





emerges from her bed, however, looks at him with
undisguised disdain. To judge from the disarray of
her clothes and the presence of her fur-lined red
jacket and skirt thrown over the chair, she must have
been lounging in bed and has quickly tried to dress
after hearing the commotion at the door. Her relative
undress, as well as the fact that she is putting her
foot into her slipper as she clambers from the bed,
adds a sexual overtone to the unexpected visit.” The
pewter pitcher and candle Metsu placed side by side
on the floor in the immediate foreground may have a
similar intent, for their shapes have sexual allusions
that would have been understood as such by contem-
porary observers.

Metsu’s painting had an afterlife that may help in
an assessment of the character of his narrative. In
1675 Eglon van der Neer (1634—1703) painted A
Woman Washing Her Hands (fig. 1) in which a suitor in
the background is restrained by a maid in much the
same way as in The Intruder. In this instance, the
object of the suitor’s attention is quite clearly the
woman leaving the bed rather than the lady at her
toilet. In contrast to Metsu’s integrated composition,

Fig. 1. Eglon van der Neer, A Woman Washing Her Hands,
1675, oil on panel, The Hague, Mauritshuis

no psychological connection exists between the fore-
ground figures and the background scene. Indeed,
Van der Neer apparently juxtaposed the two as
thematic opposites rather than intending them to be
an integrated narrative: in emblematic literature,
handwashing was considered synonymous with pur-
ity, a virtue not to be expected from the sexual
inclinations of the couple in the background.®
Metsu, in his more subtle composition, may have
also incorporated a similar, although less extreme,
contrast between domestic virtue and sensual plea-
sure. The woman at her toilet holds a comb in her
hand, which, like the basin and ewer in Van der
Neer’s painting was symbolically related to moral
cleanliness and purity in Dutch emblematic litera-
ture.” It is thus not inconceivable that Metsu wanted
to suggest in this work those spiritual and sensual
choices that continually confront man in the course
of his daily life. This interest in depicting individuals
in the midst of a moral dilemma is found elsewhere
in his oeuvre.'®

Metsu was not only a keen observer of everyday
life, but also of other artists’ works; indeed, few
other Dutch artists managed to forge their style
from so many countervailing influences. During his
early years he was influenced by the Utrecht artist
Nicolaes Kniipfer (c. 1603—1655), whose history
paintings and freel[y executed bordello scenes clearly
appealed to him." FElements of Dou’s style and
choice of subject matter also can be found in his
work from this period. After Metsu moved from
Leiden to Amsterdam in 1657, he responded to other
artistic models as well: Nicolaes Maes (q.v.), Gerard
ter Borch II (q.v.), Pieter de Hooch (q.v.), and,
eventually, Johannes Vermeer (q.v.).

Although The Intruder is not dated, it was almost
certainly executed around 1660 when the influences
of De Hooch and Ter Borch were strongest.lz From
De Hooch, who moved to Amsterdam about 1660,
Metsu gained an appreciation for the importance of
establishing a structural framework for his scene
through the spatial clarity of the room. Here, for
example, the bond between the woman sitting at her
toilet and the suitor is visually enhanced by the way
each is enframed by an arch-shaped architectural
component. Compositionally, Metsu has used the
chair in the right foreground and the bright red
robes thrown upon it as a means to separate the
intruder from the women’s space, which is defined
by the clearly articulated floorboards in the fore-
ground.

The nature of the narrative owes far more to Ter
Borch than to De Hooch. The sexual innuendos
associated with a suitor’s visit was a theme Ter Borch
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explored in the late 1650s, in a painting also at the
National Gallery of Art (1937.1.58), a work that
Metsu certainly knew." Indeed, one can see enough
subtle compositional and thematic reminders of The
Suitor’s Visit in this painting to suggest that Ter
Borch’s work served as a point of departure for
Metsu. Metsu, however, opted for a more anecdotal
approach than did Ter Borch: his narrative is more
complex, and the gestures and expressions more
specific to the situation described. This narrative
style, which may well be an outgrowth of Metsu’s
early attraction to Kniipfer’s overtly theatrical com-
positions, gives his work great sensual appeal, but at
a cost. As in this painting, all too often the activities
of the moment override the subtle nuances of
psychological insight that are at the core of Ter
Borch’s greatest works.

Notes

1. Pigment analysis is available in the Scientific Research
department (1 August 1986).

2. See Weale 1889, introduction, regarding the early
provenance of this picture.

3. Thomas Baring jointly purchased the Verstolk Collec-
tion in 1846 with Chaplin, Milday, Humphrey, and Over-
stone. That same year he obtained the sole ownership of the
painting from the joint purchase.

4. Descamps 1753—1763, 2: 240—241.

5. Josi 1821.

6. Smith 1829—1842, 4: 103. Smith knew the painting
well, for he owned it for two brief periods of time between
1830 and 1833. See Provenance.

7. While it is a natural gesture, placing one’s foot in a
slipper often had sexual overtones in Dutch literary and
pictorial traditions. See De Jongh in Amsterdam 1976, 245,
259—260.

8. See Amsterdam 1976, 195.

9. For a related emblem by Jacob Cats (Spiegel van den
ouden en nieuwen tijdt, The Hague, 1632) Part 3, 147, emblem
45. See De Jongh in Amsterdam 1976, 197, repro. (in reverse).

10. See, for example, The Hunter’s Gift, c. 1658—1660 (City

Michiel van Miereveld
1567 —1641

MicHIEL VAN MIEREVELD (or Mierevelt) was born
in Delft on 1 May 1567. His father, Jan Michelsz.
van Miereveld (1528—-1612), was a goldsmith. Al-
though Michiel was to become one of Holland’s
leading exponents of formal portraiture during the
first decades of the seventeenth century, his earliest
training was as a history painter, working in the
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of Amsterdam, on loan to the Rijksmuseum, Amsterdam,
no. Ci77), discussed in Philadelphia 1984, 250-251.

11. See Wheelock 1976, 457-458.

12. This painting can be associated with a few other paint-
ings that must date at about this time. Primary among them
is the Cello-Player (Royal Collection, Buckingham Palace,
London), in which a woman wears a costume identical to that
worn by the woman leaving the bed. See Robinson 1974, 139,
ill. 69. The same model wears the fur-lined jacket of the
woman seated at the table in Oyster Eaters (Hermitage, Saint
Petersburg). See Robinson 1974, 183, fig. 137.

13. Metsu quoted the figure of the suitor in Ter Borch’s
The Sustor’s Visit in his own depiction of The Visit. Although
Metsu’s painting is now lost, the composition is known from
an engraving by I. Ch. Lingée. See Robinson 1974, 182, fig.
136. A similar figure appears in Visit to the Nursery, 1661
(Metropolitan Museum of Art, New York, inv. no. 17.190.20).
See Robinson 1974, 178, fig. 130.
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international late mannerist style. Karel van Mander
wrote that Miereveld’s first teacher was Willem Wil-
lemsz. and that he then studied with “Augustijn at
Delft” for about ten weeks before moving on at the
age of about fourteen to the studio of Anthonis
Blockland (1533/1534—1583) at Utrecht. There he
remained for more than two years, and, following





