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Introduction
Judith Leyster was a successful Dutch master painter of the seventeenth century. Her
work went almost unnoticed until art historian Cornelis Hofstede de Groot (1863-1930)
rediscovered her in 1893. Leyster’s mostly unknown and undocumented past has since
captured the attention of art historians and Dutch art experts such as Frima Fox Hofrichter
and Pieter Biesboer. Enigmatic in many ways, due to a lack of biographical literature and
available history, her life is somewhat foreign to the modern thinker. Many art historians are
attracted to Leyster’s work because she lived and painted within a very prosperous era in
Dutch history, when there were few female master painters. Judith Leyster has left a
profound mark on the history of women artists. Was Judith Leyster considered a great artist
during her lifetime? Was her artwork competitive within the art market? Did being an artist
of the female sex hinder her career? These questions will be addressed in the subsequent
paragraphs and chapters in order to further our understanding of Leyster’s role within the
world of art history.
To delve into Judith Leyster’s world, it is necessary to understand the cultural and
social atmosphere of the Dutch Republic during her lifetime. Furthermore, it is essential to
look at works produced by Judith to appreciate her impact on the art world and to recognize
to what extent she adhered to or departed from the traditions of her time. It is important to
investigate such facets of Judith’s life because they provide insight into the world that Judith
Leyster was a part of. In addition they lay the foundation to realize the extent of her impact
as a female artist on the Dutch Republic. This paper will address the aforementioned themes
through a series of in-depth analyses.
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This paper will be comprised of two case studies that envelop the span of Leyster’s
career. The first case study will focus on The Proposition (1631), one of Leyster’s most
praised works. This artwork is interesting in that it serves as a commentary on Dutch women
and their place within Dutch society in the seventeenth century. The second case study will
concentrate on Judith Leyster herself. More specifically, it will focus on Judith Leyster’s
Self-Portrait (1630) and the importance of image during the Golden Age. Before analyzing
her works, however, the history of the Republic will be examined to establish the historical
context to Leyster’s career. Within this section the economic situation during the Dutch
Republic will be addressed and Leyster’s role within the Dutch art market will be examined.
In addition, background information on Leyster will be provided to add more contexts to
understand who Judith Leyster was and how her personality, history, and culture influenced
her art.
It is important to note that Leyster’s career as a female master artist was
unprecedented within the Republic. To that end, her effect on the art world was, and still
remains, especially intriguing and open to investigation. Through analyzing these two case
studies, and the history of the Republic, the once forgotten Judith Leyster will be further
explored and ultimately better understood. The purpose of this paper is to reignite the
mystery of Judith Leyster and to provide a more in-depth analysis on who she was. In doing
so, her artworks and her triumphs as a female artist will become more fathomable and
accessible. She is of value to art historians for not only her skill with a brush, but also for her
success as a woman during a historically rich period in history. Judith Leyster is truly a
master worth remembering.
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The Dutch Golden Age
The Dutch Golden Age, which spanned a large portion of the seventeenth century,
marked a sumptuous, prosperous, and tumultuous time in Dutch History. Noted as a time of
economic success, the Dutch Golden Age brought with it a new lifestyle for the inhabitants
of Dutch lands. With the defeat of the Spanish Armada in 1588 and the eventual
emancipation from the Hapsburg rule under Phillip II of Spain (1527-1598), the Dutch were
able to become a prosperous people.1 With the Eighty Years’ War lasting from 1568-1648, it
is impressive that the Dutch experienced such wealth and prosperity during a large portion of
the war. On April 9, 1609, the Twelve Years’ Truce was signed in the Flemish city of
Antwerp.2 Although a permanent peace was the purpose of the truce, much chaos ensued as
economic stability quickly diminished.3 Both religious intolerance and economic crisis
followed the Truce and the existence of the Republic became threatened by the tumult. In
time, however, as power trickled down into the lower ranks of society, resulting in peaceful
times, the Dutch began to embrace their new status as a free nation and develop a sense of
national identity.4
The Dutch Economy
The Dutch economy experienced great shifts in the aftermath of the war with Spain
and the subsequent Truce. Separate from Spain, the Dutch discovered how to function as an
established nation. The redistribution of wealth that resulted from the new political state of
the Republic changed the way that Dutch society and commerce functioned. The new wealth
led to a period of great trade and success in various Dutch industries such as the brewing
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industry and linen industry in cities like Haarlem.5 The booming economy also attracted
Flemish immigrants from less successful areas. The Flemish presence influenced all branches
of Dutch industry and consequently sparked a population growth in the area.6
The economic success of the Republic is due in large part to their strength as a
seafaring nation. With the formation of the United Dutch East India Company (VOC) in
1602, the Dutch established themselves as an international trading force with potential for
great seaborne success.7 The limitless expansions of the sea allowed for trade monopolies
for goods such as spices, silks, and ceramics. In time, trading posts were established on an
international scale, marking the Republic’s economic expansion and success.
To enhance their naval prowess the Dutch began to build bigger and more impressive
ships to ensure safe passage and successful trade between international nations. As the Dutch
revolutionized shipbuilding with technological advances, state of the art navigational systems
followed. Dutch merchant ships made up the largest fleet in the world, consisting of about
2,500 ships.8 Dutch shipbuilders turned their focus to size and cost efficiency. They designed
low-cost hull forms that increased available cargo space and implemented simple rigging. In
short, Dutch ships were designed, in the words of historian Jonathan Israel, “for minimal
crews and maximum economy.”9 Englishman Thomas Mun (1571-1641) wrote on the topic
of the Dutch world-trade hegemony during the Golden Age:
For it seems a wonder to the world that such a small country, not fully so big as two
of our best shires, having little natural wealth, victuals, timber or other necessary
ammunitions, either for war or peace, should notwithstanding possess them all in such
extraordinary plenty that besides their own wants (which are very great) they can and
do likewise serve and sell to other Princes, ships, ordnance, cordage, corn, powder,
shot and what not, which by their industrious trading they gather from all the quarters
of the world; in which courses they are not less injurious to supplant others
(especially the English) than they are careful to strengthen themselves.10
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Situated at a conjunction of northern waterways connecting various bodies of water such as
the Atlantic, Baltic and Rhine, the Republic’s physical location aided their maritime success
as well.11 Notably, the combination of advances in shipbuilding technology, in addition to the
Republic’s advantage of location, ensured prosperity within the Republic. With the
Republic’s economy in a stable and fruitful state, much changed within Dutch culture to
signify the nation’s success.
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Biographical Information
Judith Jans Leyster was born in Haarlem in 1609 to Jan Willemsz and Trijn Jasper.12
Judith’s father, worked as a small-ware weaver (smalwercker). During Leyster’s childhood,
her family suffered from financial insecurity. In 1618 Leyster’s father purchased a brewery in
Haarlem called “the Two Crowns with the Cross.” The name of the brewery was soon
changed to “Leystar.”13 His involvement with the brewery, in addition to the purchase of a
few homes, forced Jan Willemsz to take out loans in order stay financially afloat. In 1624,
Leyster’s father filed a petition for bankruptcy and eventually sold most of his assets,
including the brewery, land, malt house, and a residence for 5,520 guilders.14 This amount
was very substantial considering the tumultuous economy at the time.
Although Judith’s family suffered from financial instability, it is important to note
that they had the means to prepare their children for careers outside of the family business
and to educate them. In fact, Judith learned reading, writing, and arithmetic because she was
capable of all three, as demonstrated in her later life.15 The fact that Leyster learned her trade
as an apprenticed student is a testament to her promising ability as a painter. It was not
common for women to be apprenticed in the art world. The fact that she was a student under
a master painter and pursued a career at a time when most women her age did not take up
apprenticeships is very telling of her character. It suggests that she was a very independent
thinker and a strong willed individual with great aspirations. Her life story suggests that she
not only understood what steps needed to be taken to become a skilled painter, but also that
she lived her life in a manner conducive to achieving that goal. When examining her career,
it is clear that she was very determined when it came to excelling in the art world. Social
standing and status were not her main concern, art as a profession was.
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Her career choice is odd considering her family’s strong ties to the fabric industry,
however, perhaps the patterns and designs on the fabrics within her father’s shop inspired her
to take up a paintbrush as a youth. Although much is uncertain about Leyster, it is widely
assumed by art historians Ellen Broersen, Thera Wijsenbeek-Olthuis and Leo Noordegraaf,
to name but a few, that Leyster’s teacher was Fran Pietersz de Grebber (1573-1649).16 In
fact, Samuel Ampzing (1590-1632) wrote in 1621 about Leyster in one of his poems linking
her to Grebber:

Now I have to mention Grebber/The father and the
son and also the daughter I have to praise.
Who ever saw a painting made by the hand of a
daughter?
*See here another who paints with a good, keen
sense (*Judith Leyster)
The Grebbers are well-known because of their
big pictures (portraits)
Who saw that somebody’s hand and mind were
playing here in a bolder way?17

Fran Pietersz de Grebber would have been a good choice as an instructor for Judith
because his workshop had another female student, his daughter Maria de Grebber (16021680).18 Therefore, Leyster would not have been alone in pursuing her art, most likely
making her presence in the studio more socially accepted. After all, it was unusual to behold
a woman who was a painter. Such sentiments are evident in the above verse by Samuel
Ampzing, and in later writings by Theodorus Schrevilius (1572-1649).19 Interestingly
enough, Leyster’s style and choice of subject has little to do with that of De Grebber. Perhaps
his son Pieter de Grebber (1600-1653), another of his pupils, influenced Leyster’s work.20
Evidently, little is known of Leyster’s apprenticeship. However, in looking at her works and
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the works of other notable artists of the era, it is possible to make educated assumptions
about who she was stylistically influenced by and about who she associated with in the art
world.
In 1633, Leyster joined Haarlem’s Guild of St. Luke. As a guild member, Leyster
established herself as an independent master painter and set up her own studio. Fascinatingly,
Frans Hals (1582-1666), a highly acclaimed painter of the era, was not admitted in to the
Guild of St. Luke until the age of twenty-eight, compared to Leyster‘s admittance at age
twenty-four.21 Leyster had three pupils Hendrick Jacobsz, Davit de Burrij and Willem
Woutersz who trained in her studio. 22 It is remarkable that Leyster, being unmarried and
twenty-three, was able to establish herself as a competitor within the male dominant art
world. At the young age of twenty-three Leyster was already a master painter with a servant
and pupils.23 She was a woman working amongst successful male master painters, something
that was unprecedented. Undeniably, her drive and passion for art led her to completely
immerse herself in her work, to master her trade, and to achieve the approval of her
contemporaries and patrons. However, her successful career was not without heavy influence
from her male contemporaries.
As mentioned, surrounding artists influenced Leyster throughout her career. Notably,
Leyster emulated in her own works the stylistic tendencies and techniques of artists such as
Frans Hals (1582-1666), Dirk Hals (1591-1656), and Jan Miense Molenaer (1610-1668). To
begin, Leyster’s works stylistically and thematically adhered to the work being produced by
Frans Hals, a highly regarded portrait painter and genre painter of the era. Stylistically,
Leyster’s quick strokes, sketchy manner on the canvas, treatment of the subject, and
presentation are all characteristics linked to the influence of Frans Hals. One of Leyster’s
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earliest known works, Serenade (1629), is a good example of the influence from Hals. Her
quick strokes and sketchy rendering of the brush are visible in the clothing and hands of the
figure in her Serenade piece (Image 1). They create a sense of spontaneous movement on the
canvas, making for a more naturalistic ‘modern figure.’ As for her treatment of subjects, the
lute player in Leyster’s Serenade, like Hal’s Lute Player, is glancing upwards thoughtfully in
the composition (Image 2). The short, quick strokes in Leyster’s Serenade resemble much of
Hal’s work done for the open market. In addition, her incorporation of diagonal lines, in
works such as Boy with Flute (c. 1630) and Serenade (1629), is also linked to Hals. Both
works contain musical instruments that visually slice the composition with their strong
diagonal contour lines. The stylistic tendencies of both artists have been the cause of much
controversy when it comes to deciphering the authorship of the various works produced.
Leyster undoubtedly was a great copyist and an avid admirer of Hal’s work.
It is possible, due to the likeness in her work that Leyster studied under Hals, or
assisted him, before she herself became a master painter. Perhaps her name and success can
be attributed to the fact that the style and character of much of her work is very similar to that
of Hals. However, there is no documented evidence to suggest that there was ever a teacher
student relationship between Hals and Leyster.24 Fascinatingly, Hals and Leyster are known
to have had an interesting relationship from a legal standpoint. In September of 1633, Leyster
confronted the Guild of St. Luke dean, Hendrick Pots (1580-1657), over an issue concerning
one of her pupils, Willem Woutersz. Leyster complained that Woutersz left her studio to
study under Frans Hals without paying his annual dues. It was against guild regulations for
Hals to take on this pupil and the case was taken to trial. In the end, Leyster was paid one
quarter of the annual tuition fee from Woutersz and Hals was forced to pay a fee to take on
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the new student. This incident is a testament to Leyster’s tenacity as a young artist. To
confront Hals, an older member and more established member of the guild would have
attracted much attention. At the time, however, as an already established painter, Leyster was
in the right to confront her colleague on the issue.
Frans Hals’ younger brother, Dirck Hals, was also a significant figure in Leyster’s
career. In fact, Dirck Hals appears to have influenced many upcoming, young artists in
Haarlem between the years 1625 and 1635.25 The merry company genre was Dirk’s specialty
within the Dutch art market. Some of his merry company works include Merry Company
with Flutist and Merry Company with Violinist (Images 3 & 4). Merry company scenes were
very popular in the art market. To that end, it makes sense that Judith Leyster would look to
Dirck’s work when perfecting her own paintings of modern, everyday figures. After all, it
was an artist’s job to learn how to manipulate the market to his or her advantage. Leyster’s
Man Offering Money to a Young Woman, also known as The Proposition, and Dirck’s
Mother Cleaning a Child’s Hair are similar in many ways. For one, the sparse setting and
hidden light source in The Proposition is comparable to Dirck’s Mother with Children of
1631 (Image 5).26 However, paintings of this style, with artificial light, characteristic of
Dirck, were not new to Haarlem. Therefore, the influence in her work may have been from
earlier artists, not solely Dirck Hals. In fact, earlier artists such as Willem Buytewech heavily
influenced Dirck’s style of painting.27 To that end, Buytwech indirectly influenced Leyster’s
artwork by influencing Dirck, who later influenced Leyster.
Another important artist who influenced Leyster’s career was Jan Miense Molenaer.
Like Leyster, he was a master painter that joined the Guild of St. Luke between 1629 and
1634.28 A prominent painter of the era, Molenaer painted for several successful burghers.
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Stylistically, his work is similar to that of both Frans Hals and Dirck Hals. Molenaer’s
Cardplayers by Lamplight (1630) and Leyster’s Game of Tric-Trac (1630) are similar in
many ways (Images 6 & 7). For example, the main figures in the foreground of both pieces
share the same relaxed body language, slanted positioning on the canvas, inviting gaze and
fashion sense. Undoubtedly, Leyster was aware of Molenaer’s composition before beginning
her piece. In addition, the use of artificial light is also reminiscent of Molenaer’s work.
Evidently, Leyster’s career was greatly influenced by the master painters that
surrounded her. And, notably, the artists of her circle were also influenced greatly by each
other, as is evident in the stylistic links and ties between all three of the aforementioned
artists. To ensure a successful career, Leyster tactfully adopted stylistic elements from her
contemporaries. Her ability to emulate the works of fellow artists is a testament to her
capabilities as an artist and to her business sense as a hardworking woman in a competitive
trade. By allowing her artistry to be influenced by others, Leyster placed herself in a
thoughtful position to further her career.
Judith and Jan Miense Molenaer
In May 1636, Leyster and the painter Jan Miense Molenaer married. After their
marriage, Leyster and Molenaer relocated to Amsterdam where they remained till 1648.29
Their relocation may be due to the plague that was circulating around Haarlem at the time;
however, some historians believe that financial difficulties were the root of the relocation.30
In addition, the thriving art market in Amsterdam was most likely an appealing factor. In
both political and economical terms, the most influential and important hub within the
Republic was, in fact, Amsterdam. Therefore, the move to Amsterdam was a move full of
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potential for both Leyster and Molenaer since the art scene was booming, making
commissions and sales more attainable for upcoming artists.
While living in Amsterdam, Leyster gave birth to two daughters, Helena and Eva. Of
all of the children Leyster had, only two survived their parents, Helena and her younger
brother Constantijin.31 Leyster’s art production dwindled and came almost to a halt after
having children. Originally, only one known painting, a watercolor painting of a tulip, was
signed and dated during the married portion of her life (Image 8), signifying the dramatic
decline in the number of works she produced.32 Why is it that Leyster’s career came to an
abrupt halt? Perhaps her role as a mother became her most pressing job and she willingly left
her painting career to support and care for her family. Such is considered to be the case by
some art historians, including Ellen Broersen. Meanwhile, other historians believed that
Leyster did continue to paint after giving birth, but her works remained undiscovered.
Recently, however, it has been confirmed that she did continue to paint later in life,
but her output was not as prolific as prior to her marriage to Molenaer. In 2009, a Belgian art
collector contacted Anna Tummers, a curator at the Frans Hals Museum in Haarlem, stating
that she was in possession of a work by Judith Leyster. The floral piece signed “Judith
Molenaers 1654” was confirmed to be an authentic work by Tummers. An expert on Judith
Leyster, Frima Fox Hofrichter, believes the work to be the blompotje van Juffr. Molenaer
(flowerpot by Ms. Molenaer) that is documented in an inventory made after Jan Miense
Molenaer’s death (Image 9). After the discovery, Hofrichter stated, “Many art historians have
often assumed that Judith Leyster gave up painting upon her marriage. With the discovery of
the Flower still life and its date of 1654, we now have documentation that she continued her
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career as a painter. It is likely that Leyster moved to still lives and botanical studies after her
marriage, perhaps to split the market with her husband, Jan Miense Molenaer.”33
Without a doubt, Leyster had access to her husband’s studio and therefore most likely
assisted him with his various commissions.34 In a book on the history of Haarlem written by
Theodore Schrevelius in 1648, Leyster is mentioned. He commends her in his work, praising
her outstanding talents as a female artist. More specifically, he writes:

There also have been many experienced women painters who are still renowned in
our time, and who could compete with men. One of them excels in particular, Judith
Leyster, the true ‘lodestar’ in art, as her name signifies; she is the wife of Molenaer,
likewise a renowned painter, born in Haarlem and well known in Amsterdam.35

Clearly, Leyster remained present in the minds of art connoisseurs during her lifetime and
now there is documentation to support the notion that she remained active, to a certain extent.
Like Ampzing, Schrevelius compliments Leyster’s talent as an artist, and he even mentions
her husband, making his account more up to date and supportive of the notion that she
maintained her reputation as an artist after her marriage.
Leyster did more than just paint during her lifetime. As mentioned, she was an
educated woman. According to documents that appear after 1654, Leyster worked to assist
Molenaer’s art business and was heavily involved in the family’s financial affairs.36 Leyster’s
involvement in Molenaer’s transactions and financial obligations can be surmised in the
following anecdote involving the distinguished painter Jan Lievens:

On 1 March 1644 Lievens sent a notary to the couple’s house to pick up a landscape
he had started painting there. Leyster received the notary, who told her that Lievens
wanted to reimburse them for the panel and paint they had supplied and also to settle
up for material received from Molenaer against money which Lievens had lent to
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Molenaer. Once Lievens had finished the landscape, Molenaer had the option of
buying it for a price to be set at a later date. The notary concluded that if Molenaer
did not grant Lieven’s request, Lievens would take him to court. Leyster was not
intimidated by this threat and simply replied, ‘I do not wish to give up the
painting.’”37

Why Leyster chose to keep the painting is unknown, but it is clear that she did not fear
Lievens’ threats.
Despite the thriving art market of Amsterdam, the Molenaers made some lifestyle
changes as the economy fluctuated. Molenaer was subject to constant legal troubles and
episodes throughout the duration of their marriage. The majority of his legal battles revolved
around unpaid debts and mortgage payments.38 For example, Molenaer failed to pay
Lodewijk de Bas the last installment on their country estate ending in hectic financial times
for the Molenaers.39 The incident with De Bas was one of many financial obligations that
Molenaer did not uphold. In 1655, Leyster was authorized to oversee the transaction of a
house bought in Amsterdam. Later, on December 4, 1657, documentation states that
Molenaer legally gave Leyster power of attorney to oversee financial affairs.40 Evidently, like
Leyster’s childhood, her later life was also full of financial instability, complexity and strife.
In the fall of 1659, Leyster and Molenaer both fell ill. A few months later, Leyster died,
leaving her husband with two young children.
Signed legal documents and her involvement in the Guild of St. Luke suggest that
Leyster was a very strong minded and confident individual. She was a fighter during
economic troubles and self-sufficient when on her own. She was more than able to stay afloat
during difficult situations, most likely due to her economically challenging upbringing. Her
attitude and strength is apparent in her works. The “good, keen sense,” that Ampzing
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attributes to Leyster’s personality clearly applied to various facets of her life, not only her
artwork. She was an obvious participant in Haarlem’s art scene before her admittance into
the Guild of St. Luke, and was even more successful as a master painter. And, although her
output diminished after marriage, she was never far from studio life and continued to be
present in the art scene.
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The Changing Art World
Dutch art during the seventeenth century, in the words of H. Perry Chapman, became
characterized as “a realistic projection of a specific place at a specific time.”41 As success
infiltrated the lives of the Dutch people, a new concern with capturing the here and now of
Dutch society emerged. The artworks produced throughout the seventeenth century often
celebrate the successful times that the Dutch experienced.
Prior to the formation of the Dutch Republic, Dutch society was very much a society
divided. Luxury items that were previously only enjoyed by the wealthy were now available
to the masses. Before the diffusion of wealth within the Republic, luxury defined the lives of
the upper class that could afford to dabble with frivolity. Meanwhile, the peasantry, or
working class, served as the laborers and craftsmen who worked to please the wealthy
consumers. Their lifestyles were sustained and manipulated by the supply and demand of
high culture. In time, as more money entered the Dutch economy, the poorer classes departed
from their lower social ranks to enrich the previously small middle class. With money
circulating around, change was made possible within the social realm of Dutch society.
Without this change, Judith Leyster’s career might have been greatly hindered. As noted
previously, she came from a wealthy, middle class family. Not to mention, her artworks
catered to the artistic trends of this newly fashioned sect of prosperous Dutch people. With
new financial opportunity, the rising middle class took advantage of the art scene, fueling
Leyster’s career.
The economic shift directly affected the art market. Cultural historians have even
gone so far as to state that, “The style and content of Dutch painting was not dictated by the
regents or even richer merchants, industrialists, or rentiers but by the middle levels of
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society, including even artisans and the more prosperous peasants,” to emphasize the
connection between the shift in wealth and the art market.42 The dispersed wealth gave rise to
a new genre of household artwork that thrived. The Dutch household prized itself on its
trinkets and commodities, viewing them as signs of wealth and social status. To expand,
artworks and other household decorations functioned to display new wealth and status within
the Dutch economy. Household assets operated as expressions of self and were appreciated
for their craftsmanship and content. In a way, the goods within a home functioned as a
marketing device for the patrons and owners of the home.
The preoccupation with the Dutch home signified the shift in the treatment of exterior
and interior wealth. The booming art market thrived as artworks varying in quality and price
covered the walls of a range of homes. In fact, according to art historian De Vries, “by
developing both products and process innovations (new themes in the paintings and new
techniques of painting) painters opened new markets, allowing by mid-century some 700 to
800 masters to be active simultaneously, producing over the course of the century many
millions of paintings ranging in price from thousands of guilders to the “dozijnwerk” (work
by the dozen) that fetched a guilder or two at the fair.”43 Evidently, the art world was revived
as a consequence of the Republic’s success and the middle class took advantage of the
opportunity to advertise their new status through acquiring artworks and luxury goods.
New Painting Techniques
As a result of economic pressures and the rising demand for art, Leyster, like many,
adapted to highly stylized types of art.44 New painting techniques were practiced and taught
by artists, which were conducive to rapid production.45 Not all artists chose to adopt new
painting techniques. In fact, some continued to work with traditional techniques, despite the
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changing economy. The purpose behind this stylization adjustment was to produce quick,
enjoyable paintings for the mass market at reasonable, and beneficial costs. As more and
more paintings were produced the artwork was devalued, making high production rates and
reasonable prices crucial for success.46 Too many artists were competing with one another,
while simultaneously creating the same stereotypical products, despite guild regulations.
This setback was counteracted by idiosyncrasies and individualism on behalf of the
artist. Artists adjusted to break away from the norm and to produce innovative pieces that
still catered to the masses but were more sophisticated and appealing. Judith Leyster, being a
genre painter, did just that. To combat the competitive art world Leyster shifted her artistic
focus, moving towards specialization.47 Judith Leyster specialized in genre scenes, an
example being Boy with Flute, and it is in this specific area that she is most established and
best known as an artist (Image 10).48 However, her work did expand to portraits, such as her
Self-Portrait, and scenes with moral undertones such as her Proposition. The thriving art
market during Leyster’s career proved to be an environment governed by the inherent
survival of the fittest mentality.
According to art historian Peter Sutton, genre paintings consist of “scenes of every day
life.”49 However, Albert Blankert, in his article “What is Dutch Seventeenth Century Genre
Painting: A Definition and Limitations,” attempts to address the confusion that surrounds the
open-ended term in a more concrete manner. Blankert concludes in his exploration of the
term that, “A genre piece is a painting featuring human figures who are all anonymous and
intended to be anonymous.”50 Such images of anonymous beings have come to define much
of what is understood to be Dutch painting. These semi-realistic paintings fascinated the
Dutch peoples and notably, Leyster. As mentioned, it was within this realm of painting that

19

Judith Leyster thrived.
Historian Heidi de Mare wrote, “The Republic went through a process of transition that
shook the existing order to its foundations.”51 Judith Leyster was a product of that transition.
Her ability to assimilate to and adjust to the ever-changing state of the Republic is
impressive. Without a doubt, Leyster learned to cater to the open market, as will be further
explored in the subsequent case studies. It was advantageous for Leyster to master more than
one specialty. In maneuvering her way through the art market, and honing in on genre scenes,
Leyster secured her position as an artist. She proved her capabilities through her actions and
artistic merit. She, like her male contemporaries, became a great competitor and producer of
art during her lifetime. She undeniably took advantage of the time of acceptance that
accompanied the success of the Golden Age. A self-made woman, it was not without the
support and aid of her contemporaries that she advanced her art career.
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The Proposition
One of Judith Leyster’s best known and frequently discussed works is The
Proposition (1631), or Man Offering Money to a Young Woman (Image 11). Many scenes of
women accepting money from men were circulating about the art market during Leyster’s
career. In many of these scenes, the woman is an active participant in the transaction. It is
fascinating that the female figure declines the male advance in Leyster’s Proposition. In
flipping the power dynamic of the scene, Leyster makes a bold statement to her
contemporaries and patrons. To that end, Leyster departs from the traditional mode of
proposition painting. Leyster’s work not only touches upon gender roles and expectations in
Dutch culture, but it also sheds light on the thin road between vice and virtue that Dutch
women were believed to walk. Did her role as a working female within the Dutch Republic
influence her proposition scene? Why did she choose to depict such a different scene? What
was the point of painting a scene like this? These are but a few of the questions that this
intriguing image has provoked since Leyster’s rediscovery. To fully appreciate The
Proposition, it is necessary to understand what sort of artwork inspired the image and what
the context was for the creation of the image.
Leyster’s scene consists of two figures in a dimly lit space. The oil lamp’s glow adds
both elements of intrigue and intimacy to the canvas. The figure on the left is male. His
manicured facial hair, chiseled nose, and wrinkled skin convey that he is older than the figure
to his right. These features are highlighted by candlelight. The figure’s clothing is somewhat
hard to decipher in the darkness of the canvas. However, it is clear that he is wearing a dark
top and a fur hat that are also accentuated by the lamp’s light. The rest of his body disappears
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into darkness and is covered by the body of the second figure in the image. His body
language is somewhat relaxed and confident.
To his immediate side, a young female sits, focused intently on her sewing. This
female is not the ideal of beauty, but is average and commonplace in her looks. Her feet are
placed thoughtfully on a foot warmer. This action can be understood to suggest comfort and
immobility.52 The female figure is wearing a very modest white blouse, with a draping, blue
skirt. She sits in the foreground of the composition and is the main focus of the image.
Compositionally, the man behind her is mostly covered by her figure. The male figure
is only truly visible from the chest up. Therefore, the dynamics of the composition, place
more visual focus on the female figure and her attitude in the constructed image, rather than
on the encroaching male figure. The background of the piece is, like many of Leyster’s
works, monochromatic. In choosing to make the background plain, Leyster placed emphasis
and focus on the interaction between the two figures in the foreground. Consequently, the
attention of the image is entirely on the male and female figure.
Leyster’s compositional decisions create the illusion that the viewers of this painting
also serve as witnesses to this tense scene. For example, the entire bodies of the figures are
shown, meaning the whole interaction is important. The forms of the young lady and the
older male are captured in full to be analyzed and witnessed. If Leyster had drawn the two
figures in a half-length arrangement, the outcome would be entirely different. To expand, the
coldness of the image would not be as prominent and apparent because only one section of
the interaction would be highlighted, rather than the whole interaction. Not to mention,
certain uncomfortable cues apparent in the body language of the figures in the painting would
be missing such as the man’s shifted weight. The vast space surrounding the figures serves as
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a visual frame that places attention directly on the two beings. Leyster’s compositional
choices such as the lack of detail within the space, the uncomfortably tense physical
interaction between the two figures, and the nature of the enigmatic scene, all work together
to create an unavoidable tension.
The interaction of the two subjects adds even more strain to the piece. The male
figure offers the young lady a handful of coins in subdued lamplight. His outstretched hand
and intent glance at the young lady make his purpose known. In fact, the act of offering coins
to the young lady suggests that he wishes to procure her sexual services. However, the young
lady continues to sew as if the man does not exist. She has eyes only for her sewing. As the
man makes his advance, the female figure does not exude a level of promiscuity in any way,
making her virtuous nature obvious to the encroaching man and viewer. Some art historians,
like Cynthia Rupprath, believe the act of sewing suggests skill and discipline in the domestic
realm.53 In fact, needlework was thought to indicate a young woman’s ability to fulfill her
duties in a household.54 Not surprisingly, learning to sew was part of a woman’s education
during the seventeenth century.55 In that vein, the act relays a level of diligence that was
admirable in young women during the seventeenth century. All the while, the male figure is
portrayed as being persistent and aggressive.
As the man places his attention on the young lady, and the young lady focuses her
attention on her sewing, the viewer is left to watch from a distance. Nothing, not even a
glance from one of the figures invites the viewer into the scene. In a way, the young lady is
the sole object of the viewer’s gaze too. However, the tension between two beings does not
allow for a third party to intervene. The intimacy makes the scene somewhat distanced,
resulting in an even more enticing and dramatic encounter between viewer and subject
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matter. The young lady is left on her own visually and physically to deal with this aggressive
man and the viewer is left to watch the interaction, powerlessly.
Utrecht Caravaggisti
Stylistically, The Proposition is likened to work produced by the Utrecht
Caravaggisti. The Utrecht Caravaggisti, inspired by southern styles, worked to combine
brilliant lighting effects, compositional drama, and intensity in their works. The southern
influence is obvious when comparing their work to that of Italian masters such as
Michelangelo da Caravaggio (1571-1610).56 After all, the Caravaggisti followed closely in
the footsteps of the renowned Caravaggio. The Proposition is a very intriguing piece in that it
differs greatly from the work of many of Leyster’s contemporaries, yet it adheres to this
southern tradition.
Most members of the Utrecht Caravaggisti had worked or studied in Rome and other
countries. To that end, they brought a fresh international outlook to the art world in the
Netherlands.57 While in Utrecht, during her younger years, Leyster might have studied under
the guidance of a Utrecht master painter. This notion would explain her use of an artificial
light source in The Proposition. Gerard van Honthorst (1592-1656), a prominent member of
the Utrecht Caravaggisti, is known for his use of dim light in his works. Merry Company
(1623) exemplifies this notable quality in Honthorst’s work (Image 12). A soft light
illuminates the scene by highlighting the faces and shadows of the male and female figures in
the scene. Aside from the light given off from the lamp, there is no other light source and the
background is pitch black. The figures huddled around the light source suggest an intimate
and mysterious scene, similar to the scene in The Proposition.
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The dramatic use of lighting and the incorporation of exaggerated cast shadows are
reminiscent of popular techniques that promulgated about Utrecht during Leyster’s formative
years as an artist. As masters of the treatment of light, it makes sense that Judith would have
taken an interest in the stylistic techniques of the Utrecht Caravaggisti because their work
was very fashionable during her lifetime. Therefore it was to Leyster’s advantage as a
competitive painter to craftily emulate characteristics of the Utrecht Caravaggisti in The
Proposition.
Compare and Contrast
The Proposition is not only a visually complex image, but it is also a very calculative
composition in that it is heavily symbolic. Leyster, like her contemporaries and members of
the Utrecht Caravaggisti, was very aware of how to convey moral messages and meaning
into her works. Like her fellow artists she was trained as a master painter and had students
who studied under her tutelage. To that end, she was instructed in the same fashion as her
male competition and was just as well versed in constructing images of significance. Leyster
was very thoughtful with her work, as is evident in the visual innuendos such as the
lamplight, the presence of coins, and the act of sewing in The Proposition. As a whole
however, her treatment of this scene is very different, to an extent, from images of similar
subject matter that were being made by her contemporaries and even herself.
Leyster’s Carousing Couple, which was painted a year before The Proposition in
1630 is an image of a male and female that sends an entirely different message and contains a
different tone (Image 13). The two figures in Leyster’s Carousing Couple, contrary to The
Proposition, are enjoying each other’s company. They are both seated closely together at a
decorated table in an outdoor setting. While the female figure drinks, the male figure plays
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his violin to entertain her. Interestingly, the female figure seems to be fascinated by the male
at her side. Her intent facial expression suggests that he is her only interest. While she gazes
dreamily at the musician, he stares out at the spectator in a very uninvolved way. To a
degree, this painting exhibits the reversal of traditional male-female roles. Rather than
portraying the female as the love interest, Leyster instructs the male figure to assume the
role. Not to mention, the act of drinking suggests that the woman in the painting is careless
and behaving in an indecent manner. After all, drinking implies rambunctious behavior and
no virtuous woman would have allowed herself to be captured in this manner.58 To that end,
the female figure is being pinned as the instigator in the scene. This image, in connection
with The Proposition, highlights Leyster’s ability to master symbolism and meaning in her
works. She undoubtedly was aware of the implications within the two images and
constructed the interaction between her figures in both pieces with great thought.
Painted in the same year as Carousing Couple, Leyster’s A Game of Tric-Trac (1630)
provides further insight into her familiarization with suggestive scenes of the proposition
genre (Image 7). Grouped around a small table, the figures in this scene are involved in a
game of backgammon, or tric-trac as the game was known.59 Like in The Proposition, little
indication is given as to the whereabouts of the space due to the monochromatic background
and dimmed lamplight. However, during the 1620’s and 1630’s tric-trac was commonly
played in brothels and taverns.60 The inclusion of wine, gambling, and women, is indicative
of associations that were firmly established during Leyster’s lifetime. The aforementioned
visual symbols allude to social inappropriateness and vulgarity. More specifically, these
symbols were associated with men and indecent acts:
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Not only does immoderate drinking bring
unchaste inclination
But against all profit, it [also] brings in game
and gambling.61
Like the female figure in Carousing Couple the female involved in the game of backgammon
is also drinking. Her attire is modest and suggestive of labor in a domestic realm. However, it
is believed that this woman is a harlot, despite her clothing, by many art historians including
Cynthia Kortenhorst-Von Bogendorf Rupprath.62 In the scene she blatantly passes the
gentleman a lighted pipe. This action was associated with sexual actions. Therefore, any
Dutch person to behold this painting would understand the woman to be a prostitute.
Furthermore, they would recognize the action in the scene as one that suggests a
proposition.63
Leyster was not alone in creating these suggestive scenes of enigmatic women.
Gerard van Honthorst was one of many men that created works within this genre. At the
Procuress (1625), a work by Honthorst not only exemplifies the influential work of the
Utrecht Caravaggisti, but the subject matter of the scene is also of the same genre of
Leyster’s Proposition (Image 14). Undoubtedly, Honthorst’s work served as competition for
Leyster. The female in At the Procuress is surrounded by two male figures that lean towards
her attentively. Like The Proposition, the background is monochromatic and the scene is lit
by lamplight. However, the light accentuates the female form, notably the protruding breasts.
Indisputably, this scene like The Proposition is one that signifies a transaction between a
male and a young lady. However, the accentuated female form in At the Procuress suggests
that, in this case, the female is a prostitute in a brothel-like setting.64 Meanwhile, Hendrick
Pot’s Merry Company, also known as The Enticement (c.1630), is also a very suggestive
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scene that depicts a seductive, young lady in the act of caressing and enticing a young man
(Image 15).65 Once again, the female in the figure is obviously characterized as a prostitute
of sorts. Meanwhile, the male is simply entertaining the forward gestures of the woman.
Clearly, Leyster’s proposition scene is a scene of different intent. It lacks the obvious signs
and symbols to suggest that the woman in her painting is a prostitute or young lady that lacks
morals. Her version portrays an innocent young lady that exudes elements of discipline and
good morals.
In comparing Leyster’s Proposition to some of her earlier works and similar works
done by her contemporaries, it is made clear that a shift took place in Leyster’s work. The
Proposition is painted later in her career and it conjures an entirely different rendition of a
scene she was obviously familiar with. The Proposition lacks the salacious qualities of
Carousing Couple, Game of Tric-Trac, At the Procuress and Merry Company. Also, the
dynamic between the male and female figure is entirely dissimilar and tense. Lastly, the other
examined images all emanate an element of comfort and encouragement on behalf of both
sexes whereas that is not the case in Leyster’s Proposition. Expert on Judith Leyster, Frima
Fox Hofrichter believes that perhaps The Proposition was Leyster’s response to the way
Utrecht artists were representing women in the art world.66 Whatever the impetus was for
The Proposition, it is obvious that Leyster created this rendition with new intentions in mind.
Women During the Golden Age
Historically, women during the Dutch Golden Age had many rights and access to
options that women in other countries lacked. Leyster was one such woman that reaped the
benefits of the transitional period in Dutch history, as is obvious in her career choice and
mastery of art. To elucidate upon women in Dutch countries, its important to note that
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foreigners were so fascinated with the treatment of Dutch women that they documented their
disbelief and intrigue with Dutch gender roles. According to a German traveler in 1671,
“English women were their husband’s queens, French women their princesses, Polish women
their companions, but Dutch women are their husbands’ bosses. Not only do Dutch men
patiently endure this humiliation at the hands of the weaker sex, they take pride in it—indeed
they consider it an honor.”67 Evidently, it was odd for the foreign eye to see women assume
such power in relationships. Interestingly enough, their powerful presence did not stop there
but ventured outside of relationships and into the workforce. Sir William Mountague
described his journey to the republic in 1695:
Tis very observable here, more women are found in the shops and business in general
than men; they have the conduct of the purse and commerce, and manage it rarely
wall, they are careful and diligent, capable of affairs, (besides domestick) having an
education suitable, and a genius wholly adapted to it.68
As a seafaring nation many men in the Dutch Republic ventured out to sea for months at a
time, leaving women to cope in their absence.69 In order to ensure stability within the
household and workplace while away, men found it pertinent to teach various trades and
skills to women. With such liberties Dutch women entered the workforce, in addition to
maintaining a household presence. To that end, women were successful both within and
outside of the home.
Home Life & Domesticity
Dutch culture became very preoccupied with home life and domesticity. The Dutch
fine-tuned their rituals within the household and as a result Dutch women came to be known
for their precision and neatness within the domestic realm. The Flemish engineer Simon
Stevin (1548-1620) was fascinated with the Dutch house as is evident below:
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Two remarks are noteworthy: firstly, he concludes that Dutch women seem to relish
white walls more than women elsewhere and that they polish their wooden window
frames on the inside until they shine. Secondly, he notes that married women and
daughters sit at the window and are visited by passers-by, a habit condemned by some
men.70
For women of the seventeenth century, the home served as a type of fortress or stronghold. It
placed boundaries for women to adhere to and blocked out encroaching worldliness when it
posed a threat. Within the fortress, the women were in complete control. Evidently, pride
surrounding domestic duties became a theme in Dutch culture. In fact, one housewife
remarked the following:
My brush is my sword, my broom my buckler.
No peace can I know nor any rest;
I rub and I shine, I polish and I scrub,
And suffer no man to take away my tub.71
Women ruled their households with intentionality. After all, according to Jacob Cats (15771660) a well-known author of the time, it was a woman’s duty to watch over and care for her
household in a tactful manner.
Many genre paintings were concerned with capturing and highlighting the importance
of domesticity. These images usually contained recognizable interior spaces with male and
female inhabitants. Pieter de Hooch (1629-1684) specialized in domestic interior scenes of
this nature. A Woman Lacing Her Bodice Beside a Cradle, A Woman Peeling Apples, with a
Small Child, and A Boy Handing a Woman a Basket in a Doorway, all works by de Hooch,
highlight the prized Dutch home (Images 16, 17 & 18). They cleverly portray women as
domestic beings, while also emphasizing the cleanliness of the Dutch home.
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Leyster’s Proposition takes the female outside of the domestic realm and into an
unknown territory. The space is not recognizable due to its plain walls. The monochromatic
background conveys that this scene could take place in a multitude of locations. It is clearly
indoors as can be deciphered from the walls and lighting, but is it in a tavern? Is it, in fact, in
a home? Is it in a public space? All that is known is that the young lady is working in a dark,
mysterious, interior space. Outside of the domestic boundary, the young lady lacks a physical
border to protect her from the evils of the outside world. She is susceptible to the exterior
world and the mysterious man. Such vulnerability is highlighted in The Proposition.
Domestic Virtue
In the obscure space, the young lady in The Proposition serves as a visual
representation of domestic virtue. Throughout the seventeenth century, domestic virtue was
somewhat of a fetish within Dutch culture. Jacob Cats wrote many guides defining the role of
the Dutch female within society. He, like many traditional males, viewed the female sex as
being somewhat inferior and prone to weaknesses. To keep females from wandering down
corrupt paths, Cats took it upon himself to lay out specific guidelines for women to follow.
One of his most popular guidebooks, or instructional manuals, was Houwelick (Marriage)
(1625). This manual provided its readers with a literary depiction of the role of a housewife.
Each manual is filled with passages that outline the domestic duties of a woman, such as
maintaining a clean kitchen, providing clean clothes, shopping for the household, caring for
children, etc. The promulgation of such written works furthered the Dutch obsession with
domesticity and cleanliness that was previously mentioned.
The Dutch Republic was a forward thinking environment as supported in the written
accounts of foreigners. Yet, simultaneously various traditions and gender expectations
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remained intact. Cat’s was quick to mention that women must be modest and silent while
carrying out the aforementioned tasks in his teachings.72 In addition, one passage from
Houwelick states that women should submit to their husbands will at all times:

An upright woman should in all matters
Express her husband’s views and most closely.
It is a great virtue, and adornment for a spouse,
To drink her husband in, and to speak him out.73

In fact, another of Cat’s verses on good marriage is very clear about how the gender roles
should be carried out between husband and wife, despite the fact that women were already
permeating the shops and stores as entrepreneurs:

The man must be on the street to practice his trade,
The wife must stay at home to be in the kitchen.
The diligent practice of street wisdom may in the
man be praised.
But with the delicate wife, there should be quiet
and steady ways
So you, O industrious husband, go to earn your living
While you, O young wife, attend to your household.74

Undoubtedly, women were thought to need male guidance. However, women like Leyster
distanced themselves from the confines of gender roles and expectations.
Unattached Women and Prostitution
Judith’s Proposition is more than just a scene of temptation and discipline. It is a
testament to the societal standards and situations at the time. The Proposition captures the
vulnerability of unmarried women and lower-class women in a male-dominated society.
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Although some women were able to provide for themselves, unmarried life for unattached
women was more difficult. Prostitution was rampant within the Dutch Republic. Port areas
within the big trading cities were common locations for whorehouses. As men entered the
cities via boats or ships, harlots would be waiting for them on the docks. When Sir William
Brereton (1604-1661) arrived in the Netherlands in 1634, he documented the aggressive
nature of the whores:

About nine hour we passed Harlemmer Port and came into a fair street, wherein of
late swarmed the most impudent whores I have heard of who would if they saw a
stranger come into the middle of the street unto him, pull him by the coat and invite
him into their house.75

In fact, prostitution was so rampant that several cities worked to purge the cities of
prostitution. However, the various attempts at removal and relocation were only temporary
fixes for the soliciting that was taking place.76
The most successful whores were also usually trained pickpockets. They were sneaky
girls who used their sexual advances to distract their clients during a “robbery.” The
following excerpt from ‘t Amsterdamsch Hoerdom, a manual designed to expose customers
to the unjust ways of prostitutes and unattached women, documents an interaction between a
whore and typical customer:

“Come lovey,” said the whore to the boer who was by her side. “Won’t you feel me,
and see if I do not have a fine mussel [vagina] on my belly?” The boer stuck his hand
under her skirt and with two fingers felt inside her hold and said, “You are certainly
well set up! In all my life I have never had a bigger kwedio [pussy] in my hand.” “I
can well believe it,” said the whore, “that’s why I’m called Beeletje [little picture]
with the Great Cunt, and I can tell you that in all the city of Amsterdam there is no
tart with so great a meat cleaver as me—for you know I can hide a pint can up it…”
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“What a devilish cunt is that,” said the boer. “Let’s feel it again” (he duly discovered
it to be so). “How what do you think of that” said the whore. “ Come let me feel you
now and see if you’re as well equipped as me,” and she stuck one hand in the front of
his breeches and with the other removed his purse. That was so light, however, that he
could scarcely have paid her. “ You have a big boy in your pants there--we shall go
well together.” That’s fine with me,” says the boer.77

The life of prostitution was a brutal and socially unaccepted lifestyle. Most girls were
foreigners, who intended to work as seamstresses, knitters, lace workers or ribbon workers,
but found work as prostitutes or even took on two jobs.78 Many hard-working whores
suffered repeated doses of venereal disease, which could result in disfigurement.79 Some girls
were fortunate and were able to contract marriages with their clients. The life of a prostitute
was an unstructured life, subject to harsh realities.
Leyster’s praised painting is a clear departure from the proposition tradition that
coincided with Leyster’s career. The young woman in Leyster’s Proposition has nothing in
common with the readily seducible women that were depicted by earlier artists such as
Gerard van Honthorst. The man in The Proposition is leaning towards the young lady
although she is not facing him, encouraging him, or inspiring him to do so. Despite her
ignoring him, the man goes so far as to place his hand on her shoulder, an aggressive gesture
that makes his presence more obvious and his motives direct. Clearly the money in his hand
is not intended to procure her labor as a seamstress. Leyster’s treatment of the male figure
makes his intentions very clear and known. The male figure’s body language suggests that he
is attracted to the young lady. Perhaps it was what women symbolized: virtuousness, poise,
and innocence that attracted him most to the young lady. Her suggested good standing, which
is inferred from her sewing and modest clothing, is what inspires him to rob her of her good
morals. Interestingly enough, in a way, the female is the temptress and the male the victim of
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her magnetism.80 However, the physical strength of a male in comparison to that of a female
makes the woman the subjected sex.
The Proposition provides proof of female strength and discipline in a male dominant
world. In many ways, this painting provides a new mode for interpreting the female situation
during the Republic’s prosperous years. It is fascinating that a preoccupation with
domesticity became prominent during the Golden Age. Perhaps this fixation was the result of
the notion of a domestic boundary that marked the interior and exterior of Dutch lives. Many
domestic scenes were critical of women and their ways, portraying them as silly and
unacceptable, while others praised Dutch women for their virtuous nature. Caught in between
the duality and vice and virtue, Leyster may have felt compelled, as a successful,
independent female master artist, to offer a new interpretation for the art market.
Judith Leyster & The Proposition
Many social, physical, and cultural boundaries were being shifted and re-worked
during this transitional period in Dutch history. Just as the Republic was experiencing a
process of transition, as were the women during the era. It was in the household where order
was tangible and easy to facilitate. Outside of the home, chaos ensued as social rank was
blurring and tradition crumbling. The home functioned as a strong foundation for social
order. It was within this context that Judith Leyster worked.
The Proposition can be interpreted as a direct response to the unfair treatment of
women that Leyster may have witnessed and experienced as a female herself. This piece, in a
way, signifies Leyster’s attempt at rebellion. She not only is documenting social tensions and
women’s roles in this piece, but she is also expressing elements of her personal view on the
matter. The Proposition captures the salacious appetite of the male sex, while the female sex
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is praised and captured in an innocent manner. To that end, the painting praises women for
their disciplined nature, emphasizing that they are human beings with strong moral
compasses, and not just sex objects and temptresses. Interestingly enough, this painting was
completed years prior to Leyster’s marriage in 1636 to Jan Miense Molenaer. Most
assuredly, this piece was a means of self-expression for Leyster. Her composition, ridden
with tension and meaning, suggests that this piece was of great importance to Leyster.
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Self-Portrait
Judith’s Self-Portrait (1630) is a very remarkable and telling piece (Image 19). Some
art historians believe that she used this work as her entry piece for the Guild of St. Luke.
Regardless of what the painting was made for, it clearly was intended to make a statement
about her identity as a painter. In order to understand what Leyster envisioned for this image
to convey to her viewers and what her goals behind it were, it is necessary to not only
analyze the piece visually, but to understand what was going on in her life at the time of the
piece’s creation. What were other women artists doing while Leyster was painting her SelfPortrait? More importantly, why did she choose to depict herself in this manner? This piece
is important in Leyster’s career because it captures elements of Leyster’s personality and life
in a very clever way. Through examining the visual cues in the painting, which allude to
Leyster’s early career, Leyster’s persona unravels, laying the foundation for her career to be
better understood.
Historically, many women were regarded as being artistic during the Dutch Golden
Age. In fact, painting was one of many art forms practiced by women from wealthy, upperclass families. Young girls were encouraged to dabble in the arts to keep their hands from
idleness.81 According to Arnold Houbraken (1660-1719), a biographer of Dutch painters,
women were very inclined towards the arts and they possessed a creative drive intrinsic to
the female sex. His beliefs suggested that women painted from a pure love for art and not for
fame, honor, or a monetary incentive.82 Dutch female artists such as multifaceted Margareta
Maria de Roodere (1620-1666), landscape artist Margareta de Heer (c.1600-1660), and
calligrapher Maria van Schurman (1607-1678), saw art as a hobby and a creative outlet, in
accordance with Houbraken’s opinion on women artists.83 Notably, these women were never
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members of a guild. Judith Leyster was an exception. Her artwork and her eventual status as
a master painter demonstrate that she took art very seriously. Just like her male
contemporaries, Frans Hals, Dirk Hals, and Jan Miense Molenaer, she was a competitor and a
threat. Leyster utilized her knowledge of symbolism, and Dutch societal expectations and
parameters, to make a statement about herself in her Self-Portrait.
As a whole, Leyster’s Self-Portrait is comprised of pictorial Leyster sitting at her
easel in her best apparel. Leyster’s clothing consists of a fancy dress rather than an artist’s
smock. It is a darker burgundy red with a black corset around her upper body. The dress
appears decorative due to its countless ruffles, lace, and detail. In addition, the material that
makes up the dress appears to have a very shiny property, signifying that it is made from
fabric of good quality. Interestingly enough, she is also wearing a hat in the image much like
the young lady in The Proposition. Women who worked in the domestic realm wore hats of
this style. Her body shifts in the composition signifying a pause in her work. Due to her
facial expression it can be deduced that she has paused to acknowledge her audience.
Leyster’s facial expression is one of surprise and utter enjoyment. Her body language
suggests that she pleased to see whoever has warranted her attention. This observation is
made tangible from her warm smile.
Upon the easel at which Leyster is working is a canvas with a painting of a young,
male musician. The musician is painted wearing a light blue shirt and hat with bluish-brown
pants. His attire is very causal and suggestive of a common musician of the seventeenth
century. He is very jolly and welcoming, much like the depicted Leyster. He wears a huge
grin and his head tilts upwards as if he is caught in a bout of laughter. Like Leyster, he is
very relaxed and comfortable. The two seemingly good-natured figures set the tone of the
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work with their energy and charisma. From their facial expressions and over all playful
presence on the canvas, it can be understood that this piece of art was not intended to be
extremely serious. It is a spirited and good-humored piece.
Aside from the figure of Leyster, the easel with the painting, and the artist’s palette
and brushes, not much else is going on in the composition. The background colors used by
Leyster are mostly subdued flesh tones and olive tones, similar to those used in The
Proposition. However, the two figures, Leyster and the musician, share a different color
scheme that brightens the foreground of the painting. In fact, the two main figures are treated
in a very colorful manner. By adding color to the subjects, Leyster makes them stand out
more and helps the figures attract more attention. To elaborate, Leyster’s headpiece, collar
piece and painter’s cloth are all a chalky white. Against the olive background, this chalky
white visually pops, demanding visual attention. In addition, her dress contains a multitude of
colors such as dark black, pink, and burgundy red that mix and blend in the foreground.
Similarly, the musician is depicted in colorful garb. His outfit is light blue and his pants are a
similar blue, but a tad darker. Interestingly enough, the blue of the outfit pops much like
Leyster’s chalky white attributes. This is due to in large part to the use of a monochromatic
background on the canvas with the musician. The use of color throughout the composition
serves to direct the viewer’s eye to certain sections of the work, specifically to the figures
and their faces.
The lighting in the piece is very natural and suggests that it is daytime in the image.
The only highlights in the scene are done in a natural way, rather than with the use of an
artificial light source, which, as previously mentioned when examining The Proposition, was
a common artistic device. Leyster’s brilliant complexion serves to draw attention to her face
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and expression. Her dark and less detailed clothing also allows for more focus to be placed
on other noteworthy sections of the painting such as Leyster’s face. In addition, the strokes
that make up her clothing are much thicker and visible. Meanwhile, the important,
highlighted areas, such as the faces and hands are highly developed and very detailed
sections of the painting. To that end, Leyster directs the viewer’s attention towards
noteworthy sections of her Self-Portrait by changing the brushwork throughout the piece and
by emphasizing the areas with light in the composition.
Certain compositional parallels exist in this innovative piece. The two figures,
Leyster and the musician, mirror each other in attitude and even in body language. For
example, Leyster’s body language is slanted and almost slouched, due to her large, skirted
dress. Consequently, her body angles towards the upper left corner of the canvas. Meanwhile,
the musician’s body angles in the opposite direction, away from Leyster. From a
compositional standpoint, this image consists of a strong visual parallel. In fact, Judith draws
herself in a manner that makes her the mirror image of the musician on the canvas. Judith
holds her paintbrush and palette just as the musician holds his bow and violin. She is creating
a work of art just as the fiddler is composing a piece of music. The two figures share the
space almost equally. Perhaps in dividing the space in such a way Leyster communicated to
her viewers how much she valued her work as an artist? After all, Leyster’s work clearly held
an important place in her life as is obvious in her decision to study art and become a master
painter. Her form, although it is placed a little left of the center, is undoubtedly the main
focus of the image. She is larger in size and closer to the foreground of the image, demanding
attention from viewers.
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Leyster’s illustrated actions on the canvas are very intentional and telling of Leyster’s
opinion of herself. The canvas serves to represent Leyster’s artistic attributes. It symbolizes
her professional identity. After all, as the creator of the image, Leyster was able to fashion
herself as she saw fit. In that vein, Leyster depicts herself in the middle of the act of painting
a musical scene, which in itself states that she was confident and comfortable with her role as
an artist of genre scenes. Leyster’s relaxed body language is suggestive of a level of comfort
that Leyster likely experienced while at work painting, and is a testament to her confidence in
her work. Visually, the rested elbow on the back of her chair signifies complete ease and
assurance simultaneously. Meanwhile, the jolly demeanor of the musician Leyster is in the
act of painting is also one of comfort. He appears to be very enthused about playing his fiddle
and it appears to be second nature to him. His hip slung stance and smiling face all support
that he takes pleasure in making music. To that end, both Leyster and the musician are
depicted as being very confident, self-assured, and content. The painting in many ways
suggests that she is like her art.
Leyster’s Self-Portrait is a very interactive piece of art. Her self-confident, yet
friendly facial expression and her half-turned body invite the viewer to interact with the
work. In addition, Leyster’s mouth is slightly opened, suggesting a speaking portrait. It
appears as if she is about to address the viewer and make a statement.84 To that end, it is a
very collaborative and inviting piece of art. Due to all of these compositional and stylistic
choices, the viewer feels as if he or she has stepped into Judith’s world and is witnessing her
in a very intimate setting. The musician in the painting is also a very welcoming figure. He is
the same musician that Leyster paints in her Merry Company composition (Image 20).85 Like
Leyster, the fiddler looks out at the viewer as if to start a dialogue. The interactive cues
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present on the canvas make this piece extremely appealing. Not only does Leyster’s SelfPortrait depict her as a welcoming woman, but it also depicts her love of jovial figures. To
that end, this piece serves as a brand that highlights Leyster’s preferred genre.
Pictorial Identification and Meaning
It is obvious when analyzing Leyster’s Self-Portrait that Leyster arranged and painted
her composition with the intent to convey certain messages to her viewers and fellow artists.
In fact, one fellow Dutch painter and poet, Samuel van Hoogstraeten (1627-1678) suggests
that Leyster embellishes her self-portrait with covert images and materials to make a point.
One of Hoogstraeten’s poems suggests how to understand a piece of art:

Of the many ways in which to ornament a
solitary piece,
The best is certainly to embellish it
With accessories that explain something
covertly:
An emblem formed from collected images.86
Through pictorial identification it is possible to expand our understanding of the goals and
aims of the projected artistic identities. In Leyster’s portrait the number of paintbrushes,
fashionable attire, and inclusion of the fiddler are only some of the purposeful indicators that
Judith chose to include in helping formulate her artistic identity.
An important visual indicator in the composition is Leyster’s palette. Not only does it
signify her profession, but it also alludes to things of greater importance. For instance, the
palette is portrayed as being full of many different colors. The various colors symbolize
expertise and accomplishments as an artist. After all, if an artist was able to work with many
colors, they were clearly very well educated and skilled. Therefore, the more colors involved
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in making a painting, the more skillful the artist was considered to be. Likewise, Leyster
holds several paintbrushes. Perhaps the brushes correspond to her artistic ability. Together,
the various colors and paintbrushes create the image of Leyster as a very accomplished artist.
Undoubtedly, Leyster was aware of the meanings behind her visual icons and included them
in her portrait to emphasize her mastery of painting.
Next, the fashionable attire Leyster wears in the painting suggests how she views
herself and wants to be viewed by her audience. Notably, clothing is and has always acted as
a very powerful asset in a painting. It has the power to mold and create specific connotations
and has the ability to convey certain ideals to the audience. During the seventeenth century,
the rhetoric of dress was formulated to suit the ideals of Dutch culture and the individual
desire. Therefore, costume was for the seventeenth century artist a tool that helped create
fanciful scenes of both the real world and the imagined world. However, these images were
not exempt from the rules and expectations of Dutch ideals about proper decorum. Although
Leyster was an artist who catered to the wants and desires of an open market, she consciously
decided to break away from traditional portraiture in her Self-Portrait. It is obvious through
her compositional choices and components that she wants to be identified as both a
successful artist and a female.
17th Century Dress
Art historian Emilie E. S. Gordenker views dress as a type of language. Her article on
seventeenth century dress focuses on “the ability of dress to speak a language that
supplements, illuminates, and sometimes even provides the key to understanding an
image.”87 Viewing dress as a language is a very useful and pertinent approach to Judith
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Leyster’s Self-Portrait. However, such ideas were not new. Julius Caesar Scaliger (14841558) uses the same comparison in his seven books on poetics:
Then the usefulness and effectiveness of
language were increased by rules governing
construction, dimension, as it were, being
given to a rude and formless body. Thus
arose the established laws of speech. Later,
language was adorned and embellished as
with raiments, and then it appeared illustrious
both in form and in spirit….To speak
figuratively, such cultivation afforded the
soldier his necessary armor, the senator
his useful toga, or the more elegant citizen
his richer pleasure-robe.88
Undoubtedly, Leyster was aware and familiar with the significance of dress and costume in
the tradition of portraiture. Her Self-Portrait not only exemplifies her knowledge of the
meaning behind costume and tradition, but it also demonstrates her ability to construct a
symbolic image with confidence.
In fact, there is an obvious element of ease and sprezzatura in the looseness of the
strokes in the folds of Leyster’s dress. The painted Leyster wears the dress of a lady
effortlessly, just as the real Leyster paints effortlessly. Therefore, the disposition of her
canvas is a dichotomy of the real and ideal that makes up the actual Judith Leyster. She is
both an artist and a lady. The ease and calm that she exudes on the canvas makes her appear
to be a lady of high society. In that vein, she is playfully depicting herself as a lady of the
upper class. It is important to notice that Leyster intentionally includes her passion for art in
the scene as well. Clearly, being an artist was something that Leyster cherished and prided
herself on.
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In choosing to depict herself in such high fashion, Leyster is deciding to remove
herself from everyday life into an idealized world. She manipulates her attire to allude to a
lifestyle that she did not experience over her lifetime. However, as a capable portraitist,
Leyster must have dealt with buyers of various socioeconomic backgrounds. Therefore, she
would have understood the needs and wants of her clients, and would have been able to place
herself in their shoes, as she successfully does in her Self-Portrait.
Leyster’s choice of clothing in the image has attracted much attention from viewers
and historians. As previously examined, Leyster was a woman of modest means. Born into
an affluent family, Leyster worked as a self-employed artist to promote her work and make
her career profitable. Since Leyster was of modest means, it is obvious that her depiction of
herself in such fashionable clothing was deliberate. Her attire is exaggerated in that it is not
what she would have worn when painting. No artist would have painted in such garb. She
however, is cunningly hinting at more than meets the eye. Unmistakably, Leyster could have
painted herself in a variety of fashions, creating any image of herself that she desired.
However, she chose to depict herself at her easel in an opulent dress. Few ladies were
successful artists during the Dutch Republic and this scene therefore is a testament to her
success, despite the fact that she was a woman.
The painting not only highlights her status, but also her femininity. This image most
certainly alludes to how Judith wished to be perceived by society. In addition to signifying
her ability as an artist and her desire to function as both a lady and artist, Leyster also
includes what she is best at painting in the image: genre scenes. The inclusion of the fiddler
is suggestive of Leyster’s Merry Company scene, which experienced considerable success.
By including this musical figure in her work, Leyster reminds her audience of her past
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accomplishments as a genre scene painter of ‘modern figures.’ In addition, the presence of
her self-portrait is a testament to Leyster’s mimetic capabilities. She is therefore advertising
two different genre-painting themes: portraiture and merry company, in one work.
Forming an Identity Through Influences
In addition to creating a clever painting, Leyster was proposing a personal identity for
herself in her Self-Portrait. According to Celeste Brusati, portraits are representations of
individuals “whose physiognomy, clothing, gestures and demeanor serve as the primary
indicators of their social identity.”89 To that end, Leyster’s Self-Portrait is a testament to
how she identified as a working female artist living during the Dutch Republic.
It is a fascinating visual and mental concept, having the artist paint an image of
themselves in the act of painting. In fact, painting a self-portrait in itself was a very bold step
for Leyster to take as an up and coming female artist. Traditionally, artists commonly
practiced on themselves and painted themselves. In fact, some artists went so far as to subtly
include their portraits in still life paintings. One such artist was Clara Peeters (1594-1657).
Her Still Life, painted in 1611, depicts her pictorial image reflected on the shiny surface of a
golden goblet (Image 21). Peeters depicts herself caught in the act of painting at the easel, as
does Leyster in her Self-Portrait. Art historian Celeste Brusati believes that Peeters glorifies
herself in the reflected image. Her portrait is small and subtle, yet the small size works to her
advantage. The tiny reflected portrait demonstrates her mastery of perspective and reflection.
In addition, it highlights to her strengths as a portraitist. Similarly, Leyster utilizes her SelfPortrait as a means to promote and advertise herself to her contemporaries and clients. She is
demonstrating her mimetic abilities and ability to place symbolism in her works. Through
this work she exhibits a desired professional identity and a personal self-consciousness.
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Although Leyster’s Self-Portrait is modern and innovative, it is closely based upon
very traditional prototypes. Previous images of female artists dressed well and caught in the
act of painting at their easels existed prior to Leyster’s famed artwork. For example, the
sixteenth century Cremonese painter Sofonisba Anguisciola’s (1532-1625) Self-Portrait is
closely linked to Leyster’s (Image 22).90 Like Leyster, she is seated before her painting and is
working on a Virgin and Child scene. However, Sofonisba is expressionless as she glances at
the viewer in her self-portrait. Her image lacks the imagination and energy that Leyster’s
possesses. The work of Sofonisba was praised in Karel van Mander’s (1548-1606) Het
Schilder-Boeck (Haarlem 1604), a manual with which Leyster as a training artist would have
been familiar.91 Another inspirational artist might have been Katharina van Hemessen (15281587?), a female artist from Antwerp. Her Self-Portrait was completed before Sofonisba’s
and possesses many of the same characteristics (Image 23). In fact, Van Hemmessen’s SelfPortrait is noted in the Netherlands as being one of the first self-portraits to portray an artist
at work painting. 92 Like Sofonisba, Van Hemessen was praised for her Self-Portrait by
acclaimed art historians Giorgio Vasari (1511-1574) and Francesco Guicciardini (14831540).93 The close stylistic connections between her work and the work of both Sofonisba
and Van Hemessen is undoubtedly suggestive of Leyster’s awareness of the women artists
before her. Evidently, Leyster found herself attracted towards the artworks that preceded her
career. Why else would she depict herself in a similar manner? A clear visual link associates
her Self-Portrait with those completed before her and it was not purely happenchance that the
similarities are so apparent. There is an element of intent in the work that cannot be
overlooked.
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Judith not only drew inventiveness from her female predecessors, but she also drew
inspiration from her male contemporaries Frans Hals and Jan Miense Molenaer. In fact, the
relaxed pose with a half-turned seated model is a compositional tool attributed to Frans Hals.
He first implements this stylistic device in his Portrait of Isaac Abrahamsz Maasa (1626)
(Image 24).94 In copying a stylistic idiosyncrasy of Hals’ Leyster was making herself appear
to be his equal on the canvas. She is demonstrating to the public eye that she is every bit as
capable of producing such works as he is. Similarly, with Molenaer, Leyster mimics his gaze
towards the viewer in his Self-Portrait in Studio (Image 25). Furthermore, Leyster also
depicts herself involved in the act of painting, as does Molenaer. Lastly, like Molenaer,
Leyster places emphasis on the number of paintbrushes and color tones being used in the
painting process to signify artistic prowess. To that end, Leyster’s acclaimed Self-Portrait,
like The Proposition, was not entirely unique, but a compilation of artistic trends and styles
that she undoubtedly was attracted to.
Leyster is clearly grappling with formulating an identity for herself. Why else would
she create such an intriguing composition with herself as the subject matter? As shown, her
predecessors heavily influenced her Self-Portrait. However, she makes a point to distance
herself from them to make her self-portrait stand out through her compositional arrangement
and welcoming nature on the canvas. This self-gratifying artwork depicts Leyster as a goodhumored female artist and her companion, the musician, as a comic reveler. Perhaps
Leyster’s choice in including the merry musician is to covertly suggest her attraction to Karel
can Mander’s Dutch proverb: Hoe schilder, hoe wilder (The more a painter becomes, the
wilder he gets).95 After all, Leyster produced this piece of art during a time of success in her
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career. Already recognized as a ‘Leading Star,’ as described in written accounts by Samuel
Ampzing, Leyster symbolized success, despite her status as an unmarried female artist.
Neither rich nor poor, Judith Leyster’s life fluctuated greatly in the financial sense.
However, as a female master artist, Lester was able to provide for herself free of male
involvement. In fact, this painting was completed prior to her marriage to Molenaer. It is
important to note that Leyster, in objectifying herself, is placing herself in a very vulnerable
position. Her stiff collar, in addition to the lace detail, is a projection of her success and
wealth. Most likely her patrons would have seen her Self Portrait and noticed all the signs of
her artistic prowess. The whole image creates an interesting power dynamic between the
audience and the artist, making for a very intriguing visual composition and visual
experience.
Judith Leyster & Self-Portrait
Painting a self-portrait in which she is involved in the act of painting was a very
clever choice. Leyster demonstrates in her Self-Portrait that not only can she paint
aesthetically pleasing portraits, but she can also paint successful genre scenes. In fact,
Leyster’s Self-Portrait is a layered piece of work in that it demonstrates Leyster’s mastery of
more than one genre. The composition contains attributes from the genre mode of painting as
well as portraiture.
Leyster’s portrait piece is more than just an ordinary portrait. It is innovative and
clever, just as Judith evidently was. In Leyster’s Self-Portrait, Judith makes the decision to
transform herself into a picture and to appear as a pictorial image among other meaningful
items like her easel, palette, and brushes. She objectifies herself so that her true intentions
become clear to the viewer. All the while, she praises herself in the image for her for success
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with genre scenes and her success despite her gender. She unmistakably was aware of what it
meant to be a successful female artist during the Dutch Golden Age and in this portrait she
makes that a marketable aspect of her work.
Leyster invented and re-fashioned herself to adhere to and to project a certain image.
Leyster’s ‘picture within a picture’ is a telling piece of art that was fathomed at the tender
age of nineteen or twenty. It is a glimpse into Judith Leyster’s self-confident psyche. It is
obvious that Judith is a very competent artist. She is well aware of the art world and the
demands of the market and she knows where she hopes to stand within the tumultuous
market. Her Self-Portrait is her artistic manifesto. It is the image that she wanted others to
view her by. After all, in painting this praised portrait Leyster marked her territory within the
art market in a clever and efficient way, paving the road for a profitable career.
To that end, Judith’s painted facial expression, body language, and dress, signify
Leyster’s intentions as the artist of the work and subject of the work. Undoubtedly, Judith’s
Self-Portrait is a painting intended to demonstrate her skill and innovativeness as an
upcoming artist. This portrait was painted before her entry into the Guild of St. Luke, and
possibly was her entry piece. To that end, this artwork demonstrates that Leyster experienced
success early in her career as a self-employed painter. More importantly, it suggests that she
was experiencing success before she became accepted amongst her contemporaries as a
master painter. She clearly had high hopes for herself, as expressed in her attitude on the
canvas, and saw herself as securing a future in the art world.
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Conclusion
Judith Leyster was both active and prolific within a competitive era of Dutch trade
that spanned the seventeenth century. Within the context of the seventeenth century, Judith
Leyster can be categorized as not only a master painter, but a great female artist. In fact,
Judith is noted as “the most clever painter of her sex in seventeenth century Holland…” by
historian Seymour Slive.96 Judith Leyster was very aware of the stylistic trends and styles of
her contemporaries, as is evident in her stylistic and compositional decisions in both The
Proposition and the Self-Portrait. Her liveliness, style, and emotion on the canvas make her
works appealing and unique. Undoubtedly, Leyster deserves such accolades for her
outstanding career within the context of the Dutch Golden Age.
As expressed through the two case studies on The Proposition and the Self-Portrait,
Leyster was a powerful artistic force, working alongside great names such as Frans Hals,
Dirk Hals, Pieter de Grebber, and Jan Miense Molenaer. Judith, the female painter, was
receptive to the ever-changing tastes and demands of the open market. Appropriately, her
tantalizing life story still fascinates art historians today. She stands out as an individual in a
pool of many successful artists that thrived during the refashioning of the Republic. Her
work, though less prolific than that of her equals, embodies elements of creativity and design
that reach beyond those of her predecessors.
Leyster’s paintings are innovative and evoke a sense of drama. Her ability to
successfully capture a variety of moods and to make statements on the canvas is a testament
to her capabilities as an artist. Her multifaceted talent is what set her apart from her fellow
artists who rarely departed from the artistic tradition of the age. She not only pleased her
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buyers, but she made her paintings more appealing through her unique treatment of the
subject matter.
In The Proposition, Leyster sheds light on gender roles and expectations. Tactfully,
Leyster creates an innovative scene that has sparked much controversy. It is an expressive
commentary on how Leyster most likely viewed gender roles during her lifetime. Inventive
and racy in that it is a painting with morally corrupt undertones, this piece represents
Leyster’s outgoing personality. She was not afraid to stand out, or to create opinionated
pieces of art.
Lastly, her originality and boldness in her Self-Portrait is striking for a woman of her
time. This piece demonstrates that she has pride in her abilities as an artist. She knows
exactly what messages her Self-Portrait is conveying to the public and she conveys her
thoughts and intentions with the perfect balance of grace and intentionality. Like a history
painting, her Self-Portrait is a means to preserve her presence on earth. Judith Leyster’s SelfPortrait is an attempt at self-fashioning. The process is slow and calculative, but she achieves
the end goal of marketing herself as a strong individual.
Judith Leyster was her own person, and a strong one at that. She lived the life of a
mother and artist, a female and a male, to an extent. To that end, she was a woman who was
suspended between multiple worlds for the majority of her life, and she maneuvered herself
successfully, balancing between the various worlds that made up her life. No longer an
enigma, Judith Leyster’s intuitive and creative ‘Keen Sense’ is now more of a reality than
ever to modern day art historians.
She truly was an amazing female during her time; she joined a male art guild, chose
painting as a career, managed her own studio and raised children all within one lifetime. For
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all that and more, Judith remains impressive to this day. She is a testament to the Dutch
Golden Age and the opportunities allotted to the Dutch population as the economy
experienced great stimulation during those prosperous years. If she was not remarkable or
talented, she would not have been documented in history by Samuel Ampzing and she would
not still be studied by historians such as Frima Fox Hofrichter. Judith Leyster clearly
impacted the art world during her lifetime with her bold paintings and is still impacting the
art world to this day. For that reason, it is important to continue to revive her story and to
continue to build upon the known and unknown that makes up her life. To conclude, in the
words of R. H. Wilenski, “Women painters, as everyone knows, mostly imitate the work of
some man…But women painters can occasionally contribute something pleasing of their
own…”97 Judith Leyster did in fact contribute to the art world, fulfilling Wilenski’s criteria.
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