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N A HORSEMAN HOLDING A ROEMER OF WINE WITH AN

Ostler Tending the Horses, Karel Dujardin presents us with an almost

comical scene. One of the horsemen holds a glass by its stem, presumably

filled with a liquor whose potent effects have caused the inebriated state of

the man asleep on the floor. He raises the glass up to the light and appears
to examine its contents, perhaps pondering whether to partake in a drink, or
perhaps disapproving of the man’s excessive consumption. Such a moralising
message would have been in keeping with Calvinist thought, however the dog’s
implied actions, and the droll, almost caricatured, faces of the two horsemen
render this scene particularly humorous.

Such early genre paintings by Dujardin may, in part, have been inspired
by what one can imagine to be the colourful scenes that surrounded him as
a child. Born in the Ossenmarkt area of Amsterdam, it was the location of
the cattle market where Dujardin's father worked. Although Dujardin did not
travel to Italy until 1675, the present work shows many of the marks of style
of the Bamboccianti painters, a group of which he was a part. Popularised by
Pieter van Laer (1599-¢.1642), the Bamboccianti were composed of a group
of mostly Dutch and Flemish genre painters who worked in Rome, and chose
to depict low-life genre scenes relating to contemporary life in Italy. Typically,
considerable attention would be paid to the figures and proportionally less to
nature and setting, which would normally be offset by a building. This stage-
like setting, where the figures become actors within the scene is noticeable in
the present work, with the depiction of nature kept to a bare minimum.

The present painting is stylistically similar to a work in the Kunsthalle,
Hamburg (inv. no. 180), dated 1658 in which Dujardin employs a similar
setting and again use of chiaroscuro. A further work in the Musée Fabre,
Montpellier (inv. no. 836-4-15), also dated 1658, shows almost the same
composition but reversed.

It has been suggested the Dujardin was a pupil of Nicholaes Berchem (1620-
1683) (see inventory), as similarities within Dujardin’s choice of subject matter
have been noted, though no evidence exists to support this. Dujardin’s first

Karel Dujardin, Landscape with Cattle, 1650s,
The Hermitage, St. Petersburg (Figure 1)

works are dated to around the mid-1640s, and although it is not known whether
Dujardin was an apprentice of Paulus Potter (1625-1654), his influence was
considerable on the young artist's career, particularly in his body of work from
the 1650s, as seen in his Landscape with Cattle in the Hermitage (fig. 1).

We are grateful to Jennifer M. Kilian for confirming the attribution to
Dujardin on the basis of firsthand inspection. Although this work was mentioned
by Kilian in 2005 under ‘Problematic Attributions’ (see Literature), she had at
this point only seen an old photograph. After a more recent inspection, she now
considers it to be a genuine work by the artist and dates it to ¢.1658. A copy is
also mentioned, sold at Christie's, New York, 11 January, 1989, lot 5, which is
mistakenly reproduced in her book as the present painting.






