private life, thus 'supporting patterns of
domination even in the absence of patriarchal authorities.

While the painting certainly works to secure and cqnstrain domestic acﬁvities, ho'wever,
it -also p‘oiﬁts .to powers and freedoms, which existed within these restraints. Indicating the
extent of women's and children's partiCipaﬁori in print culture, The Reading I.esson depicts the
home as a space of reading, education, and subject formation.'” It concurrently demonstrates

that the dissemination and consumption of print were activities that could never be completely

regulated by those who wished to impose behavioural norms. Thus, Netscher's Reading Lesson
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both imposes constraints, and concurrently hints at the limitations of control, and the pleasures
that print could introduce, even within subservient soéiél positions.
ok

‘Thus far, I have argued that comic catchpenny prints played a central role in the up-
bringing of children. Printed maferial, mass produced and disseminated to a wide audience,
was seized upon as an ideal tool for shaping the young into virtuous and hard-working citizens,
a process thought to be crucial in the fashioning of a prosperous future for the Dutch Repu_blic;
However, commentary about this new genre of children's priﬁt indicates that it also was
- perceived as a medium that ope;led up new ways.for readers to shape their own identities. The
.~ interactions between children and printed material initiated new concerns about audiences and -
bractices, especially when the users of these prints were lower-class or female childrenT
Emphasis on thé strict supervision of education by authority ﬁgljres such as parents and
teachers can thus be seen as a response to these concerns. For in the absence of control,
children are shown using prints in idle and superstitious ways that subvert some of the most )
basic teachings of mercantile Protestantism. |

Connected to the pleasures of both theatre play and games of chance, these prints could
infuse the home and the school with activities that were commonly associated with the theatre
or the tavern. Su;:h practices often were described as antagonistic to a moral Republic: theatre
play because it distorted genuine identity, and could confuse categories of rank and geﬁder; and
games of chaﬁce because they endowed cheap prints with values in excess of their commercial
worth. To be able to distinguish between the true and félse identities of people and 6bjects was

a crucial operation within a mercantile society based on exchange. In this way, commentary

about the contradictory functions of catchpenny prints often’ intersected with larger debates
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about the dlfﬁculty of determining authentic 1dent1ty within the rapldly changlng social and
economic situation of the late seventeenth century.

In the following chapter, we shall see how tensions between the persuasive power of
representation and its potential failure are heightened in a series of children's prints that connect
theatrical duplicity with the skills needed to succeed in an 1ncreasmg1y placeless and tlmeless
market. Making connections between the deceptive strategies employed by printed
representations, theatre perfonnances and market practlces these farc1cal prints draw attention
to gaps between artifice and its exposure, and to conflicts between the tricks of persuasion anct

the canniness of beholders.



86

~Notes

1. "Moesten wij in de school ook wat goeds en nuttigs, uit het hoofd, leeren opzeggen! De
Heidelbergschen Catchismus. De belooning, voor het goed vragen opzeggen, bestond in het
uitreiken van prenten. Nog zie ik: den Jan de Wasser en zijn wijf; de geschiedenis van Urbanus
en Isabel; de historie van Tetje Roen, en dergelijke uitmuntende prentwerken. Het

Jan die zit hier op zijn hakken, :

En hij laat zijn kindje k...n. en

Tetje Roen kookt paardevijgen,

Om daar drankjes van te krijgen.
kwam veel spoediger in het geheugen van het kleine goedje, dan de soms lange antwoorden uit
den Heidelberger; maar hoe wonderlijk haspelden zich de denkbeelden, aan die onkiesche
uitdrukkingen verbonden, dooreen met de geleerde Catechismusles! Ik geloof echter niet, dat
‘de goede Antjemeu ooit daarover, één oogenblik, heeft nagedacht.”
W. H. Warnsinck, "Herinneringen uit mijne Kinderjaren," Vaderlandsche Letteroefeningen
(1849) II, 210-211. Thank you to Rudolf Dekker for drawing my attention to this reference.
On Warnsinck, see Rudolf Dekker, Uit de Schaduw in 't Grote Licht. Kinderen in

Egodocumenten van de Gouden Eeuw tot de Romantiek (Amsterdam: Wereldblbllotheek
1995) 170-174, 276.

2. "De vroegste indrukken ons, in de dagen der kindschhied, gegeven, werken krachtig op
gevoel en verbeelding, en de sporen, die zij trekken worden niet zoo ras uitgewischt."
Warnsinck 211.

3. Models contrasting dissemination and distinction, and discipline and invention in
cultural forms and practices have been developed in Roger Chartier's important works on early
modemn print culture. These theories are summarized in Roger Chartier, "Introduction," The

Cultural Uses of Print in Early Modern France, trans. Lydia Cochrane (Princeton: Princeton
‘University Press, 1987) 3-12.

4. . This apprbach was pioneered by Dutch art historian Eddy de J ongh; See his essay in the
exhibition catalogue, Tot Leering en Vermaak; Betekenissen van Hollandse Genrevoorstelling
uit de Zeventiende Eeuw (Amsterdam: Rijksmuseum, 1976) 14-28.

5. Christopher Brown, Dutch Paintihg (London: Phaidon, 1993) 64-65; Simon Schama,
The Embarrassment of Riches (New York: Knopf, 1987) 558-559. Bruegel's image circulated
as a print by Pieter van der Heyden. Reproduced in Brown 64.

6. "Al reyst den esel ter scholen om leeren,
Is 't eenen esel, en sal geen peert wederkeeren."
This verse is written in Latin and Dutch along the bottom of the print. Translated in Brown 64.

7. "Wat baet keers oft bril, Als den esel niet sien en wil."

8. Perry Chapman et al., Jan Sxeen Painter and Story Teller (exh. cat.; Washmgton D.C.:
" National Gallery of Art and Amsterdam: leksmuseum 1996) 233.
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9. Indeed; the populations of seventeenth-century Dutch cities reached their peak in the
1670's. This urbanization process in Holland is discussed in J.L. van Zanden, The Rise and
Decline of Holland's Economy (Manchester: Manchester University Press, 1993) 35-46. '

10.  To quote Jan de Vries, "The flows of migr';ition sustaining Europe's cities and allowing
them to grow were an integral part of a larger process of geographical mobility, and
geographical mobility of all types was intimately related to the achievement, or imposition, of

occupational and social mobility." Jan de Vries, European Urbanization. 1500-1800
(Cambridge: Harvard University Press, 1984) 213.

11. De Vries 218-219. The new possibilities of seventeenth-century social mobility also are

discussed in A. Th. van Deursen, Plain Lives in a Golden Age: Popular Culture, Religion and
Society in Seventeenth-Century Holland (Cambridge: Cambridge University Press, 1991) 78;
and Jonathan Israel, The Dutch Republic: Its Rise, Greatness and Fall, 1477-1806 (Oxford:

Clarendon Press, 1995) 330-339.

12. Connections between the work o.f these artists are explored in Chapman 231.

13.  See Mariét Westermann's discussion of this painting, The Art of the Dutch Repubhc
1585-1718 (London: Orion, 1996) 129.

14.  The social dlstance between the urban consumers of comic representations of peasants
and the "city sins clothed in country dress" depicted in low-life imagery has been discussed by
Svetlana Alpers, "Realism as Comic Mode: Low-life Painting seen through Bredero's Eyes,"
Simiolus 8. 3 (1975-76): 115-144. '

15. The workings of these disciplinary procedures are discussed in Michel Foucault,

Discipline and Punish. The Birth of the Prison, trans. Alan Sheridan (New York: Vintage
Books, 1977), particularly in Part Three, "Docile Bodies," 135-169. ‘

16.  These prints are'clear.ly depicted. Most of them are of images of animals with texts
- across the bottoms. These types of prints are often classified as "Kermis" prints, as they were
given to children at fairs. The major catalogue of children's prints is Maurits de Meyer, De

Volks- en Kinderprent in the Nederlanden van de 15¢ tot de 20e Eeuw (Antwerp: Uitgevers
Standard-Boekhandel, 1962). S '

17.  These are quoted in Meyer 20. The catchpenny print collection of the
Rijksprentenkabinet, Amsterdam contains examples of these sorts of inscriptions as well
(although, unfortunately, one cannot examine the verso of any of the prints). A print of the
quack doctor Tetjeroen, published by J. Thompson, no. 52, in Waller 9, for example, has the
following lines written in the left margin: "Vierentwentig Prentjes. Ao. 1812. Klaas de Geus,
zijn Hilliggie." As late as 1812, buyers of catchpenny prints continued to call them small
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18. Meyer 19-20. E. M. Van Heurck and' G I Boekénoogen Histoire de 1'Tmagerie

Populaire Flamande et de ses Rapports avec les Imagenes Etrangere (Brussels: G. Van Oest,
1910) 13-14.

19.  Meyer 19. On similar games of chance played in England, see Keith Thomas, Religion
and the Decline of Magic. Studies in Popular Beliefs in Sixteenth and Seventeenth-Century
England (London: Penguin Books, 1971) 254-255. According to Thomas, often psalters or
Bibles were used in divination practices because they were believed to have more power.

20. Mikhail Bakhtin, Rabelals and His World, trans. Héléne Iswolsky (Cambndge MIT
Press, 1968) 234-5.

21. See the essays in Cﬁapman.

22. On performative identity, see Homi Bhabha, "Introduction," The Location of Culture
~ (Routledge: London, 1994) 1-18. '

23. Pieter de Marees, Besc inghe ende Historische Verhael van het Gout Koninckrijck
van Gunea (‘s Gravenhage: Nijhoff, 1912). This text was first published in Dutch in 1602, and
translated into English in 1625. The English version has been republished as: Pieter de Marees,
"A description and historical declaration of the Golden Kingdom of Guinea," in Samuel
Purchas, Hakluytus Posthumus, or Purchas His Pilgrims, vol. VI (Glasgow: MacLehose, 1905)
289-297. My understanding of Marees' writings on fetish worship is indebted to the
" interpretations of William Pietz, "The Problem of the Fetish," Res 9 (1985) 5-17; 13 (1987) 23-
45; 16-(1988) 105-23.

24.  Marees repeats such compansons throughout his account. See Purchas 271, 294, 296.

- 25.  Pietz 40. On the shift from religious fetishism to commodity fetlshlsm in seventeenth-
century Dutch art and society, see Hal Foster, "The Art of Fetishism: Notes on Dutch Still-

Life," Fetishism as Cultural Discourse, eds. E. Apter and W. Pietz (Ithaca Cornell Umvers1ty
Press, 1993) 251-265.

26..  Of course, this process was also cruc1a1 to Justlfylng the slave trading act1v1t1es of Dutch
traders on the coast of West Africa.

27. See Pietz 7-8, 12.

28.  See pages 72-73 of the Dutch version. Marees also calls fetish objects "cramerye" and -
"beuzeling": pedlar's trifles.

29.  The major catalogue of Netherlandish children's games is A. de Cock and I. Teirlinck,

Kinderspel en Kinderlust in Zuid-Nederland (Gent: A. Siffer, 1902) 9 vols. The game of
"steeksanctjes” is described in vol. IV,.91-93. The fortune-telling and magic practices which

pervaded Amsterdam's neighbourhoods, and the attempts of church consistories to censure
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these are detailed in Herman Roodenburg, Onder Censuur, De Kerkelijk Tucht in de

Gereformeerde Gemeente van Amsterdam 1578-1700 (Hilversum: Verloren, 1990) 205-228.

30.  The history of the Reforfned schools is explored in EP. de Booy and P. Boekholt,
Geschiedenis van de School in Nederland vanaf de Middeleeuwen tot aan de Huidige Tijd

(Assen: Van Gorcum, 1987). A more general work on the importance of education and print in

Protestant efforts to reform is Carmen Luke, Pedagogy, Printing and Protestantism. The
Discourse on Childhood (Albany: State University of New York Press, 1989).

31. The poorest groups in society probably could not afford tuition payments, while young
boys from elite families usually attended the more prestigious Latin schools in preparation for
university. E.P. de Booy, "Naar School: Schoolgande Kinderen in de Noordelijke Nederlanden
in de Zeventiende en Achtiende Eeuw," Tijdschrift voor Geschiedenis 94 (1981) 427-428.
While Roman Catholic and Anabaptist children also attended these schools, Amsterdam's
Jewish community had separate educational institutions. Deursen 117; Schama 587-596.

32.  Repeated complaints to the church Synod reveals that these laws were not strictly
enforced, and that a number of Roman Catholic, Lutheran, and Remonstrant schoolteachers
continued to work in the elementary schools. H. van Gelder, Getemperde Vrijheid (Groningen:
Wolters Noordhoff, 1972) 198-199. '

33.  The hourglass was hung écross from the pulpit, so that the preacher could time his
sermon, making sure it was the required length. The bag on the end of a long stick was held in
front of everyone in the congregation to collect their tithe.

34.  The entry on The Village Schoolroom in the recent Jan Steen catalogue describes this as
a print of Erasmus. Chapman 233. Erasmus is not usually portrayed as a bearded man,

"however. Working from a reproduction of the painting, I can only tentatlvely suggest that it
may be Calvin. .

35.  An interesting essay that examines Calvin's. views on the value of objects in
transubstantiation debates is Stephen Greenblatt, "Remnants of the Sacred in Early Modern
England," in Subject and Object in Renaissance Culture, eds. M. de Grazia et al. (Cambridge:
Cambridge Umversuy Press 1996) 340-345.

36.  Decisions regardmg the schools were made at the annual church synods Gelder 201.

37. E.P. de Booy and P Boekholt, Geschiedenis van de School in Nederland vanaf de
Middeleeuwen tot aan de Huidige Tijd (Assen: Van Gorcum, 1987) 25-27.

38. Warnsinck 210.

39.  "Kwam ik daarno tot rust, dan bestudeerde ik mijn heiligen (schoolprenten): Jan de
Wasscher, Tetje Roen...en dergelijk....Dien leerlust zocht Moeder te bevredigen en liet mij
elken dag een paar "Heiligen" koopen bij Iedema. Deze leerde ik van buiten, waarbij moeder
de rol van souffleur speelde. Die rijmpjes en onderschriften kwamen mij zoo vast in 't
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geheugen dat ik ze nog op mijn 80 jeirigen leeftijd reciteeren kan; zoo vasthoudend zijn de
indrukken, die der vroege jeugd worden ingegrift; hoe belangrijk derhalve, dat ze van degelijk
allooi zijn en waardig, om tot op hoogen ouderdom te blijven bewaard."

B.L. van Albada, Uit de oude en nieuwe doos. Herinneringen uit den school en het leven van
een 80-jarige oud-hoofdonderwijzer, Emst en Luim (Groningen: W. Versluys, 1875) 8-9.
Albada's memoirs are discussed in Dekker, Uit de Schaduw 170-173.

40. Albada 18.

41. A theoretical study, which considers the role of theatre in the formation of a bourgeois

public sphere, is Jiirgen Habermas, The Structural Transformation of the Public Sphere. In
. Inquiry into a Category of Bourgeois Society, trans. T. Burger and F. Lawrence (Cambridge:
MIT Press, 1989). Maria-Theresia Leuker draws on Habermas' theories to analyse Dutch |

theatre as the expression of an urban middle-class value system in 'De last van 't huys, de wil

. des mans...' Frauenbilder und Ehekonzepte im Niederlindischen Lustspiel des 17. Jahrhunderts

(Munster, 1992). My analysis of the role of the Amsterdam theatre indicates a lack of
consensus and homogeneity among the middle classes, thus departing from Habermas' and -
Leuker's reassertion of this category. An influential study of similar issues in England at this
time is Peter Stallybrass and Allon White, The Politics and Poetics of Transg;essmn (Ithaca:
Comnell University Press, 1986), especially chapter two.

42. A key work on earlier Netherlandish comic tradition and its urban burgher audience is

Herman Pleij, Het Gilde van de Blauwe Schuit. Literatuur, Volksfeest en Burgermoraal in de
late Mlddeleeuwen (Amsterdam: Meulenhoff, 1979).

43,  On the opposition to these theatre reforms, see Maria Schenkeveld, Dutch Literature in

the Age of Rembrandt. Themes and Ideas (Amsterdam: John Benjamins Publishing Co., 1991)
16-25. '

44.  For an overview of images of the theatre from the sixteenth to the nineteenth centuries,
see Bamber Gascoigne, "On Stage: Dutch Theatrical Prints," Delta vol. 12, no. 3 (Autumn
1969): 4-20.

45.  The regents were chosen by the civic government. Their job included financial
management, the purchase of costumes and sets, and also the allotment of roles and the
selection of plays. All plays performed in the Schouwburg were first read by the regents,
whose duty it was to ensure that they contained no criticisms of the state, the city, or the church,
nor anything immoral that would harm the "tender ears" of children and other susceptible

groups. Tobias van Domselaer, Beschryving der Stat Amsterdam van haar eerste beginselen,

oudtheydt, vergrootingen, gebouwen en geschiedenissen tot op den Jare 1665 (Amsterdam:
Marcus Willemsz Doornick, 1665) 204-205. :

46.  These two prints are of Jacob van Campen's 1637 theatre, and were published together
with a ground plan of the Schouwburg. Large engraved versions of these views (approx. 51 x
72 cm) were probably directed at wealthier theatre patrons, while smaller, less expensive
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versions (12 x 14 cm) would have reached a broader audience. A number of these prints were
published by the printing house of the Lescaille family (for example, TL 66-14 in the collection
of the Amsterdam Theatre Museum, and FM 1779 in the Rijksprentenkabinet), to whom the
regents had granted the privilege to print plays performed in the Schouwburg. Possibly, like the
printed plays, these prints of the theatre were sold within the building during performances. See

J. A. Worp, Geschiedenis van den Amsterdamschen Schouwburg 1496-1772 (Amsterdam: S.L.
van Looy, 1920) 127. The Saverij engravings are discussed in Gascoigne 9-11; and in F.W.H.

Hollstein et al., Dutch and Flemish Etchings, Engravings and Woodcuts, 1450 1700, 43 vols.
(Amsterdam: Menno Hertzberger, 1949- ) vol. 24, no. 15 and no. 16.

47.  Stephen Greenblatt, "The Cultivation of Anxiety: King Lear and his Heirs," Learning to
Curse. Essays in Early Modern Culture (London: Routledge, 1990) 87.

48. Sheila Muller, Charity in the Dutch Republic: Pictures of Rich and Poor for Charitable
_ Institutions (Ann Arbor: UMI Research Press, 1985) 229. The importance of poorterschap, or

citizenship, in urban communities is discussed in-Schama 386, 582. For a correction of
Schama's definition of poorterschap which takes issues of gender into account, see Els Kloek et
al., Women of the Golden Age: An International Debate on Women in Seventeenth-cen
Holland, England and Italy (Hilversum: Verloren, 1994) 32. An interesting exploration of the
links between poorterschap and notions of honour and shame can be found in Lotte van de Pol,
"Prostitutic en de Amsterdamse Burgerij: Eerbegrippen in een vroegmoderne stedelijke
samenleving," Cultuur en Maatschappij in Nederland, 1500-1800, eds. P. te Boekhorst et al.
(Amsterdam: Boom, 1992): 179-218. '

49.  According to Anne McCants, the civic orphanage had a dual function: it acted as social
insurance against the downward mobility of middle-class children, and it promoted notions of
public harmony, in order to placate society's middling groups. Anne McCants, Civic Charity in

a Golden Age. Orphan Care in Early Modem Arnsterdam (Chicago: University of Illinois
Press, 1997) 1-17, 102-104.

50.  Hier treurt het Weesken met gedult,
Dat arm is zonder zijnen schult,
En in sijn armoedt sou vergaen,
Indien men 't weygerd bij te staen:
Zoo ghij gesegend zyt van Godt,
Vertroost ons met U overschot.

Quoted in M. Fokkens, Beschryvinge der Wudt-vermaarde Koop-Stadt Amstelredam
(Amsterdam: Marcus Willemsz. Doornik, 1662) 265.

51.  Poor relief was provided for orphans who did not have poorter parents by other, far less
lavish institutions, such as the Aalmoezeniersweeshuis. McCants 23-25.

52. Schama 572-579; Muller 7-10.
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53. .In 1678, the least expensive places cost 6 stuivers, abbut the price of a loaf of bread--a
price that was still prohibitive to Amsterdam’s many poor. Worp 123-124.

54.  Complaints about this type of behaviour persisted throughout the seventeenth century.
In 1687, printed posters were hung in the Schouwburg warning: "That no one in the
Schouwburg shall raise a ruckus, swear or engage in an kind of rowdiness either with actions or
words or they will pay a fine of three gu11ders "

"Dat niemand eenig geraas getier of eenige andere baldadigheid het zy met actien of woorden in
de Schouwburg sal mogen maken op een boete van drie guldens.." Familiearchief
Huydecoper, no. 314, Rijksarchief te Utrecht. The rowdiness of crowds is also discussed in

Worp 85-88; and G. Kalff, Literatuur en Tooneel te Amsterdam in de 17de Eeuw (Haarlem: de
Erven S. Bohn, 1895) 305. : A

55. Domselaer's detailed account of the theatre describes the architecture and “also
reproduces these texts, pp. 203-206. Similar descriptions can be found in Fokkens 249-251;

and O. Dapper, Historische Bgsghn]vmg der Stadt Amsterdam (Amsterdam Jacob van Meurs,
1663) 442.

56. 1 am drawing on Michel de Certeau's definition of a strategy: "...every 'strategic'
rationalization seeks first of all to distinguish its 'own' place, that is, the place of its own power
and will..." The Practice of Everyday Life, trans. S. Rendall (Berkeley: University of California
Press, 1984) 36.

57.  "De byen storten heir het eelste datse lesen,

Om d'oude stock te voen, en ouderloose Wesen."
The poem can't be seen in the engraving, but is described in the civic histories.. See Domselaer
- 206; Fokkens 249. This is a difficult verse to translate, for, like many emblems, it plays on the
multiple meanings of words. For example, "lesen” can mean either gather or read; "voen", feed
or guide; and "stock", in seventeenth-century Dutch could refer to a stick, an old man, or a hive.
My thanks to Christine Kooi for her help with the translation.

58. McCants 25-26.
59. McCants 31-33.

60. I have not been able to find evidence of the actual attendance of orphans in the
Schouwburg, although Ben Albach tentatively speculates that they may have appeared on the
stage, performing in children's roles or in crowd scenes. The children of the Schouwburg’s
actors and actresses also filled these roles. Ben Albach, Langs Kermissen en Hoven: Ontstaan

en Kroniek van een Nederlands Tooneelgezelschap in de 17de Eeuw (Zutphen: De Walburg
Pers, 1977) 76. J.A. Worp claims that residents from the Old Men's Home also were used as
extras. Worp 117.

61.  "De Schouwburg is voor 't oor en oog van 't Volk gesticht,
Men leert hen door het spel huisnutte schranderheeden. \
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Zij wraakt de trouwloosheidt en roemt de burgerplicht,

Welsspreekentheidt heeft macht om't hart als was te kneeden.

Zo wordt het brein doorzult in deught en wijsbeseit,

De Laster brult vergeefs om't schoutooneel te schennen,

't Ondekt het aardtsch Bedrogh en haar onzeekerheidt,

Tooneelspel leert het volk hun ydelheeden kennen."

The poem is by regent playwright Jan Vos, whose works were often disparaged as vulgar
spectacle by detractors of Amsterdam's theatre tradition.

62. The poem, depicted across the frieze of the audience hall in the engraving, is by
playwright Joost van Vondel: '

"Play acting came to light to be an instructive art,

Which beats all other kinds of sport, a very royal invention,

It mimics every worldly thing, it tickles soul and heart,

And sweetly goads and wounds us--to advantage, I should mentlon'

It reveals in brief, in human life, all vanity entailed,

At which Greek Democritus laughed and Heraclitus railed."

Translated in Alfred Golding, Classicist Acting. Two Centuries of a Performance Tradition at
the Amsterdam Schouwburg (Lantham, MD: University Press of America, 1984) 20.

63.  The verse is also by Joost van Vondel
"Geen kint den Schouwburg lastigh zy,
Tobackpijp, bierkan, snoeperij,

Noch geenerlei baldadigheit,
Wie anders doet, wordt uitgeleyt."

Domselaer 205.

64.  As Tengnagel mockingly pointed out, "If people wanted to have a bit of a romp, they
would snap the shutters closed." "Had men lust om wat te stoejen, Met een snap de vensters
oe." Quoted in Worp 126-127:

65.  "Youth," or "jeugd," was the term most often used to categorize children ("kinderen")
who had reached sexual maturity, but were not yet married. As E.K. Grootes points out, there
was much variety in the use of this term, as it designated a broad group that was divided by
differences of gender, social status, religion, region, morals, etc. E.K. Grootes, "Literatuur,
Historie, en Cats visie op de Jeugd," Spektator 9.6 (1979-1980): 477-493.

66.  "Soo siet men 't Maeghde-rey.... Gepronckt en op-getoyt na sulcke spelen treden, sy
komen om te sien en om gesien te zyn." Quoted in Kalff 304.

67.  The first actress to perform in the civic theatre was Adriana van den Bergh-Noozeman -
in 1655. On attitudes towards actresses, see J.A. Worp, Geschiedenis van het Drama en van het
Tooneel in Nederland, vol. 2. (Rotterdam: Langerfeld, 1908) 32-38; Worp, Amsterdamschen
Schouwburg 116 117, 157-159; and Kalff 302-304.
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68.  "Treffelycke mannen hunnen dochters het bezoek van sommige tooneelen verboden,
wegens de ontuchtige voorbeelden die zij daar gezien hadden." Quoted in Kalff 265.

69. Jean Howard's insights into the tensions surrounding the presence of women in
England's playhouses seem to apply to Amsterdam as well. Jean Howard, "Scripts and/versus
Playhouses," Renaissance Drama, ed. M.B. Rose (Evanston: Northwestern University Press,
1989): 33-47; and "Women as Spectators, Spectacles and Paying Customers,” Staging the

Renaissance: Reinterpretations of Elizabethan and Jacobean Drama, eds D. Kastan and P.
Stallybrass (New York: Routledge, 1991): 68-74.

70.  Domselaer's account of the Schouwburg is found on pages 203-206.

71. For the difference between "pface," which is defined as fixed, dead and controlled, and
"space,” produced by the practices of users, see de Certeau 117.

72. Chapter ‘three, "De Tooneelspelers en de Geestelijkheid,” of G.D.J. Schotel's
Tilburgsche Avondstonden (Amsterdam: J. Stemvers, 1850) is still an excellent overview of the
Calvinist anti-theatre discourse. :

73. Petrus Wittewrongel, Het Tweede Boek van de Qeconomia Christiana ofte Christelicke
Huys-Houdinghe (Amsterdam: Weduwe van Marten Jansz. Brant, 1661). The frontispiece is
from the third enlarged edition of this work, published by Abraham van den Burgh in 1661. On
Wittewrongel's theology, see L.F. Groenendijk, De Nadere Reformatie van het Gezin. De Visie

van Petrus Wittewrongel op de Christelijke Huishouding (Dordrecht: Uitgeverij J.P. van den
Tol, 1984). : ' :

74. On the significance of family devotions, see Wayne Franits, -Paraggns of Virtue.

. Women and Domesticity in Seventeenth-Century Dutch Art (Cambridge: Cambndge
University Press, 1993) 141- 160

75. See L.F. Groenendijk, "De Nadere Reformatie en het Toneel," De Zeventiende Eeuw 5,
no. 1 (1989): 141-153.

76.  The Further Reformation has had a'lasting impact, for the texts of these seventeenth-
century church leaders formed much of the basis for the doctrines of the Gereformeerde Kerk in
the Netherlands and the Christian Reformed Church in North America.
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Chapter Two

Playing the Market: The Fool Becomes a Businessman

Nineteenth-century folklorists recount that when Czar Peter the Great of Russia went to

Amsterdam in the late seventeenth century, he took great pleasure in visiting the weekly Butter
market.‘ Oné could purchase much more than butter at this Monday market, described in Tobiés
Van Domselaer's guidebook tov Amsterdam as "a Noah's ark, where one sees well nigh
everything for sale that is imaginable".! A Noah's ark, for at the edge of the market square was
the inn the .White Elephanf, where exoﬁc animals, like the tapir pictured on .a seventeenth-
century adizertising poster, were for sale (fig. ‘2. 1). Here the sailor Jan Velten recorded wonders
such as a large sea turtle and a four-homed sheep in his sketchbook of curiosities seen in
Amsterdam (figs. 2.2 & 2.3). And possibly this is where Rembrandt, who lived not far away,
encountered the elephant that he drew in 1637.2

But, Czar..Peter, an avid collector of all things strange and wogderful, did not come to -
the Butter market to amass a Noah's ark of tapirs, turtles, elephants, or even four-horned sheep.
Rather, it was an Amsterdam—born street performer that attracted his atteﬁtion. As the story
goes, thé Czar wés so taken by the anﬁcs of the market player Tetjeroen, that he offered the
comedian a small fortune to accompany him back to Russia and serve as a court j¢ster th-ere..
With all of the cunning of a fool, however, Tetjeroen refused this princely offer, and carried on

selling ciuack medicines in the market square. From there, we ére told, he went on to make his
own fortune, not in the Butter market, but fn the Stock market; for mastering the tricks of

speculative tfading came easily to one with such long experience of playing the market.
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Tetjefoen lived happily ever after in Amsterdam. = He married, bought a house, had two

* children, and then retired as content and as wealthy as any successful Amsterdam businessman.*

Numerous historical sources from the nineteenth century to the ‘present reiterate

~ versions of the life and success of the street Aplayer Tetjeroen.” However, fruitless searching in = .

the aréhives of Amsterdamiled me to wonder about the truth of these tales.® In the respoﬁses-of
various archivists I thought I detected what Foucault 'has termed "the laughter of thé fool,"
directed at the inabilify to separate reality from illusion, or history from fiction.” In a circular
movement, my research led me from catchpenﬁy prints of "the life and career of Tetjero.en", to
detailed accounts of his experiences in folkloric histories of Amstérdarri, to the rnunicipal‘
archives, where the d:earth of information suggested that perhaps _‘th‘,e folklorists had ﬁsedrr thé

prints themselves as the primary. source of their accounts. These prints do not picture .

. TetjerOén’s encounter with the Czar, his stock market activities, or his married and family life.

It seems that, in keeping with traditions of oral story telling, hiétorians had patched together bits
anci pieces from varipus folk tales, anecdotes, farces, and prints to make up the hjstoricallde‘_[ails
of Tetjeroen's life.®

This chapter, Which examines the story of Tetjéroen as it was shaped by catchpenny
bﬁnts, is étructured by questions raised in the convoluted proéess of rese;archjng the history of
thjs characfer. What_"is it that makes these prints of Tetjeroen seem "true?" In other words,
what types of traps do these prints lay for their readers? The truth of the tale of Tetjeroen, I
shall argue, does not lie_ in the historically verifiable detailé of his life (archival facts such as the
date of his'mar;iage, the birth dates of his children, the purchase ﬁanséctions and address of his

~

home on the Raémsgracht).. As Michel de Certeau points out, stories do not mérely describe

praétices, they make them, for stories themselves are practices and each re-telling is designed
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for a specific audience and its‘circu..mstances. Inde Certe’ziu’s view, there is always something at
stake in the re-telling of a story, for théy work to réguiate chahges in social spaces.” Drawing
on the work‘ of de Certeau in his studies i)f early modern print culture, Roger Chartier
emphasizes thait it is important to be attentive to the form that conveys a story, for it both shapes
and constrains meaning as it defines an audience. The strategies of printed material, Chartier
argues, are tailored to the iebel inventiveness that the reader is presumed to possess."0 Thus, an ,
exploration of the functions of these particular prints begins by asking who these forms were
meant for. What specific historical and spatial changes did they address? And how did the
skills and cultural habits of the intended interpretii/e community allow t}iem to respond to the
tricks these catchpenny prints play?

- The prints themselves offer some clues about their intended audieric.e. Various printers
from ihe seventeenth to the twentieth céntury published about ten different catchpenny prints of

the life of Tetjeroen."

The oldest surviving version of this type of print was produced by
Jacobus and Jan Bouman (fig. 2.4), printers active in the city of Amsterdain in ihe last feiv
decades of the seventeenth century. Diverse prints of Tetjeroen are fairly consistent: in most,
tweniy-four woodblock images, each accompanied by a rhyming couplet, are arranged in a grid
format. The use of simple wording, rhymés, and images implies that these prints were aimed at
an audience of rudimentary readers. Indeed, the titles of the prints address jiist such a group.
With the voice of a vendor, they cry: "Boys, if you want to increase your Pleasuré, study this
print, Because it is Tetjeroen, Who can persuade one and _ail"” (figs. 2.4 and 2.5).

Promising pleasure, these rui)rics urge boys to study the print of Tetjeroen, who, it |

enigmatically states, "can persuade one and all”. How Tetjeroen manages to convince everyone

is revealed in the prints: he concocts phoney medicines, and then entertains market-goers from
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his stail, using the skills of theatre piay to coax on¥lookers into _ giving him money for worthless
wares. TheenjOyment-these prints prornise, therefore, seems to be the pleasure of examining
the slippery identities of both objects an‘d people in rriarltet practices: by turning horse turds into
.teoth-powder, a clown is able to transform himself into a doctor and then a rich rnari. And in A_
naming a gendered audience, the titles imply that such explorations of the intricacies of
entrepreneurial transactions were especially werthwhile for boys, particularly boys whose -
future interests were located in the market.13

These catchpenny prints, therefore, do not simply reflect the reality of the life of an
actual street performer, butact as sites wheré young viewers could work out the possibilities as -
well as the potential dangers of their”futures within the rapidly changing. marketplace of the late -
seventeenth century. This chapter explores these issues by examining the multiple identities of
the mercurial Tetjeroen, who theatrically shifts between the roles of player, merchant, do.ctor,
rich boss, and madman. -Section one considers the ways in which Tetjeroen's rOles as seller and
entertainer interlink market exchanges with the nractices of theatre. While such comparisons
would have been familiar to a seventeenth—century audience, this new genre of print takes up
the trope of merchant-asl-actor for a specific community of readers at a time irvhen contestations _
about changes in both market and theatre practice were partieuiarly heated. The 'forms of the
prints themselves, and the manner in which they address their audience seem to intervene in
these debates as they work together with the comic story to encourage readers to make eritical‘
judgements about the theatrical and immoral excesses of unregulated commercial transactions.
Section two examines contemporary fears about uncentrolled market practices by

turning to Tetjeroen's role as a quack doctor who uses artifice and illusion to deceive child-like

customers in the market square. His self-interested desires threaten public well-being, and also




103

implicate viewers, who are covertly persuaded to identify both with the trickster and with his
victims. This draws attention to the visual and rhetorical tricks that the prints themselves play
on their audience.

The final section goes on to explore the péssible consequences of risks taken in the
market. Tetjeroen's identity as a successful rich béss, who rides about toWn ina ilorse-drawn
carﬁage may well be the fantastic imagining of a madman who falls victim to hi§ own
degeptions. The confusion between the roles of rich man and madman reveals misgivings about
merchant identity. Demonstrating the body's power of self-tfansforgnation, these prints both
point to the importance of mobility within merchant identity, and express enormous anxiety.

: ébqut the fluid artifice integral to the devices and desires that drive the market.

Indeed, the changing -performances of Tetjeroen are interconnected With the various
roles that the prints play, as they shift between objective reflections of actual practices,
persuasive vendors, and attractive commodities. The conﬂicting‘identities of the prints in turn
construct various subject positions for viewers, ranging from disinterested critics of mercantile
ethics, td self-interested or exploited buyers and sellers in a competitive marketplace. In this
way, the actual éonsumption of these prints indicates the often-contradictory subject positions
necessary to negotiate the changing social relations of Amsterdam's mercéntile society in the

final decades of the seventeenth century.

Merchants as Piayers

If Tetjeroen was not an actual historical figure, then how was he devised? And if ’ he
was not real, why was he mistaken for a genuine person? Printers who first published these

catchpenny prints probably did not invent this character. Tetjeroen's distinctive motley costume
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and pointed hat with dangling bell visually call up the tradition of the Fool (see fig. 2.4).”‘ As
the personiﬁcatibn of Folly in the static emblematic tableaus of the rederijker theatre, sailing
with the mad crew in images of the Ship of Fools, and cavorting as the Lord of Misrule in
carnival festivities, the Fool was long familiar in Netherlandish theatfical, festive, visual, and
oral traditions.” |

As Herman Pleij has argued, in the sixteenth century, an increasingly dominant middle
class appropriated the medieval tradition of folly. It was the role of the Fool to mock socially
threatening behaviour; thus this comic figure sérved as a vehicle for moral instruction, and
played an important role in the formation of a middle-class system of values.'® However, the
Fool often derided immorality by praising it, and his message‘ could' never be taken seriously
because he embodied folly and sinfulness. Thus the tradition of folly was inherently irpnic.
Using entertainment to admonish, the Fool was a paradoxical figure, who elicited a
contradictory response of both laughter and censure."’

Prints of Tetjeroen present new variations on this flexible and familiar theme. Notably,
the distinctive gridded format of these prints facilitates the transformation of a stock comic
character into a named individual -who moves through the space and time of a narrative.'®
Allowing different moments to be represented on one sheet, the grid wqus to reproduce the
flow of narrative as it introduces notions of time, movement, and change. In thjs way, the
characteristic comic strip composition of these prints permits a.presentation of the self as a
 series of successive performances; as Tetjeroen, the Fool takes on a life of his own, with a
performative identity that changes in each scene. This introduces the twists of fheatre plbt into
printed form: disguised identity, deception, misplaced trust, suspense, betrayal, and reversals of

fortune can all be represented in sequence. Thus the very structure of the prints imitates
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seventéenth—century notions of identity, allowbing an explofation of possible discrepencies
BetWeen the external appearanées and internal intentidns of an individual." |

Not only this, But prints of Tetjeroen make specific comparisons between theatrical,
ever-changing identity, and the identity of merchants. Using the huckster's stall as a theatre
booth, Tetjeroen combines commerce with comedy as he amuses audiences to sell his wares.
By mixing the roles of seller and i)layer in a theatre in and of the marketplace, the character of
Tetjeroen demonstrates complex. connections between the social relations of commercial
cabitalis‘m and those of theatre play. Visually, the prints portray both mercantile and rhetorical
exchanges through the gestures of the figures. As Joseph Roach argues in his study of
seventeenth-century theories of the passions and their links to theatre performance, dramatic
gestures were understood as physical ekpressions of desire: -

The passions of the mind were generally thought to be of two types, concupiscible or

irascible, caused either by the desire to attain or to avoid some object or entity: the

former draws the body and spirits toward the exciting object, as in love or joy; the latter
repels them, as in fear, or churns them up, as in hate.”

Prints of Tetjeroen demonstrate that passion and desire were driving forces, not just on the
stage, but in every mercantile exchange. In scenes where agreements are forged between
people, as money, goods, or promises are exchanged, the contract is signified by characters
extending their arms towards each other, their hands meeting in gestures of transacti_oh. This
theatrical gesture is repeated throughout the prints. We see it, for example, when Tetjeroen is
hired as an assistant by a doctor (vﬁg.. 2.4-10), as he sells medicines to the sick (fig. 2.4-6), and
again when he brings money to his master. Performing farces from the stage, he reaches out to
the audience, and a hand stretches toward his from the cluster of spéctators below (fig. 2.4-18).
In all of these scenes, two hands meet in dramatic gestures of giye and take, and in this way, the

body draws toward its desire.
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These physicai gestures forge strong visual links between performer and audience,
merchant and buyer, master and hireling, as they come together in mutual expressions of need.
, When contracts break down, this is signified by the repelling gestures éf irascible passion: When
Tetje is fired for swindling his master, for example, We see the comedian run away from his
employer's outstretched arm (fig. 2.4-15). Thus, all‘ social relationships seem to take on a
transactional quality in these prints. Moreover, these gestures of desire and interchange are
thetorical, and stand in for the persuasive words that are utte;red: in order to win‘over the other
party. Whether Tetjeroen sells himself to his boss or haWks his nostrums to. his customers, the 
compelling use of gesture indicates .the command of language necessary for effective
- marketing. Such mastery of gesture and rhetoric is, of course, the actor's art. But, as these
prints demonstrate, a silver tongue and a convincing manner are also the tools of the successful
‘salesman.

While the idea that skilful marketers use rhetoric and gesture to sell themselves as well
as their products is commonplace today, to draw such parallels between the merchant and th;:
player would ha;le caused some contention in seventeenth—bentury Amsterdam. Indeed, to
readers of these prints, images of Tetjeroen's theatricél marketing ploys probably would have
called up specific contests about the changing spaces of the ;narket and the theatre. For while
the ﬁgﬁre of the comic fool was widespread throughout Western Europe, in seventeenth-
century Amsterdam, this character was adapted to address the particuiar concerns of this
mercantile city. In order to understand the ways in which prints,of Tetjeroen confronted the
cultural habits and expectations of a particular corrﬁnunity of readers, it is important to examine

how perceived links between theatrical performance and mercantile identity had previously
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been the grounds of dissention betyvéen groups who disagreed about the identity of the city
itselﬁ |

Early in the seventeenth century, the harbour city began to emerge as thé hub of a
powerful trading empire, and comparisons between business skills and the arts of comedy were
~ drawn by groups who sought to define Amsterdam as a vital centre of both commerce and
leaming.i ‘Notably, such éonnections were made at the _inauguration ceremonies for
Amsterdam's new university. There wére strong connections between the university and the
theatre. Before this, courses in sciences and arts were offered at the ';Nederduytsche
Academie", founded in 1617 through the merging of Amsterdam's two main theatre companies.
In 1632, this academy split: the Amsterdam University or "Athenaeum Illustre” was dedicatéd
| to the study of the sciences, while the Amsterdam Schouwburg, or public theatre, was built as é
centre for literary activities.?? In his inaugural speeéh, féunding professdr Caspar van Baerle
lectured "on the wise merchant". He made the following c(\mnections: "Merchants require
Wisdbm and eldquence, the former to distinguish honest from dishonest gain, the latter in order‘
to use the enticements of language to praise the wares whiéh they so eagerly endeavour to sell.”
The‘art of winning over by words, he continued, which would-be preachers and batristers also
had to master, was traditionally used in markets and fairs by quacks, charlatans and players.”

A comparison of the player's manipulativc eloquence with the skills of the businessman
was not new iﬁ 1632, for the notion of merchaﬁt-as-actor was long familiar .in the Low
Countries.”® It is a somewhat startliﬁé analogy, however, given the fact that .the career of
strolling player was considered one éf the most dishonourable occupations of the time.

Harassed by church authorities, players were refused.church mem‘bershjp and denied Christian

burial* It often was difficult for travelling troupes to obtain permission to play in Dutch cities,
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and Amsterda_m's magistrates pointedly discouraged itinerant companies from enterihg the city "
by granting a monopoly to the Schouwburg's professional act(.)rs.25 Eking out a precarious
living on the outskirts of Dutch cities and towns, the strolling player came to symbolizelsocial
and cultural marginality.” As playwright Jan Vos put it, “'A travelling player has much in
common with the wind; one sees him everywhere: bufc_ nowhere is his home."*” This must have
been part of the appeal Qf fhjs figure for the burgher classes. Repeatedly represented in plays,
prints, vpaintings aﬁd poems, itinerant players, quacks and charlatans were described as
homeless figures who were perpetually in ﬁotion. The strolling comedian was thus a figure
that the middie classes both identified with and distinguished themseives from.
In pointing out similarities between merchants and players, for’ instance, Caspar van.

Baerle could not help but draw attention to the fact that middle-class merchants did not share
the social status of travelling market performers.. Burghers thus could project anxieties about
the ethics of merchant behaviour--such as using theatrical enticements both to sell their wares
and to disguise dishonest gain--onto these marginal itinerant comic types.® This allowed an
exploration of dubious mercantile practices without jeopardizing the perceived moral and social
superiority of the middle classes. By emphasizing the theatrical nature of mercantile identitsr,
Barlacus’ speech also may have been a defence of the role of Amsterdam's theatre traditions.
For struggles between the'poWerﬁll Calvinist church and the newly empowered burgher class
convergéd on tﬁe playhouse as a site within the city where issues‘ pertinent to Amsterdam's
corﬁmercial .society were performed, explored, and diécussed. |

| Not long before he made this speech, Barlacus had been dismissed from his chair at
Leiden's orthodox .Calvi'nist university because of his Remonstrant beliefs.”® A schism within

Dutch Calvinism pitted Remonstrants, who believed that people had been given free will to
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choos¢ the faith that led to salvation, against the domiﬁant éounter-Remdnsuants, who upheld

- the doctrine of predestination, which taught that God had divided the elect from 'the damned
before creation. The new univefsity in Amsterdam was established to- rival the Leiden
university,” and Barlaeus' appointment as professor'in Amsterdam was considered a triumph
for the Remonstrants. In light of these controVersiés, Barlaéus' comparison of Would-be
preachers fo quacks, charlatans and players would have been a highly charged insult.”’

For, as we have seen in the previous chapter, Amsterdam's .church leaders fought
tirelessly to ban theatre play ﬁofn the city. Theatre was threatening to the power of the church
in civic life, as it provided an é.ltemative site where public opinion on political and religious
issues was inﬂuenced. Indeed, the church was rﬁost threatened by overlaps between the
activities of pulpit and stage: from both, the power éf thetoric was deployed to sway large
audiences through the manipulation of their emotions. Not only this, but theatre play itself
contradicted the doctrine of predestination, for to watch an actor fashion new identities upon the
stage was a powerful indicator of human agency in the rest of life.

Engraved above the entrance to Amsterdam's municipal theatre, where it served to
"define and obscure the boundary between the city and the playhouse, was the motto: "’Theu
world is a theatre play. Each plays his role and receives hié part."”? Barlaeus' statement seems
to ‘elaborate on this maxim, as it points to the theatricality that imbued the particular social
relations of Amsterdam's urban consumer culture. Such comparisons would have been
anathema to Amsterdam's church léaders. Thus when Barlaeus dre\,v attention to the drama of
everyday life upon the worldly stage that was Amsterdam, he challénged the precepts of

orthodox Calvinism. Moreover, such a comparison linked Amsterdam's university, theatre, and



110

markets as social spaces that were more allied to Remonstrant beliefé, thué striking a blow at
the authérity and inﬂuence of orthodoﬁ( Calvinism within civic life.”?

The Calvinist church continually attempted to eradicate theatre practice throughout the
seventeenth century, while supporters of the theatre reiterated the importance of connections
between theatre play and burgher identity.** Children's prints of the market player Tetjeroen
thus would have called upon readers' previous knowledge of these debates. However, the
question still remains: why were issues of theatre énd market practice taken up in catchpenny4

“prints and directed at a new audience of .‘middle-class boys in the late seventeenth céntury?. _
Before returning to the prints, it is important to examine how the interests at stake in battles
about theatricality and merchant identity changed dramatically in the final decades of the
seventeenth century, as a powerful new group entered the fray.

In the 1670's and 1680's, the definition of the theatre was irrevocably altered, not by
church leaders, who failed to prevent the reopening of the playhouse in 1677, but by fhe city
magistrateé, who appointed a newly formed classicist society to govern the civic theatre. As I |
argued in the previous chapter, radical chahges in the way the theatre was run were linked to
contestations about the redefinition of the market. - The financial policies of Amsterdam's
wealthy upper middle-class regentvs increasingly overlooked the trading and shipping of goods
generated by the harbour in favour of interngtional banking, investment and speculative trading
opportunities providéd by the city's exchange bank and stock market.** As they reinvested their
capital in international finance, Amsterdam's elite also actively promoted international culture,

especially the classical traditions fostered in the French court of Louis XIV.*® By annexing the

civic theatre and designating it as a refined sphere for the classical education of their own
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children, this group increasingly espeused courtly identity in order to disﬁnguisli themselves
from Amsterdam's merchant classes. .‘

A booklet on the stock market entitled g:onﬁision de_Confusiones,”” was written by
Joseph de la Vega, and published in 1688. This work serves as an introduction te the manner in
which the metaphor of merchant-as-player was appropriated and transformed in order to mock
finance trading as a practice that threatened traditionali ways of doing business at this time.3é
For Vega's satii‘ical descriptions of the abstractions of speculative market processes provoke
troubling questions about the mutability of personal identity, the formlessness of capital, and
the very nature of realiiy within a transformed marketplace. The Amsterdam Stock Exchange
was the nerve centre of international trading in company shares, government bonds, and
commodities.” Comparing these activities to theatre lplay, Vega writes:

Amongst the plays which men perform in taking different parts in this magniﬁcent

world theatre, the greatest comedy is played at the [Amsterdam Stock] Exchange.

There, in an inimitable fashion, speculators excel in tricks, they do business and find

excuses wherein hiding places, concealment of facts, quarrels, provocations, mockery,

idle talk, violent desires, collusion, artful deceptions, betrayals, cheatings, and even the
tragic end are to be found.* '
Speciilators, in other words, were dipping into the actor's bag of tricks, for as capital became
more mobile, so, it seems, did human identity, imbuing all of life with a sense of risk.

Connected to this anxiety about the duplicity of siock traders wés bewilderment about
the reality of capital. As a Dutch merchant, seemingly puzzled by speculative trading, pondered
in 1699, "The seller, so to speak, sells nothing but wind and the buyer'receives only wind."*!
As goods were replaced by promises, the very definition of reality came into question. This

same merchant also expressed concern about the intangibility of currency. Summarizing a

description of methods of establishing credit, he wrote:
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Up to this point, one sees that there-is as much reality in this as there could well be,
nothing being more real than ingots of gold, bars of silver, paistres, ducats, ducatons,
and suchlike, but the method of payment in bank, as it is called, has not the same reality.
One could, on the contrary, call it a veritable illusion; since for the gold and silver taken
to the bank it gives only a line of writing in a book. This line may be transferred to
another, and this second transfers it to a third...and this can go on, so to speak, to
infinity.* : '
In a complicated sleight of hand, the bank appears to exchange money for words, as it both |
keeps the bullion in its vaults and pays it out agaiﬁ., As the merchant nofes, this makes for a.
strange reality, as cold hard currency is transformed into a line of writing in a book. Indeed,
much of the anxiety surrounding’ finance capitalism seems engendered by' the ways that '
* changing market practices continuously shifted the threshold between the visible and the
* invisible, and between reality and abstraction. If capital became a veritable illusion as money
and goods disappeared from view, and if épeculators were charlatans who excelled in tricks,
hiding places, concealment of facts and artful deceptions, then who or what could be trusted?
This was a very real problem in the Exchange, and throughdut the seventeenth century,
the States General of the United Provinces passed various edicts prohibiting activities such as
"trading in wind".* The phrase "trading in wind", or windhandel, was used to describe the
seliing of shares that the trader did not possess or had not yet paid for.* ‘An increase in
 speculative trading in the 1680's was accompanied by the escalation of such abuses, and in
1689, Amsterdam's government levied a new tax on stock transactions in an effort to curtail
these fraudulent practices.” This legislation may have come, at least in part, in respbnse to
lively public debate about the problems of speculative trading.* Joseph de la Véga’s pamphlet

participated in this controversy, and so, I would argue, did children's prints of Tetjeroen, which

inockingly address the practice of using theatrical tricks to sell émpty promises.
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Vega's book, written in the form of a dialogue between a Shareholder, a philosopher,
and a merchant, is a detailed description of the stock business, which is clearly differentiated

" As the merchant character explains, it is his wish to learn about

" from mercantile practices.
stock trading because,
...the importunities of instructions, the shipment of goods, and the circulation of bills of
exchange are all so burdensome to me. The load of work leads me to look for another
means of acquiring a fortune and, even at the risk of loss, to slough off these many
wearisome activities.”® o
In the end, after hearing the stockholder's complicated description of the irrational behaviour
and multiple misuses of stock trading, both the philosopher and the merchant declare that they
would never participate in these practices. The philosopher claims that philosophical
‘speculation suited him better than speculation in stocks, for "what is fair in the latter is dubious
in the former." The merchant concurs: "I esteem business but hate gambling. It is possible that
I shall become a holder of shares and shall deal [in sharés] in an honest way, but I am very sure

n49

that 1 shall never become a speculator. Thus Vega's pamphlet constructs stock market
speculation as an activity that threatened honest business pfactices and raised pointed questions
about personal accountability in the market.

Of course, these types 6f moral questions about business dealings were not new to
Amsterdam's mercantile society. While the wind trade was an abuse of the system, as Simon |
Schama points out, "it was in fact only a more extreme form of the practices which arose
naturally in an economy where delivery times were bound to be uncertain and prolonged."* It
seems that the real threat of financial speculation was not so much that it endangered mérality

as that it jeopardized commercial capitalism.”’ Indeed, historians have pointed to the changing

financial policies of Amsterdam's elite as a possible factor in the drastic decline of trade and



114

industry in the final decades of the seventeenth.cent'ury, as merchant capitalism was eclipsed by
the new_-trading practices of finance capitalism.”

From here we can begin to understand why children's‘ prints of Tetjeroen, which poke
fun at the extremes of speculative market pra;:tices, may have emerged .ét this time. As
vernacular farce was censored from the new classicist theatre as unfit for' the children of
wealthy financiers, this material was dissemiﬂated in prints for the sons of merchants.
Manipulating the interpretive conventiohs of the mercantile community, printé of .Tetjeroen
seem to appropriate. the familiar farcical figure of the merchant—as-playef in order to strike a
blow in battles over the rédeﬁnition of the market and the theatre. As we shall explore in more
detail in the‘ following section, in a manner similar to Joseph de la Vega's- satirical booklet,
children's prints of Tetjeroen strategically mock the selling of empty promises in order to
castigate the extremes of unethical financial practices, which were difficult to regulate, and
posed new threats "to mercantile identity. Indeed, by enipléying specific visual and rhetorical
strategies, the prints position their readers as a community of disinterested critics of market
ethics. Like the merchant character in Vega's dialogue; these boys were encouraged to survey
tﬁe money-making possibilities of new market practices, judge them unscrupulous, and opt to
remain honest traders. |

With rhétorical immediacy, the titles of the prints "expli.citly address the intended
audience in order to persuasively influence the ways in which these prints were used..53 The
rubric, "Boys, if you want to increasé your_Pleasure, study this prinf, Because it is Tetjeroen,
Who can persuade one and all," is followed by a subtitle, which instructs the boys: "And if you
want to have even more fun, Then make little Paintings out of this. Cut them out carefully, and

then stick them down onto stiff paper” (see figs. 2.4 and 2.5). As‘I argued ‘in the previous
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chapter, gridded catchpenny prints were associated with sfeek sanctjes. In this game of chance,
priﬁts were cut apart, and the segments either thrown in the air or poked from between the
| pages of a book with a pin, knife, or key in order to predict the future. Jan Steen's painting, The
Village Schoolroom of c¢. 1670, positions this collective use of print. as a superstitious game
played mainly by peasants and little girls-fé practice that not only fragrﬁented the prints, but
also seemed to divide the community. In the painting, the irrational abuse of print was opposed
to the docile bodies and private reading practices of rational individuals. Siéniﬁcantly, the
Tetjeroen prints seem to make the same types of distinctions between readers and uses of the
prints. | |

In Jan an& Jacobus Bouman's version of the printed story of Tetjeroen, eachl scene is
bordered by heavy dark lines (fig. 2.4), emphasizing  the grid fonnat and encouraging |
ﬁ_agmenfation. This print must have sold well, for Boﬁman's competitofs copied, adapted, and
distributed their own versions of the career of Tetjeroen.** Significantly, in all subsequent
versions of this print, a small picture frame borders each scene (see figs. 2.5 and 2.6). Itis as if
textual directions' were not enough to discourage the subversive game of steek sanctjes. The
addition of picture frames visually embeds the didactic message of the verse in the form itself.
This curtails the reader from fragmenting the prinf in order to play games of chance, and
redirects this practice by instructing boys to treat each scene in the print as a little painting to be
cut out carefully and then glued directly onto another piece of paper. The grid composition
typically was used to organize diverse children's prints from the seventeenth to the twentieth
century.” However, the strategy of turning the squ'arés of the print into picture frames in
combination with specific instructions about \;/hat type of game to play with these 'fragments is

peculiar to prints of the trickster Tetjeroen.
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For' although the .grid format ‘was an effective means fer representing: narrative
sequences, it also encouraged the pracﬁce of disfu;;ting and shuffling the sequence of events.
Explieit instructiéne to cut up prints and then glue them Abvack down 'thus reassert the Iinearl
narrative of the story. This reinforces a certain type of readiﬁg practiee by ifnplicitly adyocating
the silent, interiorized reading of an isolated reader.’ Ahd, significantly, the rubrics encourage
a speeiﬁc group--iniddle-class boys--to consume the prints in this way. Indeed, prints that Were
not cut iﬁto bits and tﬁfov‘vn away actually beer testimony to the privatization of the act of
reading. For example, the marks of us.e on the Bouman p'rintindiczﬁe that the reader had
carefully folded the prmt in four (fig. 2. 4) Possibly this was so that he or she could fit the pnnt
into one of the wooden boxes that children carried to and from school 57 Intlmate in size,
mexpensive and pertable, this print was treated as a private possession..

Yet, these prints do not address an individual reader, but target a collective audience:
"Boys, if you wanf to increase yourjpleasure, study this priﬁt”. The title mimics the cries of
vendors who sold inexpeﬁsive wares, such as woodblock prints, at marketsfs, This device
situates the audience for these prints in the marketplace, where people were bound together
through processes of buyiﬁg and selljng. In order to edaress a 'consisient brint-cohsuming
public, therefore, the prihts must reconcile the push and pull between the solifafy rational
reading of the private individuel and the communal experience of the groub;59 |

The characteristic gridded format of these catchpeﬁny prints appears to negotiate such
tensions bet&een the individual and the colleetive. In the produCtion process, twenty-four
individual woo&blocks were locked into a chase, inked a.nd then impressed onto a piece of

paper 31 x 40 cm in dimension. The result is a pictorial narrative sequence that presents itself

all on one large page. Unlike the format of a book, which requires that an individual reader turn
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pages to reveal the story,. catchpenny prints lend themselves to communal visual consumption,
in which readers could gather around to see thé conteénts. Moreover, the presentation of diverse
- indi\iidual viewpoints within one form also seems to call up a collective. Just as the format
brings together individual woodblocks to make a 'co}iesive narrative; an intersubjective
community could come together to collectively consume the print. Ideally, such activities
forged a sense of shared identity. In this waiy, the message of the prints is embedded in the
 forms themselves, which organize the subject matter in a manner that both engages individuals
- and connects them to other readers. The consumption of‘ print--the buying, viewing, reaiding
aloud and discussion of printed material--is thus implicitly ipositedv as a consensus-building
~ activity among individuals. |

Froin here we begin to get a sense of the type of reader that these prinis attempted to
fash_ion.' This reader is discouraged frorri engaging in collective and irrational games of chance,
which were ihcreasingly associated with girls of the urban and rural lower classes. Instead, the
title and even the format of the prints seein to encourage ‘different types of collective uses,
which brings together a community of readers made up of the subjective' opinions of private
individuals. This audience is persuaded to study the farcical marketing tricks of the charlatan
Tetj eroén, indicating their interest in entrepreneurial practices. M‘oreover, as they are 'urged to
take pleasure in vernacular farce, the readers are distinguished from the children of the |
classicizing elite, who increasingly spurned these domic traditions. The prescribed reader thus
begins to emerge as a rational, masculine, middle-class subject who critically discussed moral
issues about market practice in a public made up of his peers. However, as we turn to analyze

Tetjeroen's role as quack doctor in the next section, we begin to see that the very strategies that
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direct the consumption of the prints concurrently undermine prescribed readings and call into

question the coherence of a mercantile community.

The Quaék Who Deceives One and All

| The open'ing scéne of these prints depicts Tetjeroen, wearing his fool's costume,
performing together with a monkey on a pedestal. The accompanying-caption.tells readers,
"Tetjeroen has \decided that he wants to try and learn the doctor's art” (fig. 2.4-1). In t_he'next |
two 'scen.es,- we see him apprenticing with a doctor, and then he drags his medicines and
equipment into the market. From here it becomes clear that Tetjeroeﬁ does not fake up the
doctor's art for altruistic rcasdns, but because there is money to be madé. "Tetjeroen informs
the peasant, that his elixir is exorbitant" is. fdllowed by "Tetjeroen makes tooth powder from,
the cooking»down of horse's dung" (fig. 2.4-6, 2.4-7). Here we'begiﬁ to see a crucial difference
between the career of strolling player and Tetjeroen's new occupation as a quack doctor. A -
comedian for his 4times, Tetjeroen revels in the ﬁee enterprise of the markets of seventeenth-
century Amsterdam; the fool becomes a businessman who uses deception and laughter to sell
sham merchandise at excessive pr_ices. |

The story of Tetjeroen, as the titles of the prints tell readers, is worth studying: he will
blease you for he is able to satisfy one and all. Parf of the pleasure the pﬁnts promise is that
they teach methods of persuasion. And one of the secrets of Tetjeroen's success is humour. He‘
pleases and persuadés the readers and his patients alike Because he makes them laugh: "Tetje's.
master takes him on, because he's such a joker. Tetje causes great roars of laughter, and follows
“hjs master to the théatre" (fig. 2.4-10, 2.4-1 1). Bouts of laughter were considered therapeutic in

the early modem period, breaking up the black bile that could congeal into melancholy.” But
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the doctor who hires Tetjeroen is probably more interested in the persuasive, rather than the
healing powers of the jester's art. For his traditional comic antics work well as mechanisms to
cultivate consumerism.

62 Unexpeétedly, he uses

And so Tetjeroen begins a short caréer’ as the doctor's zany.
laughter to trick, not only his customers, but also his boss: "His master's ointment he
commends, says it will sort of help you men.d.‘ Here Tetjeroen is selling a lot, but most of it is
- from Iﬁs own stock. Then Tetjeroen sells out you see, and his master makes him leave" (fig.
2.4-13, 14, 15). Making jokes about the potency of his master's remedies allows him to sell his
own merchandise, concocted frqm horse manure. Like the speculators at the Amsterdam stock -
exchange, taken in by a veritable illusion, Tetje's audi_epce is cheated by the comic deceptions
of the merchant-player into buying empty promises, nothing but wind.

Like every speculative exchange, this one has its winners and its losers. The doctor,
outsmarted by a hired stooge in a cdmpetitive marketplace, and the sick, who bought and
swallowed the medicinal manure, have definitely been duped. While Tetje loses his job, he
comes out ahead in the next frame (fig. 2.4-16), where he appe;us with horse and carriage:
"Tetjeroen becomes his own Boss, See him riding in a coach." But hqw. are the readers situated
in Tetjeroen's tricky transactions? "Boyé, if you want to increase your Pleasure, study fhis print,
Because it is Tetjeroen, who can satiéfy one and all." Cajoled into buying the prints, have they
been satisfied? |

If we look closely at the group of spedtators that gathers to wétch Tetje play from the
market booth, these on-lookers seer_h to resemble children (fig. 2.4-12, 13, 14, 17, 18, 20, 21,

22, 24). Picturing the print's intended audience within the story is a visual device that engages

viewers in the action. As they are prompted to identify with the group in front of the salesman's
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booth, young viewers become self-consciqusly aware of their own role as spectators and
consumers. Locating themselves in front of the huckster's stall, beholders must scrutinize the
“charlatan's act as they decide whether or not to trust and invest in his wéres. This conﬂation of
onlooker with potential costumer draws attention to one of the most important faculties needed
in consumer society--the.skill of careful observatioﬁ.63 While the texts éllude to the quack's
compelling cant, they do not reproduce his words, thus placing Emphasisi on the power of
images to attract, amuse, and convince.* Indeed Tetje attempts to exert a captivating power
over his audience through the visual enticements of his colourful costume, sweeping theatrical
gestures, quick action, and pa;:kaged mérchandise.

| As the saying goes, however, appearances can be decéiving. We have already seen how
the peasant was taken in by Tetje's convincing facéde. This would be understandable to
readers, for peasants tréditionally were positioned as rural rubes easily swindled by slick urban
types.® Significantly, the other individual that Tetjeroen is able to hoodwink is a blind man
(fig. 2.4-19). Here blindness is equated with ignorance: unable to see, or to see through, Tetje's
act, the blind man is easily misled. In this wéy, viewers could comfortably distinguish
themselves from the inexperience of the foolish peasant and the oblivion of the sightless man.
For the> viewers, after all, have seen more than these characters. Privy to piétures of Tetje
concoctihg his phoney elixirs behind the scenes, they will be harder to cheat, for they have seen
that he sells nothing but wind.

In this W;ly, as the prints expand upon thé familiar trope of merchant-as-player, they

seem to address the problems of rapidly shifting boundaries between the visible and the
invisible in a changing market sftuation. In tile context of Amsterdam in the final decades of

the seventeenth century, the exploits of Tetjeroen could have been linked to controversies
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surrounding the windhandel, the selling of empty promises, which continued 'in spite of
deterrent regulaltions. These insights endow beholders with discernment and point to the lcrucial
role of vision in cultivating informed judgement'i_n the marketplace. Not only should this
prevent viewers from being deceived by the»tn'ckster, Abut their shared knowledge binds them
together, challenging them to perceive, reflect upon and dispassionately judge the morality of
these transactions.

Until they start lo laugh. The Irole of humour in these prints collapses the distance
between virtuoué viewers and the unscmpulous quack. For the pleasure of this pn'nted‘ story |
doeé not really lie in its serious moral lesson, but stéms from seeing Tétjeroen deceive one and
all. Because the readers are given insights that should prevent them from beiﬁg deceived, they
can salfely laugh at Tetje's victims. No sooner do viewers begin to laugh, however, than they
are implicated in the very practices they condemn. In fact, as the prosperous Tetjeroen rides
through one of the final scenes on horseback, the text diréctly addresses its audience: "Boys,
you can join in the fun, because you will ride with Tetje" (fig. 2.4-23). Having learned Tetje's
tricks, the boys are now ready to share his success. As they ridicule his customers and identify
with the trickster, the readers seem to have the last laugh.

This is certainly a topsy-turvy world, however, in which master,. peasant, and blind man
alike are taken in by a duplicitous itinerant quack doctor, who rides off in a horse-and-carriage.
‘In fact, this ending departs from the conventions of Dutch comic tradition. Pfactitioners of
medicine, from the poorest quack to the most learned surgeon, were stock comic characters in .
seventeenth-century visual imagery, farces and oral tales.”® As Rudolf Dekker and Herman
" Roodenburg argue, within comic tradition, doctors were most often positioned as the butt of

‘jokes.”” Prints of Tetjeroen are distinctiv¢ within this tradition, therefore, because they



122

encouraged readers to identify and laugh with, rather than at, the doctor. To understand the
implications of this, we must eXplore the function of lthis comic type in more detail.

Why was the doctor such a consistent ﬁguré of fun? Considef the following joke.
Amsterdam university's prestigious Doctor Nicolaas Tulp and his soh-ih-law, also a doctor,
lived next door to each other in two fine houses. Despite their financial success, their medical
abilities were in question, as the story goes, since above Tulp's door stood the motto "Walk with
God" while his son-in-law's lintel proclaimed, "Seek eternal life."®® Jokes, as Mary Douglas
argues, provide "glimpses of a truth which escapes through the mesh of structured concepts,"* .
~ and the one about Tulp and his son;in-law ceﬁainly gets to the heart of the matter. The doctor,
after all, profited from suffering and from death. Like mercantile exchanges, medical |
transactions also had their winners and their losers. And while the eick needed to depend on
doctors, it was with the knowledge that a self-interested doctor could maniphiate life and death
to his own advantage, and that a heolthy patient meant a loss of revenue.”” Which is why, as the
7 joke suggests, it may have been wiser to walk with God, who had absolute power over life and
death, and to seek eternal life, rather than to put faith in doctors.

While university doctors such as Tulp \;vere not spared, quack doctors especially were
singled out within comic tradition as profiteers who exploited sickness.” In his cha'racter
sketches of seventeenth-century types, for example, the writer Richard Verstegen describes the
quack as an enterprising silflerftongued vagabond: | |

It's enough for him just to know the 'names of people's infirmities because if he can

name them, then he immediately can cure them with his tongue. He knows that people

have no stable place in the world, and therefore when he's deceived the people of one
city as much as he can, he plcks up and moves to another place.”

This description links the empty promises of the quack doctor to his extreme mobility. Like

Tetjeroen, Verstegen's quack escapes the bonds of neighbourhood, family, kin, and guild.
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Travelling from place to vplace to sell theif Wares, quacks were not guild members, and
therefore had no professional status. Indeed, in 1.675, the charter of the Amsterdam surgeon's
guild ordered: |

...that no bunglers, adventurers or quacks, or anyone else under any title whatsoever

should be allowed to practice their so-called art, unless they have first done the

appropriate proof, and also contributed to the burden of the guild...”
Repeated regulations of this sort indicate that the practices of those who operated oh the fringes
of the sanctioned medical profession were difﬁéult to control. Like the strolling player, the
quack doctor was socially and professionally marginal. However, the quack differed from the
player in that he used theatre play, not just té enteﬁain, but also to hawk his bogus wares.
Unfettered by community, he was not gommercially, ethically or medically accountable to any
regulating body; moving with ease between ‘t(,)wns and identities, he cared for no one but
himself. The quack, therefore, emerges in comic tradition as a social type who demonstrates
the selfish. individualism. engendered by excessive mobility and unregulated commercial |
practices.”

This type of freély moving individual has no home other than the market square.
Indeed, one of the most curious scenes in the Bouman print is the image of Tetjeroen shaking
hands with the doctor who has just hired him (fig. 2.4-10). The master stands in front of the
| door of his house on top of a black and white checked floor, which hovers like a floating carpet
above the horizontal lines that represent the exterior world of the market in every other scene.
The bizarre disjunction between this patterned tiled floor, evpking the domestic interior and the
surface that Tetje stands on seems to emphasize the quack's homeless status. It is as if he is so

estranged from domestic space that he cannot enter or even approach it. Manoeuvring within

the market, Tetjeroen hawks his wares from a table (fig. 2.4-5, 6, 22), abooth (2.4-12, 13, 14),a
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- podium (2.4-17), a platform (2.4-18), a barrel (214-20, 21), and a peculiar wheevled pyramid
(2.4-24). These temporary, portable structures co?ld be loaded onto his cart and moved easily
from markét to market, city to city; they do not anchof his body in space. |

Moreover, the quack's mobile body is pictured as estranged fforri the bodies of others.
In many scenes where he sells his merchandise, the figure of Tetjeroen is strikingly
disproportionate in contrast tq the bodies of his audience (see especially fig. 2.4-13, 17). Even
if these on-lookers are children, the discrepancy in size alienates the enorméus charlatan from
his tiny customers. This jarring visual dishérmony emphasizes the distance between audieﬁce
and quéck, whose ability té fashion constantly shifting identities facilitates the exploitation of
physical suffering for profit and pleasure.” In this Way, the estranged body—in—motion of the
quack ddctor has very little physical awarene;s of other bodies.. With the lack of sympathetic
contact between buyer and séller, and doctor and patient in these scenes, the market emerges as
a 4space powered by the forces of greed and aggressipﬁ, desensitizing individuals to the bodies
‘arop.nd them.”

As a marginal itinerant type who escapes professional and commercial regulations,
Tetjeroen demonstrates the dangerous extremes of the personal freedom, individuality and self-
interest generated by commérce. Indeed, printed stories of his careér illustrate how the moﬁey- :
making practices of the street vendor could contribute to the breakdown of traditional claés

. distinctions.”” This startling possibility is illustrated by Tetjeroen's sudden transformation into a
rich man Wiﬂ"l a horse-drawn carriage (ﬁg. 2.4-16).78 However, these printed stories
concurrently worked to curtail the threatening mobility of lower-class individuals. Depicting
commercial abuses committed by a quack operating outside of the guild system, prints of

Tetjeroen resonate with increasing restrictions on the practices of itinerant medical
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practitioners.”

Moreover, as they associate the immoral excesses of commerce solely with
these types of marginal, unregulated practicés, the }irints create and secure the moral and social
position of their intended audience. |
Not only this, but as tensions about increases in speculative trading escalated in the laite‘

seventeenth century, readers also could have compared the tricks of the travelling quack doctor
with the unethical trading activities of speculators who sailed close to the wind in their biisiness
dealings. As we have seen, at the time that these prints of Tetj eroen first were published, stdck
market trading was burgeoning, and there was much public debate aibout the destructive dangeis
of unbridled economic competition. Abuses such as trading in wind were met with demands
for greater controls on stock trading, which was pointed to as a cause for drastic declines in -
mercantile trade. Distributed to middle-class boys at a time when elite financiers were spurning
Amstérdam's comic traditions, these prints appear to address concern's about the growing
separation between middle-claés merchants and wealthy investors. Ericouraging readers to
disparage unregulated money—making,‘ prints of Tetjeroen thus posit conventional mercantile
activity as the only respectable practice. -

| However, while prints of Tetjeroen use satirical mockery to attack the activities of
groups whose increasing fluidity posed a threat to merchant practice, as we have seen, protean
theatricality was also central to mercantilism. Equsing a deep contradiction, the prints reveal
that mobility was both the ideal and the nightmare of merchant identity.*® While the exemplary
reader is positioned as a disinterested critic of the unethical or ignorant practices of others, it ‘is

significant that the prints simultaneously prompt readers to subvert this distanced position. For

they also encourage readers to identify with the unprincipled quack.
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"Boys if you want to increase your pleasure, study this print because it is Tétjeroen who
can satisfy one and all." In the ambiguity of the title, contradictory subject positions come into
play. This rqbric could indicate that readers should study the dissolute career of Tetjeroen in
order to improve their critical faculties. But, with the sly wink of the Fool, it also could imply
that if the boys wanted to iﬁcrease their pieasure, they needed some of Tetje's tricks in order to
survivé and prosper in an increasingly competitive market. Thus, as the boys laugh at Tetje's
deceptions, their laughter takes on a somewhat subversive quality, for it undermines the
disinterested viewer position. Identifying with Tetjeroen's triumphs, the sons of merchants
were prompted to realize that they had much at stake in a chan;ging meréantile situation, and
" that their own future success lay in their ability to manipulate the market where they would
need, in the words of Barlaeus, "to distinguish honest from dishoriest gain,...[and] to use the
" enticements of language to praise the-wares they so eagerly endeavour to sell."®’

- "And if you wént to have even more fun," the rubrics urge, “Then make Paintings out of
this print.” In the spirit of the tale of Tetjeroen, a penny print mésquerades as a series of framed
paintings. Here, the artful practices taught by the prints are demonstrated by the fofrﬁ, which
ludicrously attempts to sell itself as something else. Just as Tetjeroen turns horse manure intd
medicine,. the boys laughingly are encouraged to transform i)ﬂnts fnto paintings. Acting as
repositories fpr deg:eitful tactics, the prints thus invite boys to study and absorb the everydéy
know-how that they convey.*> And tdying with the value of objects is offered as a worthwhile

trick to know. With this comes the betrayal that while commercial transactions may bind

merchants together, it also pits them against each other in competitive relations of exchange.

As viewers assimilate the tricky practices of both Tetjeroen and the prints, the ideals of the
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shared kno'wledge, compassion and disinterested consensus of a model public begin to break
down.

| Thé small picﬁlre frames also draw attention to the relationship between the viewer and
the prints as material objects that were bought and sold.” Indeéd, at the bottom margin of these
catchpenny prints is the name of the pﬁblishers and specific coordinates that locate their shop:
"In Amsterdém, Printed by Jacobus and Jan Bouman, on the New dike,- Between the two
Haarlem locks." A common device used by printers to advertise their location, this line of text

encourages readers to come and buy more merchandise.*

In conjunction yyith this, the text
across the top margin attempts to seil the print by impersonating the persuasive voice of a
vendor. Along the edges of the prints, therefore, the reader is reminded that these objects were
commodities sold in printers' shops and at markets and fairs by peddlers.** This positioﬁs
readers as consumers in a competitive marllcetplace,86 whére it was imperative that they be
careful observers, ablé to detect fraudulent practices in order to protect their own self-i_nteresfs.

In their role as potential buyers, viewers thus shift from identifying with Tetjeroen to
situating themselves among his audience. As they take this pdsition, hOWéVCI‘, they discover
that if they laugh at the t1ickster'§ victims, they may well be laughing at themselves. While
Tetje cheats the peasant, the blind man and his boss, the prints also include a scene with the
captioh, "Tetjeroen sells his wares, to one and all in publié,'; that pictures boyish clients
reaching up to buy the phoﬁey merchandise (fig. 2.4-18, 2.5-18). Here, the duped begin to look
uncomfortably like the readers. No longer disinterested, they too could be deceived by slick
marketing techniques. |

Indeed, the rubric's promise of pleasure and worthwhile knowledge in exchange for

money may have prompted canny readers to wonder about the voice that addressed them. The
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‘compelling language of salesmanship forms a collusion between marketer and customer,
between the prints and their buyers, between Tetjeroen and his readers. In this way, the forms
as well as the subject matter of these prints demonstrate modes of exercising power-in market
relations. Buying a print, after all, is a transaction in which money is exchanged for goods.
And reading a print is also a form of exchange betweén the intendedl meaning. and the reéder's
own interpretative skills.”” As they teach reade?s to judge theauical marketing techniques, the
priﬁts self—consciously draw attention to their own powers of persuasidh—-to their status as
representatibns. B‘y aligning viewers with the trickster's victims, catchpenny pﬁhts of Tetjeroen
emphasize their own compélling visual power, as well as the possibility of erroneous viewing,
or faulty judgement on the part of readers. )

This reveals the conflicting possibilities of print's capacity to influence audiences; and
allows that readers potentially could see through the traps they lgy. Astute readers, who
understood the role of trickery in market exchanges, must have wondered if, like Tet; erbeﬁ, the
prints themselves could be employing entertainment and rhetoric to deceive one and all. "Boys
if you want to increase your pleasure, study this Print, because it's about Tetjcro.en, who can
satisfy everyone" might indicate that the readers who learn the skills of persuasion would share
in Tetje's success, riding off on horseback with him at the end. However, this rubric certainly
~also implies that pﬁnts of Tetjeroen could satisfy the readers iﬁ the same way that Tetje tricksv

his boss and his patients: by beguiling them to coilaborate in their own deception.

Madman or Rich man? The Deceiver Deceives Himself

Tetjeroen has one more trick that raises troubling questions about the manipulative

strategies of market practices and representations. Certain versions of these prints end with an
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image of Tetje hobbling on a crutch followed by oné of him riding with his sweetheart in the
horse and carriage: "Tetjefoen! well this is sad, thrdugh his z;.rt, he's gone quite mad. Now
Tetje's a boss with lots of money; Riding in the coach with his honey" (fig. 2.6-23, 24).5®
Juxtaposing thes‘e very different conclusions to Tetjeroen's career seems like a strange way to
end the stofy, for the contradictions of these two scenes are quite obvious. How does Tetjeroen
move sov quickly from madman to rich man?

According to Michel Foucault, in the seventeenth century, madness, brought about by
an excess of passion, was éharacterized by the inability to distinguish between reality and
illusion.* In this sense, madman is quite a ﬁtting role for Tetjeroen; through his self-interested
artifice, he finally dupes himself. For madness, argues Foucault, begins with a surrender to
one's own desires:

...because a man is attached to himself...he acéepts error as truth, lies as reality.... The

symbol .of madness will henceforth be that mirror which, without reflecting anything

real, will secretly offer the man who observes himself in it the dream of his own

presumption. Madness deals not so much with truth and the world, as with man and
whatever truth about himself he is able to perceive.”

If madness is a case 6f the self-intereste.dv deceiver deceiving himself, then the happy-ending
image of Tetjeroeﬁ as a rich boss could be read as the hallucination of a lunatic. The madman's

delusive self-attachment, says Foucault, "enables him to ‘grant himself all the qualities, all the

virtues or powers he lacks.... Poor, he is rich; ugly, he adniires himself”®' Is this then a real . '
horse and carriage, or a mere chimera? By ending the narrative with these two scenes, fhis
version of the printed story of Tetjeroen posits madness as a risk of trickery. As we have seen,
in merpanﬁ}e exchange, feigned or theatrical identity was understood as a powerful tool to

captivate others. However, the scene of Tetjeroen's madness demonstrates that deception could

also seize upon and posséss the deceiver himself, who was particularly vulnerable to the forces
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he played with.”? "Tetjeroen! well this is sad, Thfbugh his art he's gone quite mad." The
trickster's artfulness finally catéhes up with him, leéving the reader to wonder if tﬁe péssions of
the itjnerant quack bring prosperit;ﬂ or if they actually lead to impoverished insanity.

And what does this imply for the readers’ own expectations of success? Easily
memorizable and captivatingly drafnatic, these prints transmit vestiges of theatre performance,
and possibly cue readers to mimic the duplicitous gestures and repeat the familiar .patter of the
trickster. Coaxing readers, not only to believe in Tetjeroen, but also to physically émbody his
actions and his passions,.the prints turn readers into actors. bAs they identify with a fictional

“character, however, readers also run the risk of being seized by the passions they impe.rsonate:,93

and of losing the ability to distinguish between reality and the strategic inventions qf print. For

. to think that an itinerant player is really a rich boss is possibly as foolish as accépting the
| clumsy trompe l'oeil of a cheap print that vainly presumes to be a series of framed p_aintings.

And to be completely taken in by the persuasive powers of repfesentation is also a form of

madnvess.94

| Indeed, as reworked Versiﬁns of the prints incorporate conspicuoﬁs framing devices

around each scene, they emphasize the boundary between the viewer and the fictive realm of

Tetjeroen. For the frames'accentuate,the status of the prints themselves as feﬁresentatioﬁs that

. used artifice td convince readers of their.trﬁth. In this way, the deliberate >additio‘n of frames to
later versions may have been intended as a device that distanced viewers from the image.”

Ideally, such a strategy would have worked to reassert a coherent viewing subject who did not

identify with the trickster, but stood outside of the image in order to judge delinquent

practices.”
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Significantly, edited versions of this printed story centain a number of devices that work
to encourage a distanced viewer position. In later versions ef the print, for example, the scene
of Tetjeroen's madness occurs at the end of the narrative (fig. 2.6-24). Here it is placed exactly
where, in earlier versions, viewers saw the image of Tetjeroen riding on horseback and were |
encouraged to identify with him: "Boys, you cén | join in the fun, because you will ride with
Tetje" (figs. 2.4-24 and 2.5-24). This equestrian scene now comes much earlier in the story,
and has been altered to read: "Tetj e's art is worthy of praise, He rides a horse like a gentleman"
(fig. 2.6-10). Readers still see the signs of Tetje's good fortune in these revised versions, but
they are discouraged from-the madness of idehtifying with the fictional ‘vtriekster. Instead they
must wonder how praiseworthy his art really is.

Moreover, in the revised versions, the on-lookers who gather around Tetjeroen's booth
no longer are depicted as a group of children (see fig. 2.6-5, where a single child stands among
the adults). This works to dissuade viewers from situating themselves in the story and ﬂom
identifying too closely with Tetj eroen's eustomers. The tit\les of these later versions do not refer
~ ambiguously to the need for boys to study Tetje's ability to satisfy one and all, but simply state,
"Here, oh Youth! you are given the farcical life of Tetjeroen." In this way, readers cease to act
as Tetjereen’s understudies. Instead, the printed story is presented asa cemic fictional account
~ for a general audience.”

In the earlier Bouman version, by contrast, the image of Tetjeroen's madness is
presented in quite a different way. Here, it is elucidated by the suggestjve caption: "Tetjeroen
is grunting strangely, He wants to go out and be hired as a zany" (fig. 2.4-9). This scene
folloWs images of Tetje makian his fake medicines, and comes just before scenes where he is

hired by the doctor and then gets carried away and deceives one and all from the market booth.
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"ZénY" does not quite capture the nuances of the Dutch word "gek", used to designate both a
clown and a lunétic. Do Tetjeroen's strange grunts imply that he is feigning madness in order to
play the fool? Or is he really mad? Is the player nothing more than a lunatic? And what about
the merchant?

A silver-tongued self-made man driven by selfish passions_into an endless series of
deceitful performances, Tetjeroen, as we have seen,. has already lost a stable sense of place and"
identity. This makes him insane, for madness is the confusion of role-play with true identity, of
representation with reality. It is believing that you are what you want to be; it is mistaking a
sucéession of theatrical roles for the authentic self. And herein lies the problem, for what‘is
Tetjeroen's true self? It is impossible to judge if he is aétually mad in this scene, or if his
craziness is just the calculated pretence of insanity—-a ruse to help Tetje find work as a joker.
With this, the reader sees that madness may ﬁot just be a risk of unregulated commercial
practices; rather, it seems inextricably intertwined with the passions that drive the market. In
the Viewér'_s inability tb distinguish between an essential inner self and an ﬁnauthentic
representation of self, a disturbing possibility begins to présent itself: perhaps there is no true
Tetjeroen behind the fool's facade.

Thjs prompts a reconsideration of the questions that began this chapter: Who was
Tetjeroen? Did he truly exist? Following the strange twisfs of this story, it becomes evident
that the truth of the tale of Tetjeroen is located in the specific ways that it conveys itself to
readers by both producing and: destébilizing conditions for the suspension of disbelief. This
generates contradictory viewer positions. An engaged viewer position is created as readers are
encouraged to identify with the characters in the prints and participate in market practices. ‘

However, the prints also provide a distanced position that differentiated viewers from the
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action. . In this posiﬁon, théy could evaluate the delinquent activities of unprincipled market
activities, such as selling empty promises--a pracﬁce that Amsterdam's merchants commonly
associated with itinerants and speculators. By becbming absorbed in the fictional stbry, viewers
ran the risk of falling victim to the extremes of mercantile practice: greed, deception, '
callousness, poverty, homelessness, madness, loss of identity, and the fragmentation of social
cohesion. To counter these hazards, the prints concurrently attempted to fashion dispassionate
and judicious readers who would understand the need to reglilate the excesses of commerce. In
this way, readers could take up conflicting subject positions, enabling therh to learn the various
and inconsistent skills théy needed to participate in market practices.

Revised versions of this printed story incréasingly discouraged the audience from

identifying too closely with the trickster or his clients.”®

Closing off these possibilities, they
work to safeguard the integrity of the distanced viewer. These alterations to the prints betray
thé problem created by'the ceaseless vacillation between the disinterested and self-interested
subject pésitions of earlier versions. As the readers constantly éhiﬁ identities--a process
necessary ._to __succeed in Amsterdam's competitive markets--they becdme like Tetjeroen,
immersed in continual roie—play, with no coherent sense qf an essentially moral self. Perhaps
this is why nineteenth-century folklorists, in search of authentic national characteristics, chose
to belieVe that the unscrlipulous Tetjeroen was not a fictional character who exposed the

dilemmas of mercantile identity, but was merely an eccentric entertainer who played

Amsterdam's markets as the golden age of merchant capitalism waned.
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Chapter Three

Home Truths: The Businessman gets Married

In late seventeénth—century Dutch comic prints of dorﬁestic life, .the word most often
rhymed with marriage, or "trouwen," was "rouwen:" regret. "Trouwen doet rou;zven.". Marriage
leads to regret. This catchy doggerel was repeated in:a range of printed images of marriage
turned-upside-down that proliferated at this time, presenfing readers with "home truths":
unpleasant worries about the character of social relations in private life.! For the homgs
represented are not static oases of éalm where the hard-working man of business could find
respite from the cares of the market. Rather, in these prints, the merchant brings his probiems
home with him, and the domestic is pictured as a site of struggle, whére deceit and desire are as
troublesome as.they are in the marketplace.

Coﬁsider, .for instance, the muéh—published children's print of Jan de Wasser and his
wife Griet. While Qpening scenes of the wedding ceremony and banquet appear harmonious
enough, the text warns, "Jan de Wasser die zal t’roﬁwen, Maar ik vrees het zal hem rouwen"--
"John the Washer is getting married, But I fear that he will regref it" (fig. 3.1-1). And regret it
he does, for no sooner does the newly married | couple arrive home, 'thah we see them
' exchanging costumes; Jan ties on his wife's apron, while Griet Holds up Jan's trousers (fig. 3.1-
3). Frém then on, she wears the pants in their family, while Jan submits to a seemingly endless.
routine of household chores. He cooks, stokes and cleans out the hearth, serves dinner to his
seated wife, waéhes dishes, cleans the windows, scrubs and wipes the floors, and does the '
lauridry (ﬁg; 3.174 to 12). Then the couple makes a curious voyage across the Amsterdam

harbour to the island of Volewijk to pick a baby from a special baby—bearing tree that grows
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there, a scene we will return to in the following etlapter (fig. 3.1-13). The second half of the
print catalogues Jan's childcare duties. He rocks, feeds, and plays with the baby, teaches it to -
-walk and takes it for rides in a wagen. We even see him holding the infant while it defeeates
(fig. 3.1-20). It's important that Jan keep the baby happy, the prints tell us, because whenever
the child-cries, Griet comes after Jan btandi‘shing cudgel and whip (fig. 3.1-17, 23). The tale
ends with the couple arguing about the future of their child.

It is a very curious story. However, when seventeenth-century readers encountered the.
devastatirtg transformation of Jan de Wasser's wife into a virago, this would not have come as a
- shock to them, for the unruly woman had been a prevalent figure in butch visuel culture fot
centuries. Students of Dutch cultural history also will not be surprised by the appearance of this
alarmingly violent figure, for a number of recent studies explore the role of disorderly women
‘in‘ prints and paintings, as well as in theatre plays, and in actual riots and protests.” As Simon
Schama points out, the figure of the wily, duplicitous woman was a stock character in
misogynist satire that flourished in Western Europe, especially in the Netherlands, at the end of
the seventeenth and beginning of the eighteenth centuries.’” Included in this genre were a
number of catchpenny prints that depict marriages turned-upside-down.*

Why a sudden rise in misogynist printed images at this time?° Moreover, how did the
imagery of violence, sex and deception function in prints for children? This chaptef begins by
locating children's ﬁrints of the mismatched Jan and Griet within misogynist traditions
connected to Netherlandish theatre. Plays about chaotic households are explored in terms of
how they used the visual, sensual and ltldic pleasures of farce to define domestic life ny
encouraging both men and women in the theatre audience to scrutinize their own private

behaviour. Sigﬁiﬁcantly, this traditional form of social critique underwent dramatic changes in |
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the 1670's and 1680's. As governance of the Amsterdam &eatre was taken over by the
classicist society Nil Volentibus Arduum, farcical plays abouf dissolute households were
révised to become increasingly didactic, or they were banned altogether. Misogynist prints
must be considered wit_hin this context, for the sudden proliferation of this rﬁaterial coincided
with the increasing censorshjp of farce in the Amsterdam theatre.

The second section of this chapter takes up this series of late seventeenth—ceﬁtury prints
in more detail. Like Tetjeroen, the fool transformed into a market seller, in these prints, the
familiar festive figures of the domineerihg woman and her hen-pecked husband were adapted in
ways that linked the theatre, not only with the home, but also with the marke;;. The uﬁruly
woman was recast as the rﬁerchant"s wife, aﬁd the profit-seeking trader was given the role of .her
farcical; effeminate husband. These adaptions signal new uses of stock types, which intervened
in contests between Amsterdam's elite and burgher classes. In this way, the satirical poteritial of
these up-dated characters was appropriated to address drastic shifts in economic power at this
time, and to raise pointed questions about who wore the trousers in the Amsterdam
marketplace.

The final section considers the ways in which the numerous children's prints of Jan de
Wasser and his wife Griet were edited and adapted, Continuous readjustments to the prints
indicate that the definition of private life was never just the imposition of social norms by tho_se
who vied for authority. Rather, the ways in which these prints attempted to shape children
often met with the contradictory practices and understandings of communities of readers, which |
in turn spurred increasingly didactic revised versions. ThlS series of moves and counter-moves

reveals the complex process of exchange between producers and consumers of print, signaling
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that the role of these prints in the socialization of children cannot be understood soley in terms

of its success.

The Disciplinary Uses of Farcical Pleasure

Catchpenny prints of Jan de Wasser and Griet undoubtedly were the most commercially
successful Dutch children'.s prints.  First i)ublished in Amsterdam in the late sevente_enth.
century, these types of prints were printed and reprinted until the beginning of the twentieth
century, as more than forty différent publishers produced a version of this well-loved theme.®
Unlike prints of Tetjero¢n, which singléd out boys as the intended audience, prints of the
domestic life of Jan de Waséer almost always were addressed to "kinderen," indicating their
signiﬁcancé for girls as well as boys.

Printers produced three different variations of the story of Jan and Griet in the late }
seventeenth and early eighteenth centuries, indicating its wide appeal. One of the earliest
editions, comprised of forty-eight wood blocks, is entitled: "Here the youth may view at leisure,
the career and life of Jan de Wasser" (fig. 3.2).7 In this version, Jan undertakes all of the -
housework and childcare without being forced. In fact, he beats his wife in several scenes, but
she does not retaliate, nor does she don the pants. There is no eaéily discernible narrative
sequence, and the disjointed na@e of the story probably indicates its connection to‘ oral tales
and theatre plays familiar to readers, who would have been able to fill in the gaps in the story
from the highlights depicted.?

A roughly contemporaneous eight block print ﬁresents a pared down version of a similar
story: ‘"Child‘ren, here you see the Life of Jan and Griet" (fig. 3.3).° It begins with the courtship

and marriage of Jan and Griet. Then their relationship sours as Jan comes home to find that -
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supper is not ready. He goes aﬁer his wife with the shovel and tongs,vbut she manages to get
the upper hand and batters him with her distaff. ‘In the next scene, Jan is wéan'ng an apron,
whjle Griet brandishes her husband's .tfousers. From then on, she has the upper hand, and
forces him to spin, cook, aﬁd care for the baby, beating him with a cudgel if he does not
comply. |

By the early eighteenth century, printed stories of Jan and Griet took on a more
definitive form as a twénty-four block linear story with introductidn, climax, and conclﬁsion
(fig. 3.1).° After the.wedding ceremony ahd feast, the couple quietly .exchanges pants and
apron. Griet ‘then calmly instructs Jan to do a series of household chores. He Becomes
immersed in domestic routine, punctuated only by Griet's beatings, and the boat trip to the baby
island. Jan no longer batters his wife in this version. Indeed, this is the least violent and sexual
of the prints, and variations of it were published until the early twentieth century.

While the precise origins of these different Jan de Wasser prints are difficult to
determine, it is clear that the Amsterdam,p.rinters who first published these broadsheeté did not
invent this subject mattef. For. the theme of marital inversion certainly was familiar to
sevenfeenth—century readers. Derived ﬁom centuries-old carnival traditions, comic farces and
oral tales, marriages. turned-upside-down appeared in divers forms of visual represeﬁtaﬁon
-throughout Western Europe.'' The grid format of these prints, for example, may have reminded
viewers of the well-established broadsheet tradition of the World Upside Down (ﬁg. 3.4).

Gridded .prints of the "topsy-turvy world" circulated throughout Europe from the sixteenth to
the twentieth centuries, énd Dutch versions of this theme were often printed by the same
'Amsterdam firms that published the Jan de Wasser prints.” These types of broadsheets

consisted of a number of motifs depicting symbolic reversals. The inversion of gender roles
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was a popular topos, and most o‘ﬁen was portrayed by women engaged in traditional masculine
activities, such as going off to battle, while their ':husbands ‘stayed behind and cared for the
children and the home (se.e. fig. 3.4-3, 23). By placing these themes of what historian Natalie
Zemon Davis has‘termed "Women on Top" in the "World Upside Down" grid format, Dutch
printers fashionedv from these genres a continuous, linear narrative about the domestic life df
two individuals named Jan and Griet.”

As we noted about prints of Tetjeroen in chapter two, the grid format also serves as an
effective means to represent the flow of narrative, allowing the depiction of movement through
time and space. In all "of the Jan de Wasser pﬁnts, the scenes are contained in shallow box-like
spaces, which resemBle stage sets (see especially fig. 3.3-4). The action is directed outward for |
the audience through the vivid rhetorical gestures and expressions of the characters, which
recalls comic dialogue. In the eight block version, Jan and Griet wear different costumes in
every scene; in one of these episodes, the two struggle so wildly that Jan's wig is knocked off
and can be seen laying on the floor beneath him (fig. 3.3-4, 5). All of these visual strategies call
ﬁp theatre performance. |

In fact, narratives ab»out Jan and Griet would have been familiaf to all that attended the
Amsterdam theatre, for these characters were stock comic figures in numerous farces that
_consistently drew iarge crowds to the Schouwburg." Theatre historians have noted that these
plays were derived from Southém Netherlandish theatre tradi"cibns.15 For example, a farce
published in Antwerp, Cornelis de Bie's Jan the Good Simplgqn and Griet his Wife of 1670,
about a battling shoe-maker and his wife, bears strikingly similarities to the Jan de Wasser
prints.'® And in the foreword to the printed copy of this play, we find a valuable clue about the

function of these types of farces in the Southern Netherlands. The prologue tells readers that
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this comedy first was performed in the town of Lier on June twenty-third and twenty-fifth of
1669."" This information is not incidental to the meaning of the work. Associating the printed
play with these specific dates, the preface embeds this farce of Jan and Griet within the festive
life of the town, for these performance times coincide with the annual feast days of St. John the
Baptist. |

St. John the Baptist day occurred near the feast day of St. Margriet, and in
Netheﬂandish festive tradition, particularly in the predominantly Roman Cathoiic south, these
saints' days were celebrated together as a summer carnival at the end of June.”® Could it be that
Jan and Griet, the battling married cbuple, find their ancestors in these two saints?

In the northern Protestant city of Amsterdam, the story of Sajnt Margriet was circulated
in an anti-Catholic‘ book entitled The Popish Qwl's Mirror or the Catholic's Maze. Collected
from various old Roman Qathblig Legend books, and other Writers, published in 1671." 1t is

worth summarizing this version of the old tale of St. Margriet, especially since an editipn of this
Work was published by the printing firm of the de Groot family, who were among thg ﬁrst
printers to publish catchpenny prints of Jan de Wasser.” A chapter of the book is deyéfed to re-
telling the story of the beautiful Margriet, who guards her virginityb against an érranged
marriage by dressing as a man and fleeing her parents' home the night before her lwedding.

Calling herself Pelagius, she retains her rﬁasculine disgnise and seeks shelter iﬁ a cloister, \;vhere
she eventually is appointed male Abbot over the nuns. Her excessive ﬂoliness éttracts the

attention of the devil, however, who comes to torment her. The story continues:

Once when he [the devil] came into her room, she made him so afraid, that he was
forced to creep into a barrel which stood there, on top of which she threw a cushion, in
order to smother him. At the same time, or at another time (for this is uncertain) she
took the devil and bound him on a cushion: (For hardness must be won over by the
softness of women.)?! '
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The devil then lays another trap for Margriet. One of the nuns becomes preghant, and accuses
the Abbot Pelagius as her violator. Banned to a rocky cave, Pelagius/Margriet dies, and only
when they find her body do the nuns realize, too late, that their Abbot was actually an innocent
virgin.

The Popish Owl's Mirror follows the tale of St. Margriet with a mocking poem that
links the saint to the unruly wife of farce. The final verse wamns male readers:

It is weighty,

So choose carefully,

Men, choose a funny creature,

If she's a Saint

Or aFool,
Everyone finds his Griet here.”

In this way, this Protestant work retells‘.. the story of St. Mafgriet to reflect or "mirror" the
foolishness of Roman Catholic practices and beliefs.”

Indeed, St. Margriet had both positive and negative connotations ‘within Roman
Catholié traditions. The medieval cult of St. Margriet venerated her as the patron saint of
pregnancy and childbirth, a connection that will be explored further in the next chapter.?
Howeyef, Margn'et, a éross-dressing woman strong enough to defeat the devil himseif, was also
the prototype for "Griet," the most common Netherlandish appellation for a shrewish,
disorderly woman. Throughouf the sixteenth and seventeenth centuries especially, Griet
appears in festive celebrations, proverbs? anecdotes, paintings, and farces as a disruptive female
force.”’ |

In children's prints and farces, the unruly Griet 'usually is espoused to the absurdly‘
effeminate Jan, often called "Jan de Wasser." This male character seems to be derived frém St.
John, for during the summer carnival, Saint John the Baptist was mockingly referred to as "Sint

Jan de Wasser." "Wasser," of course, in this case refers to the washing away of sins by the
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waters of baptism. Indeed, during the St. Jan's festival, it was b_elieve_d that water had special
healing powers, and symbolic links to purification and renewal.?® Coinciding with the sﬁmmer
solstice, St. Jan's was also a fertility festlval wmch both celebrated and mocked the mantal
relationship. As Mikhail Bakhtm has argued in his work on the symbolic importance of early
modern carnival traditions, in such a festive context, violent beatings took on a broad and
ambivalent meaning. They killed and regenerated; ended the old life and staﬁed the newb. As
such, these thrashings had sexual connotatiohs; for example, brides traditionally received erotic,
or "bridal creative blows".”’

The ambiguoﬁs associations of these types of béatings are especially evident in the
earliest versions of the Jan de Wasser prints, where nd sooner do J an and Griet get mg.nied than |
they begin their furious struggle for the trousers (fig. 3.3). In the context of St. Jan's Day,
battles between the two symbolized, not only the rep‘roductive aspects of marriage, but also the
éyclical regeneration of the seasons, as old man winter suffered his annual defeat by the forcé of
summer’s powerful fertility. As ancient fertility rites were combined with Christian feast days,
the cross-dressing, dévil-routing St. Margriet was coupled With John the Baptist, the saint who
was beheaded at the request of a woman.® In children's prints, these charéctefs are adapted
once again to addiess the concerns of a middle-class Protestant audience. And so Sint Jan de

“Wasser becomes the impotent, hen-pecked Jan de Wasser, reduced to wasﬁing thé floors, the
stfeet; _the laundry, the dishes and the baby's bottom, while the fearless St. Margriet is
transformed into his uncontrollable domineering wife Griet.

As the example of Comelis de Bie's farce meum of

1670 demonstrates, these old traditions of mocking the saints were an integral part of the festive

life of the predominantly Roman Catholic towns in the Southern Netherlands. In the opening
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scene of this short play, Griet rushes on stage and shouts at Jan, "Watch out...or I'll smother
you!"® This scene must have invoked laughter becaus_e'of its obvious associations with the
well-loved story of St. Margriet vanquishing the devil with a cushion.

Farces about Jan and Griet that were performed in Protestant Amsterdam, on the other
hand, were no longer linked specifically to festive celebrations of the saints' days of John the
U Baptist and Margriet at the summer solstice. Surviving records of the Amsterdam theatre
indicate that these types of plays were performed regularly throughout the Schouwburg's
season. In'1658, to note one pertiﬁent example, The Farce of the Mean-Tempered Griets was
offered at diverse times of the year: 6n the seventeenth of February, the first of Apﬁl, the fifth
of August, the seventeenth of Octobér, and the thirtieth of Decembef.” Severed from the
festive calendar, this play did retain connections to traditions of saints Jan and Margriet,
however. In the centre of the frontispiece of copies of this oft-performed aﬁd Iﬁuch-published
. phla}ll is the rhyme: "The best Griet that men ever found in creation, Was the oné who bound the
Devil onto a cusilion" (fig. 3.5v).3 ! The prinfe_rs De Groot produced a yersion of this play. This .
was the same firm that published The Popish Owl's Mirror and disseminated early versions of
the Jan de Wasser prints.” |

Indeed, a number of Jan de Wasser prints contain scenes that make explicit references to
the same episode in the story of St. Margriet. The forty-eight woodblock version, for example,
contains an‘image of Jan chasing his wife with a bfoom, followed by a picture of him sticking
his head into a barrel: "Jan the Wasser hits his wife, Because she wants to smother him" (fig.
3.2-13, 14). At the edge of this scene, his wife lays in bed, perhaps a reference to the implicit
séxuality of female softness quelling male hardness. An unusual eight-block version of this

story (fig. 3.6) contains a scene where Griet, holding a cushion and a stick, ﬁghts a devil-figure
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whose pitchfork extends from between his legs» towards Griet's skirt (fig. 3.6-7). Itisa .'
curiously explicit image, especially considering the intended audience of children. |

Moreover, the festi\}e fertility traditions of Jan and Griet do not seem to fit particularly
well within the context of Calvinist Amstertlam. Indeed, 1t often has been argued .that
Protestantism suppressed the vibrant, free and popular carnival traditions of late mediet(al
culture in the seventeenth century.”® More recent studies on.the theatre and festive customs of
Flemish cities deflate the notion of a spontaneous folk culture that flourished freely before the -
Reforrnation, however. The work of culturai historian Herman Pleij in particular hes been
influential in demonstrating that these festive form.s were not just associated with "the folk", but
worked to shape norms of urban middle-class behaviour in the Southern Netherlands. in the late
middle ages.**

When the Southern Netherlandish Ac‘it.y"of Antwerp was eclipsed by Amsterdam as a
centre of trade at the beginning of the seventeenth century, many wealthy residents from the
southern cities relocated in the North, bringing strong cultural traditions with them. We already
have noted that Reformed churchmen such as Petrus Wittewrongel worked hard to eradicate
such "Popish" theatrical and festive forms of entertainment from Amsterdam. As the previous
chapters have indicated, the similarities between church and stage were a problem for Calvinists
who struggled to gain hegemony over the rnorals of the civic population; as a strategy in these
contests, churchmen posited a moral Reformed church as the binary opposite of a degenerate
civic theatre. These Calvinist texts form the basis for a number of subsequent scholarly -
arguments that have tended to contrast the rigid discipline ‘of the church to the merry freedom ‘of

the playhouse.”® |
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Reassessing these debates, I would argue that Southern Netherlandish Roman Céfholié
comic theatre customs cannot be understood as impetuous festive freedbm) Rather, these farces
were imbued with religious and moral issues. Moreover, these comic traditions were taken up
in seventeenth-century Amsterdam precisely because the goals of theatre did not always
contradict the aims of the Protestant church. To the contrary, by examining printed copies of |
farces of Jan and Griet more closely, I shall suggest that Amsterdam's vcomic tradition did not
completely repress conventions of Roman Catholi.c Flemish comic tradition. It is more accurate
to argue that the pleasures of these festive forms were recuperated for the specific disciplinary
p;n'poses of Protestant mercantile society.

Printed editions of these types of plays in the Roman Catholic Southern Netherlands in
fact emphasize the morél intent of farce. The woodblock image on the frontispiece of Cornelis
de Bie's Jan the Good Simpleton and Griet his Wife, published in Antwerp iﬁ 1670, does not
depict a scene of household chaos ﬁom the play itself. Instead, it presents the reader with a
stereotypical image of female virtue: that of a housewife irﬁmmed in the domestic sphere (fig.
3‘.7). She is in the "bakermat," a piece of furniture resembling a large, low cradle, used by
wémen while nursing and caring for babies. Rdcking an infant in. front of the fire, the
housewife's body is completely hemmed in by hearth, cradle, table, and "chil.dren. | The tiled
floor pattern and the vertical lines running down the walls in the background serve to reinforce
her total enclosure within the space and routines of the household. This type of image of the
~ dutiful wife and mother is already familiar to us from the frontispiece of preacher Pétrus
Wittewrongel's Calvinist treatise on T_h_e_Chrisi_____t_an_H,icmselbld (fig. 3.8), which pictures the ideal

housewife in the same poéition, rocking a baby in the "bakermat" before the hearth. Such

1
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representations of female virtue served to define and regulate both the female body and the
space of the home.

The frontispiéce of De Bie's play illustrates this explicitly. Here, the image of
exemplary female behaviour is supported by the moralizing verse above it, "Discord breeds
strife, and shameful household squabbling,‘ for those who have lost their freedom, and live with
a mean-tempered wife" (fig. 3.7):.36' To further emphasize this moral, on the next page, the
reader finds an allegorical image of a small female figure called "Ratio", or Reason, standing
With her foot on the neck of the prone giantess, "Voluntas", or Passion (ﬁg. 3.9). With this, the
didactic strétegies of farce bécome clear: where the play itself rﬂay present .discord, strife,
squabbling and mean-temperedness, this printed version indicates that such behaviour is both
ridiculous and shameful. The moral lesson is that female passions and desires are chaotic
forces that must be réstrained, preferably by the confining walls and demanding duties of the
lho.me. Only the slight scowl on the housewife's face in this frontispiece image éllows viewers
to speculate on how effectively housewifery subdued rebel emotions.

_Rarely do we encounter viewer responées to this type of imaéery, which makes the
Leiden University Library's copy of De Bie's pléy .particularly interesiing. Here an anonymous
readér has commented on the play by inserting pictures bcfween the pages of this small
booklet.’” Some of these are woodblock ﬁﬁnts, which probably were cut either from other
chapbooks, or from single éheet prints, and then pasted into the printed play at points where
they interact with the narrétive. At tﬁe bottom of page eleven, for example, we see a
woodblock print of 2 soldier, positioned just wheré the printed text indicates the entry of two
soldiers into the action (fig. 3.10). Even more interesting is the picture pasfed onto the flyleaf

of the book. It is a watercolour painting; the modelling and shading of the figures indicates that
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it was done by a pérson with somé artistic Uaiﬁng, pOSSibly the reader (fig. 3.11). He or -she_
has rendered a scene that summarizes the farce.qﬁite well: A niehagi_ng woman is depicted
vbrandishing a shoe in one hand while grasping the'heck ofa kneeiing man in the othé"r.v The
coWeﬁng male figure looks up in fear and brings ﬁis hands together in a gesture of suppljcatior;.
| - It is tempting to speculate that "the reader cﬁose to oppose this sfartling image to the
representation of tﬁe model housewife on the title page. In contrast to this idealized image, the
" small 'watercolou}r reasserts the visuél strategies of farce:‘ e);aggerqted body languége is
employed to indicate the flagrant disrupﬁon of. exemblary gendef roles. The immediacy pf the
gestures and bright colours of this hand-drawn image captures the slapstick, sex-tinged violence
6f comedy in ways that the didactic pﬁnted image does not. - |
The reader who has inserted this lively watercolour was careful not to flout the didactic
| intent of farcé, however. | Neatly hanciwritteﬁ at the bottom of the image is the i)rdverb: "The.
passion of a woman, Oﬁgn violates marriage”.*® In mocking the excesses of the unruly wife,
this moral messége regulates female behavioﬁr juslt as effectively as more conventional images
of housewifely virtue. For this text works to close off the potentially subversive meanings that
Suchva representationbof a powerful female figure controlling her grovelling husband migﬁt
suggest. In this way, it demonstrates how the readér has internalized certain values. Eveh
though tlns ambiguqus‘ image was pasted into what was probably the reader'.s own copy of 1@1_1
imv leton and Griet his Wife, he or sile made sure to Vdenigrgte the beha\'/idur
depicted. With this striking evidence, we begin to see how the enjoS&nent .of farce cogld work
vto shape audiences i.nto self-censoring individuals. |

In this regard, I would argue that the plays performed in Protestant'Amsterd.am did not

differ greatly in intent from the Southern Netherlandish farces. As we haVe already noted in
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chapter one, in late seventeénth-centuril debates about the pedagogicai role of fh‘eatre in
Amsterdam, comedies about dissolute households especially were attackéd by Calvinist and
Classicist detréCtdrs, whé claimed that such plays éncouraged audieﬁce members to imitate
immoral behaviour. While these two groups had very different motivations for co_hdemning
farce, ¢ach argued that this particular medium encouraged audiencés to emulate the disruptive
behaviour performed on the stage. In response to these concerns, supporters of the theatre
countered with the motto, "Theaﬁe play teaches the folk to know their own vanity."* By this,
they did not simply mean that theafre taught play-goers to spurn improper behaviour. Rathér,
those who supported the function of theatre in civié life seemed to be pointing out that farce
was not the antithesis of Protestantism, but was embedded in it. The intent of theatre was to
reform spectators_: as stock characters mockiﬁgly enacted improper domestic behaviour,

audience members were encouraged to scrutinize and judge their own private transgressions.*

The Farce of the Mean-Tempered Griets, a staple in the Schouwburg's repertoire for

1

decades,” serves as a good case study of some of the very specific ways that the ludic and

'visual pleasufes of farce were used to shape spectators into self-disciplining subjects. The play |
begins with a monologue by Jan, where he turns to the audience and says:
I'll just cast my eyes back and forth across_the Schouwburg, and I'll bet that [ won't see
many who will find my words strange, and when they go home, find them to be quite
true, as long as they have wives... Thus I can say that no one is satisfied with his
situation; because if he's single, he regrets not having a wife. But the man who has one

~ considers it a plague, and prays to Heaven, that he might be delivered from this Hell:
Just as I do now...*?

This strategy of direct address encouraged spectators, particularly the men, to identify with the
marital troubles of the characters on stage. It pointedly urges on-lookers to align themselves
with the victims of ridicule, who, because of their own faulty judgement, have been deceived

into making bad marriage choices. After Griet storms on and off the stage, Jan turns again to
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the audience with this waming: "Didn't I just say, that a mean-tempered wife is Worée than
Hell? ...I married her, and sheA must always be my wife. But you young ones, who still live
alone, Watch that you don't end uf) shackied like this."® - By admonishing ydung ﬁnmairried
men about the folly of choosing an undisciplined wife, the play uses a favourite théatrical
theme--appeafances can be deceiving--to addfess specific concerhs about marriage _transactions.

Indeed, the institution of marriage itself had recently been transformed. As a number of
historical studies have demonstrated, by the second half of the seventeenth century, arranged
marriages had ceased to be the norm amoﬁg members ‘of the middle class.* Rather; marriages
were increasingly established by personal choice. ‘Companionate marriages’, based on
affection, mutual comfort, and the reciprocal duties of wife and husband became more
common. In theory, the structure of this type of marriage was 'clearly defined. While the
husband was head of the household, ﬁe was to béhave resp\onsibly towards his family, and give
his wife the freedom to govérn the home. The wife was to manage the household, oversee the
servants, care for the children, and lovingly advise and even correct her husband. While still 5
formally subjected to male authority, she was given new powers in order to protect the home,
and, when necessary, the family business, against threat.* |

Such a home, governed by a wise and rational patriarch, was often described as both the
model and foundation for the republic. Moralist Johan van Beverwijk offers a pointed
illustration: "The first community is that of marriage itself; thereafter in a family household
with children, in which all things are common. That is the first principle of a town and thus thev

nd Clearly, household business was a weighty issue in the Dutch

seed of a common state.
Republic, and changes in domestic circumstances were certainly accompanied by new anxieties

about gender roles within the home. Not surprisingly, farces of the time repeatedly enacted the

3
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chaotic consequencés of making marriage choice§ béseci on sensual attraction. By combining
these comic scenarios with didactic warnings to audience members about how a prope-r
household should be run, the theatre thus actlually‘reinforcec-l the teachings of Amsterdam's
church consistories, which commonly disciplined violent husbands anci wives.”

While The Farce of the Mean-Tempered Griets addresses men in the audience as if they
had either made or were about to make b'ad decisions about marriage partners, particularly
pointed instructions were reserved for female spectatdrs. Some printed versions of this play .
begin with a preface addressed "to the reader”. Here, an anonymous writer states: |

Possibly there are Griets hiding arno;lgst their sex, who will want to perform this

example. Men say that examples are good teachers, and that one man's fault is another

man's lesson. So if my Griet learns any good qualities from this, then I don't regret
taking up my pen...** -
These preliminary remarks work to close off some of the dangerous possibilities of farce,
deplored by Calvinists and Classicists alike. In this way, the didactic text urges the "Griets" in
the audience to recognize their owﬁ potential rebelliousness, not to berfofm the role of Griet in
their own lives, but to leam virtuous behaviour from the immoral examples of farce.”

Moreover, while men were faulted for their unwise choices or for failing to control their

wives, the play suggests that this was a somewhat reasonable mistake since, when it came to

potential wives, there was really not that much to choose from. As Jan's monologue implies, all |

women made men's lives a misery. Quoting a well-known proverb, he categorically states, "A

wife is a necessary evil”.* | |
In fact, a number of proverbs, which were connected to the themes and characters of

these farces, circulated in Amsterdam at this time. "Where two Griets are in one housé, no‘

barking dog is needed;"' "A mean-tempered Griet brings a man nothing but grief;" "Griet is

wearing pants;" "She wants to pull on the pants, whether they fit her or not;" "It's an angry
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Griet." In this way, the disciplinary mockery of the sfage also functioned in the oral cultﬁre of
the streets as it attemi)ted to regulate female beﬁaviour, and deflect anxjety about assertive
women.” For to insult a worﬁan by célling her a "qua Gﬁet" clearly would have iniplied that
she had transgressed certain behavioural expectations. These types of insults undoubtedly also
were used by WOmen who did not define themselves as "Griets" to denigrate other women.*
Thus these types of proverbs and insults could have bveen employed in specific situations to
shame individual women into conforming to norms of housewifely virtue. |

As men were admoﬁished to identify with the miseries of hen-peéked Jans who had
better learn to control théir wives,” and women urged to see themselves as unruly Grieté in
need of reform, theatre audiences were encouraged ﬁ) examine their own domestic behaviour.
This strategy was heightened in the late seventeenth century, as the stock characters in farces
about dissolute households ceased to be lower-class types who the audience could comfortably.
~ mock. As Maria-Theresia Leuker has recently argued, under the governance of Nil Volentibus
Arduum--the classicist group that worked to cleanse the Amsterdam theatre in the 1680's--plays .
about diso‘rderly family life were increasingly situated in middle-class households; and included
didactic advice about the moral values and inner virtues of domesticity.”® These shifts
encouraged audience members to identify more closely with the stock characters of comedy; by
admonishing spectators to see and judge the farcical violatién of middle-class social norms,
theatre ideally prompted viewers to examine their own guilt.

Leuker argues for the efficacy of these disciplinary strategies; indeed,‘by reflecting the
values, performance and settings 'of the audience more directly, fhese plays certainly worked to
shape audience members into self-scrutinizing subjects. However, these devices also could

pdtentially destabilize the process of identification. As I argued in the previous chapter, plays

~
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about lower-class life cannot be understood as realistic portrayals,: but prbbably provided a
means for middle-class audiences tolproject societal pfoblems onto the lower classes. In the
late seventeenth-century plays, by contrast, the viewer and the object of viewing are
uncomfortably similar. This would have made it more difficult for middle-class theatre goers to
take up the position of distanced and controlling viewers, who could ridicule the tribulations of -
stock lower-classAcharacters from a safe distance. Instead, they were increasingly implicated in
the very scenarios that they mocked. |

_ Such strategies created an uneasy viewing experience, ultimately calling into question
the very act of viewing. Audiences were encouraged .to identify with characters who had been
deceived by attractive surface appearances into making faulty marriage choices. This certéinly
poses a challenge to the spectators' own.powers to see and judge. 'Paﬁ of the pleasufe of
watching these plays was in apprehending the uncomfortable truths revealed on stage. Public
performances of private anxieties about marriage, sexuality, and gender roles prompted
spectators to self-reflexively examine their own gﬁilty pleasures. And as farce lured viewers
with the sensual enjoyment of viewing lurid perforrﬁances of licentious behaviour, it pointedly
demonstrated that theatre goers were susceptible to the very pleasures that they should
renounce. The very medium of theatre reinforced this message: the enticing aﬁ/iﬁce of the stage
worked to draw people into the playhouse. As they were attracted by the theatre, however, the
audience's own vulnerability to visual and sensual. pleasures were trenchantly exposed. In this
way, theatfe'worked both to captivate audieﬁces -and to instill in them a somewhat Calvinist
distrust of the dé.ngers of this medium.”” Or, as a seventeenth-century defender of the moral

function of farce would put it, "Theatre play teaches the folk to know their own vanity."
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Passion over Reason: Mercantile Marriage
The didactic stra_tegieé of farce, however, ailways mingled somewhat uneaéily with the

transgressive potential of festive forms. As we have 'séen, seventeenth-century theatre debates
cbnvérged around questions of the effects of theatre on susceptible audience members: did
representations of deviance reinforce norms, or did they encourage spectators to emulate unruly
behaviour in their own homes?*® A close examination of these plays reveals that pleaéure was
. ‘interwoven with its restraint in these forms in an endeévour to create self-disciplining subjects.

But, since the home was understood as a microcosm of the state, was there not another equaily

dangerous, issue at stake? Did imagery of the household gone awry not open up ways to

critique governing authorities?

Undoubtedly farce, through its combination of comic pleasure aﬁd critical acuity, had
this‘ subversive potential. Thus, although there is no direct evidence, we cannot rule out the
possibility that Nil Volentibus Arduum--appointed to govern the theatre by the civic
government after the political upheavals of 1672--censored these fafces from Amsterdam's
theatre because of theif rebellious implications. Significantly, familiar plays such as The Farce

- of the Mean-Tempered Griets were not performed in the Amsterdam Schouwburg from 1681 to
1688, years that marked the height of Nil's influence over the theatre's repertoire_.59

As T have argued, the censoring of these plays was a crucial part of Nil's attémpts to
designate the civic theatre as site set apart for the moral instruction of the children of
Amsterdam's patrician class. Farce, long integral to burgher identity, thus was redefined as a
boorish form of entertainment, unfit for the consurriptiori of the increasingly distant elite. In

place of these plays, translated works of French classicism were integrated into the repertoire,

for '.Amsterdam’s governing class increasingly emulated the French aristocracy as they
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distinguished themselves from the Dutch middle dlasses. It may be no mere coincidence thdt '
during this time, catchpenny prints of Jan and Griet ﬁrst were pubiished. If so, it is conceivable

that the themes of these farces re-emerged in ‘ pﬁhted forms for the burgher children of
Amsterdam as a way to oppose Nil's poliqies of purifying and censoring familiar plays that had

been consistent cfowd—pleasérs for decades.

In order to explore these potential connections, it is instructive to consider other works .
that disseminated fdrcical themes of marriages-turned-upside down in print at this timé. A book
entitled The Ten PlegSufgs of Marriage of 1678 was a'much-published misogynist satire.”
Comprised of two volumes, the three hundred and thirty-one pages of this book probably were
directed at a fairly literate adulf audience. | The first volume presents a chaotic year in the
dorﬁestic life of a mismatched middle-class couple from Amsterdam., from courting to the birth
of their first child; volume two, The Marriage Trap, catalogues the on-going troubles of the -
same couple as the child grows up.®' Many episodes from this work bear strikingly similarities
to scenes in the Jan de Wasser prints. In fact, the firms of De Groot, Kannewet, and Van der
Putte, who were among the most prolific producers of catchpenny pﬁrlts in the late seventeenth
and early eighteenth centuries, printed editions of this work.” Thus it.seems that, in what

Roger Chartier terms "the vast labour of adaptation,"®

printers drew on well-known themes and
characters from farces, festive traditions, oral stories and proverbs, combining them with a
modiﬁed and simplified veréion of The Ten Plg‘ asures of Marriagg. In this way, various strands
of misogynist tradition were brought together into these gridded picture stories for a Surprising
new communify of readers, the children of Amsterdam.

The title page of The Ten Pleasures informs readers that it was written by Hippolytus de

Vrye ("the Free"), a widower. This was probably a humourous pseudonym used by the book’s |
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publisher, Hieronymus Sweerts, who was also an outspoken critic of Nil's reform of the
theatre.* - This indicates a possible cpnnection between tile proliferation of mfsogynist printed
imagery, aﬁd confempbrary contestations about the functibn of farce. . The sudden ﬂo.urishing'of
farcical themes i_n print thus appears to be, at leasf in part, a response to Nil's censorship of this
material in favour of more decorous classical works for Amsterdam's elite.

The frontispiece image of The Marriage Trap (fig. 3. 12) certainly seems to address these
debates, for it cleverly plays on the educated viewer's knowledge of the visual conventions of
‘both classicism and farce. In the centre of the title page sits a corpulent satyr. His sceptre a
fool's marrot, this goat-man is enthroned on a fish-trap. Strands of this wicker trap spring up to
both cover and suggest his genitals. The grotesque body of this naked half-animal bbviously
diffefs from the bodies of the elegantly dressed men and women that surround him, and the
_ humourous thrust of this image seems to lie in this comparison.

A poem, which accompanies the title print, helps viewers to decipher this complicated
represeﬁtation. The apparently sophisticated people, the text indicates, confess and lament their
marrfage troubles. The decolletage of the seductive woman, who sits off to the right in the
foreground, resonates with the mask she is holding to signify desire and deceit. A woman with
a candle swarmed by insects/ elucidates the consequences of this devastating combination: "She
complains, O ashamed -am I' Attracted and burned by the fire like a fly”.* A marriage of
passion is thus likened to a bug blindly sizzling itself on a flame. To reinforce this message, the
repetition of fish traps, mouse traps, shackles and chains fhrdughout thé print visually call up
the snares of wedlock.

From here, vieweré who were even somewhat versed in classical tropés could see the

relationship between this unfortunate group and the satyr. For they would have recognized him
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as a grotesque figure within classical tradit‘ion;-a ludicrous embodiment .of excessive sexual
desire. His marrot, an attribute, not of the classical satyr, but of the carnival fool, further
undermines the opposition of the classical and the cofnic, giving the image its satirical impact.
The figure of the satyr-as-fool thus intertwihes ulncontrollablé passion with foolishness in a
festive figure that instigates, reveals, and laughs at human folly. In this way, the elegant men
and women are made ridiculous: like the satyr, they are driven by immoderate lust, and theﬁ
deceived By sensual pleasures and trapped into marriage.

| Such mockery of the tribulations of tﬁarriage would have been familiar from
Amsterdam's theatre tradition. What is surprising about this imag§ is that it does not use the
visual idioms of farce to convey these themes, but draws on the tropes of classicism to depict
the topsy-turvy world of comedy. At a time when the wealthiest citizens of Amsterdam sought
to distinguish themselves by épurni_ng vernacular farce in favour of classicism, this image draws
on comic grotesque conyentions within classical tradition. Not only does this focus attention on .
the fact that the comic was integrally part of the c!assical, but such a blurring of boundaries also
works to subvert new social and cultural hierarchies. It reveals that the separation of cultural
traditions and social groups was not a natural divide, but a labour of the elite.

As ‘Nil Volentibus Arduum and its supporters worked to juxtapose educated

- connoisseurs who appreciated and understood classicism with boo‘rish‘ ignoramuses who
revelled in the pleasures of farce,.66 the frontispiece of The Marriage Trap seems to respond by
interrogating these new rules of inclusion and exclusion. In this print, the bodies driven by
sensual pleasure into farcical marﬁages-ulrned-upside-down are not the lower-class boors of

farce tradition, nor the middle-class housewives and businessmen seen in Nil's updated
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comedies. Rather, the elegé.ntly dreSsed bodies of the elite are mocked, intimating that the
wealthiest citizens of Amsterdam were not above sensual pleasures and immoderate desires.

In fact, the costumes that these figures wear--their wigs, high heels and ruffled lace--call
up contemporary fashions of the French court. And not only do these people dress like the
Frenéh, but they also act like the French. For the satyr/fool obcupies a confessional, and acts as
a priest who hears them divulge hedonistic excesses. Printed not long after the disastrous
French invasion of the Netherlands in 1672, this image satirically points out a central
contradiction in Dutch society. 'While the Dutch patrician class fashioned a new aristocratic

identity based on French courtly traditions, the French were the Republic's greatest political and

- religious enemies.”’ Thus this image viciously turns on the distancing strategies of the elite by

deriding the coupling of Dutch and French as foolish, Popish, wanton and vain: a marriage-
turned-upéide-down that ultimately threatened the very identity of the Republic.

The Marriage Trap thué plays on viewer expectations of farce tradition by incisively
combining corhic themes With classical motifs in. a snatégy that would have disrupted the
pafcrician ideologiés of Nil. This shift in the genre of marriages-mméd-upside-down addresses
Amstérdam's changing socio-economic situation. For, in The Marriage Trap, the familiar farce
scenario of the battle for the trousers is not connected to female dominance in the household.
Instead; as the impotent hen-pecked husbahd is‘ consumed by his desires for drinking and
gambling, the wife seizes her opportunity to don the pants, and leaves the house to run the
family buéiness, a draper's shop. At this point, she is transformed into a bro‘ekgallgende 'vrouw, |
6r woman-who-wears-the-trousers, to signify that she has takén control, not just in the domestic

sphere, but also in the economic sphere.
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The startling imagery of the domineeriné broekdragende vrouw in the markefplace
appears in another much-published misogynist satire of the late seventeenth cent-ury,. The Stock
Exchange of Women of 1690.® Like The Ten Pleasures of Marriage, The Stock Exchange of | |
Women is also divided into ten parts, each one dedicated to a specific facet of ferﬁinine passion.

Similarities between these two misogynist works suggest that the concefné addressed by this.
mode of representation had to do, not only with the redefinition of domestic space, but also with
specific tensions about changes in Amsterdam's economic hierarchies at this time.

The text of the Stock Exchange of Women begins far from Amsterdam, recounting the
stormy \voyage of a Dutch trader who is washed .up on an Island of Pleasure.”” Here, he
encounters Constantia, a woman who claims to share his interest in commerce. Their love
affair takes an lunusual form as the trader masquerades in women's clothing, while the female
merchant plays the male role, and courts him. In fact, the Duthm soon discovers ,thaf
Pleasure Island is a society where women rule over men. Towering over the landscape of this
topsy-turvy world is the Stock Exchaﬁge, run by Constantia and a group of powerful
businesswomen. The rest of the book takes the trader and the reader on a tour through the
interior of ﬁﬁs building. Each column supporting the gallery of the stock exchange is dedicated
to a speciﬁc type of woman and her "illustrious deeds."” On Pleasure Island, however, vices
are virtues, and the unstable architecture »of. this fragile Aeconor'ny actually rests on feminine
weaknesses.

The frontispiece of the book depicts these women inside the colonnade of the Stock
Exchange building (fig. 3.13). In the foreground of the image, standing on a stone pedestal at

the centre of the building's courtyard, is a nude statue of Pandora, who lifts the lid from her

container of human vices. The upward spiralling of the flying vices together with Pandora's
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_ fluttering drapery create a sense of movement, endowing this classical sculpture with an
unusual liveliness. While the masculine fantasy of a beautiful nude female statue coming to life
recurs in classical mythology, here Pandora's animation will not fulfil ‘the fﬁalé desires that she .
arouses. A gift of the gods to man, this woman is actually a deceit: attractive, yet brimming
with evils, Pandora brings a curse on the male gender. Indeed, on this frontispiece, she stands
as a personification of disorder; and her power to disrupt the world is signified by the escaping
-vices. The head and arm of one of thesc tiny ﬁéures actually overlép the solid dark line that
frames the title print. Breaking through the top border of the image, this body transgresses the

'boundary between the'print and the world: female vices seem to fly off the page, out of the
book, and into the space of the reader. _

The connection between the vices that Pandora releases and the reader's world also is
signified by the businesswomen of the exchange in the background, who are dressed .in
contemporary modish middle-class attire. While they are realistically - portrayed as late
seventeenth-century. Dutch women, the ’ﬁg‘ures assembled here also embody the ills Pandora
lets loose: the"y are proud, vain, jealous, gluttonous, deceitful, domineering, complaining,
garrulous, drunken, dishonest, and like to wear paﬁts. Transgressing the separation of feminine
and masculine spheres of actiﬁty, each one occupies a place along the stock market's
colonnade. The underlying fear that the release of these "feminine" vices would signal the end
of male dominance is revealed on the frieze of Pandora's pedestal. Flémked by the serpent of
guile and the ape of folly is a representation of a man being held or stﬁck down by a woman
who kneels above him.” Indeed, the book closes with the marriage of the cross-dressing Dutch

merchant and the domineering Constantia. Undoubtedly, he will regret it.
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The Stock Exchange éf omen does not use the familiar festive ﬁgure_ of Griet to
symbolize a World-upside-dowﬂ scenario in which fémale passions overflow to trahsgress the
domains of the home ‘and the market. Instead, the allegorical Pandora brepres‘ents the fémale
body that violates limits. Lively and. statuesque, alluring and deceptive, classical and
transgressive, the figure of ‘Pandoravplays on the boundaries of categories. Like the figure of thé ‘
satyr on the title"print of The Marriage Trapl , Pandora also prompts viewers to consider the.
contradictions of the classical body at a time v;fhen classical representations iﬁcreasingly were
favoured by Amsterdam's pétrician class. :Here, this strategy is used t§ interrogate the economic
sphere. - For it raises pointed qu'estion_s; not only about who sets the terms of cultural.
classifications, but also about who wears the pants in contemporary market practices.

For the women's stock exchange is clearly a parody of the Amsterdam Beurs. A'poetié
explication of the title print of The Stock Exché.ngerf Women explains that the "present-day
bad morals" infesting everyone these days were learried at the stock market.”” Thus, the
anxieties that this book addresses do not turn on the unlikelihood of what would happen if
women were to rule society. Rather, this attack on the Stock Exchange interacts with
contempdrafy debates about market pracﬁce that I examined in chapter two. For the cultural
differentiatibn of the elite was a strétegy that coincided with new economic distinctions, as the
wealthiest mgmbefs of society increasingly reinvested capital away from trade and into
finance.” In The Stock Exchange of ‘omen, the masculine trader is emasculated by the
feminine speculator. By feminizing stock trading as a degenerate abtivity, this work incisively

mocks the trading practices of the wealthy, contrasting them with the toil and danger of

masculine sea-faring trade.” Thus,.like The Marriage Trap, The Stock Exchange of Women

does not exempt the wealthy members of Amsterdam's classicizing elite from the forces of
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immoderate desire. Rather, both works imply that this upper-class group is governed by such
"feminine" vices. Here, we begin to see that those driving paésions were represented, not only |
as sexual, but also as economic. Depictions of the world-upside-down of a market ruled by
chance and by uncontrollable desires that fed on themselves and were without limit thusv seem
to express contemporary concerns about unregulated entrepreneurial practices, particularly the
speculative trading in stocks. In this wéy, both of these works employ the farcical trope of a
marriage-tumed-ﬁpside down, and combine it with classical motifs in order to castigate threats
to burgher power in Amsterdam's marketplace.

The mechanisms of .this mockery would have been familiﬁr to readers. Similar
co;istellations of classical female allegory, domineering women, effeminate men, and the folly
of the passions run amok iﬁ an unregulated market appeared in numerous prints satirizing the

speculative manias of the seventeenth and eighteenth centuries.”

During the infamous tulip
mania of 1637, for instance, when a frenzy of speculative trading caused the tulip bulb market
to crash, satirical prints were issued depicting' greed as a force that turned men into fools ruled
by women. A widely-circulated print by Crispijn van de Pas the Yoﬁ.nger entitled Floraes
| Mallewagen, or Flora's Wagon of Fools, of 1637, pictures a ship of fools transformed into a
dune car driven by the fickle winds of fortune (fig. 3.14).° Presided over by the bare-breasted
Flora and her duplicitous female assistants, Forget all, who weighs bulbs, and the ﬁo-faced
Idle Hope, who releases the bird Idle pre Flown Awa;/, the mad crew of this wagon are a
group of men named Eager for Wealth, Travelling Light, and Greedy Beard. Tulips replace the

bells on the fool's caps of these avaricious speculators, who are literally driven by passion, and

do not see that they've been duped by the false attractions of Flora and her attendants.
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Flying from the mast of the car is the carnival banner of the world turned upside down:
economic anarchy is represented here by the familiar festive theme of "women on top", adapted
to the specific madness of the tulip craze. Desirev: for wealth conflates with sexual passion
across the efoticized body of Flora, who personiﬁeg the tulip. Embodying this object of desire,
she is the driving principle behind the madness of speculation, with p.ow'er to stir up the
| passions of men and rob them of their reason.

Chasing behind Flora's wagon we see a group of fashionably-dressed citizens who
clambur, "We want to come on board.'”% The city of Haarlem is visible in the background,
emphasizing that this scene of unregulated excess takes place outside of the restrictions of the
town walls. Notably, the middle-blass womeﬁ of the town lead the crowd, while their husbands
~ follow behind. Here, excessive passion is personified by the réalistically depicted burgher
wives. Thus in this image, d¢sire is portrayed both as an external feminine force incarnated by
women who rule over men, an(i as internal fantasies and appetites, which could overcome men
and transform them into feminised fools.

One of the merchant husbands running after Flora's wagon of fools seems to be wearing
an apron, which resonates with the éharacter of Jan de Wasselj, who appears in so many
children's prints. Jan de Wasser is the quintessential effeminate man who puts on an apron in
order to wash, cook, care for the baby, spin, sweep, laundef, and scrub "like a woman,"‘ as the
prints say. Intriguingly, some versions of the Jan de Wasser prints include a scene in which
"Jan exchanges his wages .for bulbs" (fig. 3.2-39). While the'printb was published decades after
tﬁe ulip mania, this reference surely would have reminded viewers of the folly of speculative
trading. Thus, the hen-pecked Jan is as much at the mercy of the boom and bust of mobile and

speculative property as he is the victim of his unpredictable wife, whose identity is as slippery
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as the non-existent tulip bulbs that he tries tb éos_sess. In all of the transactions he makes, Jan
de Wasser falls victim to the illusiqhs of‘ his own desires. Investing his wages in tulips, and
swapping his trousers for his wife's apron are preseﬁted as equally absurd exchanges.

Such connections between imprudent market practices and unwise marriage choices
were taken further in an unusual series of catchpenny prints about a character named Spring in 't
Veld. In creating these prints, printers actually combined two staple children's prinfs from their
repertoire, mixing the career of the duplicitous market séller Tetjeroén with the private life of
Jan de Wasser. "Come up Boys, bring your hopes, and buy these Prints, because here for your
Money, is the Life of Spﬁng in 't Veld" (fig. 3.15).” The life of Spring in 't Veld starts out in é
familiar way. In the first scenes, he is hired as a quack doctor's zany, and performs farces on
the market stage in order to sell his wares. Like Tetjeroen, he soon quits this job.

But at this point, about half-way through the print, the story of Spring in 't Veld takes
quite a different twist. For rather than going into business on his own,. as Tetjeroen did, Spring
in 't Veld decides to improve his fortunes through marriage. It seems like a .good plan..
Courtship ig ‘represented by a scene of Spring in 't Véld and his sweetheart locked in a
. passionate embrace beside a suggestive canopy bed. In the following scene, Spring in 't Veld
throws up his arms in a gesture of wonder as his betrothed brings out her dowry. 'Marriage, |
these scenes suggest, will fulfil his deepest desires, which are as sexugl as they are material.
Driven by this two-fold loﬁging, the couple is rushed to the church by a coachman who cracks
his whip over a galloping horse: "Because they can't control their passion, they chafgé towards
marﬁage in a hasty fashjon‘f (fig. 3.15-14).

| A joining of hands represents the exchange of marriage vows. This gesture is repeated

throughout the print to signify transactions of money, goods, and promises. Marriage, however,
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does not fulfil Spﬁﬁg in't Veld's physical or economic »desires. As the caption under the image
of the weddihg ceremony predicts, "And so they get niafried, but Spring in 't Veld will soon
regret it" (fig. 3.15-15). In this transaction, Spring in 't Veld comes out the loser, who does not
naturally slip into his new role of husbandly authority. In another case of the deceiver who is
deceived, this market pléyer has been misled by his wife, who turns out to be quite different
from the acqﬁiescent young woman who seemed so eagef to give up both her body and hér
worldly goods. For no sooner are they married than she turns on him with a rather large stick:
"Spring in 't Veld has got to flee, For his wife wants to beat h1m you see" (ﬁg. 3.15-20). Unable
to accept a reality so different from his illusions of mé.rried life, Spring in 't Veld is overcome
by madness. He takes to his bed, displaying all the symptoms of melancholy: .withdrawal from
~ society and a delirious break with truth.” In the final scene, he lies dead on his bed, leaving ﬁis_
contrite wife in great need. |

This combination of the stories of Tetjeroen and Jan de Wasser is quite revealing. A
trickster driven By the greed of commerce is carried away by sexual passion and hastily m.an'ies.
Marriage, however, does not satisfy him, for he is a weak and ineffectual husband who is
dominated by his uncontrollable wife. Thus Spring in‘ 't Veld pursues. his passions, like
Tetj éroen, andisa victim of passion, like Jan de Wasser. In this story of a man overpowered by
'economic and sexual desires, a lack of reason and control is repfesented as a loss of masculine
authority. In thé home as in the market, the forces he plays with take him o?er, and his wife's
furious attacks cause him to fall into a state of melancholy and die. Michel Foucault, among
others, has noted that in seventeenth-century medicine of humours,

The passions neceséaﬂly cause certain movements in the humours;...sadness excites

melancholy (black bile), and the movements of the humours are on occasion so violent -
that they disrupt the entire economy of the body, even causing death.*
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Violent passion thus was understood to have power to cause melancnoly and to snuff out life.
In.prints of Spring in 't Veld, and in much misogynisf satire of this time; the character type most
vulnerable to this dangerous drive was a ;nan who lusted after both money and sex-—the profit-
seeking businessman of marriageable age. When immoderate passion gets the better .of him, as
it always does, the merchant’s domineering wife embodies this fierce force.

John Pocock has argued that this type of satire was widespread in the late seventeenth
and early eighteenth centuries. As individuals and property became more mobile in an
increasingly commercial society, the man of business often was mocked as an effeminate being
at the mercy of the uncontrollable acquisitiveness of market behaviour.®! Within this construct,
the unpredictable forces of péssion and desire that drove the market were gendered feniinine, in
opposition to masculine reason. Thus the merchant was satirized as a man dominated by the
"feminine principle”, which usurped his manhood.*” As we have seen, much Dutch misogynist
~satire of this time_plays on these themes. In most of these prints, unrestrained sensual and
mercantile passion is gendered feminine, and overcomes both men and women, leading to the
extremes of madness, drunkenness, destitution and even death. [llustrating the power of
passion unrestrained by reason, these adaptations of the farcical unrnly woman and henpecked
husband were mobilized to critique certain aspects ef capitalisf behaviour; particularly
speculative trading, which increasingly threatened mercantile practices .at this time. Thus
uncontrolled passion was represented as a force that could turn. society up.side. down,
- _transforming citizens into fools, men into women, and women into men.

‘As many feminist scholars have argued, the gendering of passion as a feminine trait has
served as justification for the very real exclusion of women from the public sphere of political

participation, economics, opinion and debate, and for their confinement in the private sphere to
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do the unpaid labour of chjldrearihg and housework.” In the Netherlands, this sphere of private
life, Ipresided over by a virtuous housewife, often was described by moralists as the antidote to
the greed and self-interest of mercantile society. Summarizing these views, Simon Schama
argues: "When properly established and run, the family household was the saving grace of
Dutch culture that otherwis-e would have been indelibly soiled by materialisni."84 While
moralists such as Van Beverwijk may have idealized loving family life as the foundation of a
harmonious society, howeyer, satirical images delighted in pointing out an irreconcilable
contpadiction; that lust--sexual passion and the desire for material goods--was a driving force
behind both marriage and mercantilism.

Thus, the derisive laughter invoked by sati.rical. representatiqns of domestic life could
potentially destabilize the divisions that were so crucial in ordering the social structure. For the
imagery of effeminate businessmen and overbearing wives certainly implies a lack of fit
between patriarchal and mercantile identity. Ruled by market forcés beyond his ‘con‘trol, the
merchant could not naturally embody power. Aﬁd if passion was a female trait, how could the
privafe sphere be presided over by women and concurrently serve as a haven from greed? As if
to compensate for such contradictions and defend masculine authority in the home and in the
market, all‘of the misognist prints examined above clearly indicate that, alfhough the mén of
business may sometimes be weak and foolish, this was fypically the fault of a wéman ora
feminine force that overwhelmed him. Thus, regardless of the mode of representation--whether -
classical or grotesque--women were made to embody irrational excess.

These misogynist satires bring this message home to female audiences by adopting
some of the disciplinary strategies of farce, such as the ﬁse of direct address, to encoﬁrage '

individual viewers to.identify directly with the behaviour depicted. The preface of The Stock
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Exchange of Women, for example, makes reference to the unruly Griet of farce tradition,
stating that "the only good [woman)] that ever lived was the one who vanquished the devil."*
This preface, addressed to "the honourable and virtuous sex of Women" goes on to conflate the

ills Pandora lets loose on society with female readers, advising each of them to recognise her

own pillar of vice within the stock exchange.® In a similar manner, the conclusion of The Ten
Pleasures viciously turns on women. It emphatically warns young"mal'e readers against the
horrors of a mis-matched marriage, which, it summarizes, could be "an enduring hell of discord,
cursing, érumbling and muttering, and yes, even fighting and beating, which is mostly brought
about by the peevish, domineering, extravagant, selfish, haughty and uncontrolled nature of
many 6f the female sex."® Children's prints of the lives of Jan de Wasser and Spring in 't.Veld |
also take up these didactic theatre themes, vividly illustrating that a marriage driven by passion
always leads to regrets. -
Thus, while all of these interconnected misogynist prints may have attempted to redress -
a loss of middle-class power in the market, they concurrently worked to reassert patriarchal
| authorify in the home. It is as if economic efnasculation §vas deflected into private life, with

misogyny working as a means to resecure mercantile authority within the domestic sphere.

Farce into Print: The Private Bgd. ly

The numerous versions of the Jan de Wésser prints provide insights into the
complicated workings of this process of controlling private life. Emerging in the midst of
debates that converged on conﬂiéting definitions of the theatre, the market, and the home, these
prints attempt to shape thé future of these contests by initiating children to accede to these

spaces.”® Therefore, they are extremely attentive to the potential of farcical pleasure to regulate
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the behaviour of children. Coinciding with the adaptation of farce into printed form, however,
was the constant editing of this print series. These printings and reprintings reveal some of the
specific dilemmas posed by the peculiar combination of comic entertainment with didactic
instruction.

Much of the enjoyment of viewing these prints lies in deciphering the ways that the
gestures and placement of the ﬁgures played with the visual codes tha‘t» articulated géndered
identity in different types of seventeenth—ceﬂulry representations. Fof example, many viewers
would have been familiar with visual conventions for depicting proper marital felations, which

~could be seen in. fhe marriage portraits that hung in numerous middle-class homes. Portraiture
. conventions dictated that the husband traditionally was depicted oﬁ the left of the picture plane
so that the viewer, scanning from left to right, would see him first. Often the male figure was
shown gesturing towards his wife, a ‘device that leads the viewer's eye to this subérdinate
female ‘ﬁgure, usually posed in a passive and demure fashion.® In the farcical Jan de Wasser ‘
prints, by contrast, these codés of body ianguage are reversed. The masculine Griét often is
placed at the left, and her Violenf or imperious gesturés direct the viewer to the subservient Jan
(see especially fig. 3.1-4, ‘6, 14, 17, 23). This unruly wife is anything but demure: she storms in
with cudgel and whip, or jumps up with arms akimbo (fig. 3.1-23; fig. 3.3-3, 7). Thus, the
depiction of the bodies of Jan and Griet deviates strikingly from well-established conventions
for picturing marital norms. In this \&ay, -they vividly conveyed the theme of fnarital inversion
to seventeenth-century vieWers, espeéially those familiar with the portraits displayed in so many
homes.

The way that the bodies of Jan and Griet are located in the space of the household also

plays on conventional images of domestic virtue. Particularly hilarious is the industrious Jan.
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Enacting the role of the typical Dutch housewife, his ‘po_dy is often surrounded and constrained
by the hearth, the crgdle and the bed (fig. 3.1-4, 5, 7, 11, 14, 15, 16, 18, 22; fig. 3.2-18, 27, 31,
43; fig. 3.3-7 & 8). For example, Jan de Wasser sits in the "bakermat" in front of the hearth,
rocking the baby on his aproned knee (fig. 3.1-15) in a parody of stereotypical images of
motherly virtue discussed above (ﬁgs‘. 3.7 & 3.8). 'An unusual early eighteenth-centufy print of -
the story repeats the distinctive tiled floor pattern of a domestic interior in every image, even in
scenes where Jan is outdoors washing> the windows or taking the child for.a stroll (fig. 3.16-9,
19-21). The fepetition of checkered floors and grilled windows--consistent features of the Jaﬁ
de Wasser prints--echoes the gridded format of these prints. This pattern of grids within grids
imprisons Jan's body in the domestic sphere, visually reinforcing the repetitive'drudgery of his
household chores and his conﬁngment in the home. Any notion of individual masculine
achievement is subsumed by the routines of housewqu.”

Gri_et, on the other hand, is less restrained by domestic épace, and is usually piaced
nearer to windows and doorways. While Griet's proximity to these openings implies her ability
to cdme and go, she is never depicted entirely outside of the walls of fhe home, however.
Rather, the images tend to situate her in an in-between space, on the threshold of the house.
(See especially fig. 3.1-23, and fig. 3.3-4, 7, 8, where her body is placed so that it just overlaps
the open door.) This makes her an extremely troubling figure, for the boundaries of both the
home and the female body had great symbolic significance in society at this time.”’

As ’Simon Schama has not.ed, representatioﬁs of Dutch women often were ordered in
terms of social space: the moral huisvrouw (housewife)'was contrasted to the anti-housewife,

the uithuisigevrouw, which literally means woman-outside-of-the-home.”” Within this .

construct, an ideal woman had a closed mouth, a closed body and was enclosed in the home,
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while an unruly woman could be recoérxized by her gaping mouth and grotesque body which
transgréssed limits.”® Indeed, middle-class identity depended on such distinctions, for the well-
run, moral household came to symbolize the exclusiveness‘ of Dutch middle-class citizens: a
way for them to déﬁne themselves as different and sepafate from outside groups.” To become
a bufgher, and play an active role in thevurban community of Amsterdam, for example, one had
to purchase citizenship, or poorterschap, wﬁich could only be procured with proof of residence.
As a result, burghers defined outsiders as those who were without residence or occupation--

95

literally, as those outside of the home.” As we have noted, these concepts of middle-class

identity were extended to definitions of the whole Dutch Republic: moralists consistently '

reminded citizens that a godly home, run by the ideal housewife--a perfect and impefmeable
container--waé a fitting microcosm of an inviolate Republic.”® The operatiqn of distinguishing
housewives from women-outside-of-the-home can be understood as an attempt to separate
insiders from outsiders, and thus to fix the boundaries of middle-class and national identity.

The figure of Griet interrogates the- rigidity of these conventions, hdwever. Notably, she
. does ﬁot fit neatly into the category of either huisvrouw or uithuisigevrouw. Fbr although she
refuses the duties of housewifery, Griet does not escape the home's confining walls. Stomping
on the threshold, she represents a disruptive outsider who also is on the i'nside. In this way, she
troubles the boundéries of the private moral middle-class home, the very si)ace that defines
itself by excluding cﬁaos and disorder.

Griet's disturbing position on the threshold of the home seems to be c;)nnected to the
way‘ that the subordinated Jan occupies the domestic Sphere. We have alréady seen that as
world-upside-down comic traditions were used to satirize the market, this ideally rational

masculine ‘space was represented as irrational and feminine. If an ideal home was usually
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defined as a virtuous feminine space, then, following.the logic of the world-upside-down, its
opposite should be an immoral masculine spacé, ‘”And herein lies the‘difﬁculty‘. For in
patriarchal societies, the‘der(.)gat‘ion of the female body as volatile, uncontrollable and chéo"tic
works»to' uphold notions of a rational, controlled and authoritative male body. Indeed, is it
possible tb make the masculine signify conﬁsion and disarray?

Adjustments and alterations fnade to this éeries of prints seem to demonstrate-the
- process of working through this dilemma. In one of the vearlie‘st print_s, the forty-eight block
versior_l, Jan de Wasser does housework, works outside of the home, exché.nges his wages for
| bulbs, and beats his submissive wife (fig. 3.2). Griet does not play a very profninent part in
~ these 1:>>rints.97 Thus, her domineering behaviour cannot be condemned as the force that
transforms .J an into a housewife. In this version, therefore, thé chaotic househoid _iS represehted
as a masculine space, presided o-ver by a very strange hybrid--the male housewife. Based on
the scarcity of surviving prints, however, it seems that this version of the story of Jan de Wasser
was not very widely publi’shed.98

By contrast, it seems that more printers disseminated the eigﬁt-block version of the
story. And, significantly, this print takes a different approach to gendering the disruptive
hoﬁsehold. Here, the tale has been pared down to essentials. It begins with an imagé of Jan
(whose name is Klaas in this account) with his hand on Griet's bodice (ﬁg. 3.17-1). This picture
is accompanjed with the verse, "Klaas loves Griet and feels her bare breasts”. The overt
sexuality of this scene serves a two-fold purpose. In the tradiﬁon of farce, it uses sensuai
~ pleasure to lure viewers into the story. At the same time, it élerts them that this is a marriage éf

passion, which can only lead to regret. Indeed, the sexual caress is followed by the wedding

ceremony, and from then on the violence is unremitting as the two raise up fists, shovel, tongs,




182

spindle, cudgel and stick in their battle for dominance in the home. Griet gains the upper hand
in the end. But, while the defeated Jan is shoM taking oﬁ prescribed female roles within the
domestic sphefe, the Qicton'ous Griet does not leave the house to engage in masculine activities.

Thus, these versions of the Jan cie Wasser prints do not depict a true inversion; in fact,
they depart from earlier broadsheets of The World Upside Down in which women are shown in
~ traditional male roles such as .going off to war and fighting battles (fig. 3.4-3, 23). It is as if
Griet's transgressive female body must necessarily remain on the threshold of the domestic
sphere, where it—-father than the male body--signifies the disruption of boundaries. In contrast
to the forty-eight-block version, therefore, in these representation;, the épposite of an inviolate
feminine home is not a chaotic masculine hofne. Rather, it is defined as a chaotic feminine
home, in which the power of passion has taken over. Thus, as in images of the market,
masculine failings could be blafned on feminine forces. |

While this version reworks the dilemma of how to gender a chaotic home, it poses new
difficulties, for the depiction of uncontrolled passion is necessarily sexual and- violent. Not
surprisingly, printers were quick to edit this particular print. It is teliing that valtﬁough .the
woodblock image of Jan caressing Griet'é bare breast was reused by various printers, the verse
unde;meath this explicit opening image was altered to read something like: "Jan loves Griet and :
- will love her until death” v(ﬁg.‘3.3). In this way the text, whkh attempts to re-write this sexual
representation, actually denies the image, setting up a sort of competition between comic and
moralizing understandings of the body.‘ The imagery of viblence, which carried with it the
erotic connotations of festive "bridal creative blows”, is also increasingly toned down in later

editions of the prints. In the twenty-four block print (fig. 3.1), for example, Griet and Jan

exchange pants and aprons without a scuffle. Jan does not beat Griet at all in these versions,




183

while Griet only hits Jan to correct the childrearing mistakes he makes. Variations of this
~ twenty-four block print, which condemns disorder in the household as feminine passion while
censoring t_he' overtly sexual and vioient depiction of this force, became the most widely-
published version of the Jan de Wasser story.

In these versions, attempts also havé been made td clarify the blurﬁng of gendefed
identit3; that was part of the pleasure of viewing farcical scenarios of marital inversion.
Calvinist anti-theatre polemicists vigilantly condemned the theatre practice of cross-dressing on
the stage. They consistently argued that this was a form of sexual impurity that instigated lust
in the audience. For not only did male actors sometimes play female roles, but there is evidence
that female actors occasionally played male roles.” In response to these practices, the
churchmen argued that if men acted as women, or women as men, audience members would
not be able to clearly identify with characters of their own gender, giving rise to the danger of
passions being aroused in "unnatural" ways.'®

The admission of women into the Amsterdam troupe at mid-century made it
unnecessary for men to play the female roles, and the practice of cross-dressing seems to have
~ declined by the end of the century.'® However, there is evidence to suggest that these practi'ces
continued in a somewhat clandestine manner. Of significance here is a very small discrepancy
between printed versions of the farce of The Mean-Tempered Griets (Die Qua Grieten), which
were commissioned by the theatre regents, and archival references to this play. In the theatre
archives, this play ié sometimes fegistered as Man—’femﬁm (Drie Qua
M), and sometimes as Two Mean-Tempered Griets (Twee Qua Grieten).'” ' The
transformation of "die" to "drie", or "the" to "three" is underlined in these documents as if to

signify that this small change is more meaningful than a slip of the pen. Who is the third Griet




184

in Three Mean-Tempered Griets? .There are no known pﬁnted versions of a play with this
specific title. However, in the records of the theatre, thls extra role is allotted to a male actor.'®
Thus it seems that performances of Three Mean—T‘emp' ered Griets reasserted the controversial
practice of cross-dressing. Indeed, the range of "unnatural” cross-gender identifications were
quite varied in a play where Jan is effeminate, two Griets are domineering, and one Griet is a
man dressed as a woman who acts like a man.

Early versions of the Jan de Wasser prints may pick up on these theatre conventions. |
We have already noted how the eight—block version in particular calls up theatre performance.
In these prints, there is a striking difference between Griet's sexualized body in the opening
scene of couﬁship (fig. .3.3-1)', and hef bulky physique and grimacing face as she is transformed
into the domineering wif¢ (fig. 3.3-3). As Griet struggles with her husband fo_r the trousers, she
becomes a more masculine character. The depiction of Griet's indeterminate gender in these
scenes may have signalléd to viewers, anticipating the pléasures of farce, that this could be a
- man dressed in a female costume. In the increasingly moral tweﬁty—four block version, on the
othér hand, Griet's trim figure and neat dress allowed viewers to take in her ﬁnambiguous
feminine appearance at a glance ('ﬁg. 3.1).

Renditions of the Jan de Wasser prints published in the nineteenth century used even
more overt strategies as they attempted to i)ut an end to the alarming possibility that ydung
viewers might learn to act like these mixed-up characters. Editions .published by The Society
for Publig Welfare, a nineteenth—céntury group committed to educational reform, went so far as-
to include didactic rubrics. These exhorted girls not to imitate the behaviour of Griet, and
wafned boys against inakirig a hasty marriage choice and ending ub doing housework in the

manner of Jan (fig. 3.18).' The subtitle of a version entitled "The New Jan de Wasser"
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prosaically tells children how to read the print: "Jan de Wasser shall teach you something good
and useful, Oh children! notice how both Griet and Jan, have changed places with each other in
a contradiqtory’ way; Housework suits the woman and trade is ﬁtting for the man.""* The first
half of the print depicts the childhoods of sissy Jan and tomboy Griet, accompanied by didactic
captions such as "Shame, Jan! Girlish doll's games, Are never for béys," and "Climbing trees
doesn't suit you, Leave this to the boys, wild Griet!" (fig. 3.18-1 & 5). These versions signal -
the decline of the Jan de Wasser prints in Holland. Evidently their preachy tone had ﬁttlé
‘appeaI, for they no longer sold well.'® Ironically, as they were stripped of their ambiguous
pleasures, these prints also lost their disciplinary impact, for sensual enjoyment and moral
insight had always worked together in these forms.

This continuous process of éensoring representations of the body in the Jan de Wasser
prints reveals much about the process of usi'ng print to shape children into moral adults. For
these changes cannot be understood as the mere editing of printed forms. Rather, through
forms such as these, interior censorship was made implicit in readers. Indeed, later versions
were revised both to appeal to an audience that had a higher "threshold of shame and
repugnance”,'® and to instill in them new notions of bodily decorum. As Francis Barker argues
in The Tremulous Private Body, the construction of a private middle-class citizen in the late
seventeenth century required that the subject learn to dominate the disruptive "mess of the
body.""” The new private subject was profoundly self-conscious, with a deep sense of
corporeal guiit and a need to repudiate the body.

However, the body could never be completely denied, as merchant capitalism required a
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productive and reproductive body. Barker describes the uneasy equilibrium of the

seventeenth-century body, which always threatened insurrection:
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Neither wholly present, nor wholly absent, thie body is confined, ignored, ex-scribed
from discourse, and yet remains at the edge of visibility, troubling the space from which
it has been banished.'”

As the Jan de Wasser prints demonstrete, this body was always ambiguous and contradictory.
While editors continuously censored images of sex, violence, and cross-dressing, the body was
never completely repressed or entirely obscured by text.

This tension hetween the denial and reassertion of the body in the Jan de Wasser prints
is linked to the historical circumstances of their production. As the grotesque body of farce
performance was increasingly purified and even banned from the Amsterdam stage in the
1670's and 1680's, farce tradition was made over in printed form. Thus? these prints can be seen
to represent bodily passions in the face of their repression. However, while these prints might
reassert the grotesque body of farce to critique theatre reforms, they also employ a range of
vdisciplinary strategies in order to regulate the private behaviour of young readers. Speciﬁcnlly,
these printed images of the grotesque body were increesi'ngly censored over time. Not only
this, but the very form of print necessarily articulates a distance from corporeality. For the body
in print is not experienced in the same way as the physical bodies seen in.theatre performances.
The printed body, after all, is a two_-dimensionail image on the page; it couldvnever be mistaken
for the material body of the stage.''’

In this way, the medium of print itself works to prompt readers to deny the body and
turn inwards. Indeed, some of the very minute specifics of reading practices give impetus to
this turn away from the body. As has often been argued, interactions with printed material
played an important role in constructing the private individual: the practice of solitary reading

« in particular isolates the 'bod'y from other bodies as the reader retreats into an interior world.""!
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This process certainly ié evident in the'Ja;l de Wasser prints. Notablly, the prints
increasingly took on linear and objective characteri_sﬁcs of the written form as fhey were edited
over time. The linear narrative recounts the life bf the burgher couple, pausing to describe
landfnarks suéh as their wedding day, the arrival of their first child, and fheir discussions of the
child's future. The text accompanying the images is composed of simple rhyming couplets
descriptivé of the gestural images above them. This undoubtedly served as an éid to those
learning to read, allowing young readers to interiorize information in a practicé that posits an
individual who is increasingly separate from the world.

It is significant, however, to ﬁote how this didactic literal.'y function could also be
undermined by the reader. As Roger Chartier points out, while mnemonic devices serve as aids
for those learning to read, they also make narrative easiiy memorizal;le, which destines fhe text

to return to oral form.'"?

And, while these prints tend to assert the linear narrative, they also
. contain many repetitions, a trait of oral culture, as Jan perforrns chore after chore, punétilated by
the routine of beatings and disputes. As we have ﬁoted, the forty-eight block version (fig. 3.2)
is extremely disjointed, with no easily discernible narrative sequence. The first line of the print,
"Here comes Jan de Wasser" resembles formulas that traditionally were used iﬁ the recitation of
folk tales.'"® This prompts readers to draw on their previqus knowledge of anecdotes, insults,
and theatre playé. The printed stdry thus could easily‘ be transformed back into a tale that was
physically acted out, or told out loud in a group. Consequently, the body in print could provoke
‘the reconstitution of the material i)ody of farce.

The rhetorical gestures of the figures also act as a mnemonic device, creating an

unwritten performative narrative.' The texts below the images are simple descriptions: Jan

plays the boss / Jan insults the neighbours / Jan and Griet argue, etc. These texts could work to




188

censor the abusive language that undoﬁbtédly accbmpanied the many violent gestures in the
prints. Or, as in the case of "Jan loves Griet and will love her until death”, printed words were
used to deny the explicit sexuality of the accompanying imagery. In several instances,
however, the bodily gestures of the characters work against the sﬁnple descriptive texts as they
draw on the readers' familiarity with farce tradition and reassert the vernacular of slép-stick
comedy. For example, speech is indicated in scenes where Griet points as she gives instruction
on how to do the housework (fig. 3.1-4), Jan stands witﬁ hands on hips while gossiping with the
women (fig. 3.2-20), Jan shakes a finger as he pokes fun at the neighbours (fig. 3.2-21), Griet
jumps up from her chair when Jan comes home late for dinner (fig. 3.3-3), and so on. These
performative gestures function as visual representations vof spoken words.. This allows readers
to reenact the story, or evén invent their own comic narratives based on the gestural images. -
Thus, the prints are characterized by a vacillation between written and oyal processes of story
telling, between internal and communal experiences of narrative, and between the repression
and reassertion of fhe farcical body.

Because traits of the written form tend to occur more freqﬁeﬁtly in the later prints, we
can assume that they took part in a larger pattern of change, as early modern Euroéean,societies
moved away from communal social life towards private domestic life.'"> As the prints were
edited, Jan actually undergoes this same conversion. In the earliest Jan de Wasser prints, Jan is
often depicted outside, socializing with neighbdurhood people (See especially 3.2-15, 17, 20,
21), while in later ones (fig. 3.1), he i.s increasingly confined to interior domestic spaées. The
many editions of these prints did not merely reflect this transition, but actively fashioned a

reader who was more of a private individual and less of a communal member. Yet, as the case

of the Jan de Wasser prints demonstrates, while printed material redrew boundaries between the
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body and the commimity, it certainly did not extinguish oral practices. Rather, these prints

functioned as a place where different experiences of the body overlapped, sometimes in

contradictory ways.

This chapter has traced various appropriations, transfonnations ond adaiptations of Griet
and Jan, the farcioal domineering wife and effeminate husband of Netherlandish misogynist
tradition,. in order to explore how these persistent characters continuously were adjusted to
address the historically specific concemns of different audiences. As these comic characters
were takeri up in the theatre practices of Protestant Amsterdam, the ludic, sensuai and visual
conventions of festive celebrations were intertwined with efforts to regulate audience
behaviour. Thus the civilizing efforts of both Calvinist churchmen and.the classicist Nil
Volentibus Airduum cannot be understood as the censorship of upregulated, free and uninhibited
fleshly practices of previous carnival and ferce traditionsf While these groups may have
claimed that they were imposing decorum ﬁpon spontaneous excess, in reality, baﬁles about
farce were embedded in contestations about the control of public theatre, a crucial site for those
who wished to influence the opinions and behaviour of the urban populace.

Iii the case of Nil specifically, the strategy of repudiating farcical theatre traditions in the
1670's and 1680's was connected with efforts to create new class distinctions. By redefining
farce's audience, which included the merchant middle classes, as undisciplined and immoral,
they sought to distinguish and ielevate the classical traditions increasingly espoused by
Amsterdam's elite. Thus, the reassertion of misogynist farce traditions iri printed form at this

time can be understood .as an attempt to castigate the sensual and especially the economic

indulgences of this increasingly separate upper-class group. As they ridiculed farcical excesses,
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however, these forms remained attentive to the disciplinary mechanisms of theatre, particularly
strategies that endeavoured to regulate the genderéd ciiviéion of paid and unpaid labc.)ur..

Indeed, the constant editing and adapting of the Jan de Wasser prints betrays divers
concerns about how these prints functioned to preﬁare children for future roles. The analysis of
the subject matter and consumption of this series of prints indicates that defining private life
was a process fraught with anxieties and ambiguities. For the continuous readjustments to the
prints demonstrate that the imposition of discipline by those in authority often met with its
failure, as their peculiar mix of morality and farcical pleasure could be apprehended in
contradictory ways by readers. In response fo these possible readings, new editions of these
prints increasingly denied the ambiguous grotesque body of farce until they lost .much of their
appeal and ceased to be efficacious instructors. T hué the Jan de Wasser prints, published and
disseminated to children for over two centuries, reveal what théy attempt to conceal, for they
confirm that the separation of masculine and feminine social spaces and tasks was not a natural
division. Instead, it emerges as the product of continuous contestations, both between various

powerful groups who sought to impose their authority, and between the disciplinary strategies

of representations and the rebellious understandings of audiences.
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Chapter Four

Where Do Babies Come From? The Gallows Fiel_d as a Place of Origins

In his Natural History of Holland of 1776, Johannes le Francq van Berkhey recorded
that in the sixteenth and seventeenth centuries, when the children of Ainstérdam asked their
parents where babies cafné from, the traditional reply was, "Oh,vMother has been to the "
V‘olewijk."1 “According to this tale, mothers would make the sﬁort voyage across the . |
Amsterdafn harbour to this marshy island in fhe river IJ to pluck a new baby either from the
children's well, or from special baby-bearing trees that grew there. Arriving on the shores of the”
island, they were greeted by the cries of the infants: "Pick me, pick me. I'll always be sweet."?
Such a scene is imaged in children's prints of Jan de Wasser and his wife Griet. A nucleér
family--father, mother, and their new-born baby--‘are being transported in a smail boat steered
by a man holding a lantern (fig. 4.1-4). Behind the boat loom tﬁe island’s baby Well and
children’s trees. Viewed with knowledge of familiar sto\ries about the origins of Amsterdam's
children; it seems that the couple has just picked their baby from the island and is making the
voyage home. Initially this scene from a children's print appears as a censoring of AS(’3X118‘.1
explanations of childbirth: a humourous local version of the stork or the cabbage patch.

A different reality begins to emerge when this picture is cofnpared to o.ther images of
Volewijk, howe\}er. A. sketch of the island, dated 1664 (fig. 4.2), serves té expose the bizarre
and disturbing fact that Volewijk, the mythical source of Amsterdaﬁ's chjldreﬁ, was at the same
time that city's gallows field--an island vat the marine entrance to the city utilised to display the
‘corpses of executed criminals.* Not surprisingly, such comparisons have largely been

suppressed from interpretations of this p'eculiar folk tale about the origins of Amsterdam's

residents. For in the interaction between these two images of Volewijk, the children's well
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becomes visually conflated with the gallows, and the baby trees can be recognized as the
wheels used to display criminal bodies. In the deciphering of the elegant pictorial economy at
‘work m the children's print, an almost unspeakable truth presents itself: the hanging bodieé
depicted there are both decomposing carcasses and new babies. And the man steering the boat (
may well be the execufioner,s that social outcast whose job it was to transport corpses from the
publié place of execution in front of the town hall at, across the River IJ to Volewijk, the island .
of the dead, to display them on the gallows and wheels there. |
With this comparison, a comforting tale 5bout the source of Amsterdam's children turns .
into a nightmare in which the membérs of this companionate family, sitting in the executioner'; ‘
boat, with their baby/corpse, are transformed into vthe: living dead. Although they seem to take
their new baby back into the city, the bpat and its passengers are still turned towards the island.
Floating betwixt Amsterdam and the gallows field, they are neithe? here nor there, both coming
and going in a watery passageway bet_ween the city and its outside.v The other scenes in this
printed story also draw attention to the in-between status of Jan and Griet.® After the marriage
ceremony (fig. 4f1-1), the two battle over household roies; and exchange pants and apron (fig.
4.1-3). Then they travel to Volewijk, and in the sceﬂes that follow, the family returns to the
home, where Jan lies in the childbed (fig. 4.1-5), and ériet has the upper hand, iﬁ which she
holds a whip (fig. 4.1-6). As we have seen in previous chapters, as the co'u-ple,swaps domestic
roles, normative gender divisions commingle. Travelling in their boat through a space-time of
hybrid origins, Jaﬁ and Griet drift between seemipgly essential éategories such as birth and

death, male and female, the city and its outside. Like the dangling decomposing cadavers, the

members of this family are matter in transition, with no solid ground beneath their feet.
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My study does not attempt io search oui the original meaning of this bizarre tale.
Rather, I will examine evidence indicating some historically speciﬁc uses of the Volewijk
story--cases in which images and anecdotes that linked the decaying corpse, the pregnant body,
and the penneabie maritime boundaries of Amsterdam were appropriated'in contests about

civic, group, and individual identity. In each case, the story of Volewijk's babies has tlie power
to interrogate .ofﬁcial representations that construct a. coherent "body politic”. Jettisoned from
the city by the mechanisms of justice, the criminal corpse had crossed and thus created thecivic
| boundary; brought back in as a baby, it retraverses and intrudes upon this frontier. This
trajectory of the body is clearly not a linear passage through space and time, ncr is it even a
cyclical path of life, death, and rebirth. Rather, the movement of the cadaver is a constant
vacillation. paralleled only by the restless back and forch of pregnant motheis sailing_ in and out
of the city in search of babies. The criss-crossing of these imaginary voyages unsettles official
attempts to fix civic identity. For no sooner are boundaries secured than they begin to burgeon
or to decompose. And repeatedly; just as the riiystery and mess' of disintegrating and
reproductive bodies seems to effectively disrupt the notion of a coherent city, such imagery is
expunged, replaced or denied by official demarcations of the social body. Each repression in
turn is answered by the re-emergence of this haunting imagery in different, sometimes
unexpected, modes of representétion. This distinctive pattern of appropriation, repression, and
reasserticn indicates how extremely troubling this imagery must have been to those who sought
to control urban spaces and populations. Moreover, it provides suiprising insights into the ways
in which the residents of Amsterdam might have defined their city and themeelves.

My discussion of the uses of imagery of Volewijk is divided into three parts. The first

. section explores the depiction of criminal corpses on the margins of sixteenth and early
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seventeenth-century maps and city views .of Amsterdam in conjunction with the signi‘ﬁcance of
the récurring rite of transporting executed corpées ﬁom the town square to an island beyond the
city walls. In sentencing formulas initiating Amsterdam'’s spectacular ceremonies of publi‘c
punishn}ent, criminals condemned to execution were declared "children of death”.’ Puf to death
in theatrical ceremonies of corporeal torment at the city centre By rituals of ci;/ic justice that
- pursued the corpse beyond death and pain to the island of Volewijk, the body of a child of death
| was visibly and violently eliminated frdm the civic community. Hovering on the frames of
maps of Amsterdam, the bodies of transgressive pblluters arréyed at the city's edge were cruéial
to the definition of a pure and homogenous civic vinterior. While the centuries-old repeated
transfer of bodies from inside to outside served to display the boundaries of Amsterdam and its
judicial power, however, in a confradictory movement, the corporeal imagery_ of t_hesé
der;lonstrations of might also revealed the spatial anci temporal limitations of .such attempts to
master trénsgression. It is this inability of civic power to subdue the body that iSV/fOI‘CCﬁllly
emphasized by the story of Volewijk's babies. |

The second part of this chapter turns fo representations of bodies that linger in the
ambiguous passageway between the city and its outside. If the overt dramatic bodiliness of
highly visible rituals of execution always closed in death and expulsion, what did it mean for
children of death to come back to life and fe-enter the space that defined itself through their
exclusion? Here I shall argue that the imagery of Volewijk's ambiguous bodies was comﬂqonly
seen in the streets of Amsterdam, where it called up the practice of midwifery. For the island of
death was the emblem of the city's mid-wives, piétured on their street signs. In tﬁis way, the
watery space between Amsterdam and Volewijk takes on a peculiar gendered signi‘ﬁcanc-e. As

a metaphor for the pain and danger of childbirth, the trafficking of bodies from Volewijk back
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into the city was speciﬁcally_éjoumey made by women. An examination of concerted attempts
on the part of Amsterdam's medical college to expunge images of Volewijk from the city streets
and to regulate midwifery exposes the threat that beliefs about Volewijk's corpses/babies posed
to new forms of knowledge about the body and associated configurations of the social body.
The final section takes up the appropriation of this imagery in battles over the definition
of a coherent "body politic." In official representations of the city commissioned b.yv the
magistrates in the second half of the seventeenth century, the island of Volewijk began to
disappear, and female allegories of Amsterdam increasingly replaced criminél corpses at the
maritime boundary of the city. This nc;ticeable shiﬁ in the way the city was imaged coincided
with larger historical changes, as the identity of Amsterdam as a centre of state gradually
eclipsed notions of the city as a mercantile.centre. It seems that imagery of the story that linked
childbirth with Volewijk's corpses begé.n to circulate in satirical prints in response to these
' displécements. These printed images forcefully attacked the increasing closure of .the "body
politic" by irﬁagining an open, fertile and reproductive city. ﬁnagew of bodily and
geographical transgression was used to rearticulate the city with a belly laugh that disrupted
new boundaries. At the same time, it signals the decline of spectacles of public punishment in
favour of methods of discipline that focused on the interior private life of the individual. Ina
brief conclusion, 'therefore,‘ I return to questions of the role of catchpenny prints in the Calvinist
education of children. For while imagery that derisively links the bodies of women, children
and criminals had subversive potential, it also upholds certain .social norms by wolrking to

maintain the exclusion of these groups from political life.
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Decomposing Boundaries: Mapping the City and its /g Jutside

The tip of the island of Volewijk, with its grisly display of decomposing corpses, was :
consistently depicted in sixteenth and early seventeenth-century maps of Amsterdam, where it
was almost always placed in the bottom right hand corner, just resting on the frame.® The
prototype for this spatial arrangement is Cornelis Anthoniszoon's bird's-eye view map of the :
city, a panél péinting commissionéd by the civic government and cémﬁleted in 1538 (fig. 4.3).5
Some years later, in 15A44, Anthonisz produced a large woodcut version of this map (ﬁg. 4.4),
and at least five different editions of this view were subsequently published.” Believed to be
the ﬁrst'bird's;eye view town panorama produced in the Northém Netherlands, this particular
perspective became the model for numerous maps of Amsterdam printed throughout the next
century." | | |

At the centre of Anthonisz's painted map is the Amsterdam Town Hall (fig. 4.3). As the
viewer's gaze ﬁloves up the width of the Amstel River, which flows through the middle of the
map and the town, it is arrested by a bridge joining the old and new sides of the city. This
obstruction redirects the eye into the blank white space of the square in front of the Town Hall.
It is within this building that this painted map was hung.”> There, the objective truthfclaims of
cartography worked to legitimize the authority of civic leaders. For this map allowed the city
inagistrates to look down on the territory that they governed. The power and the pleasure of |
such a viewpoint, according to Michel de Certeau, is the illusion of being able to see the city
without being part of it."” Distanced from thé noise, smell, and confusion of the everyday life o‘fv

the streets, the impossible vantage point of a disesmbodied celestial eye actually frees the viewer

from the limitations of corporeality. _In this way, the painted fiction of a totalizing view of the
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city attemptéd to transform burgomasters into omnjbs;:iént god-like figures, able to see the entire
city from without while remaining within ité confines.'*

The inclusion of the gall.ovvvs field at thé map's margin served as a reminder that town
oligarchs also were like gods in their'powér to punish. This authority was manifested in
. specific pracﬁces: the | "ontsaggelijke pleétigheeden," or "awesome ceremonies” of capital
- punishment.””  These civic rituals occurred anywhere from one to four times per year,
depending on the number of delinquents to be punished on the scaffold.® On justice days, the
crowds who gathered to see the‘ spectacle of execution also came to watch the burgomasters.
Arrayed in ceremonial black "blood robes,'.' tied with "blood sashes" embcllishedv;zvith the red
St. Andrew's crosses of the arms of the city, tﬁe magistratgs sat in the open window of the
gallery of the second floor of the Town Hélll.” There, fhey were visiBlé witnesses who looked
down on the violent justice meted out on the scaffold in thg square below.

In his detailed study of the practice of execution in Amsterdam, .Pieter‘ Spierenburg
-claims that the ofﬁ.cial presence of town oligarchs at public executions was unique. to
Amsterdam.'® Burgomastefs did not represént the judiciél branch of civic government, and
therefore thisl unprecedented ceremonial role s‘érved to .symbollically extend their power to all
. spheres of municipal authority.”” Michel Foucault contends that the violence unleashed upon
the body of the condemned in counnieé such as Frahce restored the integrity of the Kibng's
body.”® If this was the case, then in the city of Amsterdam, magistrates usurped this ritual of
sovereign i)ower by situating their own bodies, clothed in 'éeremonial raiment, as a body of
authority. | |

For in Amsterdam, transgressors did not affront the person of the monarch; they

violated the civic body. Prisoners condemned to death were sentenced with the formulaic
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phrase: "Theée are thiﬁgs which cannot be tolerated in a city of léiw and have toi be punished as
an example to others."”' Clgaﬂy it was th¢ magiéterial and rational judgement of the city that
'violently subdued the offensive criminal body. The corpse of _. the condemnéd therefore .
functioned as a visual representation of the civilizing force of reason over the bbrutal criminal
world, of mind over transgreséive bodies, and of corporate power over an individual's deviant -
will.”?> The repeated representation of these criminal cadavers in maps of Amsterdam is
indicative of the centrality of such rituals to the identity of the city.?
Moreover, only certain types of criminals were condemned to the infamy of exposure
bn Volewijk. The majority of those punished with death on the scaffold were from the lower
| classes. Of these, only the worst offenders were gibbeted after execution: murderers found
guilty of crimes against the body,. énd, inbreasingly in the late 'seventeenth century, burglars
convicted of offences against property.* The latter is significant to Amsterdam, for if Volewijk
was a consistent featuré of its maps, so was the city's busy harbour, filled with the masts of
trading vessels, and so were its warehouses, which stored goods from around the globe.”® In
such a warehousg-city, the severe repression of crimes again‘st property rights was crucial.”®
The gibbeting of a criminal body was thus an’urban rite of purification that expunged
- internal eﬁemies from the civic ~community in order to ensure the protection of both the bodies
and the goods of citizens. Executions took place at the urban ceﬁtre, in Darﬁ équare in front of
the Town Hall.”’ Departing from the customs of many other European cities of the time, in
Amstefdam, there was no procession of the condemned through the streets before this event. -

Rather, the parade came afterwards, as the corpse was placed ori a wagon pulled by a white =

horse and carted from the centre of the city to the outside of its walls.*® From the harbour-front,

the next stage of the journey began as the body was transported away from the city by boat to
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the island of Volewijk, a site at the marine boundary of the city. Here the cadaver was hung
either on the gallows or diéplayed on the wheels and left ‘tb rbt away (see fig. 4.2).” These
bodies were condemned, in the poetic Wdrds of the sientencing formula, "to be consumed by the
air and the birds of the sky”.** This punishment ritual thus ensured that the corpses of those
who had violated the rig_hts of citizens were eterrially exchided from city space.

In this process, the hangman's boat functioned as a vehicle that creatéd a spatial network -
of differentiatiori by moving the bodies of tranégiessors td the other side of the urban bomd@.
The repetition of the‘ ritual jouniey of the criminal body from the city centre to its border can
~ thus be understood as an attempt to cleanse the city. It worked to divide a puriﬁed interior from
a polluted exterior, and to separate bodies within the walls from bodied arrayed on the outsidé.
Such crucial divisions were produced and maintained by this process of passage: the repeated
transfer of alien criminal bodies was a movement that defined and consti‘tutedi the city's
bouﬁdaries. |

The watery passageway between Amsterdam and tlllel gallows islahd of Volewijk thus
woiked to sepafate the city from the deviant bodies that were physically expelled ﬁom the civic
centre. This particular body of water was anything but an empty space dividing the city from
its exterior, however. In faict, it was the bustling entrance to the harbour of the 'largest trading'
centre in ’seventeenth-centul"y Europe (see figs. 4.3 & 4.4). The harbour Waé integral to the
city's identity as the powerful hub of a vast commercial empire, and a number of official
guidebooks of Amsterdam printed during the 1660's opened with large fold-out views df this |
site, Bﬁstling with the masts of hundreds of ships (fig. 4.5). Celebrating the city's Ihight, such
harbour scenes reminded viewers that Amsterdam's _mefchahté and traders made their fortunes

as middlemen who bought, stored, refined and sold products from other places.
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Its protected harbour was Amsterdam's greatest strength, and depictions of it delimited
the city's unique identity. Howevef, imagery of the harbour concurrently betrays the aufono'my
of Amsterdam as a self-éustaining entity by displaying its very dependence on places beyond its
boundaries. Built on a bog, Amsterdam had few natural resources or industries, and therefore
was almost completely reliant on goods from outside.”> The harbour, therefore, was a place
where péoples and goods from around the globe mingled in.a fluid process of éxchangé and
exploitation, and the site where the city was most open to and dependent upon its outside.”
The spokes radiating out from this commercial hub conversely functioned as maritime routes

carrying new and unfamiliar elements into the city. Here, categories of thought usually separate

. and opposed--local and foreign, centre and periphery--coexisted to jeopardize notions of

unchanging, impenetrable civic spacé.
| It was crucial, therefore, 'to secure the marine entrance to the harbour and the city.

Although the gibbets of Vol-ewijk_ would have been visible\from Amsterdam, the display of
bodies aloﬁg the main shipping route must have been intended ‘mainly as a grisly warning to
maritirﬁe traffic coming in and out of the busy harbour.** Here, the decaying bodies of thieves
and murderers did not just recall the past workings of justice to vanquish threats to civic
society. They also actively reconfigured the future of the community by reminding in-coming
citizens and foreigﬁers alike of the power of city magistrat;as to penalise violations of the city's
laws. The hanging bodies on Volewijk thus served as highly visible reminders and reinforcers
of civic might, prompting viewers to remember the recurring rituals of public punishment that
markéd the daily lives of the city's inhabitants, and the frontiers of municipal power.*

Moreover, these corpses functioned as explicit visual admonitions that sought to secure -

the future of the city: "These are things which cannot Be tolerated in a city of law and have to be
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punished as an example to others."** An eighteenth-be_ntury sketch of Volewijk by R. Vinkeles
(ﬁg. 4.6') indicates how the people of Amsterdam might have apprehendéd the moral messages
provided by criminal cadavers.”’ A winter ’scene, it pictures groups of people who have skated -
or sledded to the island.*® Prominent among tilem are two nuclear families, both standing at the
base of the gallows. In each family, the father figure gestures to the gibbéted cadavers that
swing abo_vef Presumably, these patemal éharacters have seized the opportunity to give a
lesson to wives and children by pointing to the ethical examples provided by Volewijk's dead
bodies.”® Such an imége has strong connections to Calvinist»teachjngs; not only was continual
inward scrutiny the duty of every believer, but, as heads of the household, fathers and husbands
especially were admonished to encourage self—réékoning and respect for aufhority in their
families.*

And yet, what is most striking .abou.t this image is the bizarre contrast between the
pleasures of a family 6uﬁng and Volewijk‘s putrefying corpses. Benea;ch a skeleton that slumps
on the wheel at the far right, a group of adults and children picnic at a table, while at left several
people cluster around what appears to be a refreshment stand, set up on the icé. At the base of
the gallows crouches a figure that defecates. ‘Skaters and sleddefs glide past. |

Pieter Bast (fig. 4.7) sets up a similarly strénge connection between leisure activities and
decaying corpses in a much earlier sixteenth-century printed image of the Amsterdam harboilr.
While Vinkeles draws on the Dutch painting tradition of depicting "ijsvermaak," the pleasures -
of winter, Bast's image shows a summer sailing expedition. In the foreground is Volewijk,
peopled by a small group who aﬁpear to be dancing and making music. Their moored boat

implies that they have come from Amsterdam, visible as a dense jumble of buildings on the

horizon, to this uncrowded space on the outskirts of the city. As'in Vinkele's sketch, Volewijk
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appears as a place of leisure, where city dwelleré_ could escape from the pressures and
congestién of urban life.*! It is also a spot thaf allowed the énjoyment of power described
above: that of viewing the city from a distance. Indeed, this seems like an image of a
pleasurable excursion until one notices the gibbeted corpses to thé(ri‘ght of the tethered boat.

The physical enjoyment of eating, drinking, skating, sledding and defecating in
Vinkeles' sketch, and of dancing, music-makihg and conversation in Bast'svprint'seems almost
implausible given the nearness of so many decaying cadavers. Yet the visual juxtaposition of
(ieath and physical pleasure was a familiar theme in Netherlandish art. | Conven£i6né1
interpretations describe sﬁch a contrast as a momento mori--a moral warning that sensualism
was vanity that would always come to an end.* Such an admonition has particulaf significance
when the city itself is pictured in the scene. For to view fhe busy life of the city and its bustling
harbour from a place where leisure and death commingled cenaiﬁly ifnpliéd, not only that
people and their vain enjoyments were transient, but also that civic wealth and pdwer wouid not
la'st forever.

While both imagés clearly resonate with these vanitas themes, however, they also hint at
something Beyond this well-known moral message. For excessive enjoyment of life's sensual
_pleasﬁres might not élways be discouraged by death; rather, the proXimity of so thuch rotting
flesh seems almost to heighten desire. Hére we must note that both the sixteenth-century print

| and the eighteenth—century _Sketch display a fascination with thé dead, dismembered and
decaying body.” If crowds swarmed to Dam square té witness public rites of justice wifh their
own eyes, in thesé images péople maké pleasﬁre ﬁ'ips to Volewijk to picnic among the dead.

Awesome ceremonies of suffering and punishment seem to arouse a peculiar frisson of

transgressive desire.
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With this insinuation of dark and morbid attractions, civic rituals of justice and

| punishment can no-longer be apprehended as purely rational and utilitarian practices. Fostering

a fear of authority that traded on cruel spectacles tinged with dark sensualism, the constraints
created by these procedures certainly also opened up transgressive possibilities.‘ And, although
Volewijk's corpses were intended to function as visible signs of the power of the civic
goverhment to legislate the city, we are beginning to see how they concurrently indicated that _
fashioning the future of the community through the control of its subjects vwas an uncertain
procéss at best.

Located exactly on the frame. of official and ostensibly objective cartographic
representations of the city, thesé bodies deﬁned the urban inteﬁor by marking. its border and .
recalling rituals of punishment. While the bird's-eye view perspective of the Towr; Hall map of .

Amsterdam works to create the illusion of a god-like viewer, this effect is both emphasized and

~ destabilized by the inclusion of Volewijk's corpses. Positioned on the margin, between the life

of the viewer and the work of art, the imagery of death frames the beholder's understanding of
the representation, the world, and his or her place in relation to both.** Here, it is important to
notice how the inclusion of a small portion of Volewijk in this representation produces a
curious spatial disjunction that effectiver disrupts the illusion that the map createé. ForAthe jut
of land at the bottom of the image implies the continuation of the island into the space in ﬁoﬁt
of the map where the viewer is standing. In this way, the tip.of Volewijk bﬁngs the beholder
back down to earth: feet on the ground, looking at the city frpm the pérspective of death. The
island and corpses of Volewijk thus destroy the pretentious omnipotence of disembodied
heights of power, for they remind beholders of their own bodies: their transitory experience of a

living city that gives lie to the static consistency of the represented city.*
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The imagery bf death on the frame of the mapv thus hints at pfacﬁces and places that
exceeded the rational workings of justice.** For Volewijk's corpsés do not just recall past
tfansgreésions; as consistent features bn the citf's outskirts, they\ aléé insinuate the very
impossibility of preventing future crimes ‘against society. Moreover, the repeated displéy of
corpées on Volewijk, and the compulsion to represent and re-represent these cadavers in maps
and city views also provokes the dark and forbidden pleasures sustained by viewing the
decaying body. By demarcating the boundaries of Msterdm’s jurisdiction, Volewijk's'
corpses concurrently draw attention to geographical territories beyond the city's control. And,
as tﬁey_indicate thel limits of civic'éontrol, these cadavers also vividly recall the ﬁnal frontier of
death, which inevitably destroys not only the individual human body, but also the civic body.
From their place of banishment, criminal cadavers graphically point to the spatial and the
temporal limitatioﬂs of municipal authority. | |

We can now begin to understand the subversive humour at work in stories of the return
of these corpses as bébies. Making no claims to objectivity, these tales actually reverse the '
traditional route of expulsion as Volewijk'é lively dead make their way back towards the city
centre. Historians have characterized ‘the ritual journey of the criminal body from the town
square to the city's extérior both as a rite of passage that invariably closes in death, exciusioh |
and decay, and as a dramatic theatre event with clear moral ’meanings.‘”‘ Yet, not every
ceremony ends so predictably. This sfory mockingly plays on the contradictory messages of the
decaying corpse by emphatically pointing out that death is not so easily mastered and
ﬁndgrstood.

In Amsterdam's theatre tradition, a serious work of drama was always followed by a

"nastuk," a short farce that came after the main performance. Indeed, surviving references to
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the story of Volewijk's babies occur almost exéluéively in farcical prints, satirical booklets, and
printed comic plays.”® Clearly, this tale shares the conventions of the "nastuk", which pokes fun
at the orthodox vmes‘sages of tragfc dralha. | Having examined the moral meanings of the
theatrical production ;)f muniéipal powef, therefore, let us now turn to the farce that followed it.
From the magistrates' point of view, the criminal body Had been vanquished, put to death, and
expelléd from the city. Hist01_;y tells the same story. But this is not the only story. If we ;hiﬁ
pqsition—-to conéider corporeal expeﬁence of the city on the level of its streets and canals
instead of Iooking down at it from the sky--a very different picture emerges of the body that is
about to stage a come-back voyage to Amsterdam as a baby. For the stories and beliefs that the
residents of Amsterdam wove around the criminal corpse cerfainly do not mesh with the official |
story. |

Jacob Bicker Raye, who attended many executions in Amsterdam, records a curioqs tale
about Volewijk's dead in his journal entry of December 17, 1746. On this day, a group of
people had .gathered on Volewijk to watch the executioner and his assistants hang the body of
the recently executed Hendrina Wouters on the wheel. And then, as his co-workefs looked on
in horror, a grain regulator climbed up onto another of the island's wheels. This structure,
Bicker Raye tells us, held up the decaying body of Abraham Mozes, alias Bram de Pijpeman,
broken and displayed there three and a half months earlier. Throwing his arm around this putﬁd
corpse, the audacious grain regulator turned to it and asked, "Well comrade, how's it going so
far? How goes the voyage?"*® This stunt enraged the executioner, who ordered him dov('fn.'

When the grain regulator refused, a struggle ensued as the executioner tried to chain him to the

wheel. Bicker Raye goes on to note that the grain regulator was reprimanded by the law for his
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actic_)ns, and, perhaps more seriously for him, from then bn his colleagues refused fo work with
him,vbecal.lse he had téﬁched a criminal corpse and éat upon the wheel.

This short anecdote gives many insights into seventeenth and eighteenth-century
attitudes towards Volewijk's dead. The way that the grain regulator addresses. the corpse is
especially intriguing: "How's it going so far? How goes the voyage?" A's we have seen, bodies
hung at Volewijk had no plaée in the urban community. While burial in a cemetery allowed the
dead to remain at home within the city walls, bodies taken to the gallows field were condemned
"to be consumed by the air and the birds of the sky”.”' To be denied Christian burial rites and
left for the birds was truly thought of as a féte worse than death. For not pnly was the corpse
condemned to remain forever outside the community of the living, but it concurrently was
excluded from the world of the dead. Dé.ngling in the air between heaven and éaﬁh, the
homeless dead of Volewijk were doomed to a living death in which peace and repose weré.
forever denied.” |

When the grain regulator addressed Abraham Mozes as if he were still alive and in the
process of voyaging towards death, this was very much in keeping with contemporary attitudes
about the‘deceased. In fact, historians recently have argﬁed that in Northern Europe throughout
the early modern period there was a widespread belief that all corpses retained vestiges of
previous identities until they had completely decayed. As Katharine Park has suggested, the
process of deéth was thought to correspond to the améunt of time it took a body fo decompose: |
about one year. During this liminal period, the body remained semi-animate. Its personal
identity--its soul--did not die until all flesh had rotted from its bones.”

Certainly, it is striking how in Bicker Rayes' journal entry, criminal remains are given

names and even nicknames: Hendrina Wouters, and Abraham Mozes, alias Bram de Pijpeman.
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The executioner and his assistants, and the grain regﬁlator and his colleagues, on the other hand,
remain anonymous. Here, the moral significance of death as é momento mori--a reminder of
the transience of personal identity--ceaéeé to function. Hendrina Wouters and Abraham Mozes: |
their names alone suggest gender; ethnicity, and notoriety.>* As long as their bodies could be
seen on Volewijk, their identities lived on. Itis as if on Volewijk, the personhood of the dead
was stronger than that of the living.

For if evéry dead body Waé thought to possess a residual livelines.s, the gibbeted corpse,
restlessly positioned between the worlds of the dead and the living, was especially potent. The
strange half-life of the corpse_endowe_d it with magiéal energy. The executioner sold fragments
of this body: fingers, toes, skin, blood, as curative remedies.”> While it had positive healing
powers, however, the in-between semi-animate étams of this body made it ambiguous,
endowing it wi_th poteﬁﬁal for both good and evil. For these cadavers were the dangerous dead;
hostile strangers who xﬁight try to reincorporate into the world of the living.*® As the story of
the grain regulator indif:ates, physical qontéct with such a bodyv was a taboo act, bringing
infamy upon the offender qnd resulting in exclusion from the life éf the community.”’

Such beliefs about the half-life of the decaying body, and the power of criminal corpses
that never came to rest, were absolutély antagonistic to Calvinist creeds. An anecdote about the
Grand Pensionai'y Johann van Oldenbarnevelt and his servant Jan Francken serves to illuminate
church doctrines that governed attitudes towards the recently dead. According to this story,
before Oldenbafneve_lt’s execution in 16.1 8, Francken promised his master that he would always
remember him in his prayers. Eéchewing this comfort, Oldenbamevelt femained staunchly

Calvinist‘ to the end and reprimanded his servant, "No, Jan, that is popish, that is now ended

when one is dead. If you want to do something good, do it now, now is the time to pray; after
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death it doesn't help any morve."s8 Oldenbamevelt's admonition is clear--to pray for the dead
was pointless. for with death, even death by execution, the body ceased to vlive and tﬁe soul left
the world. In opposition to Roman Catholic doctrine, Calvinism emphatically faught that the
dead did not enter a time of purgatory, When they could still be helped by the interventions of
the living.

If Calvinism forbade the comfort of praying for the deceased, beliefs in the power of fhe

‘dead body were anathema. Ironic, fherefo’re, that assumptions about the liveliness of the cérpse
were particularly long-lived in the predominantly Protestant North of Europe.”‘ It is as if thé
se;/eﬁty of Reformed doctrines was met with recalcitrant convictions that pointedly reasserted
contact with the recently dead.

Not only did these beliefs counter Calvinist customs, but they also drew attention to
contradictions within the practices of muniéipal authority. Both menacing and sacred, the
status of thé criminal cadaver seems to call into the quéstion the very notion of the civic
boundaries that it secured. As Mary Douglas has argued in her influential study, Purity and

Danger:

...all' margins are dangefous. If they are pulled this way or that the 'shape of the
fundamental experience is altered. Any structure of ideas is vulnerable at ‘its
margins...The mistake is to treat bodily margins in isolation from all other margins.*

Powerful, energetic, vulnerable and dangerous:‘bodies positioned on the edge of the city and its
mapé draw attention to the boundary's contradictory status. For the margins of these bodies
were decomposing: as the surface of the Body eroded, the crucial interface bet\.veen its inside
and its outside was destroyéd. Such a break-down of the Border between what is interior and
what is exterior to th;e subject clearly has the power to dissolve identity.*" It is a powerful

image, therefore, for calling into question the integrity of the civic body. While criminal
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remains were positioned withrthe intent of securing tﬁe boundari;:s and identity of the city, the
transitional quality of bodies whose margins weré _COntinuously rotting away poses a threat to - '
the very notion of a fixed and eternal border. | |
Killed and excluded from the community, decaying criminal bodies remained vital and
visible at the city's edge. Thué the rational power of the civic magistrates to master the bodies ‘
of transgressors by putﬁng them to- death in rituals that cleansed and restored order to the city
was disrupted by the living, powerful and potentially hostile presénce of these restless bodies.
While the mortality of the body, its finite nature, may have pointed to the spatial and temporal
bounds of civic power, beliefs in the vitality of the corpse--its sﬁbbom refusal to die--were
more troubling yet. Indeed, as we bégin to comprehend the insights of these everyday beliefs,
the ofﬁciaI\ reasor_rl‘ driVing rituals and representations of these corpses starts to appear as a
desperate attempt to shore up authority that was alwayé in the process of decomposing.
| For these agitated cadavers, boised just at. thé city's edge, are perfecﬂy positioned to
voyage back in. When the grain reguiator turned to the decaying Bram de Pijpeman to ask,
"How goes the voyage?" perhaps he referred--not just to the body's transition ihto death-;bﬁt_ |
also to the possibility of a journey back into. the life‘ of the city. As late as 1746, beliefs in the
, liveliness of the corpse persisted. Potent body parts dropped from &ese decomposing carcasses
into a pit under the gallows. We have already identified this structure as the "chﬂdrén’g well," ;
where mothers went to draw up babies. Fished out of this pit of oblitei‘at_ion, the powerful
fragments of the semi-animate deca;ying body étart life’an‘ew as infant bodies. Doomed never to
rest, and .possessing an ambiguous power, the deviant bodies and wills of children of death

begin their uncanny voyage back into the civic community as children of life.
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Infant B.odies:‘ The Other Within

There is compelling evidence to indicate that ‘the story of Volewijk's bodies returning to
the city as newborn babies was more than just an unusual and eccentric folk tale. The delivery
room of Amsterdam's hospital, for instance, was called the "Voolewijk." Hospital records
included the "roeiboekje", or "row-book:" a volume used to record the names of midwives, and
the number of children they had delivered.* This gives an indication of just bhow familiar this
myth must have been in the life of the city. For in Amsterdam's vérnacular, the phrase "to row
to Volewijk" was a' commonplace metaphor for the process of giving birth. And as the one
responsible for steering a safe course for the boat and its passengers, the midwife often was
designated as "navigator of the Volewijk l:‘)oat”.63 ’

In fact, the gallows island was the emblem of Amsterdam's midwives, who hung the
sign of Volewijk outside their doors as a way of advertising their skills to passers-by.*
Although midwi\tes' sign boards do not survive, based on printed images of the "Volewijk
voyage" (see figs. 4.1-4, 4.14 & 4.15), it seems likely that they depicted midwives and
expectant mothers rowing to or from the island's gibbets and wheels. Thus the residents of
Amsterdam would not only have been familiar with oral tales and references to the Volewijk
voyage, but they also would have readily understood the associations of visual imagery that
linked the island of death with the prscess of birth.

A series of legislations from Amsterdam's Medical College tells the tale of repeated
attempts to banish midwives' signs of Volewijk from the city streets.”” An ordinance of March

2, 1691 forbade the hanging of signboards by midwives who had not completed a four-year

apprenticeship and undergone examination by the College. The signs of midwives who had

been approved, it went on, had to be painted with clearly legible letters. On the eighth of
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January 1704, it was decreed that midwives who had been suspended by the college must take
down their signs. And on January 30, 1712, this dé:cree was repeated with the addendum that
midwives had to bringtheir signbéards to the college so that they could be approved and |
stamped with the seal of the Inspectores Collegii Medici and with the personal seal of Dr.
Frederik Ruysch. After this, they could be hung in the city streets. This was restated in an
ordinance of the thirtieth of January 1742, Declaring Ithat each approved midwife must hang a
sign outside her house, it stipulated that this sign had to have large and legible letters that said
CITY MIDWIFE, and clearly designated her district.** Signs with large and legible letters. No
pictures. What emerges from these legislations is the history of the erasure--and repeated
reassertion--of the image of Volewijk in the city streets. | |

Efforts to rid Aﬁsterdmn of this imagery clearly weré connected to the regulation.of
midwifery on the part of .emerging, objectiVe medical practices. There is an official groﬁp
portrait, painted By Jan van Neck in 1683, of Doctor Frederik Ruyséh and his rﬁedical
colleagues--the very men who later decreed that every midwife must bring her clearly lettered |
signboard for their seal of approval (fig. 4.8). Commissioned by the surgeons and hung in their
guild hall,*” this painting pointedly indicates some of the strategies of inclusion and exclusion
that undergirded the new truth claims of medicine.

This group of doctors chose to have themselves portrayed in the act of dissecting a dead
baby. It is early days yet in the history of empirical mediciﬁe, and The Anatomy Lesson of Dr.
Frederik Ruysch still jolts the viewer into recognizing the human sacrifices demanded by
scientific objectivity. For at the right-hand edge of the painﬁng, a young boy watches the |

lesson. He holds the skeleton of an infant between himself and the group clustered around the
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baby's corpse. This young on-looker has been icientiﬁed as Hendrik Ruysch, the only one of
Dr. Frederik Ruysch's sons to survive childhood.ﬁé

The impact of this painting does not trade on sentimental notions of éhildhood,
however. Rather, if plays ﬁpon the seventeenth-century ’tropé of the ages of man. Different
stages of a man's existence are depicted in the same scene: infanthood, childhood, adulthood,
and, of course, death. Older than an infant, yet younger than the énatomists, Ruysch's son takes
up an intermediary po:sition. This may havé prompted viewers of the painting to wonder
whether this bby identifies with his father, or with the other children in the painting. In fact,
Hendrik Ruysch was actually twenty years old at the time this portrait was painted;” thus the
choice to depict him as a young boy emphatically positions him between the surgeons and the
dead infants.

The young Hendrik is dressed like‘ the anatomists in the sober costume of the Dutch =
middle classes; the white cravats highlight faces while the black coats cause bodies almost to
disappear into the darkness of the background.” Yet, the skeletal child that the boy holds up

“vividly recalls his body by suggesting his own_rhortality. Moreover, it links him to the highly
visible body of thé dead child in the centre of the composition. In this way, the idéntity of this
youth seems to split between the living and the dead, betweén the practitioners of medicine and
the thing that they examine. Caught somewhere between the subjécts and the object of
medi;:ine, this intermédiary figure star_ldé as a reminder of the violence of the subject/object
division. |

The hands and the faces of the anatomists form two céncentﬁc rings around the dead

body, visually unifying fhese men into a cohesive social group. Indeed, they form a social body

through their shared access to a body of knowledge--in this case; obstetrics.”' In light of the
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efforts of these men to repress unregulated midwiféry practices, it is important to note how this

attempt to consolidate a social group depended on the rigorous exclusion of other forms of

‘empirical knowledgé. For the crucial distinction between detached practitioners of medicine

- and the passive objects of their observation also works along gender lines. As Valerie Traub
has argued,

The gendering of scientific knowledge as masculine - the emergence of medicine as a

‘modemn science through the creation of a male subject and a female object of knowledge

- depended not only upon anatomists' claims to objectivity, but on the

professionalization and regulation of midwifery, the success of which eventually led to
the exclusion of women from all branches of medicine.”

Ig this way, this portrait sets new limits on knowledge by establishing medical, social, and
gender hierarchies. Notably, the painting was hung in the formal meeting room of the surgeon's
guild hall--in the very rbom where midwives underwent examinations to be certified by the
Ccﬁllege.73 .Here, its message undqubtedly would have been seen and understood by this group
of female medical practitioners. Indeed, it is tempting to view this painting as an effort to
le_gitimate new forms of knowledge about babies in response to traditional midwifery
practices.” For the model of social order it depicts was one that actually legislated that
-unsupervised midwives take therhselves and their street signs of Volewijk out of the public
domain.

Amsterdam's midwives, however, resisted such attempts to mandate their practices. A
poem, said to be written by a midwife, incisively protests the suppfession of the midwives'

signboards. Published in 1682 in Jeroen Jeroense's Droll and Ernest Inscriptions on Awnings,

indows, Street Signs, etc., it reads:

Let the dissenters freely hang up the Volewijk...if they desire, -
I have never had another sign for my work, and I also will not
Let myself be censured, '

When I'm out rowing, there are always all kinds of folk
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Waiting for me.
I bring in as many children as a City Midwife.”

As this poem clearly indicates, to diSplay a picture of .Volewijk in the form of a signboard that
did not say City Midwife, or bear the stamp of approval of the Medical Collége was a creative
and clandestine reassertion of the practice of midwifery in the face of its restriction. While
rrﬁdwives probably used the sign of Volewijk long before the 1680's, in light of these conflicts,
tensions aboﬁt the function of this imagery were intensified. The hanging of these boards in
contempt of the College's ordinances thus emerges as a defence of the skill, specialized
knowledge and legitimacy of midwives, known in Dutéh as "vroedvrouwen," or wise-women.

Repeated " attempts to legislate against such ﬁractices in turn indicate the continuous and
troubling visibility of the signs that thése women used to forge and maintain their own
identities.

In this context, the image of the Volewijk voyage asserts a different kind of knowledge
of the body. Indeed, the conflation of baby and cadaver works quite differently in the group
portrait than it does in the imagery of midwifery. The I;ainting positions the'baby as corpse: a
dead object to be mastered and understood by sc.:ience.76 Imagery of Volewijk, on the other
hand, points beyond the realm of reason and objective knowiedge by turning corpses into
babies. When pictured on these street signs, the wisdom behind the curious conﬂafion of the
womb with the place of death outside of the city walls appears to lie in the ways that such a
comparison'allowed women to picture fears about the dangers and sufferihg of childbirth. |
Many women only made it half-way to Volewijk.”” The return journey is thﬁs a hopeful image.
In contrast to the anatomist's portrait, such imagery vividly expresses the terrors of the body in
pain, the fragmentation of the body divided against itself, and the profound mysteries of birth

and death.”™
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It also relates women's experiences of their own bodies to the space in which they lived,
the city of Amsterdam. Seen in the context of late seventeenth-century battles about midwifery,
the appropriation and reassertion of the watery passageway between the city and its outsidé was’
particularly pertinent for a group who was losing its traditional place withi}n the city. Midwiyes"
imagery of the maternal body in this fluid in-between space seems to interrogate the power
hierarchies of objective medical narratives of the body, and thus to defy the exclusion of
midwifery both from these discourses and from civic space.

Wé have already seen how the decaying bodily margins of corpses arrayed on the
boundaries of the city called into question the integrity of individual and civic identity. Here,
the decaying surfaces of the cadaver are linked with the burgeoning and permeablé margins of
the pregnant body. Containing a foetus that both is and is not distinct from it, the maternal
body blurs_ yet produces one identity, one body, within another. Like the decomposing corpse,
it'is a body that lacks clear boundaries.. Imaged on the watery edge of the city, sucﬂ a body also
has the pbwer to call into question larger categoﬁes of thought. For, as the corpse points
beyond objective reason to the unkﬁéwable realm of death, the body of the mother serves as a
potent reminder of the mystery of birth. As Elizabeth Grosz puts it, _thjs body "marks the site of
an unspeakable and unpayable debt of life, of existence, that the subject (and culture) owes. to

n79

the.matemal body. In opposition to the increasingly serious, masculine undertaking of
medicine, therefore, the emblems of midwives make an incisjve visual joke about -the
ambiguous power of bodies to resist knowledge and control. Giving lie to truth claims about
the body, the imagery of Volewijk pictures the bodies of women, babies and criminals, not as |

static objects mastered by reason, but as persistent and irrepressible forces with the power to

disrupt discourses that sought to produce unified and stable identities.
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The Genitals of the City: Maternal Excess
By the late seventéenth—cénnlry, at a time when the midwives' signs of Volewijk were
being expunged from the city, the imagery of the island of death also was disappearing from
official maps and views of Amsterdam. This repression is especially noticeable witIﬁn the
genre of c;ivic chronicles. The 1660's saw a flourishing of "beschryvingen", or "descriptions," ‘
of the city of Amsterdam. These Voiumes detdiled the histories of religious, charitable,
" professional, business and educational institutions, and included items such as lists of all past ‘_
and present burgomasters and civic officials.”’ Containing numerous copper-plate engravings,
these large, leather-bound, gold—emBossed depictioﬁs of civic wealth, power and piety were
dedicated to and commissioned by city magistrates. Expensive and erudite, these volumes thus
seem to target readers and buyers from Amsterdam's elite.*’
'One of these works, Olfert Dapper's Historical Description of the City of Amsterdam,
_published in 1663, includes a number of double-page bird's-eye view maps of the city that serve
to strikingly illustrate the changing place of Volewijk in civic identity. The first of these maps,
befween pages thirty-one and thirty-two, claims to picture the city "as it was before the year
- 1400" (fig. 4.9). Conspicuous in the right foreground at the bottom of the right page, where
even a reader who was quickly paging through the book would notice it, is the isiand of
Volewijk.*> When compared to Anthonisz' map (fig. 4.3), this view forcefully draws attention
to the island by emphasizing its size and prominence. Not only this, but Volewijk is peopled by
over twenty figures (not including thé dead); they view the gallows and stroll and fish along the
isiand’s shores in a manner reminiscent of earlier city views such as Bast's (fig. 4.7).

In the next map of Amsterdam, between pages thirty-seven and thirty-eight, the reader

finds a representation of the city "with the enlargement of the year 1482" (fig. 4.10). While
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Volewijk still features on fhe bottom right margin, it is only a fraction of the size that it wés in
the previous image. The number of dead has ihcreased; while the living have decreased to five
tiny figures who seem to have just stepped from a small boat. Moreover, the island appears to
Be at a much greater distance from the city. It is as if its importance to the representation of
Amsterdam is receding.

By the final map between pages forty-nine and fifty,” "A Neat Mapping Out of the Old
and New Order of the City of Amsterdam" (fig. 4.11), which lays out proposed extensions to
the city's new canalé, Volewijk has not just shrunk, it has disappearea altogether. Readers
could not have overlooked the ébseﬁce of thjé island and its dead, consistent and expected
features of views of Amsterdam until this point. Volewiji('s corpses, potént refninders of the
spatial and temporal limits of civic power, have gradually ebbed away until they are expunged
'entirely from plans surveying the city's ﬁlture‘development.. It seems that there was no piace for
the marginal messy disruptiqns of decaying cadavers in this neat and orderly conceptualization
of the future city.”

With this disappearance, the intended effect 6f a bird's-eye view can at last be
experienced--viewers finally float free. No longer grounded by the tip of the island (see
especially fig. 4.9 for this effect), they_take God's place in the sky.as the entire city lays itself
out below. Indeed, the only thing of note in the lower right comer of this map is the lack of a
éhor@line where land and water meet. This erased boundary is all that remains to call up the
ghost of Volewijk in this place.

Clearly, gibbeted cadavers no longer do the Work of defining thé city's borders. Indeed,

their dramatic disappearance points to significant historical shifts in the definition of

Amsterdam. For the conspicuous recession of criminal cadavers from the city's maps actually
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coincides with a decline in public spectacles of renression. And as rites of punishment becarrie
less important in the late seventeenth century, Anlsterdam's civic magistrates gradually began to -
remove themselves as visible witnesses at these ceremonies.”” Pieter Spierenburg connects
these shifts to the increased distance of Amsterdam's governing elite from the rest of the
population.*® This interpretation is in keéping with one of the thréads that runs through this
study, tracing fesnonses to distancing strategies of Amsterdam's patricians, particularly their
attempts to ban the unruly, violent and sexual body from the civic theatre. Here, the distinction
of the elite in conjunction with the suppression of sensual public spectacles of the body
converge- on another social site:i the island of Volewijk. Spiérenburg ultimately links such
~changes to the process of early modern state formation and the concomitant privatization of
repression, which finds new loci, particularly in the domesticated nuclear family.*’
To follow up on these points, it is crucial to examine the kinds of images of the city

favoured by increasingly distant and decorous elites at this time. As we have seen,v in civic
histories commissioned by the magistrates in the 1660’3,. Volewijk's bodies appeared in
representations of the city as it was in the past, but were noticeably absent frorn images of the
future Amsterdam. This seerns to indicate that a new identity was being fqrmulated for the city.
Thus it is signiﬁcant that the civic histories do include other types of depictions of the.watery
boundaty between Amsterdam and its outside. On the frontispieces of a numbnr of these books,
the Amsterdam Maid, a female personification of the city, is shown seated at the harbour
entrance. Imagery of the Maid certainly was not new to representations of Arnsterdam.88
However, in the context of books where Volewijk's bndies were pointedly being pushed into the
city's past, the placement of the Maid takes on heigiitened signiﬁcance. It is as if she actually

~ supplants and thus redefines the place of the island and its dead.
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The title print of Tobias van Domselaer's Deséription o.f‘ the City of Amsterdam of 1665
(fig 4.12) illustrates particularly well how the Maid's body displaces the island of Volewijk at
the outskirts of the city.* Flanked by the male deities of the river and the sea, the Maid is
enthroned on a water coach, which floats in front of the harbour and the city. When compared
to previous city profiles, such as Bast's harbour view of 1599 (fig. 4.7), it becomes evident that
the Maid sits almost precisely in the space oncev occupied by VoleWijk.

This depiction of Amsterdam raises a number of issues. How does the body of a female
allegory define the city's edge differentlly than a decomposing criminal body? Such a
_representation also brings to mind the provocative questions conceming seventeenth-century
personjﬁcations of the city posed by Elizabeth Grosz in her essay "Bodies-Cities":

"...if the state or the structure of the polis/city mirrors the body, what takes on the

metaphoric function of the genitals in the body-politic? What kind of genitals are they?
In other words, does the body-politic have a sex?"”

| Such questions have particular resonance when the fefnale body stands in for th¢ city.

Grosz raises these points in reference tq Thomas Hobbes' Leviathan, a seventeenth-
century English political treatise on the divine rights of kings.” The title print of this book (fig.
4.13) pictures the crowned head of the King sui‘rnounting a body made up ‘of the
undifferentiated bodies of his subjécts, Clearly, the genitals of this body, as Grosz rightly
points out, can only be phallic, for this body politic is implicitly coded masculine.”

Such an image of state power would have had little purchase in Amsterdam, however.
We have already seen how town magistrates usurped public rituals of monarchical power to
positién themselves, clad in the city's coat of arms, as rational protectors of the trade emporium
that was Amsterdam. In this role, they'defended individual rights as the‘y harshly mastered

criminals who violated the bodies and the private property of the city's citizens. Clearly an
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image of the body politic headed by one absolute monarch was antagonistic to republican
values, necessitating other sorts of representations of state power.

Domselaer's title print of the Amsterdam Maid is one such representation. Here,
Barbara Johnson's iﬁsights into the workings of female allegoﬁes indicate séme of the Maid's
possible functions. Exploring the eWoloy of the word 'allegory,’ Johnson draws certain
conclusions about how allegory signifies:

-...allos, 'other'; agorein, 'to speak in the open square,’ from agora, 'the 'marketplace, the

public sphere.' Allegory is speech that is other than open, public, direct. It is hidden,

deviant, indirect - but also, I want to emphasize, public. It folds the public onto itself. It

names the conﬂlctuahty of the public sphere and the necessity of negotiating those
conﬂlcts rhetorically.”

Bodying forth an abstract concept--in this case "the city"--allegory thus works to negotiate

- conflicts of the public sphere.

As my visual analysis of Anthonisz' map of Amsterdam indicated, one such conflict in
Amsterdam was the dilemma of how to represent a city that was open to the flux of commerce,
yet simultaneously closed and in control. Indeed, throughout the seventeenth century,
éontroversies about the identity of the city converged on contradictions between state power
and mercantile values. Political crises of 1650 and 1672 both came to a head as Anisterdam's
merchant oligarchs, who sought to prbtect trade, opposed the military policies of the stadholder,
or quasi-monarch of the Netherlands, who sought to protect the integrity of the state.” By the
late seventeenth century, as town oligarchs increasingly dominated the politics of the entire
Dutch Republic, tensions about how to define Amsterdam--as hub of the Dutch trading empire,
or as a centre of government power--escalated.”” Such conflicts were extremely difficult to
reconcile for they coﬁverged on antithetical notions of time and space. As a point of transit in

commerce, it was crucial that the merchant city remain open to sometimes chaotic,
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unregulatable and ever—changing flows of commodities, information, and péople. The state
city, on the other hand, needed to represent itself as a solid, static and cohesive seat of power.*

As I demonstrated in the previous chapter, in numerous misogynist representatiohs of
the late seventeenth century, market forces--the drives of trade, money and desire that were so
crucial to the pbwer of Amsterdam--often wére personified as unruly female figures. Depicted

‘as naturally' grotesque, riotous, anti-social, and sexually immoderate, these female figures were
used to satirize the excesses of coinmercial soc_iety. The difficulty of picturing a mercantile
centre as feminine yet not overtaken by uncontrollable passions thué presents itself as another
conflict of the public sphere that the allegorical Maid must negotiate.

The image of the Maid on the title page of Domselaer's ciyic history seems to mediate
these dilemmas by representing the civic body as a virgin body. Indeed, the boundaries of the
Maid's body are made to correspond to the boundaries of the city. She is placed directly in front
of the wide opening of the Amstel River, which leads into the city centre. Blocking this
entrance, her body éloses off and thus protects the city. Not only does the Maid secure the city
in this way, but her' body itself, which stands for the city, is represehted as inviolate: it is
virginal, closed, and coherent. The XXX of Axhsterdam's coat of arms, plaCed exactly between .
her spread knees, bars access to_hef body as it lobstructs the sharp pointed objects held by the
male figures surrounding her. Neptune's triton, Africa's tusk, Europe's baton, Amén'ca's long
string of pearls, and the river god's oar are all deflected; the Maid remains as impenetrable as
the city.

Her other attributes reinforce this message. Balanced on the Maid's left knee ié a ciosed
vessel, undoubtedly a symbol of chastity that echoes the virginal intactness of the female body

as civic body.b97 On her other knee she holds open a large book, whjch she does not read,
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possibly the very history of Amsterdam whose'title. page she embellishes.”® If this is the case,
then both her body and the text' sténd in for the city behind them. Virginal body, »authoritatiVe
téxt, anci coherent city together indicate the dominance of logos, knowledge, and reason over
- the passions that drive commefce. The margins between the ,inéide and outside of this
allegorical female body therefore are crucial in deﬁning civic integrity. Here, the visual
llanguage of classicism is used to represent a closed and intact human bod}'; that attempts to
* buttress and naturalize the authority of the stéte city.

Represent'ing city space as a virgin female body satisfies the need for clear boundaries
and definitions Ias if contains the unruly excesses of both female sexuality and the flux of trade.
Such a representati;)n also Works to bar the viewer from city space by dénying the body and its -
~ functions. As it élevates and idealizes the female body within the securing boundaries of civic

discourse, this image of the Maid seeks to produce unified, rational and coherent subjects who,
no longer reminded of their own bodies which enter and participate in the life of the city, view
urban space from a decorous distancé.”

Such an image, which labours so hard to close off and seal up the female and the civic
body begs us to return to Grosz' provocative question. What kind of genitals does the body
politic have? Here it is revealing to take another look at the sixteenth and ea_rly seventeenth-
century bird's-eye view maps of Amsterdam (figs. 4.3, 4.4, 49 & 4.10). Viewed with this
.question in mind, the contours of Amsterdam, laid out below, appear unmistakably vaginal. ’A
Could it be that, in spite of its obviously ambiguous implications, visual metaphors of
Arnsterdém as rep.roductive female genitalia gave shape to. notions of a fertile trading centre,
open to flows that could penetrate and issue from its orifices aﬁd canals? Certainly imagery and

oral stoﬁes about the watery passage into the city and the maternal bodies that voyaged there
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- suggest that the residents of ‘Amsterdam were quite familiar with the sexualized geography of
their city. |
In the early sixteenth century, when Antoniéz painted the prototype for this particular .

 view (fig. 4.3), Amsterdam was a modestly prosperoﬁs comxhercial centre, overshadowed by
the mercantile accomplishments of Antwerp to the south.'” By the 1660's, new images |
celebrating the city's meteoric rise to power prolifc:rated..101 As we have seen, maps in.the civic
histories such as "A Neat Mapping Out of the Old and New Order of the City of Amsterdam"
(fig. 4.11), graphically demonstrate how previous cartographjc 'coﬁVentions of imaging the city
had been altered. The deletion of the gallowé ﬁeid frofn the map's margin was ‘one s‘uch«
modification. Moreover, in this new view, the entire shape of the city has been radiéally
transformed by completed and proposed expansions. To see this newly. expanded city in its
'entirety necessitated a more distanced viewing positioh. As a result, the Widé 6pening0f the
Amstel -river, which penetrates the urban centre, has been‘ considerably narrowed and
diminished. Tn brief, Amsterdam no longer looks anything like female genitalia. Usiﬁg the
objective visual tropes of cartography, the "Neat Mapping Out of the Old and New Ordér of the
City of Amsterdam" works to cfeate a new myth of origins for the city. Here, the makefup of
the city clearly derives from the rational coﬁcepts and controls of engineers and planners.'®
When this map from Dapper's guidebdok, and the allegorical representation of Amsterdam from
D_omsélaer'é civic history are contrasted with previous types of depictions, thereforé, a drastic
shift in the metéphdr of the city as body becomes evident. Female birth canals ahd lively
decaying corpses alike are exterminated by represehtations of a closed é.nd inviolate city.

“To completely close off the reproductive metaphor of the city as a procreative body that

takes in raw materials and turns out new products would be a'counter-productive move, -
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however. For a city or body completely sealed up surely will die. And the body that was
Amsterdam desperately needed to be linked to a nétwork of flows. Cast outside éf these nets, it
could only become, to quote Grosz, "a body depleted, abandoned, and derelict”.'® This
pr¢sehts the Maid with yet another dilemma to negotiate.

Floating in the midst of these struggles between the open, fluctuating merchant city, and
the stable and unchanging state city, the Amsterdam Maid's impossibly disembodied feminirﬁty
attempts to ;mooth the troubled waters of this identity crisis by providing a ground for
commerce and government to meet. For, as she hovers in the space between the city and its
outside, the Maid also works to mediate the uncertainty of the harbour, which both creates the
| city and opens it to the influx of alien peoples, ideas, and merchandise.. For this coﬂtained,
classical woman is positioned, not as a mother, but as a guardiah of bodies, goods, and spaces.
The four continents gather at her feet; Africa, Europe, America and Asia are all represented as
small children who bestow the wealth of their regions in homage to Amsterdam. Blocking the
op.ening of the mﬁn canél, her impermeable body stops these foreigﬁ bodies from entering the
city. They must deal with the Maid outside of the centre in the ambiguous space between
Amstefdam and what lay beyond it. Here, thé Maid is receptive to exotic people--and more
importantly, goods--from outside, but she remains steadfastly in control of them. Thus the |
city's dependence on its exterior is reversed as its foreign trading partners are infantilized and
made reliant upon and subservient to the queenly Amsterdam.

As she usurps the place of Volewijk's lively dead, who jangle menacingly from the
gallows, and displaces Amsterdam's mothers and micl'wi\}es who sailed this channel in search of
babies, the Maid's body redefines the city's maritime boundaries. On this frontispiece image,

the harbour entrance is a space where Amsterdam receives, deflects and controls potentially
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threatening elements: wealth from abroad is divested of its othémeés as it adds to Amsterdam's
glory. Not only does this leave the gity untainted, but it also defuses and secures thé uncertain
fluidity of the in-bétween space by putting it to good use. In this way, Amsterdafn is_shown
mastering diverse forces beyond her control: the foreign, the dead and, not least, the feminine.
This image of the Maid thus works to mask cqnﬂicts about the city's éhanging values.
In the process, it displaces reminders of the Volewijk story with yet another myth of ori'gins.
For the depiction of Amsterdam as a body works to reimagine conflicts about the redefinition of
civic space as inevitable organic processes. This endows the city with an untroubled continuity:
.like the body, it is destined to grow and develop.'* For the city/body construct sets up a causal
relationship between the tWo terms in which the body, particularly the> female bod&, as nature,

dictates the ideal form of culture, the productive city.'*

Using the classical aesthetic favoured
by the elite, this image works to present a city that is both naturalized and idealized, changing
and static, organic and closed. As we have seen, the flexibility of this metaphor seémé
incredibly efficacious in resolving a range of struggles about civic identity.

Yet, classical allegory has its own inner conflicts, which actually converge on questions
of origins. For the distance between the Maid in the foreground and the city's spires far behind
her certainly indicates the unbridgeable gap Between this allegory and its own referential

source.'*

Indeed, the very veréatility of allegory's meanings points to the impossibility of
classicism's desire to fix meaning. When abstractions such as the homogenous city are given
flesh, they necessarily betray the elusiveness of origins in the process.

*

Expunged from maps of the city and replaced by classical and cartographic

representations of a unified and coherent body politic, imagery that brought criminal corpses
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and pregnant bodies together at the city's margin did not die off in the late seventeenth cen@y.
To the contrary, if the truth claims made by representations increasingly favoured by the
goverrﬁng elite sought to repress elements of the unknown from fhe city's identity, then tﬁése
restraints seemed to spur the insistent reassertion of the Volewijk story in print. These
ambiguous bodies persistently refused to be subdued, and in the 1670's, their disruptive power |

was mustered in the satirical book The Ten Pleasures of Marriage.'”’

In contrast to the costly, classical, civic chronicles commissioned by the elite, The Ten

Pleasures is an inexpensive octavo booklet illustrated with comic copper plate engravings.'®

This allowed it to be circulated to a broader spectrum of the population. It is unlikely that the
three hundred‘ and thirty-one pages of this two-volume work were directed at the lower classes,
however. Presuming a literate audience fgmiliar with political satire, the form of the work
seems to indicate a middle-class audience. Moreover, as 1 argued in Chapter 3, this book -
probably was connected to a literary and political movement that appropriated visual traditions
of farce in battles to keep the city open to trade, and to oppose the growing distance of the
classicizing elite.'® |

Playing with the notion that a harmonious fam_ily was the basis for an orderly state, The

Ten Pleasures represents the disorderly domestic life of a merchant who is governed by his

uncontrollable wife. The private life of this mis-matched couple seems to serve as a chaotic

- manifestation of a society that was not well governed. Significantly, imagery of the Volewijk

story figures largely in this book. An engraving of this well-known tale appears in chapter

seven (fig. 4.14), where it accompanies an ironic description of the seventh pleasure of this

“marriage turned-upside-down:
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...the seventh [pléasure] came rather unexpectedly, for the wife began td look so afraid,
she moaned so, and groaned and cracked, so that it looked like she wanted to sail to the
Volewijk for a baby.'" '
To assist her in this journey, the wife sends her hén-pecked husband from his warm bed into the
cold night to get the mid-wife. As he leaves, she threatens him, saying that if he brings the
wrong mid-wife, then "she would be so upset that all the sails would hang limply from the
mast, énd the Voléwijk boat would immediately encounter head winds and strong currents."'"!
The mid-wife arrives, but she cannot tack, swing, and steer the boét on her own, and so
a crew of women is bfought on board; the sisters, sisters-in-law, aunts, cousins and friends of
the wife all join the expedition. Their voyage towards Volewijk, the island of death/birth is
described as a difficult one:
But alas, [the husband] could see the little ladies’ dejebted faces as they looked at each
other, as one began to pray and another to cry, for the little Volewijk's boat was drifting

backwards and was completely buffeted by head winds and currents, yes, it was so off
course that wife or child, and maybe both were done for.'? :

These passages clearly indicate how the "trip to Volewijk" worked as a vivid metaphor for the
physicai pain and danger of childbirth. |

At the centre éf thé image is the wife who is in labour. The cloth covering her head, her
empty drooping eye sockets and slack open mouth give her face the appearance of a déath'é
heaci. The mid-wife sits in front of the pregnant woman, and reaches under her skirt as she
de‘livers the baby. Her back is tﬁrnéd to the viewer, her body effectively blocking any glimpse
of the moment of birth. Beside her, at the right, another woman appears to encourage the wife
through her labour. Directly above her is the bed, perhaps a remiﬁder of the sensual pleasures
that lead to the présent suffering. The Woman on the other side of the wife looks away, drawing

attention to a fifth woman, who holds a cloth in front of the fire. Through the window above

her we see five women rowing a little boat towards Volewijk's gallows and wheels. The actual
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scene of labour and the strange metaphor of childbirth as a voyage to Volewijk are pictured_
together as two versions of the same event. | |

Here, the unspeakable link between the gallows field and the womb is made by a visual
device--the thick plurhes of smoke that run up the side of the image joining the fireplace te the
scene outside the window. Black smoke lisually obscures, but in the case of a story where
opposites are inverted or eonﬁlsed, dark fumes may actually illuminate; they may shed some
light on the biiarre link between decomposing and maternal bodies. For certainly there is an
excessive amount of smoke coming up from the hearth. It seems to rise from the rag held up to
the flames by the woman in the foreground. Possibly she is Mg this cloth, and Fhe
evaporating dampness forms the pillar of smoke. From here, we begin to speculete about how
this rag got wet in the first place. This calls up the unrepresented mess of childbirth: bleod,'
urine, faeces--do these bodily secretions soak the cloth? With this, clouds of smoke begin to
smell, attracting the attention of others in the room. Revulsion billows up to 'Volewijk"s butrid
carcasses.

Above, I argued that midvs}ives’ imagery of the maternal body and the decaying corpse
may have called up the powers and mysteries of both bodies asa strategy to fight against the
growing control of midwifery practices within the city. The Ten Pleasures seems to appropriate
the disruptive potential of the familiar signboards of midwifery. | In fact, a publisher. called
Jeroen Jeroense--the same J eroensewho published a book on Amsterdam’s street signs--printed
an edition of this book in 1678. Moreover, it is possible that Jeroense is none other than
Hieronymus Sweerts, who wrote and published The Ten P]easures.113 The connection between
these two books indicates that the author of The Ten Pleasures undoubtedly unld have known

the midwives' signboards, and the controversy surrounding them.
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While the imagery may be similar, the usés and meanings of the Volewijk story in this
work are strikingly different. - Given the political végenc'la of The Ten Pleasures to oppose the
policies of Amsterdam's patricians, itbseems likely that the book mobilizes the imagery of
Volewijk to strike a blow at representétions, such as those in the civic histories, that worked to
redefine the Amsterdam harbour. As classical allegories and evermore-accurate maps were
established in efforts to fashion an ideal cify and body, this image of the Volewijk voyage
‘seems to TowW relentleésly against the tide of reason. Rearticulating m_etaphors of the city as
fertile and open to trade, it mobilizes pregnant and decaying bodies--bodies that lacked self-
containment--to attack the closed boundaries of classical and rational imagefy of the bbdy
politic increasingly favoured by the elite. |

It is crucial to .emphasize, however, that, unlike the midwives' imagery, the engraving in
The Ten Pleasures has obvious misogynist undercurrents. For in this work, links between the
maternal and the decomposing body are forged by repulsion.'* Here, it is as if the brutal
execution, mutilation, banishment and messy decay of the crirhinal cadaver is linked to the
cracking open of the body in childbirth, a process described by Julia Kristev-a as "a violent act
of expuision through which the nascent body tears itself away from the matter of maternal
insides."'” This tearing of flesh from flesh, as that which is internal to the body is expelled,
both creates the subject and destroys it in the process.''®

This, of course, is the profound ambiguity of imagery that links birthing with death and
decomposition. And the overt misogyny of j‘_l_lge_’rgn_ﬁka_asms_ seems to come, at least in part,
as an attempt to redréss this damage to the subject, particularly the male subject. For the
merchants who appropriated this disturﬁing imagery certainly did not propose a body politic

that was completely open and unbounded. In fact, the misogyny that drives The Ten Pleasures

.
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of Marriage finds its fullest expression in the strange conflation of the pregnant body and the

rotting corpse. While midwives may have used this vivid visual metaphor on their signboards

- to fight for their inclusion in public life, this book seizes upon such imagery to opposite effect.

For in The Ten Pleasures, the Volewijk story emphatically fosters loathing for the fcmale body
and its functions."”’

This becomes evident Wh_en we consider the title page of fhe book (fig. 4.15). The
composition of this frontispiece image calls up the lay-out of the title print of the Amsterdam
Maid in Domselaer's Beschrijving (fig. 4.12). Below a title banner held up by mythological
figures sits an allegorical figure holding a text; the middle ground contains water and boats,
while the background depicts a recognizable part of Amsterdam. Of course, these superficial -

similarities only serve to emphasize that these images could not be more different in intent, for

- the title print of the Ten Pleasures parodies classical conventions. Indeed, the allegory in the

foreground of The Ten Pleasures embodies folly. This laughing fool points to a trapped rat in
his lap, and he holds another rodent trap over his shoul_der. The imagery of animals lured by
their appetife for "herbs for rafs and mice" ("Kruyt voor de Rotten en Muyzen" is written on the
box beside him) is clarified by the familiar motto that the fool/rat catcher ciutches in his left
hand: "trouwen doet rouwen"--"marriage leads to regrets."

This placard points up to the women in the _'rig'ht fniddlegroun’d, who are rowing from
the recoénizable gibbéts and wheels of t‘he gallows island. The analogy between these worﬁen
and the trapped rats is in keeping with misogynist themes of the time.‘ Lured into marriage by

their uncontrollable animal appetites, these women are shown paying the price of passion--their

sexual desires are being punished by the physical terrors of a journey to Volewijk. As the
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housemaid, who ‘witnesses the birth imaged in chapter seven, comments in an aside fo the
reader, |

Oh, if this is what marriage leads to, then I'll never risk it in my life. I believe that it's

pleasurable to sleep with a gentleman, but this voyaging to Volewijk--there's absolutely

no pleasure in that!''®
In this way, the book blames women for their own suffering: "trouwen doet rouwen," laughs the
fool."”

While such mockery may seem extraordinarily vicious, in the Protestant Dutch
Republic, the pain of childbirtﬁ was commonly understood as punishment for female
transgressions. Contemporary justifications of the patriarchy used the biblical story of origins
as grounds for wohlen's subordinate social status: becausé the original sin was committed by
Eve, the first woman, all women were to be subjected to the laws of men. For the book of
Genesis recounts how God punished Eve and her female descendants with the travail of

0

childbearing and with desire for husbands who would rule ovér them.'” Indeed, women's

uncontrollable passions often were blamed on their wombs, described as hungry animals that

overpowered reason and sense.”’ Within this seventeenth-century understanding of the female -

body, therefore, the uterus was both the seat of potential rebellion and the site of its
punishment.'*?

The Ten Pleasures may attempt ‘to manipulate the power of maternal bodies in order to
disrupt the increasing closure of the body politic. At the same time it uses specific devices--the
stinking black émoke, the fool's motto, the trapped rats, _the pit beneath the gallows--to link the
- female body to the criminal body. Both are punished with imm;anse suffering because of their
perceived transgressions. And the disgust evoked by the connections between these two bodies

works to maintain their exclusion from new models of the public sphere.
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For these printed images of the Volewijk voyage activély intervene in a major shift in
’ st_rategies of power and concepts éf the public bpdy. As Spierenburg has pointed out, the
withdraW'al of the burgomasters f_rpm rituals of public punishment in the late sevqnteenth
century signified, not a de;:line in state control, but subtle shifts in‘ the locus of its.power.123
Gradually, within new r‘egimes‘ of punishmént, whether transgressors were wayward women or
dangerous lawbreakers, strategies of interior discipline and rehabilitation increasingly focused
on the individual private body. Concurrently, ideals of corﬁmunity were based on the notion of
a nation made up of families of docile self-scrutinizing citizens.'** The use of the Volewijk
i étory in The Ten Pleasures therefore makes both a suture and a break with public rituals of
corporeal retribution: although the criminal body remains integral to definitions of the social
body, it begins to signify in very different ways.'?’ 'As corpses become babies, it is as if the
object of penal dispiay is fractured, decomposed, and transformed into the individual bodies of
the nuclear family. Thus, the focus of the Volewijk story has shifted. .Vole\&ijk's gibbeted
bodies are no longer apprehended primarily as public spectaéles of penal display. Instead, they
are linked with suffering that tékes place within the domestic sphere. The viewer now sees the
gallows field through a window_frém within a private interior.
Given the centrality of harmonious domestic life to the definition of a well-ordered
Dutch Republic, it is not surprising to find that the derisive Ten Pleasures provoked a moralistic
backlash. The Ten Delicacies of Marriage, or the Refuta ion of the Ten Pleasures of Marriage
by Petrus de Vernoegde, or Peter the Satisfied, appeared in 1678."*° In respoﬁse to the satirical
booklet, Mﬁm rewrites each of the te;n pleasures as a virtuous and fulfilling aspect

of married life. Reworking the familiar misogynist verse, a man in the foreground of the title

page asks, "Wat kompt er van niet trouwen?" ("What comes from not marrying?"), and
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receives the response from a cupid above: "Rouwén, rouwen, rouwen" ("Regrets; regrets,
regrets") (fig. 4.16). At the centre of the print, a well-dressed couple joins hands as cupids
showér them with garlands and money

The seventh delicacy, when the wife gives birth, is described as a peéceful mopnlight
sail on a quiet night: "The little boat has gobd sterﬁ wind, and does this sweet trip with gladness
and pleasure”.'”” The engraving accompanying this description (fig. 4.17) also is quite different
from the one in The Ten Pleasures (fig. 4.14). The pregnant woman and a female assistént sit in
front of thé ﬁre._ Behind them,. three women fold and put awéy ciean linen--there are no
smoking rag§ in thiS image.. The amiable husband stands at the door and welcomes another

lwoman into their home. Of most significance to this discussion, however, is what is not
represented. Volewijk's cadavers are nowhere to be seen in this book.

While civié hjstoﬁes of Amsterdam replaced these corpses with allegories of the Maid
and maps of a planned and confrolled city, in The Ten Delicacies, the gallows and wheels of
Volewijk are displaced with another idealizatibn of the social body: an image of companionate
married life. As‘Vo.lewijk’s bodies emerge, vanish, and reassert themselves only to be censored
again, we begin to getv a sense of the profound importance of both the female body and the
criminal body in struggles to fashion a coherent body public. Subversive and transgreséive,
both bodies stand at the border of socially constructed categories: thus they are powerful

| indicators of the fragile limits of corporeal, civic and social identity.’”® In this way, the control
of these bodies--putting them to death or sealing them up--works in tandem with efforts to -
secure social identity, while the assertion of their potential td cross and upset boundaries oﬁeh

functions as a derisive endeavour to disrupt official models of the body politic.
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Marginal imagery of the city as open, .porous and flexible is not intrinsically more‘
progressive than representatiohs of the city as bounded, impermeable and fixed, however. For,
in these léte seventeenth-century struggles about the constitution of the body politic, opposing
groups seized upon fémininity as a concept to ground male authori‘c}v'.129 Withjnbthese contests,
irhages of the city as a‘procreative female body appropriate reproduction to naturalize the fertile
money-making activities of the city's merchants. Allegories of thé city as closed virginal space, .

| on the other hand, appear to make the idea of a coherent, fixed government seem natural. In
bbth views, the city is built, contfélled, and defined by men to serve their neecis. Neither of
these extremes--not the grotesque, permeable, reproductive body, nor the closed, classical,
virgin body--has much connection with the speciﬁcity and diversity of acfual women and
fémale corporeality. In fact, eaéh of these viéual conventions of the body politic was

inextricably. bound up with the legal subjection of women to fathers and husbands, and their

130

~exclusion from the»public sphere of political opinion and debate.”*® Despite appearances to the

contrary, the genitals of the body politic remained emphatically phallic.

Conclusion: Children of Death

| Imagery of the Volewijk story also was circulated to the children of Amsterdam in
catchpenny prints (figs. 4.1 & 4.18). These printed pictures raise questions about what this
curious tale of origins might have taught young viewérs about their own identities. Indeed,
such questions about the interconnéctions between comic printed images ‘and the formation of
identity have structured t1.1i5 project. Children's prints of the é_ffeminate Jan de Wasser and his
' overbearing wife Griet picture a family coming into being in a back and forth movement

through the passage between Amsterdam and the gallows field (fig. 4.1-4).”" The couplé'and’
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their newborn float betwgen the cifry and its outside, the living and the dead, and even the
masculine and the feminine. This calls up--but cann;)t really represent--identity as a fluid and
ever-changing process. For such a rgpresentation seems to pose questions of community from
the fiction of a monientary limbo before the family re-enters society's discourses .of gendér,
class, ethnic and generational differences.””” Indeed, this image draws ‘attention to the
uﬁcertainties of historically changing boundaries by playing upon the laws of inclusion and
exclusion in civic life—-divisions that ultimately converged on the separation of men from
women, adults from children, and citizens from criminals.

While in the children's prints, these binaries combine and overlap to disrupt ndtions of
internal and timeless individual, civic or state identities, these images emphatically do not teach
children that such destabilizing would liberate them from the boundary's cpnstraints. As Ivlhave
.argued throughout this sﬁdy, children's places within society's categories were closely
regulated in seventeenth-century Amsterdam. Until properly educated by parents, teachers, and
preachers, children were excluded from participation in civic life. Indeed, the Calvinist doctrine
of original sin taught that all children were by nature "children of death"--born into‘ sin, and
inclined to do evil. Equating an infant body with a criminal body thus was strangely in keeping
with contemporary beliefs about chjldhéo'd.

Significantly, the printed story of Jan and Griet itself reminds young viewers of
concerns about child ‘re‘aring. | For the tale does not end with the equivocal imagery of the
Volewijk journey. Instead, the family returns to the home, where attention is focused on the
infant's up bringing. Originating from the decayingbbody of a "child of death”, and brought into
a home governed by feminine passions, this child will need rigorous preparation for its future in

society's hierarchies."
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As if in response to anxieties about the role of the prints themselves in education, the
ambiguous imagery of the voyage to Vole@ijk gradually was censored from children's prints.
In late eighteenth-bentury versions, Volewijk's grisfy "children's tree" has been transformed into
an apple tree. By the late nineteenth-century, the island of Volewijk has been excluded entirely,
repiaced by a scene of jan and Griet on a pleasurable sailing trip. While such cénsoring
effectively expunges pdtentially subversive ifnagefy, the repeated editing of this écene also

points to the inability of printed representations to satisfactorily fix meaning and identity. Such

.constant alterations are characteristic of comic children's prints. This, combined with the

manner in which the imagery itself draws attention to the mutability of identity, opens up a
consideration of the gap between representati(;ns that attempt to fix meaning, and identities that.
are always in flux.

Indeed, the final scene of the print points to the very uncertainties involved in the use of
print to shape children into perfectly moral and law-abiding adults. Here, an image of Jan and
Griet is accompanied by the text: "Jan and Griet are disputing about what they will let their
child be taught" (fig. 4.18-24)."** By raising the issue of education at the end, the print prompts
a consideration Qf the contradictory capacities of its own comic imagery. As this study has
demonstrated, although comic prints’ were widely used to regulate the up bringing of
Amsterdam's children, they also had the potential to subvert the imposition of social norms.
Indeed, it is this tension, between didactic uses of print, and uses of print to elude this
manipulation, which characterizes the function of this material. As it eschews the finality of a

happy ending, therefore, such a conclusion is pregnant with indefinite new beginnjﬁgs.
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46. The contradictory meanings of public rites of punishment are discussed in Steven Mullaney,

The Place of the Stage: Licence, Play and Power in Elizabethan England (Chicago: University
of Chicago Press, 1988)-119.
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| ) 47. Anton Bloch, "Openbare Staf-voltrekkingen als Rites de Passage." Tijdscrift voor
| Geschiedenis 97 (1984): 470-481. Spierenburg 43-44. Puppi 11.

48. The etymology of Volewijk is detailed in W. de Clerck, Woordenboek der Nederlandsche
Taal (Leiden: Martinus Nijhoff, 1986) 746-748. This entry includes references to the Volewijk
story in printed plays, but does not mention stories and imagery of Volewijk conveyed in
children's prints, or in the satirical book De Tien Vermakelikheden des Houwelijks, which were
also connected to Amsterdam's comic theatre traditions. Other references to Volewijk from
contemporary comedies are quoted in Boekenoogen 30-33.

49. The details of this event are recounted in J elgersma 40-41.
50. "Wel kameraad, hoe> gaat het U al, hoe vaart gij?". Quoted in Jelgersma 40.
51. Spierenburg 57.

52. Sawday 22.

53. K. Park, "The Life of the Corpse," Journal of History of Medicine and Allied Sciences 50.1
(January 1995): 115. See also V. Traub, "Gendering Mortality in Early Modern Anatomies,"

Feminist Readings of Early Modern Culture, ed. V. Traub et al. (Cambndge Cambndge
University Press, 1996) 47. Sawday 114-115.

54. The publicity surrounding both cases is discussed in Spierenburg 63-66, 90-91.

55. Spierenburg 30; Park 115-118. Midwives would have been among the clientele for these
curative body bits, for women in labour sometimes wore belts of tanned human skin to help the
birthing process. See Kathy Stuart, "The Executioner's Healing Touch: Health and Honor in
Early Modern German Medical Practice," Infinite Boundaries. Order, Disorder and Reorder in
Early Modern German Culture; ed. Max Reinhart (Kirksville, Missouri: Sixteenth Century
Journal Publishers, 1998) 359, vol. 40 of Sixteenth Century Essays and Studies, gen. ed. R. A.
Mentzer. Connections between midwifery and the gallows field are explored further in the
following section.

56. A. Van Gennep, The Rites of Passage, trans. M. Vizedom and G. Caffee (London:
Routledge, 1960): 160-161. '

57. The infamous status of the executioner is detailed in Spierenburg 13-42.

58. Recounted in A.T. van Deursen, Plain Lives in a Golden Age: Popular Culture, Religion

and Society in Seventeenth-Century Holland (Cambridge: Cambridge University Press, 1991)
246. ' : :

59. Park 115. Such beliefs probably pre-dated Christianty, and later became intertwined with
Roman Catholic beliefs. The attempts of Calvinists to change attitudes about death are

discussed in A. Th. van Deursen, Plain Lives in a Golden Age: Popular Culture, Religion and
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Society in Seventeenth-Century Holland (Cambridge: Cambridge University Press, 1991) 242-
247, V

60. Mary Douglas, Purity and Danger.- An lysis of the Concepts of Pollution and Taboo
(1966; London: Ark, 1988) 121. On the power of margins, Douglas states, "The idea of society
is a powerful image.... This image has form; it has external boundaries, margins, internal
structure. Its outlines contain power to reward conformity and repulse attack. There is energy -
in its margins and external areas." Douglas 114.

61. My argument here is indebted to Julia Kristeva's definition of the 'abject' as that which falls
away from the body, and thus disrupts the subject's necessary belief in its own integrity and
stability. Kristeva analyzes the centrality of the body in processes of subject formation in
Powers of Horror, An Essay on Abjection, trans. L. Roudiez (New York: Columbia University
Press, 1982); Elizabeth Grosz has expanded upon Kristeva's theories in an important essay,

"The Body of Signification," Abjection, Melancholia and Love: The Work of Julia Kristeva, ed.
J. Fletcher and A. Benjamin (London: Routledge, 1990) 80-103.

62. L.H. van Eeghen et al., Vier Eeuwen Amsterdams Binnengasthuis (Amsterdam: Immerc

B.V., 1981) 67-69. Van Eeghen draws on evidence pertaining to hospital renovations in 1680.

The practice of referring to the delivery room as the "Voolewijk" may have begun earlier
- however.

63. "Naar de Volewijk varen" meant "to have a baby," and "de stuurman van de Volewijk" was
the midwife. These sorts of references occur in theatre plays from the early 1600's. Oral and
anecdotal uses of these phrases probably were well-known by then, indicating that links
between the island and Amsterdam's babies date back at least to the sixteenth century.
Woordenboek der Nederlandsche Taal 746-748. H.C.H. Moquette links the notion of "a guide
to Volewijk" to the midwives' more common title: "vroedvrouwen," or "wise women." See her
discussion of midwifery and its repression in H.C.H. Moquette, De Vrouw, vol. 3 (Amsterdam:
H. Meulenhoff, 1915) 51-53. ‘

64.J. van Lennep and J. Ter Gbuw, De Uithangteekens in Verband met Geschiedenis en
‘Volksleven Beschouwd, vol. 1 (Amsterdam: Gebroeders Kraaij, 1868) 87-91. These boards are
also mentioned in the important primary source on street signs, Jeroen Jeroense, Koddige en

Ernstige Opschriften op Luyffels, Wagens, Glazen, Uythang-borden, etc, (Amsterdam: Jeroen
Jeroense, 1682) 126. : :

65.7J. van Lennep and J. ter Gouw have reconstructed the history of the repression of the
midwive’s imagery of Volewijk in their study of seventeenth-century street signs. Van Lennep
and Ter Gouw-87-91. '

66. Van Lennep and Ter Gouw 87-91.

67. The tradition of the Amsterdam surgeon's guild to commission and display paintings of
anatomy lessons is discussed in G. Schwartz, Rembrandt; His Life, His Paintings, (New York:




Viking, 1985) 143-144. Van Neck's painting has recently been analyzed by Julie Hansen,
"Resurrecting Death: Anatomical Art in the Cabinet of Dr. Frederik Ruysch " Art Bulletin 78
(December 1996): 663-679.

68. This figure is identified as Hendrik in the records of the surgeon's guild. Hansen 666.
“Jonathan Sawday observes that the history of medicine follows a patrilineal model. Although
Ruysch's daughter Rachel was also involved in her father's studies, the notion that knowledge
about the body is passed down from father to son certainly resonates with this portrait. See
- Sawday 39-43.

69. Hansen 666.

70. He also holds under his arm a broad brimmed black hat, much like the hat his father wears.
Hansen 666.

71. Ruysch was the official supervisor of Amsterdam's midwives. One of Ruysch's colleagues,
Dr. Hendrik van Roonhuysen, inventor of the obstetric lever, a forerunner to the forceps,
became Amsterdam's official city obstetrician in 1648. He used this post to restrict the
practices of the city's midwives. Links between this painting and the denigration of midwifery
are discussed in Simon Schama, The Embarrassment of Riches. An Interpretation of Dutch
Culture in the Golden Age (New York: Knopf, 1987) 526-7.

72. Traub 85.
73. Hansen 663.

74. Midwifery practices and contemporary attitudes about m1dw1ves are dlscussed in Schama
525- 535

75. Laat andere vrij de Volewijk...uithangen zooveel als zij willen,
Ik heb ook nooit een ander bij mijn werk gehad, en ik laat mij ook niet bedillen,
En als ik uit roeijen hen staan er gedurig alderhande volk op mijn vloer.
Ik haal zo veel kinderen als een Stads-Vroemoer.

Quoted from Jeroense by Van Lennep and Ter Gouw I, 91.

76. Hansen argues that the baby in the painting appears to be asleep, rather than dead. She sees
this as a tribute to Ruysch's renown as an innovative embalmer, who developed new methods
for making corpses--particularly infant corpses--appear life-like. Hansen 675. I would argue
that Ruysch's mastery of embalming techniques serves to further secure his mastery over the
dead body. -

77. According to the Woordenboek der Nederlandsche Taal an assertive -response to the
question, "Zie je de Volewijk wel?" or, "Do you see the Volewijk?" indicated that a woman
. would survive the perils of the voyage. Woordemboek 746.
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78. In Flesh and Stone. The Body and the estern Civilization (New York: W.W.
Norton and Company, 1994), Richard Sennett argues that master images of the body: the body
as whole, complete, one, and coherent--the body as body politic--speak the vocabulary of
power. To this he contrasts the sacred image of the body: the body at war with itself, which is a
source of suffering and unhappiness, and is dissonant and incoherent within. To understand the -
sacred body is not to dominate the world, while to deny the sacred body is to seek power.

- Sennett 15-27. -

79. Grosz, "Body of Signification" 92.

80. There were about a half-dozen "beschrijvingen" published in this decade. The civic
histories 1 have consulted are O. Dapper, Historische Beschrijving der Stadt Amsterdam

(Amsterdam: Jacob van Meurs, 1663); Tobias van Domselaer, Besc ing der
Amsterdam van haar eerste beginselen, oudtheydt, vergrootingen, gebouwen en
geschiedenissen tot op den Jare 1665 (Amsterdam: Marcus Willemsz Doornick, 1665); and M.

Fokkens, Beschryvinge der Wijdt-vermaarde Koop-Stadt Amstelredam (Amsterdam: Marcus
- Willemsz. Doornik, 1662).

81. For example, former burgomaster Cornelis Witsen, whose public career is detailed in the
book, commissioned Dapper’s civic history. It seems that Witsen also provided Dapper with
papers and documents, as the city archives were closed to the public. See the editor's note at the
end of a recent republication of the book, J.H. van den Hoek Ostende, "Iets over de Auteur en

Zijn Werk," Historische Beschrijving der Stadt Amsterdam, by O. Dapper (Amsterdam: B.V..
Buijten and Schipperheijn, 1975) n.p.

82. The conspicuous position of the island in terms of its location on the page was pointed out
~to me by Bronwen Wilson, who immediately identified Amsterdam in this way while paging
through Braun's atlas of city maps.

83. It is actually just at page forty-eight that the pagination of the book suddenly stops, so the
map is located between two unnumbered pages. There are about ten unnumbered pages
altogether, and then pagination recommences with page forty-nine. J. van den Hoek Ostende
attributes this error to the publisher's haste to print the book. '

84. This is in keeping with Lefebvre's claims that the processes of state formation wdrk to
homogenize space by violently destroying differences. Henri Lefebvre, The Production of
Space, trans. D. Nicholson-Smith (Oxford: Blackwell, 1991) 372.

85. Spierenburg 47-48.

86. 1650 to 1690 saw a gradual decrease in justice days, which Spierenburg argues coincides
with the withdrawal of the elites, 47-57, 82.

87. Spierenburg vii-x, 200-207.




88. The Dutch visual tradition of depicting 'city maids' is discussed in M. de Vries, Publieke
Vrouwen. Zinnebeelden in de Openbare Ruimte (Amsterdam: Amazone Reeks, 1994) 27-28.

The use of female allegory to represent a city is a classical tradition, which probably began in
Athens with the figure of Athena in the 5th century BCE. Parallels between Amsterdam and
Athens, another city that resisted monarchical models of government, were frequently drawn in
the seventeenth century. An interesting discussion of the body of Athena and the body politic
of Athens can be found in Andrew Stewart, Desire and the Body in Ancient Greece
(Cambridge: Cambridge University Press, 1997) 147-150. Comparisons also were made
between Amsterdam and sixteenth-century Venice, another mercantile republic. The
significicance of the Venetian Maid is examined in a forthcoming article by Bronwen Wilson,

. Renaissance Quarterly 52 (1999): 73-139.

89. Tobias van Domseiaer, Besc ing der Amsterdam van haar eerste beginselen

‘oudtheydt, vergrootingen, gebouwen en geschiedenissen tot op den Jare 1665 (Amsterdam:
Marcus Willemsz Doornick, 1665). *

"~ 90. E. Grosz, "Bodies-Cities," Space, Time and Perversion (New York: Routledge, 1995) 106.

91. Thomas Hobbes, Leviathan, 1651, ed. R. Tuck (Cambridge: Cambridge University Press,
1991). A

92. Grosz, "Bodies-Cities" 106.

93. Barbara Johnson, "Women and Allegory," The Wake of Deconstruction (Oxford:
Blackwell, 1994) 61. '

94. In each case, Amsterdam's regents advocated peace treaties. with the Republic's enemies.
Not only was peace more conducive to the smooth functioning of trade, but it also curtailed the
powers of the stadholder, the Republic's military commander. J.L. Price, Culture and Society in

the Dutch Republic During the 17th Century (London: B.T. Batsford, Ltd., 1974) 3-11, 26-29.
95. Spierenburg 54. '
* 96. Grosz details the tensions between state power and commerce in “Bodie's-Cities'A' 107.

97. The meanings of these types of attributes are discussed in Linda Nead, The Female Nude,
Art, Obscenity and Sexuality (London: Routledge, 1992) 8.

98. Drawing on the work of Paul de Man, Johnson argues that allegory forces recognition of the
difference between signifier and signified, thus revealing the very impossibility of reading.
Johnson 63-67. '

99. The viewing of a classical female body is analyzed in Nead 2.

100. Armstrong 7.
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101. These are catalogued in d'Ailley.

102. See bLefebvre's discussion of_" "representations of space” 38-39.

103. Grosz, "Bodies-Cities" 107. |

104, Lefebvre 275.

105. " "In this sense, nature is a passivity on Whl'Ch. culture works as male (cultural)
productivity supersedes and overtakes female (natural) reproduction.” Grosz, "Bodies-Cities"
106.

'106. As Paul de Man puts it, "...allegory designates primarily a distance in relation to its

own origin, and, renouncing the nostalgia and the desire to coincide, it establishes its language
in the void of this temporal difference. In so doing, it prevents the self from an illusory
identification with the non-self." Quoted in Johnson 62-63. The Maid, therefore, is a floating
signifier. : .

107. Hippolytus de Vrye, De Tien Vermakelikheden des Houwelyk 1683, eds E K.
Grootes and Rob Winkelman (Amsterdam Querido, 1988).

108.  Schama 445.

109. The political aims of this booklet are discussed in section II, "Passion over Reason:
Mercantile Marriage," of Chapter 3 of this thesis.

110. ...komt de sevende zeer onverwacht te voorschijn, want de vrouw begint zo bang te
zien, zo te kreunen, te steunen en te kraken, dat het schijnt of ze naar de Volewijk om
een Popje wil varen:

Tien Vermakelikheden 67. The reason that this b1rth is unexpectedly premature is because, in a
‘typical farce scenario, the wife is having another man's ch11d and has duped her cuckolded-
husband into believing that it is his.

111. ...dan zal zjj zich zo druk maken dat al de zeilen slap voor de mast zullen hangen en )
het Volewijks schuitje zal terstond tegenwind en -stroom hebben. Tien Vermakelikheden 68.

112. Maar helas, hij ziet dat al de tronien der wijfjes zeer bedrukt naar elkander kijken,
dat de een begint te bidden en de ander te schreien, want het Volewijks schuitje drijft
geheel ten achteren en krijgt gans tegenwind en -stroom, ja, het raakt zo uit de koers, dat
vrouw of kind en misschien allebei om hals zullen raken.

Tien Vermakelikheden 70.

113. - The publishing history of The Ten Pleasures is detailed in De Grootes and
Winkelman 115-116. Van Lennep and Ter Gouw claim that Jeroen Jeroense, publisher and

author of Koddige en Ernstige Opschriften, was a pseudonym for Hieronymus Sweerts.
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114. According to Kristeva, bodily excretions dissolve boundaries between the interior
and exterior of the body, thus provoking feelings of disgust, even horror:

These body fluids, this defilement, this shit of what life withstands, hardly, and with
difficulty, on the part of death. There, I am at the border of my condition as a living
being.... -Such waste drops so that I might live, until from loss to loss, nothing remains
in me and my entire body falls beyond the limit--cadere, cadaver.

Kristeva 3. In this engraving, the smoke that rises from the secretions of the pregnant body
brings the eye to the border of the image, and so to the corpse, the horrific extreme of bodily

waste.
115. Kristeva 101.
116. Also of importance to this discussion is Sigmund Freud, "The Uncanny," 1919, Art

and Literature, ed. J. Strachey and A. Dickson. Pelican Freud 14. (Harmondsworth: Penguin,
1985) 339-376. The two bodies that Kristeva most associates with abjection: the decomposing
cadaver and the maternal body, are connected to Freud's notion of the 'unheimlich,’' or the
uncanny, "that class of the frightening which leads back to what is known of old and long
familiar." Freud 340. Freud has argued that the sight of dismembered limbs, the return of the
dead, and—-particularly for men--the female genital organs, all arouse the uncanny. "This
unheimlich place...is the entrance to the former Heim of all human beings, to the place where
each one of us lived once upon a time and in the beginning." Freud 368. For Freud, therefore,
uncanny anxiety is linked to the origins of the subject, and thus is always connected to- the fear
of castration. Yet, as has often been argued before, while the Freudian narrative of origins is
useful for its explanations of sexual difference and misogynys, it is premised upon heterosexual
male desire. The journey from pre-Oedipal wholeness to Oedipal separation from the mother
has certain well-rehearsed limitations, for it always ends with the construction of passive
castrated feminine and dominating phallic masculine subject positions. See the discussion of

"women's corporeal flows" in E. Grosz, Volatile Bodies. Toward a Corporeal Feminism
(Bloommgton Indiana Umver51ty Press, 1994) 202- 210

117. As FElizabeth Grosz argues: : :
It is women and what men consider to be their inherent capacity for contagion, their
draining, demanding bodily processes that have figured so strongly in cultural
representations, and that have emerged so clearly as a problem for social control.

Volatile 197.
118. Och komt dit van trouwen, so waag ik het mijn leven niet. Ik geloof wel dat het

plezierig is bij een Sinjeur te slapen, maar dit Volewijks varen heeft gans geen
vermaak in zich. Tien Vermakelikheden 72.

119. The Ten Pleasures focuses mainly on the misery of men who have made poor
marriage choices. Here, both men's and women's suffering are blamed on the excesses of
female behaviour. ‘

120. The biblical text is Genesis 3:16.
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121. Natalie Zemon Davis, "Women on Top," Society and Culture in 'Early Modem
France (Stanford: Stanford University Press, 1975) 124-127.

122. Sawday 225.
123. Spierenburg vii-x.
124, This is the shift traced by Michel Foucault in Discipline and Punish. Francis Barker

applies Foucault's insights to the growing importance of private life for seventeenth-century

Protestants in The Tremulous Private Body: Essgys on Subjection (London: Methuen, 1984),
especially 74-77.

125. Sawday 84; Barker 62.

126. Petrus de: Vernoegde, De Tien Delicatessen des Houwelicks of de Wederlegging»
van de Tien Vermakelijkheden des Houwelicks (Amsterdam: Thimotheus ten Hoorn, 1678).

127. "Het schuytje heeft voor wind, en doet dit lieve tochje, met vreugde en vermaak,"
Tien Delicatessen 75.

- 128. Nead 32.
129. Johnson argues that this is the function of female allegories. Johnson 59.
130. A recent essay on these issues is Moira Gatens, "Corporeal Representation in/and
the Body Politic," Imaginary Bodies. Ethics, Power and Corporeality (London: Routledge,
1996) 21-28. _
131. When the protagonists are Jan and Griet, the Volewijk story takes another

humourous twist, for Jan de Wasser is connected to St. John the Baptist, a saint with particular
connections to water, while Griet is descended from St. Margriet, the patron saint of pregnant
and labouring women. The cult of St. Margriet has been explored by Jan Grauls, Volkstaal en
Volksleven in het Werk van Pieter Bruegel (Antwerp: N.V. Standard Boekhandel, 1957) 13-

15; and by L. Dresen-Coenders, Helse en Hemelse Vrouwen-macht onstreeks 1500 (Nijmegen:
SUN, 1988) 18-19. In Amsterdam after the reformation, the convent chapel of St. Margriet was

converted into a meat market. The upper floor served as the city's anatomy theatre, where
public dissections were performed on criminal cadavers. Heckscher 29-31. Hansen 664.
Schupbach 48-49. This connection between Margriet and criminal corpses also resonates
strangely with the scene in the print--a joke that was probably not lost on Amsterdam's
residents. :

132. The importanée of the in-between, or "third" space in negotiating collective values
is theorized by ‘Homi Bhabha, The Location of Qultur (London Routledge, 1994). See
especially "Introduction," 1-18.
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133. In the print it is unclear whether the child is a boy or a girl, an ambiguity that only
serves to heighten anxiety about the child's proper upbringing.

134. . "Jan en Griet die disputeeren, Wat het kint zal 1aten'leeren"
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I.1. Children, Here you See the Life of Jan and Griet, J. Noman.
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1.2. Salomon Saverij, Schouwburg Auditorium, 1637.

Zaoir pRE 2R

W

7

Doeed o
Z {en
C

A

/
ol hei ro

7

Mt
oencelmel e
S,
flasts a¥ Law 3550

FORL Lot sl

/
k)
dor 2HTe

A
.%' caacn

Corasks vam v X flom, m Dk Vomchorl, egrusy repormis S

@

el &

g ru ry.r.éfrr

.5
L-koutson

Lo

e

.'n.&}r
14

74
- Zgfter

7
S 4 a3

%
&,

d
[ o~
L aceden

ek r—

E
3
Nl
G
Ty}
.
£ F g
\:*:\3..‘ &
\;—_\'}:)g
G
A\E
gk
FR S

|
G ¢
> §
A
27 1
A g
198
w2 @

Dresr drve Hboridompes romds 5 ki




290

Jan Steen, The Village Schoolroom, ¢.1670.

1:1.
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1.2.  Pieter Breugel the Elder, The Ass at School, 1556.




292

e A et ol B, st it v W

1.3.  Jan Miense Molenaer, Family Visiting a School, 1634.




1.4.

Jan Steen, The Village Schoolroom, detail.
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1.5.

Jan Steen, The Village Schoolroom, detail.
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1.6.  Salomon Saverij, Schouwburg Auditorium, 1637.
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1.8.  Frontispiece, Petrus Wittewrongel, Oeconomia Christiana ofte Christelicke
Huyshoudinghe, 1661.
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1.9.  Caspar Netscher, The Reading Lesson, ¢.1675.
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1.10. Peter Paul Rubens, The Brazen Serpent, c. 1635-1639.
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Jacob Ochtervelt, Family Portrait, 1663.

1.11.
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1.12.  Jan Luiken, De Leiband, from Des Menschen Begin, Midden en de Einde, 1712.
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ADVERTISS EMENT.

Its defen maake men bekent alle Heeren, Dames,

Borgers, Cooplieden en verdess aan alie Licthebbers van Gedierre, dat tegenwoor-
digalhieriste zien cm{ezvcndxg Diergenaame EQUUS AQU ATICUS, of anderstezeg- :
cn,waaterof Zéepaart,is gevange door groote moeyte ¢n koite inde Revierden Eupharacin

AMERICA : waar veel Schrijvers gewag maaken , diergelken nictinde werrelezijn foude:
‘endewyl menzocktde Liefhebbery van dag tor dag aan te quecken , en te toonen wat de Na-

|

mm?.k Moeder zijnde aller dingen ; voortbrengen doct , falmen fulcks ecnige dagea voor
ecn klcyne prijs 2ande Inwoeonders en medeborgers vande Stad Amfterdam Jasten zien.  Re
den , om dat het icts remarcabel is , cu de Meciter van het felfde daarveel moeyte cnonkoftea

om gedaan heeft (4jaaren lang ) wijl zijn Keyzerlijke Majeiteit daarexpreffelijk na heeft laten

zoeken,en het zelve ook verwagtende is. Dic begeerig of Curicus zijn mogte, om dit wonder
Schepfel, “twelk by geen geheugenis van menfchen indeze Landen gefien is: kan hem ver-
voegen opde Botter-Markt,, in de groote witte Oliphant, alwaar, het felvete zienisvande

Morgentot dea Avont.
Zegget voort,
SRR

N. B. Ditroemwaardige Gedierte
1s mak en tam gemaakt, zoo dat
‘tzelfde van yeder een kan gehan-

R W AN

Advertising print of a tapir from the White Elephant Inn, 1704. From Jan Velten's Album,
"Wonderen der Natuur".
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Jan Velten's sketch of a sea turtle, seen at the White Elephant Inn, c. 1700.
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2.3.  Jan Velten's sketch of a four-horned sheep from Arabia.
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Catchpenny print of Tetjeroen, Jan and Jacobus Bouman.

Boys, if you want to increase your Pleasure, study this print,
Because it is Tetjeroen, who can satisfy one and all.

And if you want to have even more fun,

Then make Paintings out of this.

Cut them out carefully, and then stick them down onto stiff paper.

WA WD~

Tetjeroen has decided that he wants to try and learn the doctor's art.

Hey boys, listen to this, Tetje is working for a doctor.

Tetje learns to look at the water (urine), and see what he has to prescribe for the rich.
Here's Tetjeroen, he's the man, who already knows the doctor's art.
Tetjeroen becomes an apothecary, And mixes medicines in a beaker.
Tetjeroen informs the peasant, that his elixir is exorbitant.

Tetjeroen makes tooth powder from, the cooking down of horse's dung.
Here, in short, Tetjeroen is making something for those who are hoarse.
Tetjeroen is grunting strangely, He wants to go out and be hired as a zany.
Tetje's master takes him on, because he's such a joker.

Tetje causes great roars of laughter, and follows his master to the theatre.
Tetjeroen steps foreward with his master, Repzeteur (?)

His master's ointment he commends, says it will sort of help you mend.
Here Tetjeroen is selling a lot, but most of it is from his own stock.

Then Tetjeroen sells out you see, and his master makes him leave.
Tetjeroen becomes his own Boss, See him riding in a coach.

Tetjeroen has a funny act, for those who want to buy something from him.
Tetjeroen sells his wares, to one and all in the public square.

Tetjeroen heals a blind man, who no longer can find his way home.

Tetje has begun something new again, See him sitting in a barrel.
Tetjeroen performs strange farces, And honest people run away.
Tetjeroen turns eggs into swift doves.

Boys, you can join in the fun, because you will ride with Tetje.

The last thing that you see, Is Tetje in his Pyramid.



Tongens wilje vreught vermeeren, wilt indefe Prinifubdecren.
Soo gy umecr it verblijom, maeckt hier van dan .S’:hi/dn}tn.

Wartt betis Tetjersen, dee een yder kon voldsen.
Smytfeuyt dan nadfwier , enplackifedaneproo: Papler.

Jponany/
anft el [sctem,

. mnui geef nd)oo

etjecoen dir ig cen man/
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Catchpenny print of Tetjeroen, Jan en Jacobus Bouman.
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2.5.  Catchpenny print of Tetjeroen, Ratelband and Bouwer (text the same as fig. 2.4).




2.6.

Catchpenny print of Tetjeroen, Wed. C. Kok, en Van Kolm.

Here, oh Youth! You are given the farcical life of Tetjeroen.

Lo R WD~

Tetjeroen has decided that he wants to try and learn the doctor's art.
Here's Tetjeroen, he's the man, who already knows the doctor's art.
Tetje is selling his wares, and is ready to be a conjurer.

Tetje already has an assistant, and he daily instructs him.

Here Tetje is sitting in his chair, And he's certainly a hustler.

From the theatre he hands around notes with a lively patter.

He looks at the water through a glass, To see if there's anything amiss.
Tetjeroen sells his wares, He only desires the pennies.

See what Tetjeroen has contrived, He practices his art in a barrel.
Tetje's art is worthy of praise, He rides a horse like a gentleman.

Out of the barrel he comes, Here Tetje chases his assistant away.
Tetje performs a new art, Mostly for money and favour.

Tetjeroen seeks out the peasants, To lure money from their pockets.
Because he does this easily, He becomes a genteel man.

Tetje makes medicines from, The cooking down of horse's dung.
Tetje gives the poor man, Something to purge himself with.

Here, once again, he makes a racket, As a respectable doctor's boss.
Tetjeroen becomes an apothecary, And mixes medicines in a beaker.
He wheels his medicine forth, On his barrow as he should.

Tetjeroen plays a scurvy trick, And takes three guilders from a peasant.
Here he finely grinds powders, To make the best medicine.
Tetjeroen says: Sir, your pulse is beating far too slow.

Tetjeroen! Well this is sad, Through his art he's gone quite mad.

Now Tetje's a boss with lots of money, Riding in the coach with-his Honey.
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Catchpenny print of Tetjeroen, Kok-Van Kolm.
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Here is the Career and Life of Jan de Wasser and His Wife, Rood en Zoon.

Jan de Wasser is getting married, But I'm afraid he'll regret it.
When the wedding ceremony is over, They go to the wedding feast.
Jan and Griet boldly exchange pants for apron.

Griet teaches Jan how to heat the pot, and stoke the fire.
Meanwhile, dinner is getting cold, and Jan has to make another fire.
Jan brings out the meal, And Griet sits while he must stand.

He also has to scrape out the ashes, After he has cooked the meal.
See if it doesn't suit him, How skilfully he washes the dishes.

Jan hoses down the windows so hard that the panes fall out.

Jan de Wasser has to scrub, and keeps the water in the tub.

Floor and tiles must be kept clean, Or he will receive beatings.
After he has finished scrubbing, He has to stand by the washtub.
Jan and Griet together, Sail to the Volewyck.

Here Jan lies in the childbed, While his wife can take it easy.

Jan rocks the child, And loves it more than his wife.

Jan gives the child its porridge, Which it eagerly laps up.

Jan gets whacked on the backside, Because the child has cried.

Jan is more careful, And plays with the doll.

Jan teaches the child to walk, And goes to buy cakes.

Jan stylishly wheels his child through the park.

Jan here on his haunches sits, as he helps the child to shit.

The child becomes big and wilful, And receives a spanking.

For doing this, Jan gets whipped by Griet.

Jan and Griet are disputing, About what they will let their child be taught.
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Here Young People May View at Leisure the Career and Life of Jan de Wasser,

Ratelband and Bouwer.

Here comes Jan de Wasser.

See him standing by the washtub.
Jan de Wasser is being crowned.
Because he rewarded Bottheid (?)
Jan de Wasser scrubs the street.
Teaches the child to walk.

Jan washes the floors by himself.
And he scrubs them.

He knows how to wash pots.

And clear the snow from the street.
He bleaches like a man.

And can wash as well.

Jan de Wasser hits his wife.
Because she wanted to smother him.
How is the wind blowing?

Jan starches the linen.

Here he beats the boys.

And cleans out the ashes like a woman.
He hoops the barrel on the street.
He gossips with the women.

He mocks the neighbours.

His rattle spins merrily.

Here he birches his wife.

Cries 'lamp-wick!' loud and clear.
Jan wrings out the linen.

And mangles like a woman.

He doesn't mind rocking the cradle.
Jan makes St. Nicholas' birches.
Jan in his apron,

Washing the windows.

Jan wipes the child.

Who pisses into his pocket.

Jan plays the boss.

What does St. Nicholas bring him?
Jan gives the child a growl.

And gets the pussy-cat.

Jan gossips with his Sister (?)
Teaches the child to walk.

Jan exchanges his wages for bulbs.
Here he comes with the child's wagon.
Jan looks after his child.

And swaddles and hugs it.

Jan gets the fire going.

Sends the maid for flax.

Jan then spins it,

And winds it.

Jan de Wasser is done his day.
And goes to bed with his wife.
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3.2  Here Young People may View at Leisure the Career and Life of Jan de Wasser,
Ratelband and Bouwer.




3.3.

Children, Here You See the Life of Jan and Griet, J. Noman.

Jan loves Griet and will be faithful to her unto death.

Behind them is fiddler Pete, playing a love song, his very best.

Griet cannot restrain her love,and has given her Yes to Jan.

Here we see them getting happily married.

Jan comes home late for dinner, and Griet jumps out of the chair,

She is sitting in and makes a big fuss.

Jan tells her to shut up, He takes the shovel and tongs in hand,

Or you'll receive a beating from me, The man must have the upper hand.
(illegible)

Jan is forced to surrender the pants, Griet stands with them in her hand,
She is not to be joked with and he feels his shame.

Jan has to sit and spin, and rock the cradle, because Griet has the upper hand.

She threatens the simpleton with a stick.
Griet pays Jan a visit in the kitchen and pulls his hair,
Because the pancakes he is baking have not risen.
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3.3.  Children, Here you See the Life of Jan and Griet, J. Noman.
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The World Upside Down, Ewout Muller.

The King goes on foot

The child teaches the professors
The wife goes off to war

The tower stands inside the bell
The servant arrests his master

The cripple carries the healthy man
The blind man leads the seeing man
The poor man gives to the rich man
The birds eat the man

The ass drives its master

The child punishes his father

The child rocks her father

The sheep eat the wolf

The farmers pull the plough

The ladies pull the carriage

The sheep shears the shepherd

The wagon pulls the oxen

The ox flays the butcher

The pig guts the butcher

The chickens eat the fox

The hen mounts the rooster

The fish nest in trees

The women storm the building ‘
The parrot teaches the master to talk
The mice catch the cat

The child feeds her mother

The little birds eat the big one

The fish catch birds

The wild animals chase the hunter
The world upside down

The sick man inspects the doctor's urine
The ships travel over the land
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3.6.

The Life and Career of Klaas and Griet, Isaac van der Putte.

Klaas loves Griet, and feels her bare breasts.

Behind them is fiddler Pete, playing a love song, his very best.

Griet cannot restrain her love, and has given Klaas her Yes.

Here people can see them getting married, and they are very happy.

Then the shouting and cursing begin. Oh! the miseries of hell,

Although they come to visit her, she remains fierce.

Griet orders her husband to rock the cradle, and puts two horns upon his head,
With a stick she beats his hide and head.

Here Griet begins to fight again, to get the pants from Klaas, her husband.
Klaas would rather move away, leaving this wife behind.

Klaas receives more blows because he hasn't finished her work.

He really can't bear it, and wants to leave her.

Klaas is clawing at his head. See him trembling in his shirt.

Griet wants to keep at him until he gets used to it.

Klaas wins the battle. See him with the shovel and tongs.

At last he is able to make his Griet fear him.
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3.6. The Life and Career of Klaas and Griet, Isaac van der Putte.
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3.11. Insert, watercolour painting. Jan Goedhals en Griet Syn Wyf.




der Ge ou.d>, 1679.

3.12. Title page, H. de Vrye, De Bi
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3.13. Title page, P.
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3.14. Floraes Mallewagen, Crispijn van de Pas Younger, 1637.
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315. Catchpenny print of Spring in 't Veld, Hiers of H. van der Putte.

Yes Boys, bring your hopes, And buy this Print,
Because here for your Money you have, The life of Spring in 't Veld.

0 N OVL B LN

— e e = \O
W =or

14.

15.
16.
17.
18.
19.
20.
21.

22.
23.
24.

Here comes Dr. Stok-vis, He has hired an assistant.

His wife also wants to have a look at him, to see if he will suit her.
This assistant looks good, And the doctor names him Spring in 't Veld.
His master has him take good herbs out of the barrel.

Spring in 't Veld follows behind, He's going to the Theatre.

Spring in 't Veld plays the comedian, as he sells his master's wares.
Spring in 't Veld nimbly acts out a farce with Klaas-klomp.

Now he acts as Jan Klaasen, and his wife is Saartje Jans.

_After he sells his wares, he brings the money to his master.

Here he takes his leave, His master has fired him.

Spring in 't Veld goes out courting, He wants to find a wife.

All at once his love is great, He takes his lover on his lap.

She lets him see her dowry, -

He thinks that he sees his bride-to-be.

Because they can't control their passion,

They charge towards marriage in a hasty fashion.

And so they get married, But Spring in 't Veld will soon regret it.
After the wedding, they have the marriage feast.

After eating heartily, the bridegroom and bride dance.

Spring in 't Veld becomes a boss, Here he is with the zany Jorde.
Because they haven't conceived, they scratch their heads (?)
Spring in 't Veld has got to flee, Because his wife wants to beat him, you see.
Now Spring in 't Veld is under his wife's thumb,

And cries out, have mercy, my sweet wife.

Here he tries to make peace, And she consents.

Spring in 't Veld is melancholy, and becomes sick.

Here Spring in 't Veld lies dead, leaving his wife in great need.
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3.16. Here you have the Career and Life of Jan de Wasser and his Wife, J. Kannewet
(text the same as fig. 3.1).
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3.17. Children, Here You See Before qu the Life of Our Klaas and Griet,
Heirs of the Widow G. de Groot and A. Van Dam.

1. Klaas loves Griet, and feels her bare breasts.
Behind them is fiddler Pete, playing a love song, his very best.
2. Griet cannot restrain her love, '

and has given Klaas her Yes.
Here people can see them getting married.
3. Klaas comes home late for supper.
Griet gets up from the chair '
She is sitting in, and makes a big fuss.
4, Klaas tells Griet to shut up,
He takes the shovel and tongs in hand,
Or you'll receive a beating from me, -
The man must have the upper hand.
5. The angry and determined Griet grabs the tongs from him.
She hits him hard and tells Klaas that now he must fear her.
6. Now Klaas has to take off his pants,
Griet stands there with them in her hand.
She makes a fool of him and he hits his head in shame.
7. Klaas has to sit spinning and rocking the cradle,
Because Griet has the upperhand.
She threatens the simpleton with a stick.
8. - QGriet pays.Klaas a visit in the kitchen and pulls his hair, -
Because the pancakes he is baking have not risen.
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3.17. Children, Here You See Before You the Life of Qur Klaas and Griet,

Heirs of the Widow G. de Groot and A. Van Dam.



3.18. The New J an de Wasscher, H. van Munster and Son.

Jan de Wasser shall teach you something good and useful,
Oh children! notice how both Griet and Jan,

- Have changed places with each other in a contradictory way;
Housework suits the woman and trade is fitting for the man.

WO R WD -

ek ko pamd
Sk W — O

Shame, Jan! Girlish dolls games, are never for boys.

Girl's housekeeping fits with Griet, but not with a strong little boy.

'Bikkles' is a girl's game, and therefore does not suit a boy.

A girl's hat on your hair? Jan! Jan! That looks ridiculous.

Climbing trees doesn't suit you, Leave this to the boys, wild Griet!

'Kooten' is a fun game, for boys, but not for girls.

Well, Griet! So fearlessly riding a horse? That's more for boys, isn't it?

Fie! Boys, Boys! Are you crazy? With Griet as captain, you all look ridiculous.
See sly Griet, who flirts, While Jan makes shoes. '
Oh Jan, o Jan, I'm afraid this marriage with Griet will lead to many regrets.
Here things are already going badly, For Griet is the boss, and Jan is the servant.
Griet cuts leather for slippers and shoes, While Jan has to do the woman's work.

- Griet sells the leather, while poor Jan scrubs the floor as clean as he can.

Jan, this work suits women, He rocks the baby while he washes.
Jan cares for the child, while Griet does the sales, It's as if everything here is absurd.
Griet beats the assistant, and chases him out of the shop.
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L. BD.
Zal Jan de Wasfcher u iets goeds en nuttigs leeren,

& Kind'ren! merkt dan op, hoe beide Griet en Jan,

In tegenfirijdigheid hier met elksar verkeeren;
Het huiswerk voegt de Viouw, het handwerk voegt den Man

Het Brom« heklimmen pase u niery
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3.18. Th w Jan de W r, H. van Munster and Son.



4.1.

SR

Detail, The Career and Life of Jan de Wasser and His Wife.
Hendrick Van der Putte.

Jan de Wasser is getting married,

But I'm afraid he'll regret it.

When the wedding ceremony is over, The feast begins.

Jan and Griet boldly exchange, Pants for skirt. :

Jan and Griet, both the same, Are sailing near Volewyck.

Jan lies in the childbed, While his wife takes it easy.

Because Jan has gone out drinking, Griet goes after him with the whip.
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4.1.  Detail from The Career and Life of Jan de Wasser and His Wife, H. van der Putte.
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Volewiujk, sketch by A van Borssom, 1664.

4.2.



43. Comnelis Anthonisz, Map of Amsterdam, 1538,
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44. Map of Amsterdam. Woodblock print by Cornelis Anthonisz, 1544.
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Amsterdam Harbour, in 0. ‘Dapper Hlstonsche Bgsghn]vmg er Stadt Amster m
1663.
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Volewijk, sketch by R. Vinkeles, 1790.

4.6.
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Pieter Bast, View of Amsterdam from the North, 1599.

4.7.
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Jan van Neck, The Anatomy Lesson of Dr. Frederik Ruysch, 1683.
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4.12. Amsterdam Maid, title print, Tobias van Domselaer, Beschryving der Stat Amsterdam,

1665.
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4.13. Title print, Thomas Hobbes, Leviathan, 1651. ‘
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4.14. The Seventh Pleasure of Marriage. Engraving illustrating chapter 7, Hippolytus
de Vrye, De Tien Vermakelikheden des Houwelyks, 1683.

350



351

t* Amfterdam, bv Hieronimus Sweerts,

4.15. The Ten Pleasures of Marriage, title print in Hippolytus de Vrye, De Tien
Vermakelikheden des Houwelyks.
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The Ten Delicacies of Marriage, title print, Petrus de Vernoegde

4.16.

Delicatessen des Houwelicks, 1678.
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4.18. The Career and Life of Jan de Wasser His Wife, H. van der Putte
(text the same as fig. 3.1).




