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Abstract 

This dissertation is a study of Dutch artists as collectors of prints and drawings in the 

seventeenth century. The presence of works on paper in artistsô workshops and their use as visual 

reference tools and objects for inspiration is generally accepted, but the individual character of 

these collections is worth deeper consideration. In order to explore the maintenance of and 

motivations for artistsô collections of works on paper, my thesis draws on the history of 

collecting as broadly understood, and the often distinct fields of the history of print collections 

and drawing collections.  

The collecting of graphic arts was integral to the artistic process. In this thesis, I consider 

the historical context of this practice through a series of case studies that reconstruct the 

collections of Christoffel van Sichem the Elder (1546ï1624), Adriaen van Nieulandt (1587ï

1658), Rembrandt van Rijn (1606ï1669), and Peter Lely (1618ï1680). These four artistsô 

practices varied dramatically from producing books and woodcuts made for wide circulation to 

royal patronage meant for the few, but they are united by their cultivation of works on paper 

collections. Their collections can be reconstructed with the help of inventories, sale records, the 

objects they owned, and their respective oeuvres. This thesis explores the different shapes and 

uses Dutch artistsô collections took in the seventeenth century, and how their content reflects 

both the tastes of the individual artists and the impact of the collecting and study of graphic art 

on the work they produced. By considering artists who were active at different points throughout 

the century, I demonstrate the continuation of collecting practices and provide insights into how 

artistsô collections changed over time. In doing so, I reveal the diverse ways in which these 

collections were built and used. Further, I argue that artistsô collections are reflective not only of 

professional practice, but also of individual taste, interests, and ambitions. 
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Chapter 1 

Introduction 

In Adriaen van Ostadeôs The Painter in His Studio (Figure 1), the artist sits before an 

easel, a loaded brush in his right hand, and a palette, brushes, and maulstick in his left. A red 

chalk drawing hangs just over the top of the panel, providing the artist a model to incorporate 

into his painting. Haphazardly hung on the walls and strewn across the floor are other tools of the 

artistôs trade: frames, plaster casts, models, albums, 

and prints and drawings. Scenes of artists at work 

were a celebration of the process of creation, rather 

than an authentic reflection of reality.1 Van Ostadeôs 

painting offers the viewer a window into an artistôs 

studio, the tools of his trade within reach for ease of 

use or cast aside. Despite the paintingôs artifice, 

aspects of the composition illustrate the apparatuses 

employed during the artistic process. The drawing 

used as a model, carefully placed so the artist merely 

has to look up as he translates the contents into paint, reveals how studies stored on paper were 

referenced while artists worked. The same can likely be said for the papers that litter the floor: 

figural and architectural studies, scenes of daily life, records of works made, and sketches of 

                                                      

1 Deanna Petherbridge, ñPlayful Images of Allegory and Actuality,ò in Artists at Work, eds. Ketty Gortado and 

Rachel Sloan, exh. cat. (London: Courtauld Gallery, 2018), 11ï29; Katja Kleinert, Atelierdarstellungen in der 

niederlªndischen Genremalerei des 17. Jahrhunderts: realistisches Abbild oder glaubw¿rdiger Schein? (Petersburg: 

Michael Imhof, 2006). 

Figure 1 Adriaen van Ostade, The 

Painter in His Studio, 1663, oil on panel. 

Dresden: Gemäldegalerie, Alte Meister. 
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compositions and motifs yet to be used. Works on paper were essential tools in the artistôs studio, 

produced as part of the process or as ends in themselves. 

In the seventeenth century, many Dutch artists owned prints, drawings, and books, 

keeping them within their homes. Stored in the more private parts of a house, including the 

kunstkamer [art room] or studio, these objects were employed in study or for personal 

enjoyment. As seen in the depictions of artists in their studios, works on paper were integral to 

the artistic process, and documents from the period confirm their presence. Inventory and sales 

records such as those found in the Amsterdam City Archives and published by Abraham Bredius 

in his Künstler-Inventare (1915) and by John Michael Montias in The Montias Database of 17th 

Century Dutch Art Inventories (2002) demonstrate the pervasive ownership of paper materials.2 

From estate inventories, it is possible to locate where works on paper were kept: locations varied 

from libraries to art cabinets and studios. In some rare cases, these documents make it possible to 

identify with precision what these objects were. From records of auctions, it is possible to 

discover what works were sold, at what price, and to whom. In addition to the documentation of 

prints and drawings, often the objects themselves reveal their histories of ownership and use. 

Drawings and prints featuring paint smears and grid lines preserve just some of the indicators of 

their presence in workshops and correlation with artistic processes. Collectorôs marks, a term for 

stamps or inscriptions applied to a sheetôs surface by a collector or their estate, offer a means to 

more accurately reconstruct a collectionôs shape, or an objectôs history.3 Although only 

sporadically used by collectors and their executors, gaining currency in the eighteenth and 

                                                      

2 Bredius; The Montias Database of 17th Century Dutch Art Inventories, The Frick Collection, last accessed January 

1, 2019, http://research.frick.org/montias/home.php.  
3 The fundamental reference work is Frits Lugt, Les marques de collections de dessins et dôestampes (Amsterdam: 

Vereenigde Drukkerijen, 1921), Les marques de collections de dessins & d'estampeséSuppl®ment (The Hague: M. 

Nijhoff, 1956); online at ñFrits Lugt: Les Marques de Collections de Dessins & dôEstampte,ò Fondation Custodia, 

last accessed January 1, 2019, http://www.marquesdecollections.fr/.  
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nineteenth centuries, this means of imprinting provenance onto graphic art indicates both the 

appreciation of works on paper and the prestige conferred by a distinguished provenance. 

Finally, an examination of an artistôs oeuvre for traces of graphic models can reveal the sources 

consulted in the course of production. Taken together, archival documents and art objects offer 

insights into the rich collections of works on paper at artistsô disposal.  

 My thesis investigates through a series of case studies the different shapes and uses 

Dutch artistsô collections took in the seventeenth century, and how their content reflects both the 

tastes of the individual artists and the work they produced. The four studies focus on the 

collections of Dutch artists working from the end of the sixteenth century to the last quarter of 

the seventeenth century. Christoffel van Sichem the Elder (1546ï1624), Adriaen van Nieulandt 

(1587ï1658), Rembrandt van Rijn (1606ï1669), and Peter Lely (1618ï1680) were all artists 

whose collections can be reconstructed through a combination of archival documents, the objects 

they owned, and the art they made. Their practices varied dramatically from producing books 

and woodcuts made for wide circulation to royal patronage meant for the few. These artists were 

selected based on the archival evidence of their collections and the fact that a sizable oeuvre for 

each artist also survives. Examining their collections in context will require consideration of their 

careers, networks, and artistic production.  

A review of Brediusô Künstler-Inventare shows that many artists and craftspeople owned 

works on paper, but the ability to investigate how their studio resources shaped their output is 

constrained by the fact that in many cases the work they produced is unknown. Bredius compiled 

the inventories for 301 artists, and nearly all of them reference works on paper.4 Some artists 

such as Jan Basse (c. 1572ï1637) and Barent van Someren (c. 1572ï1632) had incredibly large 

                                                      

4 Bredius I-VI. 
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collections of works on paper, but no known works have been attributed to them.5 Conversely, 

there are also artists who were known to be passionate collectors, but whose collections of works 

on paper are mostly untraced. This is the case for Joachim von Sandrart (1606ï1688), a 

competitor of Rembrandt, who sold his collection in Amsterdam before his return to Germany in 

1645.6 For Van Sichem and Van Nieulandt, the documents that record their households aid in the 

reconstruction of their little-known collections and can be compared to their respective oeuvres. 

Record of Van Sichemôs household is preserved in the archive of the Amsterdam Weeskamer 

[Orphanôs Chamber], an administrative body that oversaw the estates of orphans, housed at the 

Amsterdam City Archive. When a parent died, the estate was often auctioned off to liquidate the 

assets and more easily divide them among the heirs.7 Van Sichemôs estate auction, which took 

place a few months after his death, records the contents of his household, the prices realized for 

each item, and to whom they were sold.8 Similarly, Van Nieulandtôs estate is recorded in an 

inventory dated after the artistôs death. His estate inventory, kept in the papers of the notary 

Pieter de Bary in the Archief van de Notarissen ter Standplaats Amsterdam [Notarial Archives of 

the City of Amsterdam], is a list of his household effects as witnessed by De Bary and by Van 

Nieulandtôs children and their spouses.9 The contents of his household are listed along with an 

                                                      

5 Bredius I.126ï147; ñSomeren, Barent van,ò The Montias Database of 17th Century Dutch Art Inventories, accessed 

November 12, 2018, http://research.frick.org/montias/browserecordxl.php?ïaction=browse&ïrecid=1817. 
6 Stephanie S. Dickey, Rembrandt: Portraits in Print (Philadelphia: John Benjamins Publishing Company, 2004), 

101ï102, 193; Bert W. Meijer, ñItalian paintings in 17-century Holland. Art market, art works and art collections,ò 

in LôEuropa e lôarte italiana, ed. Max Seidel (Venezia: Marsilio, 2000), 383ï384; A.R. Peltzer ed., Joachim von 

Sandrarts Academie Der Bau-, Bild- Und Mahlerey-Künste von 1675. Leben Der Berühmten Maler, Bildhauer Und 

Baumeister (M¿nchen: G. Hirthôs Verlag, 1925), 13, 33, 417; Carel van Tuyll van Serooskerken, De eeuw van 

Michelangelo: Italiaanse tekeningen uit de collectie van Teylers Museum, exh. cat. (Haarlem: Teylers Museum, 

2000); Ilja M. Veldman, ñThe history of Queen Christinaôs album of Goltzius drawings and the myth of Rudolf II as 

their first owner,ò Simiolus 37 (2013ï2014), 100ï117; and idem., ñPortrait of an art collector: Pieter Spiering van 

Silvercroon,ò Simiolus 38 (2015ï2016), 228ï249. 
7 John Michael Montias, Art at Auction in 17th Century Amsterdam (Amsterdam: Amsterdam University Press, 

2002), 17. 
8 GAA, Weeskamer 5073/957 Jan Dirxss. Van Beuningen, January 15, 1625. 
9 GAA, Notarial Archives 5075/1710, Notary Pieter de Bary, October 4, 1658. 
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estimate of their value. Sections of the documents that record Van Sichemôs and Van Nieulandtôs 

estates were published by Bredius, and a partial transcription of Van Sichemôs inventory was 

published by Montias.10 For this study, I located the original documents and offer new and 

complete transcriptions.11 

The primary record of Rembrandtôs collection is the inventory prepared in connection 

with his cessio bonorum, a list of goods to be surrendered by a debtor to their creditors, recorded 

soon after Rembrandt declared himself insolvent in 1656. Unlike Van Sichem and Van 

Nieulandt, Rembrandt was alive and possibly present at the time his household was recorded, 

and probably participated in preparing the inventory. Therefore, this document not only records 

the contents of his studio and collection, but also reveals the organization of his household and 

may even include some of Rembrandtôs own comments on his collection. This foundational 

document has been published several times since the nineteenth century. C. J. Nieuwenhuys 

published an English translation of the inventory in 1834, shortly after its rediscovery.12 John 

Smith, in the first catalogue raisonné of Rembrandtôs paintings, published sections of it in 1836. 

These publications for an English-speaking audience predate the earliest Dutch transcription 

published by the archivist J. Immerzeel in 1841.13 Cornelis Hofstede de Groot, in Die Urkunden 

über Rembrandt (1575ï1721) (1906), provided an overview of the early publication history of 

                                                      

10 Bredius 1.171ï176; VI.2241ï2242. ñSichem, Christoffel, de Oude (I),ò The Montias Databse of 17th Century 

Dutch Art Inventories, accessed January 11, 2019, http://research.frick.org/montias/browserecord.php?ï

action=browse&ïrecid=1786. 
11 See Appendix 1 and 2. 
12 C.J. Nieuwenhuys, A review of the lives and works of some of the most eminent painters with remarks on the 

opinions and statements of former writers (London: Henry Hooper, 1834), 16ï29. 
13 John Smith, A Catalogue Raisonné of the Works of the Most Eminent Dutch, Flemish, and French Painters 

(London: Smith and Son, 1836), 7:xliïliv; J. Immerzeel, Jr. Lofrede op Rembrandt (Amsterdam: Schrijver, 1841), 

76ï93. 
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the inventory as well as an updated transcription.14 Kenneth Clark, in Rembrandt and the Italian 

Renaissance, also included an English translation of the inventory, but it was surpassed when 

Walter Strauss, Marjon van der Meulen, and P.J.M. de Baar published a new transcription and 

translation along with other documents related to Rembrandtôs life.15 In The Rembrandt 

Documents (1979), the compilers provided photographs of original documents, or parts thereof, 

alongside transcriptions and translations into English.16 An updated transcription of the inventory 

in Dutch was published in the 1999 exhibition catalogue, Rembrandtôs Treasures, by Jaap van 

der Veen.17 Now, parts of the inventory are accessible online through The Rembrandt Document 

Project, or RemDoc, hosted by Radboud University Nijmegen in cooperation with the 

Rembrandthuis.18 In my study, I take the inventory published by Strauss as a starting point and 

focus on the prints and drawings, which were the only objects placed within their own category; 

all the other objects, such as paintings and household furnishings, were organized by location. I 

do compare Strauss and Van der Veen and note when the two diverge.  

Issues arise when one considers that inventories only list the contents of a collection at a 

specific moment in time, often the artistôs death, and do not reflect how the shape of a collection 

might change. Despite these shortcomings, such documents are essential testaments to the 

practice of collecting works on paper. 

                                                      

14 Cornelis Hofstede de Groot, Die Urkunden über Rembrandt (1575ï1721) (The Hague: M. Nijhoff, 1906), 189ï

211. 
15 Kenneth Clark, Rembrandt and the Italian Renaissance (London: John Murray, 1966), 193ï209; Walter L. Strauss 

et al., The Rembrandt Documents (New York: Abaris Books, 1979). 
16  RD 1656/12. 
17 Jaap van der Veen, ñRembrandtôs inventory (1656); GAA, Arch. No. 5072, Inv. No. 364, fol. 29ï38v, dd 25 and 

26 July 1656,ò in Rembrandtôs Treasures, ed. Bob van den Boogert, exh. cat. (Amsterdam: Rembrandthuis, with 

Waanders Publishers, 1999), 147ï152. 
18 ñThe inventory of Rembrandtôs insolvent estate (Cessio Bonorum)ò in RemDoc, accessed November 11, 2018. 

http://remdoc.huygens.knaw.nl/#/document/remdoc/e12713. As of this date, only half of the inventory has been 

transcribed and translated in this database.  
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The approach to reconstructing Lelyôs collection is unique within this set of case studies. 

Unlike Van Sichem, Van Nieulandt, and Rembrandt, there is no inventory of Lelyôs household 

effects. After Lelyôs death, and as requested in Lelyôs will, his art collection was auctioned off, 

but only the sales catalogue for the paintings and sculpture survives. Instead, it is the presence of 

Lelyôs collectorôs mark, a ñP.Lò stamp applied to the works on paper in his collection by his 

executor Roger North, that indicates what he owned.19 North, in his unpublished autobiography, 

asserts that Lelyôs collection included around 10,000 sheets.20 After visiting printrooms and 

consulting various collection catalogues and catalogue raisonnés, I compiled a list of the prints 

and drawings I encountered, but there are many more objects to be discovered.  

Some of the limitations of inventories and collectorôs marks can be addressed by 

examining an artistôs oeuvre. Art theory of the time encouraged artists to study paintings, prints, 

and drawings by accomplished masters and to use these models within their practice. In Karel 

van Manderôs Schilder-boek (1604), the author advises that ñwell-cooked turnips make good 

pottage.ò21 In the original Dutch, the word for turnip, rapen, has an additional meaning of to steal 

or to borrow. This statement encourages the study of the work of others and applying what is 

learned to a finished product. More than a recommendation, this was common practice among 

artists of the time, who would freely borrow limbs, figures, and sometimes entire compositions. 

This practice found its parallel in humanist circles, where literati collected texts and quotations to 

incorporate into their own inventions.22 In some of the work by Van Sichem, Van Nieulandt, 

                                                      

19 L.2092, L.2093, L.2094. 
20 Roger North, Notes of Me. Manuscript, Add MS 32506. London: British Library, 184R. 
21 Karel van Mander, Het Schilder-boek, ed. Hessel Miedema (Haarlem: Paschier van Wesbusch, 1604; Utrecht: 

Davaco, 1973), 8vï10r. 
22 See Thijs Weststeijn, The Visible World: Samuel van Hoogstsratenôs Art Theory and the Legitimation of Painting 

in the Dutch Golden Age (Amsterdam: Amsterdam University Press, 2006), 29; Brian Vickers, ñHumanismus und 

Kunsttheorie in der Renaissance,ò in Theorie der Praxis; Leon Battista Alberti als Humanist und Theoretiker der 
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Rembrandt, and Lely, references are made to other artists, either through a direct copy or through 

the adoption of compositional or figurative elements. In most instances these designs were 

available through works on paper.  

The acquisition and maintenance of works on paper repositories as a humanist practice 

has been associated with the formation of libraries and the growing culture of curiosity in early 

modern Europe, but among artists, it likely originated in professional craft traditions.23 Model or 

pattern books, a visual design encyclopedia, were created and maintained by workshops from as 

early as the tenth and eleventh centuries and the practice continued throughout the medieval and 

early modern period. 24 Often at an artistôs death works on paper were inherited within the 

family, or bequeathed to a favorite pupil, as seen in the passing on of Van Ostadeôs studio to his 

pupil, Cornelis Dusart (1660ï1704).25 Such practices suggest the role of works on paper in 

establishing creative continuities and the passing of knowledge from one generation of artists to 

the next.  

In the sixteenth and seventeenth centuries, artists benefited from the availability of 

drawings that were part of their artistic patrimony, and with the advent of the printing press, they 

were able to incorporate an increasing number and variety of images and designs. Prints, a 

medium that was the first to make possible ñthe exactly repeatable pictorial statement,ò26 allowed 

                                                      

bildenden Künste, eds. Kurt W. Locher & Hubert Forster (Berlin: De Gruyter, 1999), 43ï49; Marijn 

Schapelhouman, Rembrandt and the Art of Drawing (Zwolle: Waanders, 2006), 15ï16. 
23 Scholarship addressing the collecting of works on paper and the history of curiosity will be addressed in the 

Literature Review, 36 ï 55. 
24 For an overview of drawing in the Middle Ages, see Melanie Holcomb, Pen and Parchment: Drawing in the 

Middle Ages, exh. cat. (New York: The Metropolitan Museum of Art, 2009), and for the medieval pattern book, see 

Robert W. Scheller, Exemplum: model-book drawings and the practice of artistic transmission in the Middle Ages 

(ca. 900ïca. 1470) (Amsterdam: Amsterdam University Press, 1995). 
25 Susan Anderson, ñThe Library of Cornelis Dusart: Between Artist and Gentleman,ò Oud Holland 123 (2010), 

133ï165, especially 133ï135. 
26 William Mills Ivins, Prints and Visual Communications (Cambridge: The MIT Press, 1969), 2ï3. 
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for the same image to circulate widely, bringing the inventions of artists from near and abroad 

into the studio. Prints were finished works of art, produced in multiples, and relatively cheap. 

These attributes, coupled with their content, made prints appealing and accessible to a wide 

audience. Artists recognized the application of prints to the training of young artists, evidence of 

which survives in treatises such as Roger de Pilesôs LôAbr®gé de La Vie Des Peintres (1699), 

which discusses teaching artists to draw.27 Surviving drawings from the Ter Borch estate, a 

family of genre painters, attests to the early incorporation of prints into teaching.28  

By collecting and incorporating ideas, motifs, and designs from the old masters and from 

colleagues abroad ï transmitted through works on paper ï artists supplemented their artistic 

training while engaging with and appealing to the contemporary art market.  

Due to the versatility of prints and drawings as a means of transferring information and as 

objects with aesthetic value, it is location, content, and quantity that determines how works on 

paper functioned. Prints and drawings were often kept in albums, either bound or loosely 

organized into folios, but were also framed and hung on walls, or stored in boxes and baskets. 

Albums could be housed in libraries due to their book-like format but were also incorporated into 

the kunstkamer, the kunstkabinet, or the studio. These repositories of images were accessible 

when needed, and the art produced in workshops indicates the role of works on paper in creative 

processes.  

Drawings were integral to the theoretical history of art production. In Renaissance Italy, 

disegno, meaning both design and drawing, was the essential starting point of any artistic 

                                                      

27 Roger de Piles, LôAbr®g® de la vie des peintres, avec des reflexions sur leurs ouvrages, et un Trait® du peintre 

parfait; De la connoissance des desseins; De l'utilité des estampes (Paris: Franc≡ois Muguet,1699). 
28 Alison Kettering, "Ter Borch's Studio Estate," Apollo 117 (1983), 443ï51, idem., Drawings from the Ter Borch 

Studio Estate (ósïGravenhage: Staatsuitgeverij, 1988). On model books for drawing, see below, 48ï49. 
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endeavor;29 thus, many drawings were made throughout an artistôs career. In the Low Countries, 

the term tekenkunst is a translation of Vasariôs term disegno as well as a distinctly Dutch 

preoccupation that considers how a subject is portrayed both in terms of style and composition. 

As Walter Melion has argued, the Dutch meaning of tekenkunst includes, and in some cases 

privileges, prints.30 

1.1 Defining Collections 

 

These concentrated repositories of images, a kind of visual reference library, are here 

identified as collections. How collections are defined and interpreted depends on how both the 

collector and the objects within their collections are viewed and interpreted. According to Jean 

Baudrillard (2005), collecting is part of a system of actions that places value in objects divorced 

from their original function. Within this new context, objects are imbued with value specific to 

the collector.31 Expressed in another way by Werner Muensterberger (1995), a collection is ñthe 

selecting, gathering, and keeping of objects of subjective value.ò32 Both Baudrillard and 

Muensterberger are concerned with the psychology of collecting, and therefore define collections 

in relation to the intentions, motivations, and actions of the collector rather than the types of 

objects collected. Both scholars view collectors as exemplars of anti-social behavior, assigning 

motives to collecting such as desires for physical connection and psychological fulfillment.33 

This becomes problematic when applied to historical collections as many collectors participated 

                                                      

29 Carmen C. Bambach, Drawing and Painting in the Italian Renaissance Workshop: Theory and Practice, 1300ï

1600 (New York: Cambridge University Press, 1999), 16. 
30 Walter Melion, Shaping the Netherlandish Canon: Karel Van Manderôs Schilder-Boeck (Chicago: University of 

Chicago Press, 1991), 43. 
31 Jean Baudrillard, The System of Objects, trans. James Benedict (New York: Verso, 2005). 
32 Werner Muensterberger, Collecting: An Unruly Passion (New York: Princeton University Press, 1995), 4. 
33 Baudrillard 2005, 113ï114; Muensterberger 1995, 8ï9. 
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in a complex social network of specialists, merchants, and fellow collectors. The personal 

exchange, display, and discussion of objects was an important element of social intercourse in 

early modern society, providing opportunities for gift-exchange and the display of taste, 

knowledge, and discernment. Irma Thoen argues that the physical exchange of gifts was one of 

many ways in which social bonds were forged and maintained, and that hospitality and the act of 

socializing also played significant roles.34 According to the biographer Arnold Houbraken, 

Govaert Flinck (1615ï1660), one of Rembrandtôs pupils, made a habit of visiting his fellow 

collectors on Sundays.35 In this study, I have foregone the theories of Baudrillard and 

Muensterberger in favor of defining collecting in historical context as a social practice. For 

artists, as discussed above, collections also had a practical function. Furthermore, the contents 

were not completely divorced from monetary value.  

Instead, I use frameworks established by Krystof Pomian and Susan Pearce. Pomian, in 

his Collectors and Curiosities: Paris and Venice, 1500ï1800 (1990), defines a collection by the 

state or character of the object. He sees a collection as ña set of natural or artificial objects, kept 

temporarily or permanently out of economic circuit, afforded special protection in enclosed 

places adapted specifically for that purpose and put on display.ò36 Although, like Baudrillard, his 

theory views collected objects as divorced from their original function, objects in these situations 

are further defined by their ability to link the ñvisibleò with the ñinvisible,ò meaning the physical 

and tactile with the conceptual. In an object's capacity to provide this link, it is no longer useful 

in a traditional sense, but becomes a ósemiophore,ô a bearer of meaning rather than something 

                                                      

34 Irma Thoen, Strategis affection?: gift exchange in seventeenth-century Holland (Amsterdam: Amsterdam 

University Press, 2007). 
35 Arnold Houbraken, De groote schouburgh der Nederlantsche konstschilders en schilderessen. (Amsterdam: 

Houbraken 1718ï1721; facsimile reprint B.M. Israël,1976), 2:23. 
36 Krysztof Pomian, Collectors and Curiosities: Paris and Venice, 1500ï1800, trans. E. WilesïPortier (Cambridge: 

Polity Press, 1990), 9. 
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with a tangible function.37 Working in an historical framework, Pomianôs definition applies to 

the accumulation of objects, and defines the collector in relation to the collection. 

 In Pomianôs estimation, objects are collected based on their relation to economic 

exchange. Defining an object by its economic value, influenced by its material and social values, 

connects with the ideas proposed by Arjun Appadurai and Igor Kopytoff (1986) in their 

discussions of the links between material culture and the market.38 Appadurai argues that it is 

through exchange that value is invested in objects. Kopytoff looks at the social life of the object, 

and discusses how an individual, culture, or market invests different kinds of value into objects. 

Pomianôs approach recognizes that value is not wholly contingent on the sentiment of the 

collector. Value can also be assigned to objects based on their status as commodities, and 

therefore closely linked to the market and other systems of exchange. In broader terms, artistsô 

collections can be viewed through this lens, particularly since the distinctions between a 

collection and a dealerôs stock is not always apparent. For artists such as Van Sichem, collecting 

was both a professional requirement and an economic strategy. As will be discussed in Chapter 

Three, Van Sichem owned work by Hendrick Goltzius for both his personal use and for sale. 

Rembrandt, too, may have purchased prints for resale (see Chapter Five). 

Pearce, in On Collecting: An Investigation into Collecting in the European Tradition 

(1995), sees collecting as ña special accumulation, intended at some point to fulfill a particular 

social and psychic role, and considered by the collectorôs society to be appropriate for this role, a 

view which, however, the collections themselves will actively influence.ò39 Pearce considers 

                                                      

37 Ibid, 30. 
38 Arjun Appadurai, ñIntroduction: commodities and the politics of value,ò in The Social Life of Things: 

Commodities in Cultural Perspective, ed. Arjun Appadurai (New York: Cambridge University Press, 1986), 3ï63; 

Igor Kopytoff, ñThe cultural biography of things: commodization as process,ò in ibid, 64ï91. 
39 Susan M. Pearce, On Collecting: An Investigation into Collecting in the European Tradition (New York: 

Routledge, 1995), 33. 
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collecting to be a selective process with purposes that range from the personal to the cultural and 

concludes that collections are the product of fluctuating individual and social factors. As such, 

collecting is both a personal experience and a social phenomenon. Both Pomianôs and Pearceôs 

definitions are aptly applied to the collections established by artists in the early modern period. 

Pearceôs definition provides an avenue to discuss the uses of collections beyond economic value. 

Early modern collections were places to store and produce knowledge, as is evident in Claudia 

Swanôs discussion of knowledge-building through apothecary collections (2007) and in studies 

of print collections, such as the exhibition catalogue Prints and the Pursuit of Knowledge 

(2007).40 Similarly, Van Nieulandt collected as a means to enhance his knowledge. While his 

painting style remained largely conservative, his oeuvre, which is comprised of history painting 

and mythology, reflects a learnedness that was indebted to the collection he maintained of Dutch 

and Italian models. Also, as will be discussed, his studies likely gave him the expertise required 

for his services as an art appraiser.  

Additionally, Pearceôs approach facilitates consideration of the culture of collecting, and 

the ability to create social networks of likeïminded individuals who were interested in similar 

ideas and issues. Collecting was a social endeavor that involved a wide network of consumers, 

producers and dealers. This is seen, for instance, in Lelyôs reestablishment of The Virtuosi of St 

Luke, a social club of artists and gentlemen who met to discuss taste and art, which I discuss in 

Chapter Six. Similarly, in my discussion on Rembrandt, I situate his collecting activities in the 

                                                      

40 Claudia Swan, ñMaking Sense of Medical Collections in Early Modern Holland: The Uses of Wonder,ò in Making 

Knowledge in Early Modern Europe, eds. Pamela H. Smith and Benjamin Schmidt (Chicago: University of Chicago 

Press, 2007), 199ï213; Susan Dackerman, Prints and the Pursuit of Knowledge in Early Modern Europe, exh. cat. 

(Cambridge, MA: Harvard Art Museums, 2011). 
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broader world in which he lived and worked: a complex network of fellow artists, his students, 

patrons, art dealers, and other collectors.  

The purposes ascribed to artistsô collections of works on paper can be inferred by looking 

at the economic, spatial, social, and professional circumstances that surround these objects, 

indicating how they were used and assigned value. Most economic studies of collecting focus on 

paintings, as seen in the work of Montias (1996 and 2002) and Michael North (1997, 1998 and 

2001), who look at the comparative costs of Dutch paintings over time, rather than at works on 

paper.41 James Bloom (2006) questioned the primacy of painting in the study of art markets, but 

his argument was concerned with paintingôs relationship to another luxury good, the tapestry, 

rather than to works on paper.42 The focus on luxury goods, whether painting, tapestry, or 

sculpture, is due in part to the fact that works on paper, especially prints, were generally low in 

value, often sold in bulk lots, and rarely documented in specific terms. That said, there are 

enough statistics to establish that the commercial value of prints is based on the medium, the 

author, the subject, the size, the rarity, and contemporary taste. In general, woodcuts were 

considerably cheaper than engravings or etchings unless they were by distinguished artists such 

as Albrecht Dürer (1471ï1528). Larger prints were usually worth more than smaller ones, and 

rare specimens were more costly than common ones. Jan van der Waals (1988) illustrated the 

relatively low prices of prints by pointing out that a painting by an average painter cost about ten 

                                                      

41 John Michael Montias, Le March® De Lôart Aux PaysïBas: XVeïXVIIIs Siècles (Paris: Flammarion, 1996); idem., 

2002; Michael North, Art and Commerce in the Dutch Golden Age (New Haven: Yale University Press, 1997); 

Michael North and David Ormrod eds., Art Markets in Europe (Aldershot: Ashgate, 1998), idem., Das Goldene 

Zeitalter. Kunst und Kommerz in der niederländischen Malerei des 17. Jahrhunderts (Cologne: Böhlau Verlag, 

2001) 
42 James J. Bloom, ñWhy Painting?ò in Mapping Markets for Paintings in Europe, 1450ï1750, eds. Neil de Marchi 

and Hans J. Van Miegroet (Turnhout: Brepols, 2006), 17ï35. 
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Dutch guilders, while the equivalent sum could buy around one hundred prints.43 Elmer Kolfin 

(2010) described the parameters determining the cost of prints in the seventeenth century, stating 

that size, authorship, and novelty factored into pricing.44 There has not been a systematic study 

of the cost of prints as there has been with paintings, though the price of some prints is known 

through the inventorying of collections, estimates made on possessions, or anecdotes regarding 

unusual purchases.45 The price statistics for prints have been pieced together through studies of 

individual collectors, artists, and dealers, such as Frans Laurentius (2010) on the print business 

of Clement de Jonghe and Jan van der Waals (2006) on the Visschers. 46 Prints could range from 

as low as a stuijver (one twentieth of a guilder) to a hundred guilders or more, such as the 

purported 179 guilders Rembrandt paid for Lucas van Leydenôs (1494ï1533) rare Uylenspiegel 

(1520); the best known case is his own etching nicknamed ñThe Hundred Guilder Printò for the 

price it brought as early as 1654. While painting prices varied widely, even the cheapest 

paintings generally sold for several guilders.47 Comparable to prints, the relative costs of 

                                                      

43 Jan van der Waals, De Prentschat van Michel Hinloopen, 1619ï1708: Een reconstructie van de eertse openbare 

papierkunstverzameling in Nederland, exh. cat. (The Hague: SDU Uitgeversm 1988), 22ï23. 
44 Elmer Kolfin, ñAmsterdam, stad van prenten. Amsterdamse prentuitgevers in de 17de eeuw.ò In Gedrukt tot 

Amsterdam: Amsterdamse Prentmakers en -Uitgevers in de Gouden Eeuw, eds. Elmer Kolfin and Jaap van der 

Veen, exh. cat. (Amsterdam: Rembrandthuis, with Waanders, 2011),11ï57, 50ï51. 
45 For considerations of the print market and the difficulties in performing similar economic studies, see Stephanie S. 

Dickey, ñThoughts on the market for Rembrandtôs Portrait Etchings,ò in In His Milieu: Essays on Netherlandish Art 

in Memory of John Michael Montias, eds. Amy Golahny, Mia M. Mochizuki, and Lisa Vergara (Amsterdam: 

Amsterdam University Press, 2006), 149ï164. On the first mention of the valuation for Rembrandtôs Christ Healing 

the Sick, or the Hundred Guilder Print, see http://remdoc.huygens.knaw.nl/#/document/remdoc/e4654 (accessed 15 

November 2018). On the market for inexpensive paintings, see Angela Jager, ñGaley-schilders' en 'dosijnwerck': De 

productie, distributie en consumptie van goedkope historiestukken in zeventiende-eeuws Amsterdam,ò PhD 

Dissertation. University of Amsterdam, 2016.  
46 Frans Laurentius, Clement de Jonghe (ca. 1624ï1677), Kunstverkoper in de Gouden Eeuw (Houten: HES & De 

Graaf Publishers, 2010), 81ï83; Jan van der Waals, Prenten in de Gouden Eeuw, van kunst tot kastpapier, exh. cat. 

(Rotterdam: Museum Boijmans van Beuningen, 2006), 222. 
47 RD 1642/10; NRD 38 / RD 1654/8A. Michiel Roscam Abbing, Rembrandt 2006: New Rembrandt Documents 

(Leiden: Foleor Publishers, 2006), 2:54ï55, summarizes the origins of the printôs title. One explanation is that 

Rembrandt traded his print of Christ healing the sick for 100 guilder worth of prints by Marcantonio Raimondi. This 

transaction will be discussed in Chapter 5. See also Amy Golahny, ñRembrandtôs One Hundred Guilder Print: 

Value and Invention in óthe most beautiful [print] that ever came from the burin of this Master,ôò In Rembrandt and 
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drawings have not been seriously scrutinized. Likely similar parameters could determine price: 

size, subject, and authorship. Where the two diverge is in the appreciation for degree of finish, 

which also likely determined price in drawings more than prints. Whereas by the seventeenth 

century there was an interest in the collecting of rare states and counterproofs, for drawings more 

finished specimens probably warranted a higher price due to their similarities to paintings.  

Works on paper could be considered part of an artistôs stock in addition to their use 

within the studio. Prints and drawings were investments with long term effects on output and 

could also be sold soon after purchasing for immediate gain. This commercial potential is 

understood when art is placed in versatile front rooms of homes that functioned as gallery spaces. 

Such interpretations have been assigned to paintings by Rembrandtôs Leiden contemporary Jan 

Lievens (1607ï1674) and others found in the principal reception room of Rembrandtôs house, 

where they were probably placed for sale rather than for decoration.48 The Uylenburghs, a family 

with whom both Rembrandt and Lely had close business and personal ties, were art dealers and 

print publishers as well as collectors.49 A look at the items they owned illustrates the fluid 

treatment of objects as collectorôs items as well as stock. Hendrick Uylenburgh was present at 

the auction sales in Amsterdam of the collections of Lucas van Uffelen, Barent van Someren and 

Gommer Spranger, and made purchases of paintings, drawings, prints and plaster casts.50 

Rembrandt also made purchases at two of these sales, as will be discussed in Chapter Five. In 

conjunction with Uylenburghôs involvement as owner of a productive studio, these purchases can 

                                                      

his Circle: Insights and Discoveries, ed. Stephanie S. Dickey (Amsterdam: Amsterdam University Press, 2017), 

230ï251. 
48 Stephanie S. Dickey, ñJan Lievens in Rembrandtôs House,ò Kroniek van het Rembrandthuis 2008 (2009), 36ï53. 
49Friso Lammertse and Jaap van der Veen, Uylenburgh & Son: Art and Commerce from Rembrandt to De Lairesse 

1625ï1675, exh. cat. (Amsterdam: Rembrandthuis/Waanders, 2006). 
50 Jaap van der Veen, ñHendrick Uylenburghôs Art Business, Production and Trade Between 1625 and 1655,ò in 

Ibid, 117-202, 199ï200. 
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be read as stock for his trade as an art dealer, or as collecting examples for use in art instruction 

and production.  

An examination of historical collections reveals that collecting was done in tandem with 

modes of production. Some Kunst- und Wunderkammern established by Europeôs elite included 

workshops, which would rely on the existence and maintenance of a nearby collection.51 The 

dual purpose of these places ï of storing items of knowledge while also being the source of new 

knowledge ï might seem incompatible, especially when scholars such as Barbara Benedict 

(2001) believe that ñCurious people ï virtuosi, collectors, people with private cabinets ï take 

valuable objects out of the sphere of public meaning and use them in their individual 

construction of a mirroring but independent field of power.ò52 In this line of reasoning, as 

discussed above, collections isolate objects from practical use. However, in the case of royal 

collectors, including Holy Roman Emperor Rudolf II, whose court at Prague fostered numerous 

artists and artisans, and the Dresden Kursächsische Kunstkammer, objects and tools housed in 

princely collections were used to create new objects that could in turn be collected.53 As will be 

seen in the case of each artist discussed here, the collection served a range of purposes, one of 

which was the inspiration gleaned from these objects. 

Artists were initially motivated to collect for reasons that were far more pragmatic when 

compared to the collections established by merchants and the aristocracy. As a result, the scales 

and scopes of artistsô collections were often limited to objects with lesser material value. These 

early artist-collections were functional repositories of images created in the process of study and 

                                                      

51 Arthur MacGregor, Curiosity and Enlightenment: Collectors and Collections from the Sixteenth to the Nineteenth 

century (New Haven: Yale University Press, 2007), 19ï21. 
52 Barbara Benedict, Curiosity: A Cultural History of Early Modern Inquiry (Chicago: The University of Chicago 

Press, 2001), 10. See also Alexander Marr, Curiosity and Wonder from the Renaissance to the Enlightenment, 

(Burlington: Ashgate, 2006), 9. 
53 MacGregor 2007, 16 and 40. 
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developing ideas. Often this took the form of drawing collections as the most immediate form of 

preserving observations and making the abstract tangible. Early evidence for this practice is the 

survival of model books and albums such as the Badile album, a collection of drawings 

assembled by the Italian artist Antonio Il Badile (c. 1424ï1512), and, in the north, the Antwerp 

Sketchbook (Berlin, Kupferstichkabinett) and Errara Album (Brussel, Koninklijke Musea voor 

Schone Kunsten van Belgie).54 Both the sketchbook and the album originate from the sixteenth 

century and are compilations of sketches, including landscape views and copies after prints, 

drawings, and paintings. While drawing collecting precedes print collecting, the two practices 

are intertwined. Unlike drawings, which could be part of a larger creation process, prints more 

generally were a finished product. As such, prints were valued both for their informative 

qualities and as aesthetic objects, leading to the more immediate and widespread practice of 

collecting prints. Prints were quickly incorporated into the artistôs workshop, but they had much 

wider appeal. They were often collected alongside drawings, housed in similar conditions, and, 

in the context of the studio, were used to similar ends.  

By the seventeenth century, the collecting of works on paper had expanded beyond the 

artistôs studio, and the art and naturalia that were once only obtainable by the few became 

affordable and therefore accessible to a broader range of consumers. In the Dutch Republic in 

                                                      

54 See Bernhard Degenhart and Annegrit Schmitt, Corpus der Italienischen Zeichnungen, 1300ï1450, vol. 3 Badileï

Album: Studeinsammlung einer Veroneser Künstlerwerkstatt (Munich: Biering & Brinkmann, 2010) and Evelyn 

Karet, The Antonio Il Badile Album of Drawings: The Origins of Collection Drawings in Early Modern Northern 

Italy (Burlington: Ashgate, 2014). For the Antwerp Sketchbook, see Holm Bevers, ñThe Antwerp Sketchbook of the 

Bles Workshop in the Berlin Kupferstichkabinett,ò in Herri met de Bles: Studies and Explorations of the World 

Landscape Tradition, eds. Normal E. Muller, Betsy J. Posasco, and James H. Marrow (Turnhout: Brepols, 1998), 

39ï50. For the Errara Album, see Christopher Wood, ñThe Errara Sketchbook and the Landscape Drawing on 

Grounded Paper,ò in ibid, 101ï116, Het vroegste Amsterdamse schetsboek: een zestiendeïeeuws zakboekje uit het 

atelier van Jacob Cornelisz van Oostsanen (Oostzaan: Stichting Jacob Cornelisz van Oostsanen, 2014) and Ilona 

van Tuinen, ñReconstructing the Berlin Sketchbook: clues from material analysis,ò in Workshop Practice in Early 

Netherlandish Painting: Case Studies from Van Eyck through Gossart, ed. Maryan W. Ainsworth (Turnhout: 

Brepols, 2017), 48ï83. 
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particular the art market created an environment that encouraged the consumption of images, and 

most families owned art.55 Despite the recognition that collecting was a common practice across 

a remarkably broad range of social strata in the seventeenth century, scholarship on these 

practices has focused mainly on aristocratic collectors such as the Habsburgs and the British 

noble collections of King Charles I (1600ï1649), the Dukes of Buckingham (1592ï1628) and 

Hamilton (1606ï1649), and the Earl of Arundel (1585ï1646).56 Collections of the working or 

professional classes have received less thorough investigation, an issue that has only recently 

been addressed in Mark Meadowôs research on the Fugger family of Augsburg, and research on 

medical collections such as those established by Berent ten Broecke (1550ï1633) and Christiaen 

Porrett (1554ï1627) by Claudia Swan (2007), or Frederik Ruysch (1638ï1731) by Gijsbert M. 

van de Romer (2010).57 Studies on Dutch collections have mostly focused on the collecting of 

naturalia, paintings, sculpture, and other art objects, rather than the more delicate media of 

drawings and prints. The scholarship on collecting in the Dutch Golden Age centers around the 

buying power of the merchant classes, whose collections were often dispersed soon after the 

ownerôs demise rather than being passed down through generations as noble collections often 

were. This results in a fairly substantial body of estate inventories and auction records, forming 

the basis for analyses by John Michael Montias and others. On the one hand, there are studies of 

                                                      

55 See, for example, Montias 2002 and John Loughman and John Michael Montias, Public and Private Spaces: 

Works of Art in Seventeenth-century Dutch Houses (Zwolle: Waanders, 2000). 
56 See Thomas DaCosta Kaufmann, The School of Prague: Painting at the Court of Rudolf II (Chicago: University 

of Chicago Press, 1988); Eliska Fuc²kov§, Rudolf II and Prague: The Court and The City (New York: Thames and 

Hudson, 1997); David Howarth, Lord Arundel and his Circle (New Haven: Yale University Press, 1985), Frank 

Herrmann, The English as Collectors: A Documentary Sourcebook (New Castle, DE: Oak Knoll Press, 1999). 
57 Mark Meadow, ñMerchants and Marvels: Hans Jacob Fugger and the Origins of the Wunderkammer,ò in 

Merchants and Marvels: Science, and Art in Early Modern Europe, eds. Pamela Smith and Paula Findlen (New 

York: Routledge, 2002), 182ï200; Gijsbert M. van de Romer, ñFrom vanitas to veneration: The embellishments in 

the anatomical cabinet of Frederik Ruysch,ò Journal of the History of Collections 22 (2010), 169ï186; Claudia 

Swan, ñMaking Sense of Medical Collections in Early Modern Holland: The Uses of Wonder,ò in Making 

Knowledge in Early Modern Europe, eds. Pamela H. Smith and Benjamin Schmidt (Chicago: University of Chicago 

Press, 2007), 199ï213. 
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individual collectors, whose collections have attracted notice due to their size and variety. 

Studies conducted by Elinoor Bergvelt, Debora Jacoba Meijers, and Mieke Rijnders (1992, 1993, 

and 2005) show how many collections in the Dutch Republic were indebted to traditions first 

established in Italy and Germany but are distinct due to Dutch global trade.58 On the other hand, 

some researchers have studied broader patterns in the consumption of art, and the almost 

ubiquitous presence of art in Dutch homes.59  

As a profession, artists belonged to a highly skilled class of intellectuals and craftspeople 

whose contributions to the art market simultaneously reflected and shaped contemporary tastes. 

Due to the comparatively humble nature of their collections, and more sporadic documentation, 

the scholarship on artist-collections tends to either be painted in broad strokes ï a passing 

acknowledgement that artists kept works on paper within their studios ï or constructed around 

case studies. In the case of the former, such comments are common in literature that provides an 

overview of the history of a particular medium ï drawings or prints ï or are referenced in 

discussions of the history of collecting. In the case of the latter, the focus centers on a few 

noteworthy individuals whose collections are seen in isolation. This study broadens these 

considerations by investigating the contexts in which two of these more well-studied artist-

collectors worked, Rembrandt and Lely, and by examining lesser known artist-collectors, Van 

Sichem and Van Nieulandt, whose collections also offer insights into the motivations and uses of 

collecting works on paper.  
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Theories regarding taste, curiosity, and identity have gained attention as scholars attempt 

to construct the motivations and emotional responses to objects and collecting. Taste, which 

influences the choices collectors make in the appreciation and selection of objects, is viewed by 

theorists such as Pierre Bourdieu (1979) as an extension of personal or social identity. In 

Distinction, Bourdieu argues that taste is the manifestation of social conditioning that reinforces 

societal structures of preference.60 As much as collections are an expression of personal taste, 

taste is a social construction, the product of cultural, social, and educational conditioning. 

Collections as extensions of identity have also been explored in studies such as Thomas DaCosta 

Kaufmannôs assessment of Emperor Rudolf IIôs collection (1978).61 Kaufmann interprets Rudolf 

IIôs Kunst- und Wunderkammern as spaces that symbolized Rudolfôs power as Holy Roman 

Emperor. There is evidence that Rudolfôs collections were publicly known and the privilege to 

view them was part of a larger political ritual of court culture. In his study of the Fugger family 

(2002), Mark Meadow makes similar arguments about how collections were a means of self-

representation.62 The Fugger family used their collection as a political tool to express their power 

and wealth as merchants, as well as their erudition. Both Meadow and DaCosta Kaufmann 

discuss collections as an expression of identity through the accumulation of exotic or precious 

objects, displayed for the enjoyment of their owners, and accessible only to those invited into the 

privilege of viewership.  

As many collectors sought to fashion an ideal version of themselves in their collections, 

while also fulfilling personal motivations, books, prints, and drawings were indicators of taste, 
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intelligence, and wealth.63 One noted bibliophile, the Spaniard Ferdinand Columbus (1488ï

1539), amassed a collection of prints that can be viewed either as a supplement to his large 

library, or as an integral part of the whole. We are aware of the collection because the inventory 

survives and describes over 3,204 prints.64 The format of the inventory emphasizes the thematic 

organization of his collection, covering history, geography, theology, and science. The prints are 

valued more for their subject matter than for the attribution to specific artists (with a few 

exceptions, such as Albrecht Dürer), as the overall collection was motivated by a thirst for 

knowledge rather than by aesthetic appeal. In this instance, book collecting was a pursuit of 

universal knowledge, and the print acted as a valued supplement.  

1.2 Collecting works on paper in the Age of Rembrandt 

 Travelers to the Low Countries were in awe of the abundance of art hanging in Dutch 

homes and available on the Dutch art market. Generally, the art in Dutch households has been 

taken to mean paintings, but works on paper also had their place in the homes of artists and 

burghers alike. With the economic and artistic boom that characterized the Dutch Golden Age, 

many people had the financial means to collect readily available pictures and did so with 

enthusiasm as evidenced by estate inventories and portrayals of Dutch homes and taverns. 

Paintings of Dutch interiors place prints among the paintings as commonplace items that adorned 

walls, both framed and pinned. Maps and broadsheets in particular were popular items included 

                                                      

63 Ibid, 8. 
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in depictions of Dutch interiors.65 While collecting works on paper was secondary to painting 

and sculpture, prints, due to their multiplicity, were more widely available and inherently 

collectible. Print shops were prominent features of the Amsterdam cityscape. Print publishers, 

who were often also dealers, kept large stocks of plates from which they drew impressions in 

addition to prints. Print dealers often exchanged stock with each other not only in the Low 

Countries, but internationally. Families such as the Blaeus sent agents to live and work in Rome, 

thereby increasing their stock and expanding their clientele.66 Such dealings were likely seen as 

lucrative means to promote their own publishing houses on an international scale while also 

increasing their holdings to include desirable pieces. In response to the availability of prints, 

books were published in order to codify collecting endeavors. Later, books that provided advice 

on taste and collecting, including those by John Evelyn (1620ï1706), Filippo Baldinucci (1624ï

1697), and Florent LeComte (1655ï1712) gave a theoretical framework for the construction and 

organization of print collections, building off of the collections that inspired them while also 

creating an accessible way to build new ones.67 

Drawings, in contrast, were a more specialized interest. For artists, drawings could serve 

as preparation for larger works and records for their designs. Drawings, more than prints, were 
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part of an artistic patrimony. Many artists were able to build substantial collections because they 

inherited drawings from their fathers and masters. Rubens made special arrangements for his 

working collection to be kept in case his children would continue in his footsteps.68 The close 

link between drawing and art production can be demonstrated through preparatory sketches and 

underdrawings in paintings, and seen in paintings where drawings are featured, such as domestic 

scenes of artists at work ï both portraits and genre scenes ï or in elaborate still life scenes where 

drawings are imbued with deeper meaning relating to luxury and ephemerality. Drawings were 

not as widely available as prints, and they attracted a more specialized market of artists and 

amateurs. Unlike prints, which could be sold by specialized dealers, drawings appear to have 

been bought and sold through association with artists and their workshops. For example, Jan van 

de Capelle (1626ï1679), a seascape painter, collected primarily drawings, including a large 

collection of drawings by Rembrandt ï 277 landscapes, 135 studies of women and children, and 

fifty -six history and undetermined subjects ï which he likely acquired through the auctioning of 

Rembrandtôs household goods in 1656ï58.69  

 Surviving albums of the seventeenth century provide examples of how prints and 

drawings were stored and organized. The 1637 albums, now attributed to the collection of the 

Swedish attaché Pieter Spiering van Silvercoon (c. 1595ï1652), offer a glimpse into the 
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collection of a wealthy politician whose roots lie in the Flemish tapestry industry.70 The albums 

contained prints and drawings and were complemented by similarly bound books in black sheep 

or goat leather. From the surviving albums, it is apparent that Spiering organized the albums 

along art historical lines, keeping like artists together, rather than by subject. Some of the more 

specialized albums of patterns where from the tapestry workshop of Francois Spiering (1550ï

1630), Pieter Spieringôs father. In fact, much of the collection was inherited from the Spiering 

workshop and is reflective of the fluid way in which collections by artists can be appropriated by 

art collectors.  

 Art collectors had a special place within the cultural milieu of seventeenth-century 

Amsterdam. They were referred to as liefhebber (art-lover or amateur), a term that denotes the 

discerning and knowledgeable collector. Some of these enthusiasts were celebrated and 

incorporated into the painterôs guild, an affiliation that granted them recognition for their 

knowledge about and support of the arts.71 While official registration into the Amsterdam St. 

Lucas Guild did not occur until the middle of the seventeenth century, the term liefhebber occurs 

in other contexts throughout the period.72 When guild membership became available to 

liefhebbers, collectors of works on paper were not included outright; rather, they were granted 

membership because of their patronage and collecting of paintings.73 Despite this, collectors of 

works on paper were recognized as liefhebbers even if guild memberships did not identify them 

as such.  
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For those who were not practicing artists, collecting prints and drawings was often 

undertaken in conjunction with other collecting activities, most often as a means of enhancing 

and supplementing the library, not as an independent endeavor.74 While the rise in the production 

of finished drawings indicates the growing appreciation of drawings outside of professional 

circles, they were often not collected independently until the eighteenth century.75 Prints, on the 

other hand, attracted a growing audience of admirers, several of whom were closely associated 

with Rembrandt, including the Six brothers Jan (1618ï1700)76 and Pieter (1655ï1703),77 the 

Receiver-General Jan Wtenbogaert (1608ï1680),78 and Abraham Francen (1621ïafter 1672).79 

Among the most important collectors of works on paper in Amsterdam was Michel 

Hinloopen (1619ï1708).80 Hinloopen was a jurist whose collection was the first public print 

collection in the Netherlands. Assembled as a complement to his library, the collection was 

comprised of fifty-two volumes, over 7,000 individual prints.81 The collectionôs organization into 
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subjects reflects Hinloopenôs primary view of the prints as a repository of information. Twenty-

five albums made up the so-called ñAtlas of Rome,ò a collection of maps, images of the city, 

buildings, and people of Rome, and additional albums were dedicated to Hinloopenôs collection 

of portraits.82 While a sizable portion of Hinloopenôs collection was dedicated to history 

subjects, Hinloopen also owned many art prints, including fifty-three examples by the enigmatic 

Dutch printmaker Hercules Segers (c. 1590ïc. 1638).83 Van der Waalsô study of Hinloopenôs 

collection provides insights into a print collection formed in the seventeenth century that was 

organized and used to suit the needs of one man, who in turn saw the collection as a public asset.  

Another important Dutch collector was Nicolas Anthoni Flinck (1659-1723), the son of 

Rembrandtôs pupil, Govaert Flinck.84 Nicolas Flinck was a passionate collector of drawings, and 

objects from his collection can be identified by his mark, a letter ñFò (L.959). He was a friend of 

the biographer Arnold Houbraken, who documented Nicolasô and his fatherôs activities as 

collectors in De groote schouburgh.85 Govaert had assembled a large collection of art, and at his 

death the objects of his household were inherited by Nicolas. Drawings were Nicolasô chief 

passion, and he sold the prints he had inherited in order to acquire the funds necessary to 

competitively buy in this area. After his death, the collection of drawings, which neared 500, 

were bought en bloc by the Duke of Devonshire, and many of these works remain in that 

collection.86  
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Collecting works on paper was common practice among Dutch artists in the seventeenth 

century. Rembrandt and other artists looked to the established canon to draw inspiration. Records 

of artistsô possessions, which survive in inventories made either when they declared bankruptcy, 

or more commonly in the record of the artistôs possessions made at their death, reveal that prints 

and drawings figured regularly in artistsô households.87 In contrast to Rembrandtôs cessio 

bonorum, which contained an extraordinary amount of recorded detail, many inventories and 

catalogues are far less precise. Prints and drawings were often sold in bulk at auction, or were 

bundled together in inventories, and only the most expensive and rare items were sold 

individually or with an attribution to a particular artist. This is the case in the estate inventory of 

the Amsterdam landscape painter Johannes Beerstraten (1622ï1666) whose impressive 

collection of 119 printed books and 49 albums of prints and drawings was unfortunately recorded 

only as an anonymous list of objects that lacks context and content.88 Another example is the still 

life painter Lucas Luce (c. 1576ï1661), who immigrated from Antwerp to Amsterdam; the prints 

and drawings he owned were sadly recorded along with his ñjunk.ò89 In this sense, it is very 

fortunate that the items in Rembrandtôs collection are given such detail in an inventory meant for 

eventual sale.  

From the records of collections of artists ï painters, sculptors, printmakers, and architects 

ï and dealers it is possible to construct an outline of collecting trends during Rembrandtôs 

lifetime. Rembrandt and other artists collected through a variety of channels: auctions, trade, and 
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purchases from dealers, artists, and other collectors. Artist, collector, and dealer auctions tended 

to attract the same audiences. This is seen not only in Basseôs and Barent van Somerenôs 

auctions mentioned earlier, but also that of Jan Jansz., an Amsterdam painter. A number of artists 

came to his estate auction including David Vinckboons, Adriaen van Nieulandt, and Barent van 

Someren. Van Someren made purchases from Jansz.ôs large collection of prints, which included 

work by Tempesta, Dürer, Goltzius, Spranger, and Raphael, and a considerable number of books, 

including a copy of Karel van Manderôs Schilderboeck. The artists mentioned in Jansz.ôs sale are 

mainstays of Dutch artistsô collections, including Lucas van Leyden, Abraham Bloemaert (1566ï

1651), Maarten van Heemskerck (1498ï1574), Titian (1488ï1576), and later Rembrandt.90 This 

is indicative both of what was available on the market, and the esteem in which certain artists 

were held. Based on a review of inventories recorded by Bredius and Montias, the frequency of 

prints by Dutch and Italian artists was relatively even, which was in contrast to the availability 

and appreciation of Italian painting. Italian paintings were costlier and less common in Dutch art 

markets, but compositions by renowned painters were more readily available in reproductive 

prints and occasionally in drawings. 

The preference for specific artists seen in these records was not the result of access to 

books offering advice for connoisseurs. Such books, apart from the widely read Van Mander, 

would not be published until the later half of the seventeenth century: Evelyn and LeComte have 

already briefly been mentioned. Samuel Quicchebergôs (1529ï1567) Inscriptions (1565), a 

theoretical text that described the organization of an ideal Kunst-und Wunderkammer, was 

published in Latin and not widely read.91 Instead, artists gained familiarity with the work of their 
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contemporaries and predecessors through their training in studios, travel, and interaction with 

patrons and fellow collectors. The presence of specific artists in artistsô collections is probably 

the result of cultural trends and preferences as well as being informed about who is considered 

worth studying and imitating. Collecting was a social endeavor, and it is likely that collectors 

and artists shared and discussed their preferences and tastes rather than gaining insight from 

texts.  

In general, the collections of individual artists were based on a shared understanding of 

the history of art. There was a canon of artists, mostly sixteenth-century masters, whose work 

inspired and influenced artists of the seventeenth century. Collections become more 

individualized based on a combination of profession and education. Well-educated artists, such 

as Cornelis Dusart, Joachim von Sandrart, and Bartholomeus van der Helst (1613ï1670) 

collected from this core group of masters and also owned books outside of their specialities. 

Dusart, a genre painter who specialized in low-life genre scenes, owned over 200 books in 

addition to hundreds of prints and drawings organized into seventy-one albums.92 The esteemed 

Sandrart had a substantial collection of prints, drawings, and books, which he sold in Amsterdam 

before his departure for Germany in 1645.93 Van der Helst, the leading portraitist in Amsterdam 

after 1640, owned a small collection of books, including Van Manderôs Schilder-boek and 

architectural treatises by Vitruvius and Andrea Palladio (1508ï1580), as well as a sizable 

collection of prints and drawings. 94 He owned eight boxes of prints by Italian, Dutch and other 
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masters and four albums of prints, three of which were unattributed, while a smaller one 

contained works after Anthony van Dyck. As Van der Helst was a portrait painter, he probably 

owned some of the many portrait prints from the Iconography. This is reflected in the elegant 

poses he introduced into Amsterdam portraiture.95 He also owned a number of unattributed 

portraits, though it is not specified whether they were prints or paintings.  

More surprising, sculptors and architects also took an interest in old master prints. The 

Amsterdam sculptor Cornelis van den Block owned prints by Antonio Tempesta, Dürer, and 

Maarten van Heemskerck, as well as a Passion series by Karel van Mander. He also owned a 

number of drawings and over thirty-one undescribed albums of prints and drawings.96 Jacob Lois 

(1634ï1676), a self-trained architect, owned albums of prints and drawings attributed to Dürer, 

Van Dyck, and Raphael, in addition to books and albums of prints and drawings related to 

architecture. 97  

The painter and art dealer Laurens Bernards (Laureys Beernaert) (1628/1632ï1676) 

owned a considerable and organized collection of paintings, prints, and drawings recorded in his 

1676 estate inventory.98 In addition to owning a number of books, including a copy of Van 

Manderôs Schilderboeck, he owned several albums that included some of the most popular artists 

of the time such as Dürer, Lucas, Goltzius, and Jacques Callot (1592ï1635), as well as German 

masters including Albrecht Altdorfer (c. 1480ï1538), Hans Sebald Beham (1500ï1550), and 

Georg Pencz (c. 1500ï1550). He also owned a number of drawings. It is one of the better 
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recorded collections and is similar in scope to Rembrandtôs collection. As Bernards was both a 

dealer and an artist, as many active artists were, it is questionable whether these albums were his 

own private collection or were part of his stock.  

 For artists, collections of prints and drawings fulfill ed a multiplicity of functions. Artists 

used both as a means to train their young students in the fundamentals of drawing, design, and 

composition. Many images were available in reproduction (if they were not originally designed 

as prints), which allowed for an exchange of visual information that created a comprehensive and 

universal curriculum among younger artists. This is evident in the depictions of artistsô studios in 

which young apprentices can be seen drawing from prints, sculpture and live models. In Lievensô 

Young Boy in the Studio (Figure 2), an apprentice studies from two albums of drawings while 

seated before a sculpture. In Gabriel Metsuôs (1629ï1667) A Young Woman seated drawing 

(Figure 3) a print is draped over a table and busts are haphazardly placed near a woman intently  

  

Figure 2 Jan Lievens, Young Boy 

in the Studio, 1630ï1635, oil on 

canvas. Paris: Louvre Museum, 

R.F.2562. 

Figure 3 Gabriel Metsu, A Young 

Woman seated drawing, about 1655ï

60, oil on oak. London: The National 

Gallery, NG5225. 
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drawing.99 The Ter Borch family collection now in the Rijksmuseum in Amsterdam includes a 

number of drawings by the young Moses ter Borch after prints and drawings owned by his 

father.100  

Artistsô collections also served as catalysts for further artistic developments. For instance, 

pattern books were meant to inspire craftsmen in their own creative processes. Drawings played 

a significant role in the development of motifs and full compositions. This practice becomes a 

game of sorts, which is evident in the Mannerist tendency towards virtuous emulation. The work 

of Hendrick Goltzius in particular was seen to embody this practice; his exceptional skills in 

imitating graphic vocabularies were used to convincingly create his Meisterstuckjes (c. 1594), a 

series of prints which imitated the styles of Dürer, Lucas, Federico Barocci (c. 1535ï1612) , and 

Francesco Vanni (1563ï1610) among others.101 Well-informed connoisseurs could participate by 

recognizing artistsô adaptations and responses to one another, and prints facilitated this 

knowledge. Artistic exchanges were also evident in the competitions that artists engaged in, as 

demonstrated in a comparison of some of Rembrandt's and Lievens' work. As young artists in 

Leiden learning the skills of printmaking, Rembrandt and Lievens played a game between 

equals, demonstrating their skills in an attempt to best the other.102 This endeavor was not unique 

                                                      

99 There are many more examples, including Jan Steenôs The Drawing Lesson, about 1665, illustrated below as 

Figure 85. John Walsh, Jan Steen: The Drawing Lesson (Los Angeles: Getty Museum Studies on Art, 1996), 

includes a section on artistôs training and the depictions of this theme. The subject of Lievensô painting was 

previously described as a young draftsman, but more recently the subject has been identified as a young boy 

studying drawings. See Bernhard Schnackenburg, Jan Lievens: Freund und Rivale des Jungen Rembrandt 

(Petersberg: Michael Imhof Verlag, 2016), 230ï231.  
100 Kettering 1983; idem. 1988. 
101 See Melion 1991, idem., ñKarel van Manderôs Life of Hendrick Goltzius: Defining the Paradigm of Protean 

Virtuosity in Haarlem around 1600,ò Studies in the History of Art 27 (1989), 113ï33; idem., ñHendrick Goltziusô 

project of reproductive engraving,ò Art History 13:4 (1990), 458ï487. 
102 Stephanie S. Dickey, ñJan Lievens and Printmaking,ò in Jan Lievens: a Dutch master rediscovered, exh. cat. 

(Washington, DC: National Gallery of Art, with Yale University Press, 2008), 54ï67, especially 62ï64. For broader 

discussions of the friendship and rivalry of the young Rembrandt and Lievens, see Christian Vogelaar and Gerbrand 

Korevaar, eds., Rembrandt & Lievens in Leiden, exh. cat. (Leiden: Stedelijk Museum De Lakenhal, 1992), 

Schnackenburg 2016, passim.; Ernst van de Wetering and Bernhard Schnackenburg, eds., The Mystery of the Young 
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to Lievens and Rembrandt. Dürer demonstrated a similar admiration towards Lucas and Martin 

Schongauer (c. 1450ï1491), collecting their work, and visibly competing with them.103  

For the artists in this study, it is apparent that their collections were the product of social 

and professional conditioning as well as a means of self-fashioning. While kunstkamers were 

located in private areas of a home, it is likely that those spaces were open to interested visitors, 

friends, and associates. Works on paper were often used in social exchanges between artists and 

collectors. In his landmark article, Robert Scheller (1969) argues that Rembrandtôs vast 

collection of art, costumes, and naturalia reflects the artistôs social aspirations, and not purely his 

artistic ones.104 Studies by Michael Zell on Rembrandtôs use of art ï paintings and prints ï as 

gifts demonstrate the complex social relations between artist, object, and collector.105 For 

Rembrandt and Lely, these issues of taste are more apparent because of the details known about 

their collections. Unlike Van Sichem and Van Nieulandt, Rembrandtôs and Lelyôs collections 

garnered international attention and their subsequent biographers included references to their 

collections. This suggests that their endeavors were widely known, and they undertook more 

deliberate means in building their collections and by extension their reputations.  

Following an overview of the literature on the history of collecting works on paper, 

particularly in the Dutch Republic, my chapters are arranged chronologically; each succeeding 

                                                      

Rembrandt, exh. cat. (Kassel: Gemäldegalerie Alte Meister, Amsterdam: Museum het Rembrandthuis, with Edition 

Minerva, 2001); Roelof van Straten, Young Rembrandt. The Leiden Years, 1606-1632 (Leiden: Foleor, 2005); 

Schnackenburg 2016 (English ediiton: Jan Lievens. Friend and Rival of the Young Rembrandt, Berlin: Imhof 

Verlag, 2016). 
103 See Jeffrey Chipps Smith, ñThe 2010 Josephine Waters Bennett Lecutre: Albrecht D¿rer as Collector,ò 

Renaissance Quarterly 64 (2011), 1ï49. 
104 Robert W. Scheller,ñRembrandt en de encyclopedische kunstkammer,ò Oud Holland 84 (1969), 81ï147. 
105 Michael Zell, "Rembrandtôs Gifts: A Case Study of Actor-Network-Theory,ò Journal of Historians of  

Netherlandish Art 3 (2011), DOI: 10.5092/jhna.2011.3.2.2, and idem., ñThe Gift Among Friends: Rembrandtôs Art 

in the Network of His Patronal and Social Relations,ò in Rethinking Rembrandt, eds. Alan Chong and Michael Zell 

(Zwolle: Waanders, 2002), 173ï194. 
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case study will show the continuation of collecting practices and provide insights into how 

artistsô collections changed over time. Chapter Three focuses on the earliest artist, Christoffel 

van Sichem the Elder. Van Sichem was a woodcutter and merchant who worked primarily in 

Amsterdam and Basel. As a reproductive printmaker, Van Sichem consulted the prints and 

drawings of other masters as models for his oeuvre. Chapter Four addresses Adriaen van 

Nieulandt, who emigrated with his family from Antwerp to Amsterdam at the end of the 

sixteenth century and was a wealthy artist and real estate investor. Van Nieulandtôs oeuvre 

reflects a conservative approach towards the painting of mythological scenes that were informed 

by Dutch and Italian models. Chapters Five and Six will deal with Rembrandt and Peter Lely, 

respectively. Both owned considerable collections of prints and drawings, and their collections 

have been seen as a means to evaluate their interests and practice, as well as a marker of their 

distinctive tastes. What unites these disparate individuals is their professional affiliation within 

an artistic community characterized by the almost ubiquitous cultivation of works on paper 

collections. For these artists, their collections took dramatically different shapes, ranging from 

the more intimate studio collection formed by Van Sichem to the large and refined collection 

formed by Lely. A comparison of the two shows the range that can occur between artists when 

one considers the times and circumstances that shaped their taste and ability to collect.  

 The presence of prints and drawings in artistsô workshops and their uses as visual 

reference tools and objects for inspiration is generally accepted, but the individual character of 

these practices is worth exploring further in order to shed light on the kinds of images in 

circulation and how those images were used. By calling attention to the paper arts in collections, 

and by examining the role of artists in the shaping of early modern collecting practices, I will 

address the intersections of the history of print, the uses of drawing, and the history of collecting. 
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As I will illustrate, the collections built by Van Sichem, Van Nieulandt, Rembrandt, and Lely, 

are reflective not only of their profession, but also of taste, interests, and ambitions.  
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Chapter 2 

Literature Review 

This chapter provides an overview of the literature on collecting as it relates to the thesis 

topic. Relevant literature specific to each of the four artists examined as case studies will be 

discussed in the chapters that follow.  

 The scholarship that addresses art collecting in early modern Europe is defined by 

examining the objects assembled, by considering the collectors and their activities, and by 

looking at the events that surround the assembly of objects. These aspects often intersect, but 

distinctions have been made that shape how collections are formed, by whom, and to what end. 

In studying two-dimensional art objects (as opposed to sculpture), there is a bias towards the 

collecting and display of paintings, with works on paper - prints and drawings - forming smaller 

subfields. This is in part due to the nature of the economies based on medium. Paintings have 

always tended to be more expensive than works on paper. Additionally, works on paper were 

often traded and priced as a bulk unit due to the relative low cost of prints and drawings 

compared to paintings. Prints were often published in sets or series, and works on paper were 

usually bound together in albums. As a result, there is not a lot of information about the worth of 

individual sheets (with some rare exceptions). This holds true throughout the seventeenth 

century; while the collecting of prints and the collecting of drawings are usually considered 

separate fields in the repositories established by artists, they both wavered between tool and 

finished work of art. This, too, meant that they were not always valued for their aesthetic 

significance. 
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Additional limitations are imposed based on who established a specific collection. The 

higher survival rate of both documentation and actual objects held in collections established by 

the sixteenth- and seventeenth-century aristocracy, for instance, or where a collection is traceable 

to an institution, has determined which collectors and collections are closely studied. For 

studying collectors in the Low Countries this poses an interesting problem as, unlike the 

collections built as part of dynastic programs, such as that established by the Medici (now part of 

the Uffizi) or with the intention of ensuring the collectionôs continuity following the death of its 

progenitor (such as the foundations of the Ashmolean Museum), many collections in the 

Netherlands were dispersed with only cursory documentation hinting at their contents.106 Given 

these circumstances, considerations of artists as collectors has often been overshadowed by 

attention to collections established by the wealthy. Despite the comparatively little that remains 

of artistsô studios, there is still evidence for widespread collecting by artists as part of their 

practice, especially in the tantalizing hints recorded in probate inventories and estate sales. In 

rare cases, this is also apparent on the objects themselves in the form of inscriptions or 

collectorôs marks, a symbol that indicates the collectorôs presence and an objectôs provenance.  

A final aspect is the events that surround the building up and dispersal of collections. In 

this area, it is through examining market and cultural economies that the avenues of acquisition 

and sociability of collecting are revealed. Auctions play a particularly important role in this 

regard. Research such as that undertaken by John Michael Montias into the seventeenth-century 

art market reveals that not only were artistsô estates auctioned, but many of the attendees at these 

events were artists. Smaller transactions, such as visiting shops and vendors, were also avenues 

in which prints and drawings were bought and exchanged. The London print collector and 

                                                      

106 An exception is that of Michiel Hinloopenôs collection of prints.  
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bibliophile Samuel Pepys (1633ï1703) mentioned his visits to print and book shops to acquire 

pieces for his collection in his diaries.107 Likewise the polymath Constantijn Huygens the 

Younger (1628ï1697) recorded exchanges and social visits with collectors and artists in his diary 

and in letters to his brother.108 Additionally, the exchange of gifts between friends and colleagues 

also points to the sociability of collecting seen through gift-giving between artists and between 

collectors.109  

Most often, the fields of collecting prints, collecting drawings, and artists as collectors are 

considered distinct areas of study, and the scholarship reflects these divisions. As such, the 

following review considers each field individually, with a focus on scholarship and sources on 

Northern Europe in the seventeenth century. To situate these fields, I consider additional texts 

from the sixteenth and eighteenth centuries, as well as scholarship that deals with these time 

periods. As many great collections of works on paper were formed in Italy or are comprised 

primarily of Italian work, additional consideration is given to figures and scholars in that field. 

Collecting practices in the seventeenth century are rooted in actions and theories first established 

in the previous century, and the continuation of those practices is reflected in the increasingly 

widespread practice of collecting works on paper in the eighteenth century.  

2.1 Collecting Prints in the Seventeenth Century 

 

                                                      

107 Samuel Pepys, The Diary of Samuel Pepys M.A.F.R.S., ed. Henry B. Wheatley, F.S.A. (London: George Bell & 

Sons York, 1893), July 7, 1660, November 7, 1666, and August 12, 1667, 

http://www.gutenberg.org/files/4200/4200ïh/4200ïh.htm#link2H_4_0012. 
108 Constantijn Huygens, Journaal van 21 October 1688 tot 2 Sept. 1696, 2 vols. (Utrecht, 1876ï7), he recorded 

visiting collectors and artists almost daily; Christiaan Huygens, Oeuvres Complètes de Christiaan Huygens, 9 vols. 

(The Hague: Martinus Nijhoff, 1901), 9:545ï546. 
109 Zell 2011; see also Genevieve Warwick, ñGift Exchange and Art Collecting: Padre Sebastiano Restaôs Drawing 

Albums,ò The Art Bulletin 79 (1997), 630ï646 and Alexander Nagel, ñArt as Gift: Liberal Art and Religious Reform 

in the Renaissance,ò in Negotiating the Gift: Pre-Modern Figurations of Exchange, eds. Gadi Algazi, Valentin 

Groebner, et al. (Göttingen, Vandenhoeck & Ruprecht, 2003), 319ï360. 
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Since the advent of the printing press in the fifteenth century, prints have played a 

significant role in the history of European collections. Within the larger history and study of 

collecting, discussed briefly in my introduction, my focus is on the assemblage of works on 

paper; thus, this section concentrates on collections that incorporated prints in a primary or 

secondary way. It is only in the sixteenth century that we begin to see print collections rising 

independently from other collection types, and this was further normalized in the seventeenth 

century. What follows is an overview of the history of print collecting and an examination of the 

contributors to this field.  

In the sixteenth century, Kunst und Wunderkammern were a popular collection type that 

attempted to categorize all known aspects of the world, and thus covered a plethora of natural 

and artificial objects. These collections were symbols of power, learning, elite status, and 

sophisticated knowledge of the world. Within these purviews and spaces, printsô functions were 

largely determined by their arrangement within the various cabinets that made up a given 

collection. The uniqueness of the print is its flexibility as an object: it can have aesthetic appeal, 

be used for spreading information, and is accessible to a broader audience, often at a modest 

price, for private consumption and enjoyment. Within this context, prints were relatively cheap, 

easily circulated, produced in multiples, and accessible to collectors with limited space and 

financial means. Their presence within collectorsô cabinets is assumed due to their functionality, 

but also because of writings from the time. The earliest discussion of print collecting as a 

practice is in Samuel Quicchebergôs (1529ï1567) treatise on the Kunstï und Wunderkammer 

published in 1565, which describes an ideal means of organizing a collection.110 Though the 

treatise was probably not influential in its own time, as argued by Mark Meadow (2013) and 

                                                      

110 Quiccheberg 1565/2013. 
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Andrea Bubenik (2013), it codified prevalent ideas surrounding concerns with the organization 

of collections.111 Quicchebergôs princely collection is composed of five distinct classes: religious 

media, sculpture and archeology, natural history, science and mechanics, and ñart collections.ò 

As Elizabeth Hajos demonstrated, Quiccheberg primarily incorporated prints into the first 

(religious) and fifth (ñartò) classes, though they could also be used as supplements to other parts 

of the collection.112 The fifth class, which focuses on painting and prints, identifies prints as 

distinct from and, Hajos argues, equal to painting.113 Within the context of art collections, prints 

could be organized by subject, categorized by size and then further divided by content. In 

Quicchebergôs imagined collection, a print collection would be arranged in albums and 

organized into three sections. The first section is of histories, the second is devoted to natural 

history and philosophy, and the last encompasses geography, archeology, tools, and ornaments. 

In this thematic arrangement, prints serve as conduits of information rather than being valued 

according to the artists who produced them. 

Despite the acknowledgement that prints played a vital role in the spread of ideas during 

the early modern period, the ways in which prints were bought, organized, assessed and used has 

received limited treatment. As Peter Parshall (1994) has argued, prints are inherently 

collectible.114 Produced in multiples, and often published in series, they lend themselves to 

collecting in large numbers: buyers were encouraged to acquire complete sets, and numerous 

prints could be compactly stored in albums. Early print collecting is the result of a convergence 

                                                      

111 Mark Meadow, ñIntroduction,ò in ibid., 36ï37; Andrea Bubenik, Reframing Albrecht Dürer: The Appropriation 

of Art, 1528ï1700 (Burlington: Ashgate, 2013), 52ï53.  
112 Elizabeth Hajos, ñThe Concept of an Engraving Collection in the Year 1565: Quicchelberg, Inscriptiones vel 

Tituli Theatri Amplissimi Quicchelberg,ò The Art Bulletin 40 (1958), 151ï156. 
113 Ibid, 152. 
114 Peter Parshall, ñArt and the Theater of Knowledge: The Origins of Print Collecting in Northern Europe.ò 

Harvard University Art Museums Bulletin 2 (1994), 7, 12. 
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of different factors and interests. Prints created their own market in conjunction with book 

publishing. Thus, collectors acquired prints to illustrate existing texts. Intellectual communities 

used prints as sources of information and conversation pieces, which facilitated amusing and 

intimate discussion. Prints were often incorporated into the library and the Kunst- und 

Wunderkammer, functioning as supplements to larger collecting programs, but also as objects 

with value inherent in their content as well as their medium and design.  

 Independent print collections became more conventional in the seventeenth century 

before being further normalized in the eighteenth century. Publications in the seventeenth and 

eighteenth century tend to address a specific audience of art lovers that often included artists. 

Abraham Bosseôs Traité des manières de graver (1645) was the first treatise written on 

printmaking techniques for etchings and engravings. It was dedicated to enthusiasts who were 

interested in the process of making intaglio prints and to art students.115 His later publication, 

Sentiments sur la distinctioné (1649), further codifies the practice of collecting works on 

paper.116 In 1699, Roger de Piles (1635ï1709) expressed an enthusiasm for print collecting and 

the various uses that could be attributed to it.117 Such treatises sought to explore the history of 

printmaking and its uses, and to compile lists of worthy objects for the collector and the artist. 

John Evelynôs Sculptura, published in 1662 in England, gives insights into printing techniques 

                                                      

115 Abraham Bosse, Traité des manières de graver en taille douce sur l'airin par le moyen des eaux-fortes (Paris: 

Chez ledit Bosse, 1645).  
116 Abraham Bosse, Sentiments sur la distinction des diverses manières de pienture, dessin, et gravure et des 

originaux d'avec leurs copies (Paris: A. Bosse, 1649); see also Carl Goldstein, Print Culture in Early Modern 

France: Abraham Bosse and the Purposes of Print (New York: Cambridge University Press, 2012), 31. 
117 De Piles 1699, 83ï92; idem., The Art of Painting and the Lives of Painters: Containing a compleat Treatise of 

Painting, Designing, and the Use of Prints: With reflections of the Works of the most Celebrated Painters, and of the 

several Schools of Europe, as well as Ancient as Modern, trans. John Savage (London: Printed for F. Nutt near 

Stationers-Hall, 1706), 54ï63. The text must have been an international success since it was translated into English 

shortly after its initial publication date. 
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and lists a series of artists worthy of a collectorôs fancy.118 Significantly, many of the early 

printmakers most admired today, such as Albrecht Dürer and Lucas van Leyden, were already 

singled out by connoisseurs such as Evelyn. Florent LeComteôs Cabinet des singularités (1702) 

is the first book to offer detailed advice for collectors and connoisseurs on the artists and pieces 

worth collecting.119 In his ideal collection, LeComte included Dürer, Lucas van Leyden, Frans 

Floris, Maarten van Heemskerck, Andrea Mantegna, and Domenico Campagnola, among many 

others.120 LeComte, in contrast to Evelyn, describes what should be in a notable collection, rather 

than providing biographical information on printmakers with a summary of their printed oeuvre. 

Soon after, Edme-François Gersaint (1694ï1750) compiled the first catalogue raisonné of a 

single printmakerôs work, the Catalogue raisonn® de toutes les piǟces qui forment l'oeuvre de 

Rembrandt (1751).121 His publication marks the shift from the sweeping overview of the medium 

to focus on one artist and his oeuvre. Other Dutch and Flemish printmakers, such as Cornelis 

Visscher (1629ï1658) and the reproductive prints after Rubens, were catalogued at the same 

time, indicating continued interest in compiling and recording artistsô complete graphic 

oeuvres.122  

 General studies on early print collecting practices are few and far between. Peter 

Parshallôs ñOrigins of Print Collecting in Europeò (1994) is significant for its treatment of the 

beginnings of a collecting tradition in the sixteenth century.123 He argues that prints played a key 

                                                      

118 Evelyn 1662. 
119 LeComte 1699, 2ï28; Stephan Brakensiek, Vom ñTheatrum mundiò zum ñCabinet des Estampesò: das Sammeln 

von Druckgraphik in Deuschland, 1565ï1821 (New York: Georg Holms Verlag, 2003), 280ï295. 
120 LeComte 1699, 18ï27. 
121 Edme-François Gersaint, Catalogue raisonn® de toutes les piǟces qui forment l'oeuvre de Rembrandt (Paris: Chez 

Hochereau, 1751). 
122 Robert Hecquet, Catalogue des estampes grav®es d'apr¯s Rubens. Auquel on a joint l'îuvre de Jourdaens, & 

celle de Visscher. Avec un secret pour blanchir les estampes et en ôter les taches d'huile (Paris: Briasson, 1751).  
123 Parshall 1994, 7ï36. 
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role in the development of consumerism and that systematic collecting began with the collecting 

of works on paper. Thus, print collecting influenced how other objects, including paintings, were 

later appreciated and coveted. This point is demonstrated through the rise of centralized 

commercial means of production and consumption, such as print publishersô workshops that 

marketed prints to an intellectual middle and upper class. Publishing strategies motivated 

collectors to want conversation pieces and to seek out complete sets of images. In this way, 

prints were valued for their conception, quality, or rarity, which all contributed to their 

commercial value. Parshall further argues that there is a difference between the ways that 

collectors and intellectuals collected and the concerns of the artist. Artists created personal 

records through the gathering of printed and drawn materials in the form of Stammbücher.124 

Stammbücher were books created and used in artistsô studios, providing a record of the artistôs 

work and a source of inspiration for later projects that could be incorporated into the curriculum 

for apprentices. Stammbücher were passed down through studios, and eventually became 

available to an open market of collectors. This is evident in the inheritance of D¿rerôs 

Stammbuch by one of his pupils, Hans Döring.125 While Stammbücher did not initially record the 

work of artists outside the originating workshop, since they were used as an instrument in studio 

practice it is possible that other prints would be incorporated as the tradition progressed. The 

Stammbuch is the most pertinent to the development of artistsô collections of prints, as seen in 

                                                      

124 For scholarship on Stammbücher and the album amicorum, see Karlheinz Goldmann, Nürnberger und Altdorfer 

Stammbücher aus vier Jahrhunderten: Ein Katalog (Nuremberg: Selbstverlag der Stadtbibliothek Nürnberg,1981); 

Wolfgang Klose, ñStammb¿cher: Eine kulturhistorische Betrachtung,ò Bibliothek und Wissenschaft 16 (1982), 41ï

67, idem., Corpus alborum amicorum: CAAC: beschreibendes Verzeichnis der Stammbücher des 16. Jahrhunderts 

(Stuttgart: A. Hiersemann, 1988); and Ilse OôDell, ñJost Amman and the Album Amicorum: Drawings after Prints in 

Autograph Albums,ò Print Quarterly 9 (1992), 31ï5, Kees Thomassen, ed. Alba Amicorum. Vijf eeuwen 

vriendschap op papier gezet: het album amicorum en het poëziealbum in de Nederlanden (The Hague: Rijksmuseum 

Meermanno-Westreenianum, 1990), among others. There has not yet been a general study on the Stammbuch, rather 

scholarship focuses on either the collection at individual institutions or on individual albums.  
125 Parshall 1994. 
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the forthcoming discussion of collecting as an artistic practice, with collections functioning as 

both record and inspiration. 

Following Parshallôs exploration of the development of print collecting in the sixteenth 

century, William Robinsonôs essay, ñóThis Passion for Printsô: Collecting and Connoisseurship 

in Northern Europe during the Seventeenth Century,ò in the exhibition catalogue Printmaking in 

the Age of Rembrandt (1981) discusses the early rise of connoisseurship and the establishment of 

print collecting in the seventeenth century.126 He identifies the importance placed on prints in 

treatises written at the end of the seventeenth and the beginning of the eighteenth century, such 

as those written by De Piles, Sandrart, and Michel de Marolles (1600ï1681). He also notes the 

important role artists played in the development of print collecting as producers of prints for a 

larger market, both in the production of original works and by reproducing the art of others. He 

likewise points out that artists also collected prints to keep abreast of current artistic trends. Both 

Parshallôs and Robinsonôs essays provide a significant basis and introduction to the history of 

print collecting independent of larger collecting practices in the sixteenth and seventeenth 

centuries. More recently, Stephan Brakensiekôs Vom ñTheatrum mundiò zum ñCabinet des 

Estampes" (2003) looks at the evolution of print collecting in Germany within the early modern 

period.127 These studies are foundational to the development of print collecting as a historical 

field.  

 Most considerations of print collecting focus on the activities of a few noted collectors in 

isolation, rather than general print collecting practices in the early modern period. This is due to 

                                                      

126 William W. Robinson, ñóThis Passion for Printsô: Collecting and Connoisseurship in Northern Europe during the 

Seventeenth Century,ò in Printmaking in the Age of Rembrandt, ed. Clifford S. Ackley, exh. cat. (Boston: Museum 

of Fine Arts, 1981), xxviiïxlvii.  
127 Brakensiek 2003. 
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the limited surviving evidence of specific print collections, especially from the sixteenth and 

seventeenth centuries. Rare examples, such as the collections of the Spaniard Ferdinand 

Columbus (1488ï1539) and the Austrian Ferdinand II, Archduke of Tyrol (1529ï1564), are 

reconstructable due to the careful recording of inventories or the survival of the collections 

themselves. In the case of Columbus, however, many of the hundreds of prints described cannot 

be matched with any extant examples.128 In some instances it is possible to reconstruct 

collections based on identifiable features of the objects, such as the rare survival of the ñ1637 

albums,ò so named due to the embossed ñ1637ò on the covers of extant albums, believed to have 

been assembled by the art collector and Dutch diplomat to Sweden, Peter Spiering Silvercoon.129 

More often, due to the limited survival of print collections of the early modern period, these 

studies are conducted in conjunction with institutions which were founded to some degree on the 

basis of these collections. This is seen in the work completed on Sir Hans Sloaneôs (1660ï1735) 

collection at the British Museum, Samuel Pepysôs library and print collection at Cambridge, 

Michel de Marollesô first collection sold to King Louis XIV (1638ï1715), which was eventually 

incorporated into the Biblioth¯que National de France, and Michel Hinloopenôs print collection 

in Amsterdam, which became the first public collection of prints.130 Rather than discussing the 

practice of print collecting in light of contemporary collecting activities, these collection and 

object histories focus on the incorporation and continuation of collecting practices in relation to 

                                                      

128 Mark P. McDonald, The print collection of Ferdinand Columbus (1488ï1539), A Renaissance collector in 

Seville, exh. cat. (London: British Museum, 2004); Peter Parshall, ñThe Print Collection of Ferdinand, Archduke of 

Tyrol,ò Jahrbuch der Kunsthistorischen Sammlungen in Wien 88 (1982), 139ï184. 
129 Veldman 2016; see also Christopher Baker, Caroline Elam and Genevieve Warwick, eds., Collecting Prints and 

Drawings in Europe, c. 1500ï1750 (Burlington, VT: Ashgate, 2003). 
130 See Antony Griffiths, Landmarks in Print Collecting: Connoisseurs and Donors at the British Museum Since 

1753 (London: British Museum Press, 1996); Christina Faith Aube, ñMichel de Marolles and the rise of printmaking 
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the development of museums. They do little to situate the practice of individuals within the 

geographic, temporal, and cultural climates in which they worked.  

Another approach to tracing the history of print collecting is to examine the collecting of 

works by a single significant artist. A notable example is Bart Cornelis and Jan Piet Filedt Kokôs 

ñThe taste for Lucas van Leyden printsò (1998), which traced the popularity of Lucas van 

Leydenôs printed oeuvre from the sixteenth to the twentieth century.131 Kok also studied the 

reception of Hendrick Goltzius, including his graphic oeuvre.132 Karel Boon conducted a similar 

study (1956) on the Rijksmuseumôs collection of prints by Rembrandt van Rijn.133 And Ger 

Luijten and Saskia Sombogaart (1999) similarly discussed the collecting of works by and after 

Anthony van Dyck (1599ï1641); taking special note of the collecting of Van Dyck's prints by 

artists and other contemporaries, they also examine the broader developments of connoisseurship 

after the seventeenth century.134 

 The motivations and practices of collecting prints in the seventeenth century were varied. 

Available through auction, trade, or vendors and dealers, prints were accessible and affordable. 

Their reproducibility likely kept their prices down, and their aesthetic appeal, coupled with their 

ability to supplement other aspects of larger collecting programs, made them an ideal object of 

consumption. Case studies have largely defined how works on paper collections have been 

understood. This approach offers exciting possibilities once their purviews extend beyond their 

immediate focuses to situate such endeavors into a larger cultural framework in which these 
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practices were undertaken. This dissertation examines four artistsô collections with attention to 

similarities and differences in content and context. 

2.2 Collecting Drawings in the Seventeenth Century 

The early history of collecting drawings differs considerably from that of prints. While 

prints from the beginning were created with the intention of entering into the market, drawings 

were a part of the artistic process. Before drawings entered the collections of the intellectual, the 

wealthy, or the noble, drawing collections were formed by artists who created them as 

repositories for their own works and designs.135 Many of the drawings produced in the early 

modern period were not intended for a collectorôs cabinet, but were instead working objects. 

They were created in the course of study from models of paper, plaster, and flesh to master the 

foundations of draftsmanship. Drawings were also created as a means of developing and refining 

ideas; this encompassed sketches of individual motifs, compositional studies, and designs for 

larger works. Some were made to serve as reminders of compositions, figures, and places. Only 

specific types of drawings were intended as autonomous works, such as presentation drawings, 

which were more polished than working drawings. How drawings were used and where they 

were kept is traceable to the objects themselves in tandem with the theoretical writings 

surrounding their production. Drawings were kept in workshops and studios to be made, 

referenced, used, and discarded. They were a repository of an artistôs ideas and methods, and, 

through the course of the sixteenth and seventeenth centuries, a growing number of art lovers 

(amateurs or liefhebbers) appreciated them beyond their initial status as a working tool.  
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The trade network surrounding the exchange of old and contemporary master drawings 

was established by the late sixteenth century, coinciding with the growing appreciation of 

drawings beyond professional boundaries.136 The primary agents who procured drawings for 

collectors were the artists who produced these works, who inherited them as part of the legacy of 

their parent or master, or who had access to them as part of their professional network. 

Illustrating this point is a letter written by the Flemish artist Joris Hoefnagel (1542ï1601) to the 

collector Niccolò Gaddi (1537ï1591), wherein he offers his assistance in the procurement of 

Flemish drawings.137 This suggests the importance of artists as agents for the acquisition of what 

was not yet an openly marketed commodity.  

Most drawings were kept in the studio, and traces of these early collections are seen in 

the survival of annotated fifteenth-century drawings indicating their uses within this context, 

such as those traceable to the Il Badile album, a collection of drawings assembled by the Italian 

painter Antonio Il Badile.138 They are also compiled in sketchbooks, such as the so-called 

ñAntwerp Sketchbook,ò a sketchbook and reference tool created by landscape artists in the mid-

sixteenth century, later acquired by the Flemish artist Peter Candid (c. 1548ï1628). Candid wrote 

within the sketchbook his desire for the album to remain whole, indicating the importance of the 

sheets as models and their value as an assemblage of studies. The sketchbook continued to be 

used by its subsequent owner, Gabriel Weyer (1576ï1632), who added his own sketches and 

identifying inscriptions to the landscapes.139 There are also rare survivals of a workshopôs 

repository almost to the present day, such as the drawings made by the Ter Borch family, now at 
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the Rijksmuseum.140 Similarly, a parallel between drawing and print collecting is seen in the 

maintenance of Stammbücher. As mentioned earlier, Stammbücher were assemblages of printed 

and drawn material. They were modeled after model and drawing books maintained in 

workshops, and later were a genre of published books. Jaap Bolten discusses how the model 

book was a type of visual thesaurus for established artists, which served similar purposes as 

drawing books. The latter were instructional manuals meant to teach students how to draw.141 

Providing inspiration and instruction, these books were popular and likely part of the foundation 

of early artist collections, which were often functional in nature. 

Writings from the early modern period are often more suggestive of the content of 

drawing collections than explicit in directions for their acquisition, organization, and upkeep. In 

his treatise on the Kunst- und Wunderkammer, Quiccheberg only mentions the organization and 

appreciation of watercolors, not drawings more broadly, in his fifth class relating to art.142 In his 

second ñinscriptionò in this category, Quiccheberg is likely describing both autonomous works in 

color and miniatures, signaling their degree of finish to indicate their status as an art object. This 

does not necessarily exclude other drawing types, which would have found homes in places 

described by Quiccheberg. For practical reasons, they might have been stored in the library, 

where they could potentially form similar functions to prints as vehicles of information. 

Similarly, they could have been stored in the workshop, where Quiccheberg suggested tools be 

stored. These distinctions further delineate the differences in how drawings and prints were 

treated in the sixteenth century: prints and drawings were educational, but the former were also 
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artful, whereas the latter were only so when more highly finished, i.e., when the medium was 

closer to painting.  

The earliest publications referencing drawing collections are theoretical writings on art 

and the practice of drawing. Karel van Manderôs didactic poem Den Grondt der Edel vry 

Schilder-Const (1604) [The foundations of the noble and free art of painting], the first part of Het 

Schilder-boeck, includes a chapter on drawing instruction and points to the importance of 

learning through study, which would include following the example of earlier masters.143 Books 

on drawing, such as Crispijn van de Passe IIôs model book ót Licht der Teken en Schilderkonst 

(1643) [The light of drawing and painting] and general guidebooks to drawing and painting, 

including the art theorist Willem Goereeôs Inleyding tot de Al-ghemeene Teycken-Konst (1668) 

[Introduction to the general art of drawing] encouraged young artists to look to the best examples 

by old masters when learning to draw. 144 Likewise, Samuel van Hoogstraten (1647ï1678) in 

Inleyding tot de hooge schoole der schilderkonst (1678) [Introduction to the academy of 

painting], Roger de Piles in Les premiers élémens de la pienture pratique (1684), and Gerard de 

Lairesse in Grondlegginge Ter Teekenkonst (1701) [Foundation of Drawing], recommended the 

study of drawings by accomplished masters to train the eye and develop good taste.145 The 

prevalence of instructions to study the drawings of other masters suggests that these examples 

were available to students and art lovers, though how they were procured is not described. In 
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these codifications of theory and practice, the ownership and assembling of drawings are seen as 

incidental, whereas a drawing is owned for the service it can provide rather than necessarily for 

appreciation of the object in itself.  

In contrast, writings by art lovers and artists in letters and diaries reveal an interest in and 

appreciation of drawings not reflected in these theoretical and practical treatises. Hoefnagelôs 

letters to Gaddi and to the cartographer Abraham Ortelius (1525ï1598) reveal his ability to 

confer drawings from the artistôs studio to a collectorôs cabinet. The letter to the latter, 

especially, reveals that his collection included ñgood and principalò (goede ende principale) 

drawings by artists such as Herri met de Bles, Joos van Cleve, and Frans Floris.146 Similarly, the 

Italian collector Padre Sebastiano Resta (1635ï1714) described drawings as precious things 

(cosa pretiosa), distinguishing them from a craftpersonôs tool.147 By the end of the seventeenth 

century, Roger North, the executor of Peter Lelyôs estate, wrote that ñdrawings are observed to 

have more of the spirit and force of art, then [sic] finish paintings for they come from either flow 

of fancy or depth of study; whereas all this or great part is wiped out with the pencil, and 

acquires somewhat more heavy, then [sic] is in drawings.ò148 This admiration points to value 

attributed to drawings as more than a tool, rather a freer form of artistic expression.  

Discussions of drawings collecting have been historically entwined in discussions of 

drawings techniques. Field-defining texts such as Joseph Mederôs Die Handzeichnung, ihre 

Technik und Entwicklung (1923), Charles de Tolnayôs History and Technique of Old Master 

Drawings (1943), and Walter Koschatzkyôs Die Kunst der Zeichnung: Technik, Geschichte, 
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Meisterwerke (1977) underscore the appeal of drawings as collectorsô items, alongside their roles 

in artistsô studios.149 These scholars identify the earliest drawing collections as repositories 

established and maintained by artists. Artists were the main purveyors and authorities, marketing 

drawings along with assurances of desirable attributions.150 De Tolnay characterized the 

evolution of drawing collection practice, beginning with the earliest drawing collections 

assembled by artists, who tended to focus on local schools. In the sixteenth century, there was 

broader interest in the theory of art and the creation of a narrative of aesthetic development, 

which is exemplified by Giorgio Vasari and his Libro dei disegni. This is also a time when 

drawings began to be collected by non-artists. In the seventeenth century, drawing collections 

were more encyclopedic in scope, incorporating larger swaths of time and wider geographies. 

The final step, and the foundation for systematic collecting of drawings, was the rise of the 

culture of curiosity. The curieux of the eighteenth century formed a complex web of dealers and 

collectors, including Pierre Crozat (1665ï1740), Jean de Jullienne (1686ï1766), and Pierre-Jean 

Mariette (1694ï1774), who standardized both the avenues of collecting and the open 

appreciation of those endeavors.151  

Julius Heldôs landmark essay ñThe early appreciation of drawingsò (1963) provides an 

insightful overview of the historical appreciation of drawings based on written accounts from the 
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sixteenth to the mid-eighteenth century. According to Held, the earliest appreciation of drawings 

could be found in Italy, and the influence of Italians and the almost pan-European appreciation of 

Italian art would likewise manifest in the adaptation of Italian collecting practices. Most Italian 

collectors prioritized the acquisition of paintings but prints and drawings were a more affordable 

alternative. Drawings, though initially viewed as a tool, were gaining currency as products of 

individual artistic ingenuity. Held notes that amateurs began collecting at least as early as the 

sixteenth century; notable early collectors include Gabriel Vendramin and Antonio 

Pasqualino.152 Despite the relatively early appreciation of drawings by amateurs, drawings 

continued to be more often passed down through the workshop, though by the seventeenth 

century there was a market for old master drawings.153 

Additional insights into early modern drawing collection patterns come from scholarship 

that focuses on specific regions. Important for understanding collecting in England have been the 

publications of Diana Dethloff, whose research on Peter Lely has shed light on drawing 

collections in England during the second half of the seventeenth century.154 Broad consideration 

of seventeenth-century collecting practices is comparatively rare, though insights can be seen in 

the much more abundant scholarship on drawing collectors of the late seventeenth and eighteenth 

centuries. Here, the work of Michiel C. Plomp on Dutch collectors stands out, as published in his 

exhibition catalogue, Hartstochtelijk Verzameld (2001).155 Plomp offers an overview of the 

drawing market and collectors from the late seventeenth century, framed as the precursor to the 

more robust market and larger collections of drawings established by such illustrious collectors 
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as Jan Pietersz. Zomer (1641ï1724) and Cornelis Ploos van Amstel (1726ï1798) in the 

eighteenth century. Plomp complements his examination of individual collectors with 

considerations of motivations and taste, creating an inclusive approach to the study of collecting 

drawings in the Low Countries of the eighteenth century. In particular, he notes that as the 

eighteenth century progressed, the interest in art from abroad, namely Italy, was replaced by a 

renewed interest in Dutch artists from the sixteenth and seventeenth centuries. It is also during 

the eighteenth century that collectors who are not artists by profession begin to cultivate drawing 

collections specifically, suggesting that drawings and prints before were often collected 

simultaneously.  

Similar to the literature on print collections of the seventeenth century, it is far more 

common for scholars of drawings to look at individual collectors with an eye towards the 

reconstruction of their collections. To that end, Genevieve Warwickôs study of Padre Resta and 

his collection encapsulates the types of methodologies used to reconstruct a collection and reveal 

the larger cultural trends at play.156 Warwick examined Restaôs original albums that are still 

extant, which are located in Milan, Rome, London, and New York, and was able to reconstruct 

additional albums through the study of letters concerning the albums and annotations on 

drawings. Many of Restaôs albums were bought by English collectors. John Talman (1677ï

1726), an agent acting on behalf of Lord John Somers (1651ï1716), purchased the Resta albums 

that had been owned by Restaôs patron, Giovanni Mattei Marachetti, Bishop of Arezzo (1647ï

1704).157 Somers had the albums disbanded, but not before he carefully annotated each 

individual sheet. Many of these drawings were later incorporated into the collections of 
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institutions such as the British Museum and British Library. Similarly, the banker Everhard 

Jabachôs (1618ï1695) collection of drawings is reconstructable due to the sale of a large portion 

to King Louis XIV (1643ï1715) in 1671, which is now part of the Louvreôs collection of 

drawings, and his extant estate inventory from 1695.158  

There are two exceptional texts that bridge the history of collecting drawings and 

collecting prints by focusing on the provenance of works on paper. The first is Frits Lugtôs Les 

marques des collections de dessins et dôestampes (1921), with a supplement published in 1957. 

Lugtôs index has become a powerful database maintained by the Fondation Custodia Frits Lugt 

in Paris.159 The publication and database include biographies of individual collectors, images of 

their collectorsô marks, and references to the sale of their collections. In his original introduction, 

Lugt pointed out the importance of collectors as the ñother halfò of the history of art.160 The 

value bestowed by the collectorôs mark demonstrates that it is not just the artistôs identity that 

determines worth, but the social status and connoisseurship of those who recognized the objectôs 

merits. A similarly important reference is Carlo Jamesôs essay on collectors and mounts, which 

provides a rare overview of historical mounts and how works on paper were treated by individual 
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collectors.161 While Jamesôs contributions has not inspired a similar database of mounts, his 

work has offered insights into how an examination of a physical object can reveal its path from 

the artistôs studio to the collectorôs cabinet.   

2.3 The Artist -Collector 

As discussed above, artists were the progenitors of the collecting of works on paper. As 

has been shown in the work of Peter Parshall and William Robinson on prints and of Charles de 

Tolnay and Joseph Meder on drawings, the collecting of both artforms originates with how 

artists kept and used these objects in their practice. These scholars base their arguments on 

known studio traditions, the remains of works on paper collections, and the evidence that artists 

used these materials, as seen in the production of copies and the proliferation of specific motifs. 

Artists such as Antonio Il Badile and Giorgio Vasari in Italy and Joris Hoefnagel in Central 

Europe provide evidence of the preservation of drawings by other artists, forming collections that 

were both reference aids and manifestations of admiration and taste. The precedent these artists 

set in the sixteenth century would grow over the ensuing centuries.162 The general approach to 

studying artist-collectors is based on the availability of evidence ï inventories, albums, and 

collectorsô marks. In these cases, the collection serves to highlight their remarkability as artists of 

skill and of taste. Rarely, as in the case of Peter Lely, does the collection come to define the 

artist, if not outright surpass other considerations of the artist and their oeuvre. What follows is 

an overview of artist-collectors of the seventeenth century, primarily artists from Northern 

Europe. 
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Surviving inventories provide evidence of widespread collecting practices among artists 

in the seventeenth century. As mentioned in the introduction, the most famous of these is 

Rembrandtôs inventory, a document that lists the artistôs collection of paintings, sculpture, 

costumes, naturalia, as well as works on paper at the time of his insolvency in 1656.163 Many 

inventories from the early modern period in the Low Countries have been made available 

through the publication of reference material. Abraham Brediusô Künstler-Inventare (1915) is a 

fundamental resource for the examination of artist collections.164 Bredius, a protégé of the art 

historian Wilhelm Bode, was an exceptional researcher who mined city archives for documents 

relating to artists from the early modern period.165 Following the publication of the inventories 

for Caspar Netscher (1887), Jan van de Capelle (1892), Aert van der Neer (1900), Jan van der 

Heyden (1912), or their immediate family members in Oud Holland, Bredius published his eight-

part reference series of inventories and supplementary documents he found relating to individual 

artists.166 In his forward to the first volume, Bredius expressed his belief that much could be 

learned about an artist from inventories, including their social standing, their wealth and 

misfortune, and family connections, but that it is often difficult to locate inventories for artists.167 

Bredius focused mostly on the papers of official bodies that recorded household estates in his 

search for documents that related to Dutch artists. In the Gemeente Archief Amsterdam, Bredius 

concentrated his efforts on the records produced by the Weeskamer and the Archief van de 

Notarissen ter Standplaats Amsterdam. Other documents Bredius consulted can be found in the 
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archives of cities in which individual artists died, such as the estate inventories of the art dealer 

Laurens Bernards (died 1676) in Middleburg.168 While undertaking his research in the archives, 

Bredius left marks on the documents themselves, an ñxò at the beginning of each inventory he 

found that related to an artist in a red or blue colored pencil.169 The mark makes it possible to 

locate the documents Bredius found; thus the documents he published can be re-examined. 

Bredius sought to include the records of all the artists he found and did not limit his 

considerations to those whose work was known in his day. It is also why he published the 

inventories of widows and children of artists. In this regard, Bredius adapted an inclusive 

approach in terms of what inventories he published and the relationships they highlighted. 

Another strength of Brediusô series is the inclusion of other documents relating to individual 

artists such as baptismal records, legal proceedings, and images of artistsô signatures. Bredius 

focused primarily on objects he thought were significant to the art trade, such as prints, books, 

drawings, paintings, and ceramics, and his transcriptions are often incomplete. Excluded are 

household furnishings like beds and chairs, and this runs counter to Brediusô aims to provide 

documents that better express the living arrangements of artists. At worst, such selective 

transcribing can obscure tools that were essential to an artistôs trade. As will be discussed, the 

selective transcribing of Van Sichemôs estate sale led to the omission of the artistôs printing 

press. Despite these shortcomings, Brediusô work is an essential tool in the reconstruction of 

artistsô households.  

Jean Denucé, in his De Antwerpsche ñKonstkamersò (1932), similarly published 

transcriptions of inventories, though his focus was in Antwerp, and he considered more than just 
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artists and their possessions.170 More recently, The Montias Database of 17th Century Dutch Art 

Inventories, an online resource based on the archival research of the economic historian John 

Michael Montias, has made available a collection of searchable inventories that lists artists, 

subjects, and prices of objects in seventeenth-century Amsterdam collections and includes 

selections of each inventory, offering a better picture of what artists and other Amsterdam 

collectors owned.171 However, Montiasôs transcriptions were similarly selective and incomplete. 

It is still essential to consult the original documents, as more information can be gleaned from 

these inventories.  

It is within these important resources of artistsô inventories that we learn about the 

households of artists who have not been traditionally seen as collectors. Christoffel van Sichemôs 

collection and studio inventory were published in the context of the larger archival endeavors 

undertaken by Bredius and Montias. Bredius does not comment on Van Sichemôs collection; 

rather he simply presents passages he has gleaned from the Amsterdam City Archives.172 

Montias is far more analytical. In his discussion of Van Sichemôs household, Montias focuses on 

aggregating Van Sichemôs estate with those of other artists, examining the prices of objects and 

noting the buyers at his sale.173 He is less concerned with the make-up of Van Sichemôs estate 

and is more interested in the high number of silversmiths present as bidders at Van Sichemôs 

sale. Montiasô partial transcription of the inventory is available online.174  
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http://research.frick.org/montias/browserecord.php?ïaction=browse&ïrecid=1786 
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Adriaen van Nieulandtôs collection has not been thoroughly examined outside the context 

of Brediusô publication. Since the surviving document that records Van Nieulandtôs household is 

a probate inventory, rather than a record of an auction sale, his inventory was not discussed by 

Montias. Rather, in Montiasô study of art auctions in seventeenth-century Amsterdam, Van 

Nieulandt features either as a buyer at auctions or as the attributed artist of works that were sold. 

References to his collection are only made in passing in Eric Jan Sluijterôs Rembrandt Rivals 

(2015). 175 There, Sluijter mentions the collection to point out that Van Nieulandt was well 

educated, but Sluijter does not use the contents of his household to discuss his artistic 

production, instead focusing on Van Nieulandtôs network as described by Montias. As Sluijter 

situates his study of artists around Rembrandtôs activities, he does not focus on Van Nieulandt as 

a collector, but rather sees Van Nieulandt within the context of his milieu.  

The scholarship on artist-collectors of the seventeenth century has primarily focused on 

the collections of Peter Paul Rubens (1577ï1640) and Rembrandt van Rijn. Rubensô 

considerable collection of paintings, drawings, sculpture, and antique gems and medals, together 

with his classically designed house, garden and library, is seen as a reflection of the artistôs 

erudition and status as an aristocrat, diplomat, connoisseur, and artist.176 Rubensô collection was 

famous in his lifetime and it was in part sold to the Duke of Buckingham in 1625. Victoria 

Sancho Lobisô dissertation (2010) includes the first treatment of the artistôs print collection, 

which she frames within seventeenth-century Flemish print culture.177 Her reconstruction of 

                                                      

175 Eric Jan Sluijter, Rembrandtôs Rivals: History Painting in Amsterdam, 1630ï1650 (Philadelphia: John Benjamins 

Publishing Company, 2015), 188. Hereafter, Sluijter 2015a. 
176 Kristin Lohse Belkin, House of Art: Rubens as Collector: Rubenshuis and Rubenianum, exh. cat. (Antwerp: 

Rubenshuis, 2004); Jeffrey M. Muller, Rubens: The Artist as Collector (Princeton: Princeton University Press, 

1989). 
177 Victoria Sancho Lobis, ñArtistic Training and Print Culture in the Time of Rubens,ò PhD Dissertation, Columbia 

University, 2010. 
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Rubensô print collection was established through studying his drawings and paintings, as well as 

drawings produced in his studio. Rubensô collection of prints and drawings, although no longer 

intact, was kept together as part of his artistic legacy and passed to his heirs. He intended the 

collection to remain together should his children, or their spouses, pursue a similar career.  

 In contrast, Rembrandtôs collection of paintings, drawings, prints, costumes, and 

naturalia has been interpreted as a useful assemblage of material objects that informed not only 

his artistic practice but also his social ambitions and his love of art. Rembrandtôs cessio bonorum 

has been the subject of many studies that deal with Rembrandt as a collector, among them Robert 

Schellerôs highly influential ñRembrandt en de encyclopedische kunstkamer,ò which argued that 

the collection was a means to display Rembrandtôs intellectual pursuits and was in part formed 

by his social aspirations.178 Gary Schwartz (1991) examined the collection in light of how the art 

was distributed through the house. He identifies the ground floor with more commercial 

activities and views the paintings on view as a gallery space. The works on paper were stored in 

a more remote part of the house on the second floor, suggesting that the prints and drawings 

made up the artistôs personal collection and not a dealerôs stock..179 Paul Crenshaw, in 

Rembrandtôs Bankruptcy, offers a broader investigation of the events leading up to Rembrandtôs 

insolvency and the subsequent dispersal of his collection.180 The Rembrandthuis in Amsterdam, 

the museum that occupies Rembrandtôs historic residence on the Breestraat, has devoted several 

exhibitions to Rembrandtôs collection and his dialogue with earlier printmakers.181 There are no 

                                                      

178 Scheller 1969. 
179 Gary Schwartz, Rembrandt: His Life, His Paintings (New York: Penguin, 1991), 288ï291. 
180 Crenshaw 2006. 
181 Dudok van Heel 1987; Bob van den Boogert, ed., Rembrandtôs Treasures, exh. cat. (Amsterdam: Rembrandthuis, 

with Waanders Publishers, 1999); idem., Rembrandt & Lucas van Leyden, exh. cat. (Amsterdam: Rembrandthuis, 

2011); Jaap van der Veen, ed., Dat kan beter! Rembrandt en de oude meesters, exh. cat. (Amsterdam: Museum het 
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publications that deal specifically with Rembrandtôs collection of prints and drawings. Instead, 

scholars have looked at other aspects of the artistôs collection and how Rembrandt utilized 

different elements in his artistic production. Amy Golahnyôs study (2003) on Rembrandtôs 

library looks at the small collection of books mentioned in his bankruptcy inventory and 

hypothesizes what books Rembrandt might have owned.182 More commonly, scholars such as 

Ben Broos have traced Rembrandtôs adaptation of visual motifs from other masters.183 Much of 

his borrowing was from sources in prints by artists such as Jacques Callot, Wenceslaus Hollar 

(1607ï1677),  Raphael (1483ï1520), and Lucas van Leyden, and it is often theorized that 

Rembrandt consulted impressions of their work that were part of his own collection. More 

recently, H. Perry Chapman has framed Rembrandtôs collection as an extension of his pursuit of 

self-fashioning, revealing his interests while also providing Rembrandt with a context for his 

work. Thus, the collection was a means for Rembrandt to construct how he was viewed and also 

served as a point of reference for his professional pursuits.184 The collection, as well as the 

events leading up to the artistôs insolvency, has been discussed extensively over the years as will 

be addressed in Chapter Five. This thesis brings new focus to the role of prints and drawings 

within Rembrandtôs collection. 

                                                      

Rembrandthuis, 2013); Mireille Cornelis, Eddy de Jongh and Leonore van Sloten, In de ban van Hercules Segers: 

Rembrandt en de modernen, exh. cat. (Amsterdam: Rembrandthuis, 2016).  
182 Amy Golahny, Rembrandt's Reading: The Artistôs Bookshelf of Ancient Poetry and History (Amsterdam: 

Amsterdam University Press, 2003). 
183 Ben P.J. Broos, Index to the Formal Sources of Rembrandtôs Art (Maarssen: Schwartz, 1977), idem., Rembrandt 

en zijn voorbeelden = Rembrandt and his sources (Amsterdam: Museum het Rembrandthuis Amsterdam, 1985); see 

also, Clark 1996; Amy Golahny, ñHeemskerckôs Angel in Rembrandtôs Studio,ò Canadian Journal for Netherlandic 

Studies (2007), 38ï45.  
184 H. Perry Chapman, ñCuriosity and Desire: Rembrandtôs Collection as Historiographic Barometerò in Rembrandt 

and his Circle. Insights and Discoveries, ed. Stephanie S. Dickey (Amsterdam: Amsterdam University Press, 2017), 
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Due to the prevailing tendency to study Rubens and Rembrandt as exceptional talents 

rather than embedding them in mainstream artistic practice, their collections are seen as unusual 

endeavors. While these studies contribute valid insights, Rubens and Rembrandt were not alone 

in their collecting activities. Many artists owned extensive collections of works on paper, such as 

the painter Jan Basse, the seascape painter Jan van de Capelle, and the genre painter Cornelis 

Dusart.185 Basseôs extensive collection of prints, drawings, and paintings was interspersed with 

porcelain, and naturalia, including a mermaidôs rib and a rhinocerosôs ñback horn.ò186 Van de 

Capelleôs collection of prints complemented his large collection of paintings and drawings 

located in his studio or ñconstcaemer.ò187 Dusartôs household contained thousands of prints and 

drawings as well as a number of books on art, music, and philosophy.188 Some artists also owned 

libraries, art collections, and curiosity cabinets, important topics that have been rarely studied.189 

The loose distinctions made between these repositories indicate complex ideas regarding 

collection formation, and how those collections and spaces functioned. As sources of knowledge 

and enjoyment, prints and drawings connect the art gallery to the natural history cabinet and to 

the library. Michiel Plomp in ñArtist collectors in the Dutch Republicò (2007) and ñArtist 

Collectors: Rembrandt and His Timeò (2018) provides a wider assessment of Dutch artists active 

in the seventeenth century, giving greater context to Rembrandtôs collection by calling attention 

                                                      

185 Bredius 1892; Bredius I.126ï147; I.26ï73. 
186 Bredius I.142, Lot 107. ñEen mereminsïrib (Rippe einer Meerjungfrau)éEen Rinoceroos ruchïhoorn 

(Rückenhorn).ò Little is known of Basse, who is primarily known today by the sale of his collection, at which 

Rembrandt bought a number of prints; RD 1637/2. 
187 Bredius 1892, 36ï38. 
188 Bredius I.52ï54. For a discussion of Cornelis Dusartôs art, see Susan Anderson, ñWitty and lascivious 

amusements: The drawings of Cornelis Dusart and the dawn of the eighteenth century,ò PhD dissertation, New York 

University, 2007. 
189 For artist libraries, see Jan Bialostocki, ñThe Doctus Artifex and the Library of the Artist in the XVIth and XVIIth 

Centuries,ò in The Messages of Images: Studies in the History of Art (Vienna: Irsa, 1988), 150ï165, Golahny 2003, 

Anderson 2010. 
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to other artist collectors, Van de Capelle and Dusart among them.190 He also notes that while 

many of the objects that made up their collections are lost, it is still possible to examine this 

phenomenon in other artists. In my thesis, I have elected to focus on Van Sichem and Van 

Nieulandt, rather than Van de Capelle, Dusart, and Pieter Saenredam (1597ï1665), in order to 

illustrate the evolution of artistsô collections beginning with the earliest part of the seventeenth 

century.  

Occasionally, the discussion of an artistôs collections forms part of a study of his life and 

career. An example is Gary Schwartz and Marten Jan Bokôs monograph on the Dutch 

architectural painter Pieter Saenredam.191 Their dedicated chapter divides his art collection from 

his library, a division that is an extension of how these components were dispersed. An 

advertisement of the sale of Saenredamôs library was published in 1667, along with the sales 

catalogue, and a further advertisement for the sale of his paintings and ñpaper artsò was 

published in 1669.192 Both are partially reconstructable based on the survival of archival 

documents and transcriptions on objects that are directly related to Saenredam and his practice. 

Among his holdings of graphic art was an album of drawings assembled by Marten van 

Heemskerk (1498ï1574) that Saenredam acquired through Heemskerkôs son-in-law.193 The 

provenance of the Heemskerk album, as it passed more or less from one artistôs hands to another, 

elucidates how these albums were important reference tools, and how the prestige of a collector 

might influence the value of the collected objects.  

                                                      

190 Michiel Plomp, ñArtist collectors in the Dutch Republic in the seveneenth and eighteenth centuries: Jacob de Wit 

a special case,ò in LôArtiste collectionneur de dessin II: de Giogrio Vasari ¨ aujourdôhui, ed. Catherine Monbeig 
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In the case of Lely, it is his quality as a collector that has largely determined his artistic 

legacy. The head of a productive studio, he produced paintings that are considered of an uneven 

quality due to the speed with which he, along with the help of his team of assistants, churned out 

portraits of English nobility.194 Like Rubens and Rembrandt, Lely is often framed as a discerning 

collector, but unlike them, most considerations of his collection have focused on the works on 

paper. One of the few publications that deals with other parts of Lelyôs collection is an editorial 

published in 1943 in The Burlington Magazine, including transcriptions of Lelyôs sales 

catalogues, which featured his paintings.195 Studies published by Sir Oliver Millar and more 

recently by Diana Dethloff have illuminated Lelyôs campaigns as a collector and his tastes for 

graphic art.196 The collectorôs mark impressed onto prints, drawings, and occasionally books by 

Roger North, his executor, has made it possible to trace objects to Lely. Dethloff is at the 

forefront of Lely scholarship as it pertains to his collectionôs growth and dispersal. Her main 

concerns have been with the practicalities of how the collection developed: what he owned, from 

whom he purchased, and how his estate was disposed. As this thesis will show, there is room to 

consider how Lelyôs activities as a collector compare with other collectors working in Lelyôs 

circle, and more broadly to frame his activities in relation to continental artist-collections. The 

                                                      

194 For a discussion of Lelyôs workshop practice, see Mary Bryan H. Curd, ñMulticultural maneuvering: the 
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connection to the Netherlands is particularly relevant since Lely trained in Haarlem and 

employed Dutch and Flemish artists in his studio.  

While the presence of a collectorôs mark provides evidence tying an individual object to a 

specific collection, another avenue through which artistsô collections have been more broadly 

considered is through the publication of sales catalogues and auction records. Frits Lugtôs 

Répertoire des Catalogues de Ventes Publiques (1938) provides a reference to the earliest known 

public sales catalogues, some of which are from auctions of artistsô estates.197 These catalogues 

provide clues to what artists owned at the point of sale, often at the time of their death, and 

provide a sense of how much items in their collections were worth. Additional records of print 

collections are found in sales records from auctions, such as the sales of Barent van Somerenôs 

and Jan Basseôs collections of prints and albums ï auctions from which Rembrandt acquired 

several items for his own collection.198 The inclusion of artists in Lugtôs publication is incidental 

to his larger concern with providing a resource for scholars of provenance.    

 An exploration of Dutch artistsô collecting habits will shed light on their role within the 

intellectual culture of their time, as well as the development of knowledge and trade networks in 

the seventeenth and early eighteenth centuries. What kinds of prints and drawings did artist-

collectors favor, and what uses did they make of them? Were their motivations tied to their 

artistic output? What were the larger social implications of their collecting habits? As Eric Jan 

Sluijter wrote, ñthe painter responded to traditions and developments in his art, choosing 

                                                      

197 Frits Lugt, Répertoire des Catalogues de Ventes Publiques int®ressant l'art ou la curiosit®, tableaux, dessins, 
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elements from the immense ódatabaseô of images stored in his memory and on paper to fit his 

aspirations.ò199 Sluijter recommends the avoidance of ñinfluenceò and inspiration as concepts, 

since both suggest a passive process of art making. Instead, any influences perceived can be seen 

as the result of deliberate choices made on the part of the artist. One aspect of this choice is the 

investment in the tools of their trade, including a reference collection of printed and drawn 

pictorial sources. But, as studies of Rembrandtôs collecting habits have shown, they acquired 

works of art for other reasons as well. Artists decided what they wanted to own and how they 

were to use their collections based on what they wished to accomplish. This included the 

acquisition and use of prints and drawings.  
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Chapter 3 

Christoffel van Sichem I 

Christoffel van Sichem I (c. 1546ï1624), a woodcutter, engraver, and publisher, was the 

progenitor of a seventeenth-century print dynasty. The dynasty was primarily based in 

Amsterdam, and the four generations of artists, whose overlapping lives span from the mid-

sixteenth century to the mid-eighteenth century, have caused confusion due to their universal use 

of the monogram ñCvSò to sign their work. At least four individuals were called Christoffel, and 

all produced woodcut illustrations. The focus of this chapter is the founder of the dynasty, 

Christoffel van Sichem I, here referred to as Van Sichem, who was active for over fifty years in 

three print centers ï Amsterdam, Antwerp, and Basel ï and whose body of work included 

reproductive prints after one of the Low Countriesô most important printmakers of the late-

sixteenth and early-seventeenth centuries, Hendrick Goltzius. Van Sichemôs oeuvre provided the 

foundation for his heirsô continued involvement in the book and print trade. In order to provide 

context for Van Sichemôs collection, documented in the sale of his estate, I will begin with an 

overview of his life and activities followed by an analysis of the scholarship on Van Sichem, 

before focusing on his collection and artistic practice.  

Born in Amsterdam, Van Sichem spent much of his professional life in the university 

town of Basel, moving there around 1568 and returning to the Low Countries in 1598. Van 

Sichem was the son of a Catholic book publisher, Cornelis Karelsen (d. 1554), who published 

books on medicine and alchemy.200 His artistic influence on Van Sichem was minimal as 
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Karelsen died when Van Sichem was about nine years old. In 1555, Van Sichem was placed 

under the guardianship of the book dealer Hendrik Elbertsz., a friend of Karelsen. Elbertsz. 

orchestrated Van Sichemôs apprenticeship to Jan Ewoutsz. [Muller], a woodcutter, engraver and 

print publisher who lived in Amsterdam.201 As was typical for apprenticeships in printmaking 

workshops, Van Sichem likely learned how to use the press, and prepare, carve, and wipe plates 

and blocks. Ewoutsz. printed a wide variety of texts and images, from almanacs to broadsheets 

and single leaf prints, and this exposure would have left Van Sichem with an understanding of 

the business of print production and publishing. 

Ewoutsz. was the founder of the Muller print dynasty, whose members operated for a 

time under the sign of the Gilded Compasses (Vergulden passers), in Amsterdam. His two sons, 

Cornelis and Harmen Muller, were also engravers and book publishers.202 They were Van 

Sichemôs contemporaries, training in Ewoutsz.ô studio at the same time. Following Ewoutsz.ô 

death in 1564, Van Sichem went to Antwerp, where he remained until around 1568. He likely 

either travelled with, or followed after, Cornelis. Whereas Harmen arrived in Antwerp as early as 

1561, Cornelis was in Antwerp by 1564.203 In the sixteenth century, it was common practice for 

printmakers and publishers to spend time working in Antwerp, a city that hosted a vibrant book 

and print trade. Publishers including Hieronymus Cock, of Aux Quatre Vents publishing house, 

Gerard de Jode, Hans van Luyck, Philips Galle, and Hans Liefrinck contributed to Antwerpôs 

                                                      

201 N. de Roever, ñAmsterdamsche boekdrukkers en boekverkoopers in de zestiende eeuw (tot omstreeks 1580),ò 
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Quarterly 11 (1994), 223ï264. 
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reputation as an important print center.204 By 1564 Christopher Plantin had reestablished the 

Golden Compass publishing company.205 Cornelis was hired by Plantin as a woodcutter, 

producing images but mostly providing block letters.206 Apart from Van Sichem's arrival in 

Antwerp, not much is known about his activities. Plantin kept careful records of his contracts 

with those working in his studio. As Van Sichem is not recorded as a contractor, it is thus 

unlikely that he found employment there.  

Van Sichem became more visible as a printmaker soon after he moved to Basel around 

1568. Van Sichem worked in many genres and in different media. He was both a woodcutter and 

an engraver, and in this capacity, he made reproductive prints as well as original compositions. 

These works focused mainly on portraiture, though he also designed diagrams, pattern books, 

and history scenes. His prints circulated as individual sheets and as illustrations for books, and he 

worked as an editor, translator of texts, and book publisher. The subjects he addressed in books 

were wide ranging, from history and theological treatises to broadsheets featuring scientific 

advancement and pattern books for artists and craftsman. In addition to his contributions to print 

and book publications, he was also involved in trade. While in Basel, he worked as a textile 

merchant, and following his return to Amsterdam, he expanded his trade into luxury items, 

which included precious stones and metals. After Van Sichemôs death in 1624, portions of his 

estate, which included bundles of papers, printing matrices, prints, and drawings, were auctioned 

                                                      

204 See Jan van der Stock, Printing Images in Antwerp. The Introduction of Printmaking in a City: Fifteenth Century 
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Early Modern Europe,ò in The Structures of Practical Knowledge, ed. Matteo Valleriani (New York: Springer, 

2017), 393ï419, especially 400. 
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off by the Weeskamer in Amsterdam.207 The sale was attended by his family, print publishers, 

and jewelers, among others. The results were recorded by the notary Gerrit Jacobsz. Haringh. His 

belongings are the remains of a peripatetic life and a career that was based not only on print 

production, but also in textile trade and the sale of precious stones and metals.  

The basis for this study lies in archival documents and Van Sichemôs graphic oeuvre. The 

record of his estate sale, kept at the GAA, is a detailed account of the objects sold and their 

buyers. From this document, it is possible to assess the size of his repository of images, and in 

some cases, to form an idea of what these objects were. The kind of work he produced, which 

often followed the designs of others, suggests that the images he based his work on were directly 

accessible to him. Together, the archival documents and visual evidence of his practice of 

copying the work of others provide insights into the things he owned and how they were used. 

3.1 Literature Review 

 

Van Sichemôs estate sale, which took place in the months following his death, has been 

published twice, first by Abraham Bredius in his landmark, multi-volume publication, Künstler-

Inventare, where Van Sichemôs belongings are partially transcribed and are placed alongside 

inventories of his contemporaries.208 The sale record and similar documents used by Bredius, 

were subsequently published by John Michael Montias in an online database, The Montias 

Database of 17th Century Dutch Art Inventories, which is maintained by The Frick Collection in 

New York. The database, which was the result of intensive archival research undertaken by 

Montias in the Amsterdam archives, served as the basis for his Art at Auction, an analysis of the 
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early seventeenth-century Amsterdam art market.209 In Montiasô assessment of the surviving 

records of sales from the Amsterdam Orphans Chamber, he classified Van Sichemôs inventory as 

incomplete, likely because it contained almost exclusively art. Brediusô and Montiasô 

transcriptions focus on the art ï paintings, drawings, prints, and books ï and overlook other 

objects that were important sources of Van Sichemôs livelihood, which included not only the art 

books, but more significantly, the press and print matrices that make print production possible. In 

both instances, the transcriptions are incomplete, and only sections have been published. 

Appendix 1 is my unpublished and complete transcription of the original archival document. 

Compared to Bredius and Montias, this includes 101 previously unpublished objects sold 

throughout the course of the two days that the sale took place. Lots 159ï169 include the printing 

press, woodcut blocks, and several sets of wooden letters. Buyers included his family and the 

publisher Pieter Jacobsz. Paets (1587ï1657).  

Scholarship on Van Sichem is scattered across literary history, the history of the book 

and the woodcut, and monographic art historical studies. A primary concern of writing on Van 

Sichem is teasing out the complex and overlapping styles and chronologies of the multiple 

generations that make up his dynasty, accurately described by H. F. Wijnman (1929) as the ñVan 

Sichem-puzzle.ò Issues of attributing individual prints to specific members of this prolific family 

of printmakers and book publishers confounded scholars for much of the nineteenth and early 

twentieth centuries.210 Wijnman, and later Hellmut Lehmann-Haupt (1975 and 1977), relied on a 

combination of chronology and stylistic idiosyncrasies to determine authorship, though therein 

lie difficulties as there were overlaps in time period and subject matter between many of the 
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family members.211 Van Sichem was active from 1566ï1624, while his son Karel (c. 1575ï1604) 

from around 1595ï1604 and Christoffel the Younger (1582ï1658) from around 1600ï1658, and 

Christoffel the Youngerôs progeny followed.212 Though they all tend to work on similar subject 

matter, stylistically there is great variety. The largest difference is that Van Sichem is the only 

one to consistently use crosshatching in his prints, whereas the rest of his family used parallel 

lines to create volume. Distinguishing different hands is challenging due to the continued use of 

some of Van Sichemôs printing plates and the recycling of designs and workshop materials. The 

plates were in use until the last quarter of the seventeenth century as can be seen by the 

numerous posthumous impressions of Van Sichemôs portrait series of heretics.213 As will be 

discussed, around thirty-seven printing plates were sold at Van Sichemôs estate sale. Most of the 

Van Sichems made their own versions of Goltziusô Judith and the Head of Holofernes (c. 1600ï

1610), while Karel also made copies after illustrations Van Sichem produced for publications. In 

general, however, early works can be more safely attributed to the eldest Van Sichem, and the 

use of specific techniques, especially crosshatching in wood, is unique to him.  

Further discussions of Van Sichemôs artistic endeavors are situated in the history of the 

woodcut. In an article of 1978, Pieter van Thiel placed Van Sichem within the larger context of 

the Dutch early seventeenth-century woodcut.214 Foregoing discussions of Van Sichemôs early 

time in Antwerp and Basel, Van Thiel instead discusses Van Sichemôs work in the Dutch 

Republic, especially his woodcuts after Hendrick Goltzius and Jacob Matham (1571ï1631). 

                                                      

211 Wijman 1929, and Hellmut Lehmann-Haupt, Christoffel van Sichem: a family of Dutch 17th century woodcut 

artists (Mainz: Gutenberg-gesellschaft, 1975); idem., An Introduction to the Woodcut of the Seventeenth-Century 

(New York: Abaris Books, 1977), 39ï72. 
212 Lehmann-Haupt 1975, 39. 
213 Hollstein XXVII.33ï36, 38, 39ï50. A later edition was published by Willem Goeree in 1677, Christoffel van 

Sichem, Het tooneel der hooftïketteren, bestaande in verscheyde afbeeltsels (Middelburg: Willem Goeree, 1677).  
214 P.J.J. van Thiel, ñHoutsneden van Werner van den Valckert en Mozes van Uyttenbroeck, De Hollandse 

houtsnede in het eerste kwart van de zeventiende eeuw,ò Oud Holland 92 (1978), 7ï42. 
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Although Van Thiel closely follows narratives established by early print scholars, such as Arthur 

Hind, that find the seventeenth-century Dutch woodcut, with few exceptions, lacking in artistic 

merits, he does identify Van Sichem as one of the few accomplished and professional 

woodcutters working in Amsterdam at this time.215 Within a general tendency for scholars to 

favor originality in printmaking, often only artists who conformed to the ideal of the peintre-

graveur, an artist who is both the inventor and executor of printed designs, have been given any 

serious scholarly examination. By the seventeenth century, intaglio methods (engraving and 

etchings) had come to dominate the market, and many of these artists practiced woodcutting for 

only a short period of time.216 This included Goltzius, Werner van den Valckert (1585ï1627), 

Esaias van de Velde (1587ï1630), Moses van Uyttenbroeck (1600ï1646), Christoffel Jegher 

(1596ï1653), and Jan Lievens.217 In studies of Dutch prints, the seventeenth-century woodcut is 

most often framed around the contributions made by Goltzius, especially his innovative 

chiaroscuro woodcuts.218 It is also through Van Sichemôs association with Goltzius and Matham 

that his woodcuts have gained attention, as he was one among many engravers and woodcutters 

who worked after the Haarlem artistsô designs.219  

                                                      

215 Arthur Hind, An introduction to a history of woodcut, 2 vols. (New York: Dover Publications, 1963); Thiel 1978, 

14. 
216 Adam von Bartsch, Le PeintreïGravure (Vienna: J.V. Degem, 1803ï1821). Subsequent catalogues that concern 

woodcuts, such as volumes of The Illustrated Bartsch (New York: Abaris Books, 1978ï) are similarly focused on 

the peintre-graveur.  
217 See, for example, Van Thiel 1978, Ann Diels, The Shadow of Rubens: Print Publishing in 17th-century Antwerp: 

Prints by the history painters Abraham van Diepenbeeck, Cornelis Schut and Erasmus Quellinus II , trans. Irene 

Schaudies and Michael Hoyle (Turnhout, Belgium: Harvey Miller Publishers, 2009); Nancy Bialler, Chiaroscuro 

Woodcuts: Hendrick Goltzius (1558ï1617) and his time (Amsterdam: SnoeckïDucaju & Zoon, 1992), Dickey 2008, 

62ï64. 
218 See Bialler 1992. 
219 See Huigen Leeflang, ñIntroduction,ò in The New Hollstein: Dutch and Flemish Etchings, Engravings, and 

Woodcuts, 1450ï1700: Hendrick Goltzius, vol. 23, pt. 1 (Ouderkerk aan den Ijssel: Sound and Vision, 2012), xlivï

lxxxiii, especially liïlii.  
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Van Sichemôs most well-known prints are the series of portraits that comprise the 

Historische beschrijvinge ende afbeeldinge der voornaemste hooft-ketteren (1608) [Historical 

descriptions and images of famous heretics].220 The series was made up of seventeen portraits of 

religious leaders that first circulated as individual sheets before they were reissued in a bound 

series. In his articles ñNederlandsche Faust-Illustratieò (1921) and ñRembrandtôs Faust en 

Medeaò (1923), Pieter Leendertz gives an overview of the series publication history, noting the 

fact that the sheets were issued individually before they were brought together under the heading 

of heretics.221 It should be noted that the portrait of Faust was only incorporated into the suite in 

the print publisher and art theorist Willem Goereeôs editions. Piet Visserôs Sporen van Menno 

(1996) includes a detailed account of the depictions of Menno Simons and other Anabaptist 

figures, noting that while Van Sichemôs portraits are not accurate, their initial purpose was not 

verisimilitude, but to provide a representation that could serve in place of a true portrait.222 

Discussions of these portraits tend to center on the individual rather than the series as a whole 

and to focus on the sitter rather than Van Sichemôs role as the maker of these images. An 

example of the former can be seen in Alberto Savielloôs discussion of Van Sichemôs portrait of 

Muhammad, one of the earliest western representations of the Prophet. 223 Saviello criticized the 

portrayal and strategic inclusion in a book intended for a western and largely Christian audience. 

An example of the latter can be seen in James M. Stayerôs German Peasantsô War and 

                                                      

220 Christoffel van Sichem, Historische beschrijvinge ende afbeeldinge der voornaemste hooftïketteren (Amsterdam: 

Christoffel van Sichem, 1608); a German translation was published in the same year: Christoffel van Sichem, 

Historische Beschreibüng vnnd abbildünge der fürnembste Haubt-Ketzer (Amsterdam: C. Claesz, 1608). 
221 Peter Leendertz, Jr., ñNederlandsche FaustïIllustratie,ò Oud Holland 29 (1921), 132ï148, especially 146ï148; 

idem., ñRembrandtôs Faust en Medea,ò Oud Holland 41 (1923ï24), 14ï18. 
222 Piet Visser, Sporen van Menno, het veranderende beeld van Menno Simons en de Nederlandse mennisten 

(Knijnenberg: Krommenie, 1996). 
223 Alberto Saviello, ñMuhammadôs Multiple Faces: Printed Images of the Prophet in Western Europe,ò in 

Constructing the Image of Muhammad in Europe, ed. Avinoam Shalem (Boston: Walter de Gruyter GmbH, 2013), 

87ï142, 111, n67. 
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Anabaptist Community of Goods (1991), wherein the author discusses Hans Hut, an Anabaptist 

and traveling book seller; he uses the image of Hut as a supplement to the text and does not 

analyze Van Sichemôs depiction.224 

Leonard Forsterôs Christoffel van Sichem in Basel and der frühe deutsche Alexandriner 

centers on Van Sichemôs contributions to literary history and focuses on his time in Basel.225 

Based on his extensive archival work, Forster offers insights into Van Sichemôs social circle and 

his friends and professional contacts and investigates his role in the development of the 

Alexandrine, a form of poetic verse. Although his work focuses mostly on literary history, 

Forster also engages with the prints Van Sichem produced, establishing his role as a cultural 

mediator between Amsterdam and the humanistic circles of Basel.  

Scattered between these sources a picture emerges of an artist whose possessions inform 

his practice. By returning to the original sales records and drawing from these foundational texts, 

this chapter analyses Van Sichemôs estate and his oeuvre, examining the links between 

ownership and production and investigating how each informs the other. 

3.2 The Collection 

 

Until his death on 23 October 1624, Christoffel van Sichem lived on the Wolvenstraat in 

Amsterdam. He was buried in the Oude Kerk.226 Over the ensuing three months, his house was 

inventoried, his debts assessed, and the decision was made to auction off some, if not all his 

household goods. His estate was auctioned by the Weeskamer, or Orphans Chamber, on the 15th 

                                                      

224 James M. Stayer, The German Peasantsô War and Anabaptist Community of Goods (Kingston: McGill-Queenôs 

University Press, 1991).  
225 Leonard Forster, Christoffel van Sichem in Basel und der frühe deutsche Alexandriner (Amsterdam: Nord-

Holland Publishing Company, 1985).  
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and 16th of January 1625. The items put up for sale consisted mostly of prints, drawings, 

printing plates, precious stones, silver, and gold items. Together, the estate raised 366.11 

guilders, with over a third of that coming from the sale of his art.  

Van Sichemôs inventory is typical of documents that record estate sales. Unlike estate 

inventories, as in the case of Adriaen van Nieulandt, and bankruptcy inventories, as in the case of 

Rembrandt van Rijn, both of which are official documents that record the possessions of the 

subject, and sales catalogues, wherein lists are provided for the benefit of the buyer, the 

document that describes Van Sichemôs effects records the transmission of his possessions to 

others and their hammer price. As such, the locations of the objects within his home are 

undocumented, and instead the buyers and the prices paid are given equal importance to the 

objects that were sold. Despite the lack of physical context, the information provided is 

revealing, giving a sense of who bought at these sales and how much these objects were worth. 

Van Sichem owned a large assortment of works on paper: thirty-two art books filled with prints 

and drawings with several additional lots of loose sheets consisting of roughly thirty-five prints 

and over a hundred drawings. In most cases, the authorship is unknown except for a couple of 

lots by Van Sichem and prints attributed to Hendrick Goltzius. At the auction, seven impressions 

of Goltziusô Marriage at Cana (after 1601) sold for an average of thirteen stuijvers per print.227 

An additional eleven prints were attributed to Goltzius, though their subject matter is unknown. 

The number of lots featuring work by Goltzius makes it clear that Van Sichem dealt in works by 

the artist. The only other identifiable lot was a ñdeel prenten van de Seylwagen,ò which refers to 

                                                      

227 NHD R3 (Goltzius). The print has been rejected as autograph in the recent edition of The New Hollstein, though 

Goltzius probably worked on parts of it; see Leeflang, ñIntroductionò, lxxiii. For considerations of the print as a 
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Van Sichemôs broadsheet that featured Simon Stevinôs land yacht, a project that will be 

discussed below. Due to the number of lots dedicated to a single artist and the repetition of the 

subject matter, these lots are likely a part of his stock as a print publisher and dealer rather than a 

part of his personal collection. It is far more likely that the forty framed drawings and thirty-one 

anonymous art books served as Van Sichem's collection and repository of images for 

consultation, while possibly also forming part of his stock. 

The inventory reveals the buyers at Van Sichemôs estate sale, the craftsmen and artists 

who were likely Van Sichemôs business partners and clients.228 Of the twenty-seven identifiable 

buyers, thirteen were gold- and silversmiths, while an additional seven were involved in other art 

related trades. Pieter de Koninck, who purchased two silver items, is likely Pieter Koninck (c. 

1570ï1627), a goldsmith and art dealer, who was father to Salomon Koninck (1609ï1656), a 

follower of Rembrandt and Adriaen van Nieulandtôs son-in-law.229 The goldsmith Nicolaes de 

Marees de Jonge (c. 1595ï1636) purchased twenty-four separate lots.230 He purchased art items 

ï four kunstboeken, eight prints, including a set of the Landyacht and four prints by Goltzius, and 

eight drawings ï as well as precious materials such as a silver cup and raw materials including 

coral. Another goldsmith, Alexander van der Hoeven (1574/75ï1628),231 purchased five 

kunstboeken and some drawings. Jacob Claesz. de Grebber (c. 1586ï1633), goldsmith, purchased 

                                                      

228 Montias 2002, 149ï150. 
229 ñPieter Koninck,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/9331; parts of 

Koninckôs estate were auctioned in 1639, see ñConinx, Aert, de Oude,ò in The Montias Database of 17th Century 

Dutch Art Inventories, http://research.frick.org/montias/browserecord.php?ïaction=browse&ïrecid=1359; Bredius I, 

170; Werner Sumowski, Gemälde der Rembrandt-Schüler (Landau: Edition PVA, 1983), 3.1516ï1710. 
230 ñNicolaas de Marees de Jonge,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/18794; 

ñInventory [Sichem, Christoffel, de Oude (I) (1625/01/15)],ò in The Montias Database of 17th Century Dutch Art 

Invntories, http://research.frick.org/montias/browserecord2.php?-action=browse&ïrecid=1786#A1, under 

604.0003(a). 
231 ñAlexander van der Hoeven,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/10282; 

ñInventory [Sichem, Christoffel, de Oude (I) (1625/01/15)],ò under lot 604.0002; Karel Citroen, Dutch goldsmiths' 

and silversmiths' marks and names prior to 1812: a descriptive and critical repertory (Leiden: Primavera Press, 
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fifteen lots, including four kunstboeken, one print by Goltzius and three paintings. 232 He further 

purchased raw materials including pearls, lapis lazuli, and stones. The goldsmith Boudewijn 

Hendricksz. purchased one lot that was comprised of three kunstboeken.233 The brothers David 

(1586ïbefore 1643),234 Pieter (c. 1592ï1678),235 and Abraham ter Haer (born c. 1589),236 were 

members of a family of goldsmiths who often did business together. The Ter Haers purchased a 

total of eighteen lots, but their individual purchases varied significantly. David purchased paper 

material: two kunstboeken, four prints by Goltzius, and two books. Pieter acquired miscellaneous 

items including spears, flowers, and several sets of containers, while Abraham bought three 

paintings and a medal. Hans Le Thoor (1586ï1625) was a goldsmith and an art dealer, who 

bought thirteen separate lots, most of which were art objects (five prints, fifteen drawings, and a 

painting).237 Jan Lammers or Lambertsz., who is probably Jan Lambertsen van Kloeskerck 

(1594ï1658), purchased nineteen lots, which included pearls and precious stones, eight 

drawings, over half of which were framed, two paintings, and most significantly, six copper 

plates and a set of wooden letters.238 The last two purchases suggest a potential involvement in 

                                                      

232 ñJacob Claesz. De Grebber,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/12620; 

ñInventory [Sichem, Christoffel, de Oude (I) (1625/01/15)],ò under 604.0004 [a]; Citroen 1993, 150; R.C.C. de 

Savornin Lohman, ñDe afstamming van de Delftse schilder Pieter Anthonisz. van Bronckhorst (1588ï1661),ò De 

Nederlandsche Leeuw 102 (1985), 118ï124. 
233 No life dates are known. Montias 2002, 149; ñInventory [Sichem, Christoffel, de Oude (I) (1625/01/15)],ò under 

604.0006[a]. Another Boudewijn Hendricksz was burgemeester of Edam in 1623 and was a commander of a Dutch 

navel vessel in 1625. ñHendriscksz., Boudewijn,ò in Tresoor der Zee- en Landreizein, vol. III.  Beredeneerd register 

op de Werken van de Linschoten-Vereeniging LIïC, ed. Peter de Bode (Zutphen: Walburg Pers, 2007), 308. 
234 ñDavid ter Haer,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/18235; ñMaerlen, Johan 

van,ò in The Montias Databse of 17th Century Dutch Art Inventories, 

http://research.frick.org/montiasart/browserecord.php?ïaction=browse&ïrecid=18868, under 270.0009; Citroen 

1993, 171. 
235 ñPieter Adriaens ter Haer,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/18236; 

ñInventory [Sichem, Christoffel, de Oude (I) (1625/01/15)],ò under 604.0044; Citroen 1993, 145. 
236 ñAbraham Adriaens ter Haer I,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/18232; 

ñInventory [Sichem, Christoffel, de Oude (I) (1625/01/15)],ò under 604.0048; Citroen 1993, 172. 
237 ñHans le Thor,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/19506; ñInventory 
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print publishing. Albert Symonsz., or Sijmesz. Spanuyt (c. 1599ï1636), another goldsmith, 

bought eight lots, most of which were raw materials.239 The merchant and goldsmith Adriaen van 

Breen (c. 1584ï1646), bought one painting.240 Similarly, Augustijn Pas (c. 1580ï1631/1637), a 

goldsmith bought one lot.241  

The links between metalworking and printmaking go back to the origins of the medium, 

so their presence is unsurprising.242 While continuing his trade in printmaking and publishing, 

Van Sichem also dealt in lacquer, gold, and silver. This activity is partially recorded in court 

records from Leiden, which state that the book publishers Haestens and Van Sichem purchased 

luxury goods including precious metals and art.243 Van Sichem worked closely with jewelers, as 

can be seen in his collaboration with Abraham van den Hecken (died after 1644),244 who was 

likely a silversmith. The two worked together on publishing Van den Heckenôs Kunstbüchlein 

den Goldschmiden dienstich (1607), a suite of designs for watch covers.245  

Other purchasers at Van Sichemôs estate sale were active in art and print trades. Dirck 

Harmensz. (c. 1595ï1640), a painter, bought one large silver medal.246 A Mr. Sasbout bought 

two different lots, namely a book and a kunstboek with an old print. Montias has identified Mr. 

Sasbout as Cornelis Sasbout (died 1642), a carver and bookkeeper who rented a house to Adriaen 

                                                      

239 ñAlbert Sijmesz. Spanuyt,ò in ECARTICO, http://www.vondel.humanities.uva.nl/ecartico/persons/19395; 

ñInventory [[anonymous] (1628/01/25)], in The Montias Database of 17th Century Dutch Art Inventories, 
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van Nieulandt.247 Cornelis Sasbout is often confused with his son, Sasbout Cornelisz. Souburgh 

(1597ï1653), a sugar merchant. Either one or the other owned a house on the Herengracht, 

which Van Nieulandt occupied for a year beginning in 1617. Two years later, Van Nieulandt 

purchased land from a Mr. Sasbout, possibly the same person.248 Machtelt Jacobs, who Montias 

identifies as a print dealer based on her purchases at other auctions, where she mainly acquired 

prints, bought four lots, all of which were drawings.249 The art dealer and baker Thomas Pietersz. 

purchased nine drawings, four of which were framed.250 Samuel Smijters, a book dealer who was 

an associate of Rembrandt, bought one lot of two paintings.251 The book and print publisher 

Paets purchased two lots; one was a wooden printing press and the other was made up of four 

woodblocks. 

Attendees at the auction were also active in other trades. A notary Jan Dircksen [van 

Beuningen] purchased two framed drawings and one Marriage at Cana, a print that will be 

discussed below.252 An employee of the Weeskamer, Jacob Olycan, purchased six lots, including 

three kunstboeken and one print by Goltzius.253 Ryck Gerritsz., a grain merchant, purchased the 

                                                      

247 Montias 2002, 238; ñInventory [Sichem, Christoffel, de Oude (I) (1625/01/15)],ò under 604.0008. 
248 ñCornelis Sasbout,ò in Ecartico, http://www.vondel.humanities.uva.nl/ecartico/persons/37142; A.J. van der Aa, 
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print, Marriage at Cana.254 Jacob Andriess purchased eleven lots that were comprised of a 

mixture of works on paper and raw materials. Of the former, he acquired three kunstboeken, one 

print by Goltzius, and eight framed drawings. Montias suggests that Jacob Andriess might be 

Jacob Andriesz. Sael, a shipper who lived in Amsterdam.255 Adolff Donckelsz. bought a tronie [a 

character head or head study] done in pen.256  

In addition to the craftspeople, at least one member of Van Sichemôs family also bought 

from the estate sale. The inventory simply lists ñSichem;ò this is in all likelihood Christoffel the 

Younger as Van Sichemôs other son, Karel, had passed away in 1604. Van Sichemôs other child, 

Catherina van Sichem, likely did not make purchases as neither she nor her husband Barent 

Lunden were working in the publishing trade.257 It was common for children to purchase items at 

a parentôs estate sale. The Weeskamer, whose responsibility it was to dispose of the estates of 

deceased individuals within the city of Amsterdam, held auctions for the benefit of orphans, but 

they also oversaw the liquidation of estates.258 Christoffel the Younger purchased eleven separate 

lots, the majority of which were objects relating to print production, including a set of letters and 

twenty-five wood plates. The number of drawings, by comparison, was smaller at twelve, one of 

which was a tronie done in pen. He also purchased only one of the kunstboeken. While 

Christoffel the Youngerôs purchases of an art book, prints, and drawings, were slim compared to 

the purchases of the silversmith Nicolaes de Marees, it was Van Sichemôs family who bought 
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257 For biographical information on Barent Lunden and the sale of his estate, see ñLunden, Barent,ò in The Montias 

Database of 17th Century Dutch Art Inventories, http://research.frick.org/montias/browserecord.php?ï

action=browse&ïrecid=2376.  
258 Montias 2002, 20ï26. 

http://research.frick.org/montias/browserecord2.php?-action=browse&-recid=1860#A1
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many of the print matrices and one of the sets of wooden letters from his estate. One of the most 

important tools of his trade, the printing press, was purchased by the book publisher Paets, who 

worked with Christoffel the Younger.259 On a perhaps more personal level, the books that Van 

Sichem helped produce are noticeably absent. It is unlikely that the thirty-two art books, only 

one of which was purchased by Christoffel the Younger while the rest were mostly purchased by 

goldsmiths and jewelers, included these publications as, by this point, books were listed by 

author, by title, or more simply as ñboekjes.ò260 The term ñart books,ò by contrast, is more likely 

to have referred to albums filled with prints and/or drawings. 

The forty framed drawings are a fascinating detail in Van Sichemôs estate record. 

Montias does not distinguish between works on paper that are or are not framed, and while their 

value is only slightly affected by the presence of frames, such a detail changes the understanding 

of how the objects were displayed and appreciated. Most inventories of the time mention storing 

works on paper in albums, though there are also records of prints being mounted to boards and 

varnished. Van Sichem likely displayed the framed drawings on walls as frames would make flat 

storage impractical. They likely served the same purpose as Van Sichemôs paintings, of which he 

owned sixteen, to decorate his home, and perhaps were meant for sale. The paintings sold on 

average for around 2 guilders a piece whereas the framed drawings sold for considerably less, 

around 5 stuijvers (a quarter the worth of a guilder). In 1625, an unskilled worker made an 

average of 14.29 stuijvers per day while a master craftsperson made an average of 21.6 stuijvers 

                                                      

259 Paets and Christoffel the Younger collaborated on an illustrated bible, Biblia Sacra (1657), discussed below, 

102ï103. Montias did not mention this in his transcription of inventories  
260 See, for example, Appendix 1 as well as the numerous unidentified books in artist inventories compiled by 

Abraham Bredius.  
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per day.261 The display of drawings suggests that, despite their lower price point, they were seen 

as appropriate replacements for paintings.  

Despite the lack of specificity of what the framed drawings depicted and the contents of 

the thirty-one albums and over sixteen unidentified books, hypotheses about the works on paper 

can be gleaned from the work Van Sichem produced. As many of his prints are reproductive, he 

would have had access to originals or copies on which to base his own work. These drawings or 

prints could likely be counted among his loose sheets or art books. While it is impossible in most 

instances to identify works that were in his hands, the nature of his, and his childrenôs, practice 

makes it possible to identify some of the objects he had access to and to illuminate his working 

method. The survival of two drawings that are directly related to prints he produced indicates his 

reliance on models for his printmaking practice. Like many printmakers of his day, Van Sichem 

employed a transfer method, incision, to reproduce a design on his plate or woodblock. For 

original compositions, Van Sichem would have worked up a drawing to scale and then traced 

over the drawing onto a print matrix. A drawing of Hans Hut by Van Sichem (Figure 4) provides 

the evidence for this method. The drawing closely corresponds with the print of the same subject 

with only slight differences in the amount of detail in the architecture and background, which are 

simplified in the print (Figure 5).262 The second drawing, a work by Goltzius that also features 

incision lines, will be discussed later. Another popular way to transfer images specific to making 

woodcuts involved pasting the design sheet onto the block directly.263 The woodcutter would 

                                                      

261 Jan de Vries and Ad van der Woude, The First Modern Economy: Success, Failure, and Perseverance of the 

Dutch Economy, 1500ï1815 (Cambridge: Cambridge University Press, 1997), table 12.1, 610ï611. 
262 Hollstein XXVII.43; The images depict the same person, but the editors of Hollstein misidentified the sitter as 

Johannes Huss, a fourteenth-century theologian. However, the letterpress biography on the print actually recounts 

the life of the Anabaptist Hans Hut. See Hans-Jürgen Goertz, and Walter Klaassen, Profiles of Radical Reformers: 

Biographical Sketches from Thomas Müntzer to Paracelsus (Kitchener: Herald, 1982), 54.  
263 David Landau and Peter Parshall, The Renaissance Print, 1470ï1550 (New Haven: Yale University Press, 1994), 

22ï23. 
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carve through the sheet and block, thereby destroying the paper. Since Van Sichemôs estate 

included drawings, it is unlikely that he used this method, or at the very least he did not rely 

solely on this method.  

 An examination of Van Sichemôs estate, oeuvre, and business associates can reveal what 

Van Sichem owned and offers a means to address the gaps in the inventory. The prints that Van 

Sichem made were informed by the places where he worked primarily, Basel and Amsterdam. 

Further, the people he knew and the resources available to him would have been different in each 

city. Thus, the objects he owned would have been shaped by where he lived.  

  

Figure 4 Christoffel van Sichem, Portrait of 

Hans Hut, midï16-early 17th century, pen and 

brown ink, brown wash, incised. New York: 

The Metropolitan Museum of Art, Harry G. 

Sperling Fund, 2007.140. 

 

Figure 5 Christoffel van Sichem I, Portrait of 

Jan Hus, From Historische beschrijvinge ende 

affbeeldinge der voorneemste hooft ketteren 

(1608), engraving. Amsterdam: Rijksmuseumôs 

later edition from 1677, published by Willem 

Goeree. 
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In Basel and Strasbourg, Van Sichem concentrated mainly on book publication, 

providing illustrations, decorative borders, and translations. Van Sichemôs network of contacts in 

Basel included religious thinkers, humanists, silk merchants, and book publishers. A key strategy 

that Van Sichem employed to cultivate professional ties was his portrait practice. His portrait of 

Albert Episcopius, a member of a Swiss book publishing family, is one of the tangible links 

between Van Sichem and the humanists of Basel.264 Nicolas Episcopius, Albertôs father, was a 

central figure in Baselôs literary circles, and one of Erasmusô executors. This familial connection 

was a particularly important one as it manifested in artistic and commercial transactions, as can 

be seen in Van Sichemôs contributions to a later reprint of Nicolas Episcopiusôs edition of 

Plutarchôs Moralia (1574).265 In addition to his association with the Episcopius family, Van 

Sichem also worked with prominent intellectuals and publishers. He made portraits of Paul 

Cherler, a Reformist preacher and poet with whom he published EpikǛdion sive luctus in obitum 

illustriss and Basilae Encomium (1577).266 In addition to his work with the humanist Cherler, he 

also published the Swiss historian Johan Stumphôs Die Dryzehen Ort (1573), an illustrated 

pamphlet that describes thirteen cities within the Swiss Federation. Each page is organized 

around a portrait of the city accompanied by a descriptive verse set in a border of intricate 

arabesques.267  

The nature of these projects would determine whether or not Van Sichem would have 

retained control of the printing plates. Since Van Sichem did not publish these texts in later 

                                                      

264 Among the witnesses to baptism of Van Sichemôs children was Modestia Bischoffin, a member of the Episcopius 

family. Forster 1985, 17. Hollstein XXVII.23.  
265 Plvtarchi Chaeronei Moralia opvscvla, mvltis mendarvm milibvs expvrgata (Basel: Christoffel van Sichem, 

1574).  
266 Paulus Cherler, Vrbis Basilae Encomium (Basel: Christoffel a Sichem, 1577); Paulus Cherler, EpikǛdion sive 

luctus in obitum illustriss (Basel: Christoffel à Sichem, 1577).  
267 Johannes Stumpf, Die dryzehen Ort (Basel: Christoffel von Sichem, 1573). 
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editions, the plates were likely retained by each author and their family. The production of a 

printed book at this time was a costly endeavor, and Van Sichem might have retained only some 

impressions of the individual illustrations he produced, or copies of the book. 

Beyond his early portraits and cityscapes, most of the prints that Van Sichem produced in 

Basel are reproductions or follow the designs of other artists. Since Van Sichem worked by 

transfer rather than executing a design on a woodblock or plate, he would have required access to 

a graphic model, most likely a drawing. As a result, Van Sichem owned and had access to prints, 

drawings, and print matrices by or after German and Swiss artists.  

His work with book publishers in Basel and Strasbourg brought him into contact with the 

work of Tobias Stimmer (1539ï1584). His connection to Stimmer was an immediate one, as can 

be seen in Van Sichemôs contributions to an illustrated edition of Flavius Josephusô History of 

the Jews published in Strasbourg in 1574/8, which also contained illustrations by Hans 

Figure 6 Christoffel van Sichem, after Tobias Stimmer, The Tower of 

Babel, 1574, woodcut from Flavii Josephii des Hochberühmten Judischen 

Geschichtsschreibers Historien und Bücher (Strasbourg, Theodosius 

Rihel, 1574/1578). London: British Museum, inv. no. 1927,0430.1. 
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Christoffel Stimmer.268 One of these illustrations depicts The Tower of Babel (Figure 6). Van 

Sichem worked as one of the many woodcutters employed by the Stimmer workshop along with 

Bernhard Jobin (before 1545ï1593/1597) and Franz Oberreiter. This edition of Josephus was a 

significantly successful one: it was reprinted fourteen times between 1575 and 1619.269 A Dutch 

translation of the text issued in Amsterdam in 1611 included smaller reproductions of the 

illustrations by Christoffel the Younger.270 This suggests that Van Sichemôs plates remained with 

the publisher in Strasbourg, but that Van Sichem and his family still had access to the 

illustrations either through a copy of the text, impressions of Van Sichemôs contributions, or the 

drawings for the original designs. 

Van Sichemôs exposure to other artists of Stimmerôs circle can be further measured by his 

contributions to other publications. For instance, Van Sichem supplied the title page to Das 

Kunst und Lehrbuchlein (1578), a two-part publication that was meant to aid in the instruction of 

young art students. The book is heavily illustrated and includes mythological scenes, allegories, 

costumes, and coats of arms.271 The two largest contributors to the book were Jost Amman 

(1539ï1591) and Stimmer. Van Sichemôs involvement in the bookôs production would suggest 

both a continuation of his work with Stimmer and a possible connection with Amman.  

It is likely that Van Sichem owned prints and drawings from his time in Basel and took 

them with him when he relocated to the Low Countries; however, his work in Amsterdam and 

Leiden shifts from book illustrations to broadsheets and art prints. Furthermore, the issue of 

whether he kept the plates he published largely depends on the individual publication and how 

                                                      

268 Flavii Josephii des Hochberühmten Jüdischen Geschichtsen (Strasbourg: Rihel, 1574/1578).  
269 Eric Jan Sluijter, Rembrandt and the Female Nude (Amsterdam: Amsterdam University Press, 2006), 416, n. 73; 

Heinz Schreckenburg, Bibliographie zu Flavius Josephus (Leiden: Brill, 1968); Golahny 2003, 164. 
270 Flavii Josephi. Des Hoochberoemden Joodschen Historieschijvers Boecken (Amsterdam: Hendrick Laurens 

Zoon, 1611). 
271 Das Kunst- und Lehrbüchlein (Frankfurt am Main: Sigmund Feyerabend, 1578). 
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large a role he played in it. While his plates for projects directed by others would have been 

retained by the patron or publisher, Van Sichem also printed works independently. By 1575, Van 

Sichem acquired some of Hans Baldung Grienôs woodblocks, which can be seen in his reprinting 

of Baldungôs wild horses.272 The series of three woodcuts first published by Baldung in the 

1530s was rearranged by Van Sichem, who added letterpress text to the image of Group of Seven 

Horses (Figure 7).273 Van Sichemôs addition calls attention to the horses as a motif favored by 

Baldung and also presents the prints for the benefit of artists, goldsmiths, and art lovers.274 At 

                                                      

272 Sabine Soll-Tauchert, Hans Baldung Grien (1484/85ï1545), Selbstbildnis und Selbstinszenierung (Vienna: 

Böhlau Verlag, 2010), 251ï252 and Forster 1985, 21. 
273 F.W.H. Hollstein, German engravings, etchings, and woodcuts, ca. 1400ï1700, vol. II (Amsterdam: M. 

Herzberger, 1954ï), II.238ï240.  
274 The text reads, ñVilerley herliche vnnd kunstliche wolgerissene Pferd / mit allem verstand / auff mancherley wenß 

gestellt und fürgebildet / durch den weytï berümbten Johan Baldung / zu nuss allen Molern, Goltschmiden, 

Bildthauweren und anderen der kunstliebenden ins Werck gebrocht, dessgleichen vor nie aussgangen. Getruckt zu 

Basel bey Christoffel van Sichem, Formschneider, 1575.ò 

Figure 7 Hans Baldung Grien, published by Christoffel van Sichem, Group of 

Seven Horses, 1534/1575, woodcut with letterpress. Basel:  Kunstmuseum, 

Kupferstichkabinett, Amerbach-Kabinett, Inv. 1823.3662. 
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least one of the woodblocks from this series is still extant, and David Landau argues that Van 

Sichem brought the block with him from Basel to Amsterdam.275  

Thirty-seven printing plates were sold at Van Sichemôs estate sale; of these thirty-one 

were wood blocks and six were engraved copperplates. Among the buyers were Christoffel van 

Sichem the Younger, Pieter Jacobsz. Paets, a print and book publisher who worked closely with 

Christoffel the Younger, and the goldsmith Jan Lambertsz. Christoffel the Younger bought the 

majority of the woodblocks, twenty-six, while Paets bought four. The last woodblock did not 

have a listed buyer. The copper plates were all purchased by Jan Lambertsz. Christoffel the 

Younger and Paets might have coordinated their purchases as they were the main buyers of the 

print publishing tools. In addition to the woodblocks, they each bought several sets of letters, a 

wooden printing press, and prints and drawings, all tools relating to book publishing. Van 

Sichemôs sons based some of their work on their father, and likely found in their fatherôs 

repository images that would have been useful to their practices. This can be seen in the number 

of copies Karel van Sichem made after his fatherôs work, such as copies of plates from Principes 

Hollandiae et Zelandiae, including portraits of Archdukes Albert and Isabella, Robert Dudley, 

and Margaret of Parma, and the previously mentioned copies for Josephus by Christoffel the 

Younger. 

Van Sichem moved back to the Low Countries in 1598, spending most of his time in 

Amsterdam with a brief stay in Leiden in 1603. The move from Basel to Amsterdam would have 

had a profound effect on his professional network and by extension the models that Van Sichem 

accessed and used. While he still kept prints, drawings, and some printing plates from his time in 

                                                      

275 At some point the blocks entered the collection of Pietro Barelli, where they eventually made their way to 

Modena. David Landau, I Legni incisi della Galleria estense: quattro secoli di stampa nell'Italia settentrionale 

(Modena: Mucchi, 1986), 185; David Rosand, ñThe Soliani Woodblocks,ò Print Quarterly 7 (1990), 72ï74. 
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the Swiss Republic, the move granted him greater access to Dutch and Flemish models and 

reconnected him to the printmakers and publishers he had known in his youth.  

Van Sichemôs move did not hinder his activities as a printmaker. In fact, most of his 

surviving work is from this later period in the Dutch Republic. Soon after his return, Van Sichem 

produced a number of loose-leaf prints, including five woodcuts after Hendrick Goltzius and 

Jacob Matham. As one of the most renowned printmakers of his day, Goltzius would have been 

an ideal business associate. From an examination of Van Sichem's oeuvre, given the number of 

works that are after designs by Goltzius and Matham, and the many prints by Goltzius sold at 

Van Sichemôs estate sale, a direct connection is very likely, though the depth of that connection 

is unknown. Goltzius might have been aware of Van Sichemôs work from his time in Basel, 

though Van Sichem could also have been introduced to Goltzius and Matham through his 

association with the Mullers. Jan Harmensz. Muller, one of Goltziusô close followers, was the 

son of Harmen Muller, who trained with Van Sichem as mentioned earlier. Van Sichem 

produced a portrait print of Cornelis Drebbel (1604), Goltziusô brother-in-law, which might have 

been used to attract Goltziusô attention.276 Nancy Bialler, in her examination of Goltziusô 

chiaroscuro woodcuts, notes that only Van Sichem and Jan Saenredam (c. 1565ï1607) worked 

directly from Goltziusô designs after 1600, when Goltzius shifted his focus to painting.277 This 

suggests, though there is no direct evidence, that Van Sichem might have worked with Goltzius. 

A possible connection is further supported by Van Sichemôs close collaboration with the 

                                                      

276 Hollstein XXVII.138 
277 Bialler 1992, 192ï193. 
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engraver Jan Saenredam; from 1589 to about 1595, Saenredam worked with Goltzius and 

Jacques de Gheyn II (c. 1565ï1629), another artist who collaborated with Van Sichem.278  

Van Sichem executed a number of prints after Goltzius and his associates. For one of Van 

Sichemôs prints after Goltzius, the original drawing still survives. Goltzius' Portrait of a Man 

(Figure 8) is a fantasy head executed in pen and ink in a purely graphic style. Goltzius made 

similar drawings throughout the 1580s, as seen in Head of a Woman in Profile (c. 1580, 

Formerly Jacob Klaver Collection) and Portrait of an Old Man with a Hat (1597, National 

                                                      

278 Jan Piet Filedt Kok, ñHendrick Goltzius ï Engraver, Designer and Publisher 1582ï1600,ò Nederlands 

Kunsthistorsch Jaarboek 42/43, GoltziusïStudies (1991), 159ï218, 159. 

  

Figure 8 Hendrick Goltzius, Portrait of a 

Man, 1607, pen and brown ink, incised for 

transfer. Los Angeles: The J. Paul Getty 

Museum, 94.GA.49. 

Figure 9 Christoffel van Sichem, after 

Hendrick Goltzius, Portrait of a Man, after 

1607, woodcut. Washington: National Gallery 

of Art, Andrew W. Mellon Fund, 1976.75.1. 
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Galleries of Scotland), where the lines taper and swell.279 This approach was more often seen in 

his finished drawings that were considered independent works of art, and not necessarily  

preparatory studies for prints.280 When Goltzius worked with engravers and woodcutters, his 

drawings are more tonal and less linear, relying on washes and shading to create depth. In such 

cases, Goltzius entrusted the linework to his workshop.281 Goltziusô approach gave his engravers 

greater freedom in interpreting and building shadow and volume. Goltzius had stopped 

producing prints after 1600, but he continued to be involved in the print trade as a designer, 

relying instead on accomplished engravers and woodcutters such as his step-son, Matham, to 

execute his prints. The portrait drawing, which must have been produced as an autonomous work 

of art, was likely acquired by Van Sichem who in turn transferred the design from the drawing 

onto block and then paper. Incision lines over Goltziusô design were drawn by Van Sichem, 

whose print closely corresponds with the drawing. In translating the drawing into print, Van 

Sichem's Portrait of a Man (Figure 9) captures the formal qualities of the drawing.282 The 

tapered lines suggest Goltzius' own engraving style, and short hatching lines about the cheeks 

and jawline give the face a sculptural quality.  

                                                      

279 See E.K.J. Reznicek, ñDrawings by Hendrick Goltzius, Thirty Years Later: Supplement to the 1961 ócatalogue 

raisonn®ô,ò Master Drawings 31 (1993), 215ï278, 273, no. 14 (ill.). Hendrick Goltzius, Bust of Man with Tasselled 

Cap, 1587, pen and brown ink, National Gallery of Scotland, inv. no. D 5507. 
280 See Huigen Leeflang, ñHis Artful Pen: Pen Works, Sketches, Chalk Drawings 1587ï1614,ò in Hendrick Goltzius 

(1558ï1617), Drawings, Prints and Paintings, eds. Huigen Leeflang and Ger Luijten, exh. cat. (New York: The 

Metropolitan Museum of Art, 2003), 235ï264, especially 237.  
281 Filedt Kok 1991, 165. 
282 Hollstein XXVII.135. 
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 Similar technical fortitude can be seen in the other larger woodcuts after the Goltzius 

School. Van Sichemôs Young Man Playing the Cymbal and Bust of a Young Man (Figures 10ï

11), the first after Goltzius, the second after Jacob Matham, are woodcuts of similar size and  

display similar visual characteristics.283 Form is created through strategically placed swelling 

lines, imitating Goltziusô engraving and crosshatching techniques. No drawings have been linked 

to the other two woodcuts, but it is likely that they were also  

 translated from a model.  

                                                      

283 Hollstein XXVII.134, XXVII.136.  

 

Figure 10 Christoffel van Sichem, after Hendrick 

Goltzius, Young Man Playing the Cymbal, 

woodcut. Washington: National Gallery of Art, 

Gift of Ruth B. Benedict, 1994.60.60. 

 

Figure 11 Christoffel van Sichem, after Jacob 

Matham, Bust of a Young Man, 1613, woodcut. 

Washington, National Gallery of Art, Ailsa 

Mellon Bruce Fund, 1971.36.9. 
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 A lost drawing is probably the model for Van Sichemôs Judith with the Head of 

Holofernes after Goltziusô design (Figure 12).284 It was Van Sichemôs only print to use the 

complex chiaroscuro technique; an impression survives in the British Museum printed with a 

green tone block (Figure 13).285 The popularity of the design is attested to by the survival of  

 many impressions of this print and the copies after it.286 One of these copies was executed by 

Christoffel the Younger (Figure 14), a sign of the family workshopôs practice of capitalizing on  

                                                      

284 E.J. Reznicek records two drawings of Judith and Holofornes by Goltzius. The drawing at the Crocker Museum 

has a passing resemblence, especially in the elaborate headdress. Reznicek 1961, I.243. See also William Breazeale 

with Cara Denison, A Pioneering Collection: Master Drawings from the Crocker Art Museum, exh. cat. 

(Sacremento: Crocker Art Museum, 2010) 61ï63.  
285 Bialler 1992, 206ï207. 
286 NHD 395 (Goltzius) lists five additional copies.  

  
   

Figure 12 Christoffel van 

Sichem, after Hendrick 

Goltzius, Judith with the 

Head of Holofernes, 

woodcut. Washington, 

National Gallery of Art, Gift 

of Ruth Cole Kainen, 

2012.92.648. 

 

Figure 13 Christoffel van 

Sichem, after Hendrick 

Goltzius, Judith with the Head 

of Holofernes, chiaroscuro 

woodcut. London: British 

Museum, 1856,0614.131. 

Figure 14 Christoffel van Sichem 

II, after Christoffel van Sichem I, 

after Hendrick Goltzius, Judith 

with the Head of Holofernes, 

woodcut. London: British 

Museum, 1856,0614.132. 
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 successful products and the continuation of Van Sichemôs legacy by his progeny. Van Sichem 

likely retained this woodcut and reissued them repeatedly. Although Christoffel the Younger 

could have possibly taken advantage of the printôs popularity and bought that particular 

woodblock, it seems more likely that he acquired an impression of Van Sichemôs print instead as 

the copy is reversed.  

 Van Sichemôs copies after Goltzius and his school, as well as the multiple impressions of 

the Marriage at Cana (Figure 15) suggest the marketability of designs by Goltzius while also 

hinting at a business arrangement with Goltzius and Matham.287 The Marriage at Cana is a large 

                                                      

287 Bialler 1992, 208. 

Figure 15: Jacob Matham, after Jacopo Palma, Francesco Salviati, 

Wedding at Cana, after 1601, engraving. Princeton: Princeton 

University Art Museum, Bequest of Junius S. Morgan, Class of 

1888, x1936ï19. 
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print that reproduces Francesco Salviatiôs fresco for the refectory of S. Salvatore in Lauro (c. 

1550). The engraving is comprised of four plates: two that depict the central scene from the New  

Testamant and an additional two depicting decorative spandrels for either side. The signatures on 

the left plate, ñHgoltzius sculptorò and on the right plate, ñIacobus Matham sculptor,ò suggest 

that the work was divided between the two engravers. The Marriage at Cana has been attributed 

to either Matham, Goltzius, or a collaboration between the two.288 Otto Hirschmann argues that 

the engraving was perhaps started by Goltzius but finished by Matham.289 Taking the signatures 

at face value, Léna Widerkehr believes that each artist worked on his respective plate.290 In the 

most recent edition of The New Hollstein, the whole print has been firmly rejected from 

Goltziusô oeuvre on stylistic grounds.291 Marjolein Leesberg believes that the inclusion of 

Goltziusô signature was a marketing ploy meant to increase the value of the print. Writings from 

the time variously attribute the print to either one or the other, as can be seen in Theodorus 

Schreveliusô poem dedicated to Matham.292 Significantly, in Van Sichemôs inventory, the print is 

firmly attributed to Goltzius. While the inventory does not definitively establish the authorship of 

the print, it does confirm that the Goltzius brand was recognizable and desirable.  

Around the time of Van Sichemôs return to Amsterdam, he began working with other 

printmakers in Leiden and Amsterdam. His connection to Leiden is recorded on a large 

                                                      

288 Kok 1991, 205n78. 
289 Otto Hirschmann, Hendrik Goltzius (Brunswick: Klinkhardt & Biermann, 1919), 125ï126. 
290 The New Hollstein Dutch & Flemish Etchings, Engravings and Woodcuts, 1450ï1700. Jacob Matham, vol. 16, 3 

parts. Compiled by Léna Widerkehr (Ouderkerk aan den Ijssel: Sound & Vision Publishers, 2007), vol. 16, pt. 1, 

xxxvii, and no. 33.  
291 The New Hollstein Dutch & Flemish Etchings, Engravings and Woodcuts, 1450ï1700. Hendrick Goltzius, vol. 

23, 4 parts. Compiled by Marjolein Leesberg (Ouderkerk aan den Ijssel: Sound & Vision Publishers, 2012), vol. 23, 

pt. 1, lxxii; vol. 23, pt. 4, no. R3. 
292 Theodorus Schrevelius, Theod. Harlemias / Ofte, om beter te seggen, / De eerste stichtinghe der Stadt 

HAERLEM [é] ót Haerlem / Ghedruct by Thomas Fonteyn, 1648, published in Lawrence W. Nichols, ñHendrick 

Goltzius ï Documents and Printed Literature Concerning his Life,ò Nederlands Kunsthistorisch Jaarboek 42/43, 

GoltziusïStudies: Hendrick Goltzius (1558ï1617) (1991ï1992), 77ï120, 118. 
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broadsheet depicting Simon Stevinôs wind chariot or land yacht (Figure 16).293 Commissioned by 

Prince Maurice of Orange, the print was the result of the combined efforts of Jacques de Gheyn 

II, who designed the central image, Willem van Swanenburgh, possibly a student of De Gheyn, 

who engraved it, and Van Sichem, who was the publisher.294 The print was possibly produced  

with the help of Christoffel the Younger and the experienced book publisher Hendrick van 

Haestens.295 The broadsheet, the product of three engraved plates stitched together with 

letterpress text and a woodcut, was a technically ambitious work for Van Sichem to undertake as 

publisher. Van Sichem adds to De Gheynôs central design by including, in letterpress, a poem 

written by the renowned jurist and poet Hugo Grotius that records Prince Mauritsô historic ride in 

Scheveningen and praises Stevinôs engineering. Van Sichem himself produced the more 

                                                      

293 For discussions of De Gheynôs print and the Stevinôs land-yacht see Mariët Westermann, A Worldly Art: The 

Dutch Republic, 1585ï1718 (New York: Harry Abrams, 1996), 54ï55; also briefly mentioned in Claudia Swan, Art, 

Science, and Witchcraft in Early Modern Holland: Jacques de Gheyn II (1565ï1629) (Cambridge: Cambridge 

University Press, 2005), 3.  
294 I.Q. van Regteren Altena, Jacques de Gheyn: Three Generations (The Hague: Martinus Nijhoff, 1983), I.76ï81. 
295 Forster 1985, 66. 

Figure 16 Willem Isaacsz. van Swanenburg, after Jacob de Gheyn II, published by Christoffel van 

Sichem, The Landyacht, 1603, engraving, woodcut, and letterpress text. Amsterdam: Rijksmuseum, RPï

PïOBï84.454. 
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technical illustration of the wind chariotôs construction. Van Sichem kept several impressions, 

which were subsequently auctioned off after his death.296 The plates, however, were reissued by 

different publishers, first by Dirck Pietersz. Voskuyl (or Voskuijl), who worked with Pieter 

Serwouters (1586ï1657), Van Sichemôs nephew by marriage, and then by the Amsterdam 

printmaker and publisher Claes Jansz. Visscher in 1652.297 These plates were likely not in Van 

Sichemôs estate sale, but they probably circulated in the same network of printmakers and 

publishers connected through familial and professional ties. It was during Van Sichemôs work on 

The Land Yacht that he probably became acquainted with the Leiden painter and draftsman Jan 

Cornelis Woudanus (c. 1570ï1615), an artist whose drawings and paintings served as models for 

his portraits of Anabaptists mentioned above.  

As a publisher, Van Sichem worked with professional engravers and craftspeople. 

Following their work on The Land Yacht, he collaborated on a second project with Van 

Swanenburg, the Thronus Justitiae, a suite of thirteen prints illustrating scenes of justice, derived 

from drawings by the prominent Utrecht artist Joachim Wtewael (1566ï1638).298 Van 

Swanenburgh provided the engravings while Van Sichem orchestrated their production in 

Amsterdam. The publication included thirteen prints, and was issued in at least three editions, 

one by the Antwerp engraver and publisher Pieter de Jode, and two by Van Sichem.299  

                                                      

296 Purchased by Nicolaes de Marees, a goldsmith. 
297 Hollstein XXVII.133. For more on Pieter Serwouters, see Claudia Swan, ñThe Art of Bookkeeping: Pieter 

Serwouters (1586ï1657) and the Status of Pictorial Accounts in Seventeenth-Century Holland,ò Nederlands 

Kunsthistorschi Jaarboek, vol. 50, Kunst voor de markt/Art for the Market 1500ï1700 (1999), 258ï280. 
298 Hollstein XXIX.37ï62. 
299 Sidsel Hellisen, ñThronus Justitiae: A series of Pictures of Justice by Joachim Wtewael,ò Oud Holland 91 (1977), 

232ï266. 
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Van Sichem also made prints after other Dutch and Flemish artists. His connection with 

Woudanus is reinforced by their mutual association with the print publisher Haestens, who had 

assisted Van Sichem in the production of The Land Yacht. Haestens was the appointed guardian 

of Woudanusô children.300 Woudanusô design served as Van Sichemôs model for his portrait of 

the Anabaptist David Jorisz. (called David Georgius in Van Sichemôs print). Other portraits Van 

Sichem made of Jan van Leiden and Bernt Knipperdolling, the leaders of the Anabaptist 

insurrection in Münster, were based on prints by Heinrich Aldegrever, with Woudanus as an 

intermediary (Figures 17, 18).301 The prints themselves mention Woudanus specifically ï ñJ.C.   

Wou: delin:ò ï so it is more probable that Van Sichem worked from images supplied by 

Woudanus, rather than directly from Aldegreverôs prints. Furthermore, in one instance, 

                                                      

300 B.W.F.van Riemsdijk, ñIets over den schilder Jan Cornelsz. Van óT Woudt,ò Oud Holland 14 (1896), 68ï75, 75. 
301 Hollstein XXVII.32. 

Figure 17 Christoffel van Sichem, after Jan Cornelisz. Van ót 

Woudt, after Heinrich Aldegrever, Portrait of Jan van Leiden, 

1605, engraving with letterpress. Amsterdam: Rijksmuseum, RPï

Pï1937ï1644. 

 



 

102 

 

Woudanus is identified as the draftsman, meaning that Van Sichem worked after drawings. 

Occasionally, Van Sichem also worked after paintings, as indicated by the inscription ñWoud 

pinxit.ò Many of these portraits were circulated individually before they were incorporated into 

the publication Historische beschrijvinge ende afbeeldinge der voornaemste hooftïketteren 

(1608).302 When it was published, Van Sichem was living in Amsterdam at ñInde Seylende 

Windtïwaghenò; that he chose to name his home after The Land Yacht further suggests the 

printôs popularity and commercial success. The portraits that made up the heretic series were 

published at least four more times during the seventeenth century. Following an edition in 1609 

with Latin text, two different editions were published by Willem Goeree, one in 1666 and 

another in 1677. The Latin edition was published by Johannes Janssonius, who also published 

                                                      

302 Van Sichem 1608. 

Figure 18 Heinrich Aldegrever, Jan van 

Leiden, engraving, state II/II. 

Washington: National Gallery of Art, 

Rosenwald Collection, 1943.3.319. 
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other prints by Van Sichem, to be discussed below. The plates likely remained with Janssonius, 

as there were few copperplates in Van Sichemôs estate sale.  

Van Sichem also made reproductions after Philips Galle (1537ï1612), a prolific publisher 

and printmaker working in Antwerp. Like his works after Woudanus, Van Sichemôs 

reproductions after Galle were mainly portraits, intended for use in book illustrations. Van 

Sichem copied Galleôs 33 portraits of historical figures from Principes Hollandiae et Zelandiae 

(1578) and published them in Jean Francois le Petitôs La grande chronique ancienne et modern, 

de Hollande, Zelande [...] (1600), which included illustrations of important figures in Dutch and 

English history. The book was translated and reprinted in England under the authorship of 

Edward Grimston, retitled Generall History of the Netherlands (1608ï9). 303 Van Sichemôs son 

Karel produced copies after Van Sichemôs illustrations for these texts. Examples can be seen in 

their respective versions of Robert Dudley, Earl of Leicester (Figures 19, 20). Van Sichem must 

have owned a copy of Galleôs publication. Either the illustrations in the book or Van Sichemôs 

subsequent copies were then used by his son, who gave his own interpretation of the subject. It is 

likely that Van Sichemôs plates for Le Petitôs book remained with the original author or the 

Dordrecht publisher, Jacob Canin, but Van Sichem may have retained either a copy of the 

publication or the designs for the plates. He made use of these designs again in Emanuel van 

Meteren (1535ï1612)ôs Niederländische Historien oder Geschichten aller deren Handel (1611), 

a publication to which he contributed eleven portraits.304 

                                                      

303 Michael Vosmeer, Principes Hollandiae et Zelandiae, domini Frisiae (Christoffel Plantijn and Philipe Galle: 

Antwerp, 1578), Jean Francois le Petit, La grande chronique ancienne et modern, de Hollande, Zelande [...] 

(Dordrecht: Jacob Canin, 1600), and Edward Grimston, Generall History of the Netherlands (London: A. Islip and 

G. Eld, 1608ï9). 
304 Emanuel van Meteren, Niederländische Historien oder Geschichten aller deren Handel (Antwerp: Emanuel van 

Meteren, 1611). 
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 Van Sichem tended to direct his collection and practice towards an appreciation and 

dialogue with his contemporaries and rarely looked to historical models for his sources. Many of 

the prints after Dürer in museum collections attributed to Van Sichem were likely made by Van 

Sichemôs sons, rather than Van Sichem himself. These prints are found in the Biblia Sacra 

(1657), which was published several years after Van Sichemôs death by Paets, a purchaser at his 

estate sale.305 Both the late date of the publication and the techniques used, woodcuts without 

crosshatching, suggest the work of the son rather than the father. Additionally, Van Sichem 

rarely depicted subjects from the Life of Christ and the New Testament. Instead, his history 

                                                      

305 Biblia Sacra (Antwerp: Pieter Jacobsz. Paets, 1657). 

 

  

Figure 19 Christoffel van Sichem, Robert 

Dudley, Earl of Leicester, engraving. 

Washington: National Gallery of Art, 

Rosenwald Collection, 1950.14.771. 

Figure 20 Karel van Sichem, after Christoffel van 

Sichem, Robert Dudley, Earl of Leicester, 

engraving. Washington, National Gallery of Art, 

Rosenwald Collection, 1950.14.772. 
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scenes were based on recent events, classical history, and the Old Testament. Following this 

trend, Van Sichem made an original variation of Lucas van Leydenôs Esther Before Ahasuerus 

(Figure 21, 22), from which Van Sichem derived some of his visual motifs and borrowed Lucas  

van Leydenôs monogram.306 Van Sichemôs interpretation only superficially derives from Lucas 

van Leydenôs print. While it is possible that Van Sichem was looking at another version of this 

scene, this is currently the only known treatment of the subject by Lucas van Leyden. Van 

Sichemôs print is a much simpler composition with many significant changes including a 

different architectural setting and fewer figures. Some similarities are seen in the kingôs raised  

                                                      

306 Hollstein V, 242; NHD 31 (Lucas van Leyden). 

  

 

  

Figure 21 Lucas van Leyden, Esther Before 

Ahasuerus, 1518, engraving. Cambridge: Harvard 

Art Museums/Fogg Museum, Gift of Barbara 

Ketcham Wheaton in memory of Robert Bradford 

Wheaton, 2011.636. 

 

Figure 22 Christoffel van Sichem, after Lucas 

van Leyden, Esther Before Ahasuerus, 16th 

Century, engraving. Cambridge: Harvard Art 

Museums/Fogg Museum, Gift of Belinda L. 

Randall from the collection of John Witt 

Randall, R14035. 
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 scepter, pointing at the kneeling Esther, but it is only the use of Lucasô monogram, an ñLò at the 

lower center of the composition, which links the two prints with each other. The added 

monogram was probably a marketing ploy as prints by Lucas van Leyden were sought-after and 

rare.307 Further, Van Sichem published two engravings by Jan Saenredam after Lucas van 

Leyden, which were Old Testament scenes of the heroines Jaël and Judith.308 Several of Van 

Sichemôs plates were subsequently published by a Johannes Janssonius: this would have been 

either Jan Janszoon (active 1594ï1630), a book publisher, or his son, Johannes Janssonius 

(1588ï1664), a cartographer and print publisher. Neither were present at Van Sichemôs estate 

sale, and they probably acquired these plates through other means, possibly through Pieter 

Serwouters. As mentioned previously, Serwouters was Van Sichemôs nephew by marriage, and 

he worked with Johannes Janssonius, producing the print River and sea gods with tradesman 

(1625, engraving).309 Lucas van Leydenôs work inspired copies within his lifetime, and his plates 

were in use for several decades following his death. In response to the demand for prints by 

Lucas van Leyden, artists and publishers executed both faithful and free copies.310 Van Sichemôs 

engraving, printed in reverse, bears Lucas van Leydenôs monogram, and is a free variant of 

Lucasô composition and delicate linework.  

 As a reproductive printmaker, Van Sichem exercised flexibility when responding to his 

models and designs. Some of his prints, such as Esther before Ahasuerus, diverge considerably 

from his models while others demonstrate a more conservative approach. His copies of portraits 

                                                      

307 Cornelis and Kok 1998. Rembrandt was a passionate collector of Lucas van Leyden prints, which will be 

discussed in Chapter 5. 
308 See Jan Saenredam, after Lucas van Leyden, published by Christoffel van Sichem, Jaël and Sisera (Engraving, 

1589ï1607) RP-P-OBï10.657 and Judith with the Head of Holofernes (1589ï1607), RP-P-OBï10.660; Hollstein  

XXIII.18, 19, 21. 
309 Hollstein XXVI.67. 
310 Cornelis and Kok 1998, 18ï86. 
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produced by other artists were repurposed for his own designs and interpreted for new contexts. 

Van Sichemôs broadsheet depicting Francois Ravaillac (Figure 23) after he murdered King Henri 

IV of France is based on Crispijn de Passeôs Portrait of Ravaillac (Figure 24), but Van Sichem 

changed the angle of Ravaillacôs arm and expanded the central portrait to a full-length depiction 

of the assassin.311 Elsewhere this approach can be seen in Van Sichemôs suite of eleven portrait 

broadsides of European nobility, some of which were creative variations on Goltziusô prints from 

the 1580s. In William of Nassau (Figure 25, 26), Van Sichem has taken Goltziusô central design, 

a threeïquarter length portrait in an intricate and allegorizing frame and has extended the frame 

                                                      

311 Hollstein XXVII.29. 

  

Figure 24 Crispijn de Passe, Portrait of 

Francois Ravaillac, engraving. Paris: 

Bibliothèque nationale de France, 

département Estampes et photographie. 

 

Figure 23 Christoffel van Sichem, Francois 

Ravaillac; Henry IV, King of France; Marie de 

Medici of France; Louis XIII, King of France, c. 

1600ï1624, etching. Paris: Bibliothèque nationale de 

France, département Estampes et photographie. 
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to suggest the figureôs entire form; the figureôs lower half is hidden behind a table, with a battle 

in the distance. Van Sichem thus transforms Goltziusô portrait from a static image to a narrative 

one. In a medium that often acknowledges the different hands at work through inscriptions, it is 

perhaps surprising that Van Sichem rarely calls attention to his sources. This is only done in 

instances where the name is marketable, or where credit is given to the direct involvement of the  

different contributors to the print, i.e. the engraver, the designer, and the publisher. 

 While it is impossible to know for certain how Van Sichem acquired many of his works 

on paper, it is likely he procured his collection and stock through personal and commercial 

connections with artists, intellectuals, printers, and publishers. One of the few records of his 

presence at an auction shows that he purchased prints from Goltziusô passion series at the estate 

 

 

Figure 25 Christoffel van Sichem, Portrait of 

William of Nassau, Prince of Orange, 

engraving. Cambridge: Harvard Art 

Museums/Fogg Museum, Gift of Jerry F. Hayes 

in memory of Dr. William H. Wilson, Class of 

1974, M20282. 

 

Figure 26 Hendrick Goltzius, Portrait of 

William, Count of Nassau, Prince of Orange, 

1581, engraving. Washington: National 

Gallery of Art, Rosenwald Collection, 

1950.14.1236. 
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sale of Jan Jansz. in 1620.312 Montias argues that the prints were bought by Christoffel the 

Younger based on the assumption that the elder Van Sichem died in 1620, but he actually died 

four years later. In reality, either could have made the purchase. Additional buyers at this sale 

were Adriaen van Nieulandt and Werner van den Valckert. Copies of Goltziusô prints were 

published in Der Zielen LustïHof (1629), likely executed by Christoffel the Younger. 313 They 

might have been kept in the large artbook that Christoffel the Younger purchased at his fatherôs 

estate sale.   

3.3 Conclusion 

 

Today, Van Sichem is best known for his woodcuts rather than the contents of his estate 

and shape of his collection. This is due to the size and nature of his oeuvre, his relationship with 

the rest of his family, and his work after Goltzius, but also because his practice was not defined 

by his tastes or connoisseurship. In scholarship on the history of printmaking, narrative 

approaches to the development of print techniques in the early modern period largely deride or 

overlook woodcuts of the late sixteenth and early seventeenth century in Holland in favor of 

etching and engraving. Since Van Sichemôs career has historically been defined by woodcuts, the 

artist has similarly been overlooked in favor of intaglio printmakers who more neatly fit into the 

peintre-graveur category, such as Goltzius and later Jan Lievens. Other aspects of Van Sichemôs 

career, especially his portraits of Anabaptists and his role in propagating literary forms, have also 

been a focus of scholarly attention. His estate, as recorded in the sale of his household effects, 

has not been fully incorporated into discussions of the artist. While the auctionôs importance has 

                                                      

312 GAA, Weeskamer 5073/953. ñJansz., Janò in The Montias Database of 17th Century Dutch Art Inventories, lot 

37. http://research.frick.org/montias/browserecord.php?ïaction=browse&ïrecid=1785. See also P.C. Molhuysen, 

and P.J. Blok, Nieuw Nederlandsch biografisch woordenboek (Leiden: A.W. Sijthoff, 1911ï1937), 9:1024. 
313 Der Zielen LustïHof (Amsterdam: Paets, 1629). 
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been noted in larger economic trends of the Amsterdam art market, the more immediate 

information about his household, its contents, and the buyers at the sale, has not been used to 

illuminate his practice and situate him within the tradition of artists who collect.  

Throughout his long career, Van Sichem found work through his connection with 

humanist thinkers, craftsmen, and artists working in the cities that he called home. His career as 

a printmaker shifted with his moves. While his activities in Antwerp remain unknown, his work 

in Basel focused on woodcuts and book production. On his arrival in Amsterdam, he continued 

to work in woodcut, but broadened his practice to include broadsheets and the production and 

publication of allegorical and fine art prints, such as those he made after Goltzius and 

Swanenburghôs printed suite, the Thronus Justitae, after Wtewael. In trade, he also expanded his 

enterprises by working with, and appealing to, goldsmiths and silversmiths working in 

Amsterdam and Leiden. This is suggested by the large number of goldsmiths present at his estate 

sale, and the kinds of material that were sold. Precious metals and naturalia such as pearls and 

coral were overwhelmingly purchased by craftspeople. Additionally, the work Van Sichem 

produced directly appealed to goldsmiths, as seen in Van Sichemôs reissuing of Baldungôs plates, 

which were in part dedicated to goldsmiths, as well as his collaboration with Abraham van den 

Hecken. 

While it is almost universally argued that artists collected and utilized works on paper in 

their practices, Van Sichemôs collection provides a glimpse into the varying uses such collections 

had. Van Sichemôs collection is relatively small compared with other artist-collectors of 

succeeding generations, including Rembrandt van Rijn and Peter Lely. The size of his collection 

is likely more reflective of what would have been typical of artists during this period and is also 

indicative of his role as an artist, engraver, publisher, and merchant. The types of prints he 
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produced, which were largely reproductive, make it possible to rebuild, at least in part, the 

images he would have seen and studied. How these models were then used further reveals that 

Van Sichem targeted a market of educated consumers, as his portraits were often part of larger 

literary projects. Similarly, his broadsheets incorporate high poetic forms and illustrate 

significant moments of local technological achievement and events with international political 

bearing.  

Taken at the end of his life, the auction record can only reveal so much. As his practice 

shifted with his movements, it is almost certain that Van Sichemôs access to models from his 

time in Basel was different from the ones he had while in Leiden and Amsterdam. While in 

Basel, he worked primarily with Central European artists and patrons, whose tastes are reflected 

in the models from which he primarily drew. After his return to the Low Countries, Van 

Sichemôs practice shifted to different models and subject matter, adapting the work of mannerist 

artists including Goltzius, Bloemaert, and Wtewael. As such, the undescribed contents of his art 

books are a tantalizing hint of a general interest in works on paper by northern artists but might 

contain more than what is evident in his work.  

While he had access to the work of important artists, the comparatively low prices that 

his artbooks sold for seems to suggest that there was nothing of exceptional value in them. 

However, the low prices are also reflective of the value placed on works on paper in the early 

seventeenth century. Drawings and prints were comparatively cheap in contrast to objects with 

higher value such as paintings and raw materials that had monetary value independent of 

aesthetics, such as jewels, gold and silver. Even with these considerations, the most expensive 

item sold at his sale was his printing press, a large piece of equipment essential to his profession.  
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The inventory does not provide the physical layout of Van Sichemôs household, which 

would provide a context for his possessions: in what room were his albums stored? Where did he 

keep his plates and press? Considering the limitations of the auction record and the relative size 

of its contents, it is questionable whether the albums should be called a collection at all. I would 

argue that they should, but that the collectionôs use is reflective of professional necessity rather 

than of social aspirations. There is little evidence indicating that the albums were assembled by 

Van Sichem himself as a reflection of taste or for personal enjoyment. Instead, the auction, 

coupled with his oeuvre, evidences first that a small collection existed, and second, what those 

albums might have contained. These simple facts illustrate the varied appeal collecting had and 

how central it was to art production in the seventeenth century. Not every artist was a liefhebber, 

but artists needed prints and drawings as points of reference for their work.  
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Chapter 4 

Adriaen van Nieulandt 

Adriaen van Nieulandt was an artist, art dealer and real-estate agent who lived and 

worked in Amsterdam during the first half of the seventeenth century. A master of many genres, 

he trained under the Dutch history painters Pieter Isaacsz. (1569ï1625) and Frans Badens (1571ï

1618). His long artistic career spanned from around 1610 until his death in 1658. Throughout 

this time, Van Nieulandt lived comfortably on the profits he made through his investments in the 

Vereenigde Oostindische Compagnie (VOC), his involvement in the booming Amsterdam real 

estate market, his expertise as a dealer and connoisseur, and as a master painter.314  

 Van Nieulandt was from a family of Flemish immigrants from Antwerp who moved to 

Amsterdam in 1589. Like many Flemish immigrants of this time, Van Nieulandtôs family fled 

political instability and religious unrest in the southern Low Countries. His family was closely 

involved in the arts: his father and at least one uncle sold quills, and another uncle, Willem I 

(1560ï1626), was a practicing artist in Rome. Van Nieulandtôs elder brother Willem Adriaensz. 

van Nieulandt II (1584ï1635), hereafter called Willem II, trained in Rome with their uncle and 

specialized in landscapes with ruins and small figures. He was a painter and printmaker active in 

Italy and the Low Countries.315 Their younger brother, Jacob, seems to have specialized in 

landscape and market scenes and was a fairly active art dealer. Together, the familyôs 

professional networks extended between Rome, Amsterdam, and Antwerp.  

                                                      

314 Sluijter 2015a, 174ï176. A review of the literature on Van Nieulandt is below, 113ï117. 
315 Willem Adriaan te Slaa, ñWillem van Nieulandt as printmaker,ò Print Quarterly (2014), 379ï394. 
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 Van Nieulandt began training with Pieter Isaacsz. in 1607.316 Isaacsz., in addition to 

being an accomplished history and portrait painter, was a well-connected dealer, who brokered 

cultural and artistic exchanges between the Danish court of Christian IV (1577ï1648) and Dutch 

artists mostly working in Amsterdam. Through him, Van Nieulandt learned the foundations of 

his craft while also contributing to important commissions at the Danish court, including eleven 

New Testament scenes for the Frederiksborg Oratory, which were destroyed in a fire in 1859.317 

His second apprenticeship was to Frans Badens, a Flemish artist who specialized in history 

painting and conversation pieces, and a colleague of the Haarlem mannerist artists, including 

Hendrick Goltzius, Karel van Mander, and Cornelis Cornelisz. van Haarlem. Badens spent four 

years in Italy, which might have appealed to the young Van Nieulandt. Unlike his brother 

Willem II, Adriaen van Nieulandt appears to have never travelled to Italy. Instead, as Eric Jan 

Sluijter has pointed out, Van Nieulandt chose teachers who had international experiences and 

reputations.318  

 At the time of his death, Van Nieulandt owned over ninety albums and books, which held 

at least 1,300 prints and drawings. These objects, along with his studio of finished and unfinished 

paintings and works by Allart van Everdingen and Adam Elsheimer, are testament to his artistic 

practice. Van Nieulandtôs paintings reveal a knowledge and awareness of art in Italy, although 

never having made the journey, through works on paper. Likewise, prints and drawings would 

have kept him informed of art in the Low Countries that he might not have been able to 

experience firsthand. His connections with the larger artistic communities of Amsterdam and the 

                                                      

316 Bob Haak, The Golden Age: Dutch Painters of the seventeenth century, ed. Elizabeth WillemsïTreeman (New 

York: Abrams, 1984), 174. 
317 See Pieter Isaacsz (1568ï1625), Court Painter, Art Dealer and Spy, eds. Badelock Noldus and Juliette Roding, 

exh. cat. (Copenhagen: Museum of National History at Frederiksborg Castle, with Brepols, 2007) and further below.  
318 Sluijter 2015a, 176. 
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southern Netherlands and his activities as an artist and collector reveal his awareness of changes 

in taste as manifested through his oeuvre and the objects he accumulated.  

4.1 Literature Review 

4.1.1 Contemporary Accounts 

 Despite his long and productive career, Adriaen van Nieulandt did not leave a lasting 

legacy. His early work was considered fashionable, and he received praise for his art in 

Amsterdam. In Theodoor Rodenburghôs poetic prologue to his 1617 play, Melibéa, Van 

Nieulandt is listed among the most praiseworthy painters active in Amsterdam at this time, along 

with Jan Pynas (1582ï1631), Pieter Lastman (1583ï1633), Pieter Isaacsz., Frans Badens, and 

Claes Moyaert (1592ï1655).319 Van Nieulandt was also mentioned by the artist and dealer 

Balthasar Gerbier in his lament on Hendrick Goltziusô death in 1618 as one of the inheritors of a 

proud Dutch artistic tradition, writing: 

Van Nieulandt appears diligent, wanting to prove his gifts 

Like art enriches his spirit, and makes his name grow  

Have you from Hollandôs Garden taken what is fertile? 

From Van Nieulandtôs beautiful fruit, despite you Atropos.320  

 

Again, Van Nieulandt is named among some of his most well-respected contemporaries such as 

Lastman and Pynas, the most prominent history painters working in Amsterdam and leaders of 

                                                      

319 Theodoor Rodenburgh, Melibea: treur-blyïeyndeïspel (Amsterdam: Jan Eversz. Cloppenburch, 1618), 

unpaginated: En die ghy hebt als noch Pinas, uw Lastmans wercken, uw Pieter Ysacx, die u roofden Denemercken. 

Tengnagel, Badens, Vinck, vercieren ót Amstellandt, Uw Poelenburgh, Nieu Land, Moeyert, en Van Nan, uw Zavôry, 

Vinckeboons, uw waerden vander Voorden, ót levanten ghy verciert door uw kunstôrijcke Noorden.ò Cited in Sluijter 

2015a, 174; C.T. Seifert, Pieter Lastman. Studien zu Leben und Werk. Mit einem kritischen Verzeichnis der Werke 

mit Themen aus der antiken Mythologie und Historie (Petersberg: Michael Imhof, 2011), 325.  
320 ñNieuwlandt yvôrigh verschijnt, sijn gonst hier wl bewijsen, Gôlijck Const sijn Gheest verrijckt en sijnen Naem 

doet rijsen, Hebt ghy uytā Hollandts Thuyn vruchtïbaerders uyt ghewijt, ót Nieuwlandt schoon vruchten uyt, Atropos 

u ten spijt,ò in Balthasar Gerbier, Eer eende claghtïdight: ter eeren van den lofweerdighen Constrijcken ende 

Gheleerden Henricud Goltzius (The Hague: Aert Meuris, 1620) 9. My thanks to Talitha Schepers and Marijn 

Everaarts for their thoughtful corrections to my translation. 
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the group scholars have called the Pre-Rembrandtists.321 As explained by Sluijter, ñGerbier 

devoted to him several lines as a painter whose name is rising through his art, which makes clear 

that he was much respected at that time.ò322  

 In addition to these poetic accolades, Van Nieulandt was included in two publications 

that further solidified his importance to the Dutch school of painting. His portrait, along with 

those of other notable Flemish and Dutch artists, was included in Jan Meyssensô print series, 

Image de divers hommes dôesprit sublime (1649), dedicated to the printmaker, publisher and art 

agent Michel le Blon (1587ï1656); a connection between Le Blon and Van Nieulandt is 

discussed below. Van Nieulandt was subsequently mentioned in the first volume of Cornelis de 

Bieôs artistic treatise, Het Gulden Cabinet der edel vry schilderkonst [The Golden Cabinet of 

Noble Painting], published in Antwerp in 1662 with plates adapted from Meyssens.323 The 

precision of the biographical text under Meyssensô portrait suggests that Van Nieulandt was in 

contact with the printmaker, and it is probable that Van Nieulandt also contributed the 

information about his elder brother, Willem II.324 Sluijter has suggested that Adriaen was 

included in this series because of the connections he had with the engraver through his brother, 

who, as mentioned, was also a printmaker. Adriaenôs portrait by Meyssens and its caption served 

as the basis for Van Nieulandtôs short biography in Arnold Houbrakenôs De groote schouburgh 

der Nederlantsche konstschilders en schilderessen [The Great Theatre of Netherlandish Painters 

                                                      

321 See Astrid Tümpel, The PreïRembrandtists, exh. cat. (Sacramento: E. B. Crocker Art Gallery, 1974) and Seifert 

2011, cited above. 
322 Eric Jan Sluijter, ñCareer choices of migrant artists between Amsterdam and Antwerp. The Van Nieulandt 

brothers,ò De Zeventiende Eeuw: Cultuur in de Nederlanden in interdisciplnair perspectief 31 (2015), 101ï137, 

127. Hereafter, Sluijter 2015b. 
323 Cornelis de Bie, Het Gulden Cabinet der Edel Vry Schilderconst (Antwerp: Jan Meyssens, 1662). 
324 Sluijter 2015a, 178. 
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and Paintresses] (1718ï21), which solidified his inclusion in later discussions on Dutch art, but 

his popularity quickly waned following his death.325  

While he might not have received much praise during the second half of his career, he 

does not seem to have lacked clientele. An analysis of seventeenth-century Dutch inventories 

shows that prices for Van Nieulandt's paintings ranged from 30 to 60 guilders, and his works 

were bought and displayed in the homes and collections of members of all social classes in 

Amsterdam.326  

4.1.2 Recent Scholarship 

 Until the last decade, Van Nieulandt received little scholarly treatment. His paintings are 

varied but less imaginative than those by some contemporary artists working in Amsterdam. In 

synthetic studies on seventeenth-century Dutch topics, Van Nieulandt is placed at the periphery, 

a point of comparison rather than focus.327 Considerations of Van Nieulandt have either focused 

on the archival documents used to reconstruct his life and practice, as seen in A.D. de Vries 

Azn.ôs contributions in Oud Holland, or are concerned with attribution.328 This includes Fred 

Meijerôs attribution of a still life flower painting to Van Nieulandt, which was previously thought 

to be by Ambrosius Brueghel.329 Scholars have also addressed Van Nieulandtôs relationship to 

other artists, such as his early collaborations with Paul Vredeman de Vries and with his teacher, 

                                                      

325 Houbraken 1753/1976, 42ï43. 
326 Sluijter 2015a,186. 
327 He is mentioned by Haak 1984, 174, but is omitted altogether in Jakob Rosenberg, Seymour Slive, and E.H. Ter 

Kuile, Dutch Art and Architecture 1600 to 1800 (Harmondsworth: Penguin, 1966), and the revised edition, Seymour 

Slive, Dutch Painting 1600ï1800 (New Haven: Yale University Press, 1995). 
328 A.D. de Vries Azn., ñBiografische aanteekeningen betreffende voornamelijk Amsterdamsche schilders, 

plaatsnijders, enz. en hunne verwantenò (I), OudïHolland 3 (1885), 68; idem., ñBiografische aanteekeningen 

betreffende voornamelijk Amsterdamsche schilders, plaatsnijders, enz. en hunne verwanten (III),ò Oud Holland 3 

(1885), 234ï235. 
329 Fred G. Meijer, ñNot Ambrosius Brueghel (1617ï1675), but Adriaen van Nieulandt (1587ï1658); a mutilated 

image of Vanity,ò Oud Holland 109 (1995), 158ï164. 
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Isaacsz. In a 1995 publication, Edwin Buijsen investigates Van Nieulandtôs contributions to 

Vredeman de Vriesôs perspective paintings.330 Sluijter observes that Van Nieulandt must have 

maintained an active artistic network in Amsterdam, where he lived for many years on the Sint 

Anthonisbreestraat, also home to Rembrandt and other artists.331 Over ten years later, Michel 

Rodingôs work frames the beginnings of Van Nieulandt's career through Pieter Isaacsz.ôs 

influences on his early development.332  

 The more recent interest in Van Nieulandt is indebted to the economic historian John 

Michael Montias, and to Eric Jan Sluijter and Marten Jan Bok through the ECARTICO project, 

which illuminates the art market and the interconnection of artistic communities in seventeenth-

century Amsterdam. Montias explored the different threads and forces at play between 

individuals participating in auctions, and the kinds of art available. Van Nieulandt, who was a 

frequenter of art sales, was well-connected to the various communities brought together through 

art and trade, as recorded in the business transactions that survive and by the individuals who 

witnessed the baptisms of his children. Montias examined many of these links as they related to 

buyers at art auctions, and through this lens, Montias shows that Van Nieulandt used a variety of 

networking strategies to become associated with such dealers as Barent van Someren.333 In short, 

Van Nieulandt was well-connected and particularly knowledgeable ï facts that should inform 

how his art and collection are viewed. 

  Eric Jan Sluijterôs Rembrandtôs Rivals, the first volume in a projected two-part study that 

highlights some of the findings of the ECARTICO project, reveals how artists made their 

                                                      

330 Buijsen 1995. 
331 Sluijter 2015a, 178. For his work with Paul Vredeman de Vries, see Edwin Buijsen, ñEen samenweking tussen 

Paul Vredeman de Vries en Adriaen van Nieulandt,ò Oud Holland (1995), for Pieter Isaacsz, see Noldus and Roding 

2007. 
332 Michel Roding, ñAdrian van Nieulandt ï Pieter Isaaczôs Versatile Pupil,ò in Noldus and Roding 2007, 216ï222. 
333 Montias 2002, 60ï61. 
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livelihoods producing history paintings even while Rembrandt dominated Amsterdamôs artistic 

scene. In his chapter on Van Nieulandt, Sluijter stresses that Van Nieulandt was at the center of 

several art networks and was regularly called upon for his knowledge of art in Italy. Despite this, 

his painting style and compositions are conservative and show little influence of contemporary 

art innovations undertaken by Lastman, Rembrandt and their circle.334 In a separate publication, 

Sluijter examines the artistic trajectory of Van Nieulandt and his brother Willem II, investigating 

how Flemish artists found places for themselves in Amsterdam by their involvement in close-

knit and conservative immigrant communities.335 In the same volume, Zoran Kwak examines the 

pictorial genre of the kitchen piece, including an early example by Van Nieulandt.336  

Taken together, Roding and Sluijter provide overviews of Van Nieulandtôs working 

method. His early career, as explored by Roding, is marked by his adaptation and indebtedness to 

Isaacsz.ôs teachings and the mannerist style popularized in Haarlem, notably by Goltzius, Van 

Mander, and Cornelis Cornelisz. His later career, as described by Sluijter, is characterized by 

conservative, formulaic compositions, but these later years were some of the most productive. 

While often placed on the periphery, Van Nieulandtôs contributions to the early seventeenth-

century Dutch art market are important to consider as an example of how artists responded to the 

visual landscapes in which they worked, populated not only by their local artists, but also by 

those whose influences stretched beyond the confines of political borders.  

4.2 The Collection 

4.2.1 Inventory summary 

                                                      

334 Sluijter 2015a, 176ï185. 
335 Sluijter 2015b. 
336 Zoran Kwak, ñTaste making southerners and northern innovators. Artistic dialogue between painters of kitchen 

scenes in the Republic and the Southern Netherlands, c. 1590ï1630,ò De Zeventiende Eeuw. Cultuur in de 

Nederlanden in interdisciplinair perspectief 31 (2015), 211ï239. 
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 Adriaen van Nieulandt died on July 7, 1658, and his probate inventory was drawn up on 

October 4 of that year at the request of his children and their respective spouses.337 The inventory 

is seven pages long and was compiled by the notary Pieter de Bary. The inventory has been 

previously published by Abraham Bredius in his Künstler-Inventare, in which he focused 

primarily on transcribing the list of paintings and works on paper.338 The inventory does not lend 

itself to an examination of how these items might have been organized by room as these details 

are not included. Instead, objects are listed more-or-less by type, and their estimated value is 

recorded to the right of each entry. The total worth of the listed items in Van Nieulandtôs 

inventory is fl. 928.17. In addition to the furniture, Van Nieulandt owned about eighty-three 

paintings and ninety-one books and albums, which included at least 1300 prints and drawings. 

The most inexpensive paintings were valued at two guilders; these were mostly unfinished. The 

most expensive paintings were history paintings, including a Christ in the Temple at thirty 

guilders, The Three Kings at twenty-five guilders, and Christ's Baptism at twenty guilders.339 

Since no artist is listed, it can be assumed that these were works by Van Nieulandt himself. In 

addition to paintings by his own hand, Van Nieulandt also owned six paintings by Allart van 

Everdingen, four of which were landscapes, an Ecce Homo by Adam Elsheimer on copper, a 

seascape by Bonaventura Peeters the Elder, and a portrait of himself by his neighbor on the 

Breestraat, Cornelis van der Voort (1576ï1624).340   

The works on paper are listed after the paintings and furnishings. The prints and drawings 

are described as being bound together or organized in folios. Only a few of the art books are 

                                                      

337 Notarial Archives 5075/1710, cited above, note 8.  
338 Bredius I.171ï176. 
339 ñEen schildery van de dopinge Christi, gedaen by den Overleden. 20:ïï.ò; ñEen Ditto van Christus in den tempel 

onder de copers en vercopers, mede by den Overleden gedaen. 30.ïïñ; ñEen schildery be den Overleden gedaen 

sijnde van de dry Koningen met de uytgesneden leyst daertoe behorende. 25:ïï.ò  
340 Sluijter 2015a, 178; and Appendix 2. 
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attributed to specific artists, but these notations are significant: they include an album of 102 

prints by Rembrandt, an album of twenty-six woodcuts by Dürer, and an album of prints by his 

brother, Willem II. Forty-one albums and books are listed individually, followed by an additional 

fifty small books listed as a group. This last group was worth considerably less, valued at ten 

guilders. Of the forty-one individually listed albums and books, sixteen books are identified 

either by title, author or subject. Often, essential data, such as date of publication, is unrecorded. 

Despite the occasional shortcomings, enough information is recorded to provide a sense of the 

kind of books Van Nieulandt owned and likely used.  

The first four books listed in Van Nieulandtôs inventory are ñeen Flavius Josephus,ò ñde 

cronycken van Hollant,ò ñót Leven der doorlugghtige Grieken,ò and ñeen Bybelkronyck.ò341 

Recorded together, this arrangement suggests that these books made up a small section dedicated 

to history. Flavius Josephus likely refers to the History of the Jews, a collection of texts that was 

an important resource for history painters, including Peter Lastman, Rembrandt and his 

followers.342 It is possible that Van Nieulandt owned an edition that included the illustrations 

designed by Stimmer, a project to which Van Sichem also contributed as mentioned in the 

previous chapter.343 The ñcronycken van Hollantò could refer to a number of texts which 

recounted the history of Holland and that were available to Van Nieulandt.344 Among them is Le 

Petitôs La grande chronique ancienne et modern, de Hollande, Zelande (1600), which included 

                                                      

341 See Appendix 2.  
342 Christian T¿mpel, ñDie Rezeption der J¿dischen Altert¿mer des Flavius Josephus in den hollandischen 

Historiendartellungen des 16. Und 17. Jahrhunderts,ò in Wort und Bild in der Niederlandischen Kunst und Literatur 

des 16. Und 17. Jahrhunderts, eds. H. Vekeman and J. Muller Hofstede (Lukassen: Erftstadt, 1984), 173ï204, 174; 

Golahny 2003, 174. 
343 For a discussion of Van Sichemôs involvement with this publication, see Chapter 3. 
344 For a descriptive list of history texts published in the Netherlands, see E.O.G. Haitsma Mulier and Anton van der 

Lem, Repertorium van geschiedschijvers in Nederalnd 1500ï1800 (The Hague: Nederlands Historisch Genootschap, 

1990).  
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illustrations by Van Sichem as well.345 If the description is taken more literally, then Van 

Nieulandtôs ñcronyckenò might be a Dutch text. There were many kronieken in circulation at this 

time, but it is my assumption that the inventory is listing a section of the actual title. If this is 

indeed the case, then the volume could be one of the editions of Divisiekroniek: Die cronycke 

van Hollant, Zeelant ende Vrieslant (1517/1586) or Marcus Zeurius van Boxhornôs reprint of 

Johan Veldenaerôs Chronyck van Hollandt, Zeelandt, ende Westvrieslandt (1650).346 These three 

texts, similar to Le Petitôs, included portraits of Dutch 

nobles, a subject would have been useful for Van 

Nieulandtôs portrait practice, such as Prince Maurits and 

His Horse and Groom (1624; Baltimore, Walters 

Museum) and his Liberum Belgium (Figure 27). In the first 

edition of this print, Van Nieulandt included the figure of 

Prince Maurits, while in the second state he replaced the 

seated Maurits with Prince Frederick Henry.347 The title 

ñót Leven der doorlugghtige Griekenò identifies this book 

as a Dutch translation of Plutarchôs The Lives of the 

Glorious Greeks. Plutarch was translated into Dutch as 

early as 1601 when M. Everart published an abridged 

                                                      

345 Le Petit 1600.  
346 Divisiekroniek: Die Cronycke van Hollandt, Zeelandt ende Vrieslant[...](Leiden: 1517); Cornelis Aurelius, Die 

Cronycke van Holant, Zeelant ende Vrieslant (Delft, Aelbrecht Heyndricxsz, 1591); Chronyck van Hollandt, 

Zeelandt, ende Westvrieslandt, door Johan Veldenaeré(Leiden: Marcus Zuerius van Boxhorn, 1650). The first two 

chronicles are traditionally attributed to Cornelius Aurelius. Sjoerd Levelt argues that while there is a strong case for 

the attribution, the authorship of the chronicle is uncertain. Sjoerd Levelt, Jan van Naaldwijkôs Chronicles of 

Holland: Continuity and Transformatiin in the Historical Tradition of Holland during the Early Sixteenth Century 

(Hilversum: Verloren, 2011), 163, 167ï168. 
347 Hollstein XVI:7.1; 7.II. 

Figure 27 Simon de Passe, after 

Adriaen van Nieulandt, Liberum 

Belgium, 1628, engraving, state II. 

London: British Museum, 

1854,0614.158. 
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version of the text.348 A. van Nyeveltôs full translation was published two years later in 1603.349 

The differences in title, Tleven ende vrome daden vande Doorluchtige Griecsche (Everart) as 

opposed to TôLeven der doorluchtig Griecken (Van Zuylen), suggests that Van Nieulandt might 

have owned the latter.350  

Following his history books, Van Nieulandt owned four books of architecture that were 

listed together. The inventory includes both the subject and the authors: ñSellyò, which is likely 

Serlio, ñ[Hans Vredeman] de Vries,ò and ñ[Pieter Coecke van] Aelst.ò Van Nieulandtôs Serlio 

was likely an edition issued by Coecke, who translated Sebastiano Serlioôs multi-volume treatise, 

Architettura (Venice, 1537) into Flemish, and subsequently published five volumes beginning in 

1539.351 A second volume attributed to Coecke might refer to another volume in this series, but it 

could also refer to Coeckeôs highly praised translation of Vitruvius, which was published under 

the title Die inventie der colommen met haren coronementen ende maten (1539). The two books 

by Hans Vredeman de Vries were likely Architectura (1577) and Perspective (1604/5).352 A rare 

example of the practical use of Vredeman de Vriesô illustrations in the studio can be found in the 

                                                      

348 Plutarch, Tleven ende vrome daden vande Doorluchtige Griecsche ende Romeynsche mannen, translated by M. 

Everart (Leiden: Jan Claesz van Dorp, 1601). 
349 idem., TôLeven der doorluchtig Griecken ende Romeynené, translated by A. van Zuylen van Nyevelt (Leiden: 

Jan Paedts Jacobsz en Jan Bouwensz,1603), 2nd ed. (Delft: Adriaen Gerritsen van Beyeren and Felix van Sambrix, 

1644); Golahny 2003, 191. 
350 The later edition is also likely what Rembrandt owned. Golahny 2003, 230. 
351 Sebastiano Serlio, Architettura (Venice, 1537); Sebastiano Serlio and Pieter Coecke van Aelst, Generale reglen 

der architecturené(Antwerp: P. Coecke, 1539); Herman de la Fontaine Verwey, ñPieter Coecke van Aelst and the 

publication of Serlioôs book on architecture,ò Quaerendo 6 (1976), 166ï194; Rudi Rolf, Pieter Coecke van Aelst en 

zijn architectuuruitgaves van 1539; met reprint van sijn óDie inventie der colommenô en óGenerale reglen der 

architecturen (Amsterdam: Amsterdam University Press, 1978); Krista de Jonge, ñThe Court Architect as Artists in 

the Southern Low Countries,ò Nederlands Kunsthistorisch Jaarbook 59 (2009), 110ï135; idem., ñDie Inventie der 

colommen de Pieter Coecke, ¨ Anvers en 1539,ò in Sebastiano Serlio à Lyon: architecture et imprimerie, ed. Sylvie 

Deswarte-Rosa (Lyon: Mémore Active, 2004) 1:480ï481; idem., ñAnvers: Les premi¯re traductions de trait® 

dôarchitecture de Serlio,ò in Ibid, 261ï283.    
352 For an overview of Vredeman de Vriesôs architecture treatises and their reception, see Christopher Heuer, 

ñBetween the Histories of Art and Architecture: Critical Reception of Hans Vredeman de Vries,ò Bulletin van de 

Koninklijke Nederlandse Oudheidkundige Bond 100 (2001), 27ï40, and idem., The City Rehearsed: Architecture, 

rhetoric, and print in the worlds of Hans Vredeman de Vries (1526ï1609) (New York: Routledge, 2009).  
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National Gallery of Artôs Scenographiae (1560).353 An inscription, ñPhilipphus en Joannes 

Vingboons,ò indicates that the book was likely owned by the architect Philips Vingboons (1607ï

1678) and his brother, the painter Johannes Vingboons (1616/17ï1670). The stains on the cover 

are the result of an artist using it to clean his dirty brushes (Figure 28).354 Paint marks scattered 

throughout the text show the use of the text in the artistic process.  

The final eight books are not organized into sections, but they complement each other 

and the rest of Van Nieulandtôs small library. Three of these texts can be securely identified as 

art and art theoretical books. The first two are Abraham Bloemaertôs drawing manual, Het 

Tekenboek, illustrated by Frederick Bloemaert (1656).355 The other is a bound copy of the series 

                                                      

353 Hieronymus Cock and Hans Vredeman de Vries, Scenographoae, sive perspecivae, viginti selectissimarum 

fabricaum (Antwerp: Hieronymus Cock, 1560). For more on these brothers, I. H. van Eeghen, ñDe familie 

VinckboonsðVingboons,ò Oud Holland 67 (1952), 217ï232. 
354 My thanks to Yuri Long for sharing this rare book with me. 
355 Hollstein II:94ï213, Frederick Bloemaert, after Abraham Bloemaert, Het Tekenboek (1656); Bolten 1985; idem., 

ñAbraham Bloemaert (1564ï1651) and His Tekenboek,ò Delineavit et Sculpsit 9 (1993), 1ï10. 

Figure 28 Hieronymus Cock and Hans Vredeman de Vries, Scenographiae, sive perspectivae ... 

pulcherrimae viginti selectissimarum fabricarum (Antwerp: Hieronymus Cock, 1560). 

Washngton: National Gallery of Art Library, N44.V982 A582 1560. Photo by Casey Lee. 
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of engravings of saints by the Flemish printmaker Boëtius Adamsz. Bolswert after designs by 

Bloemaert, Sacra Eremus Ascetriarum (1612).356 Van Nieulandt also owned a copy of Karel van 

Manderôs Schilder-boek (1604), a basic text for Dutch artists. He owned in addition an old bible 

and a ñtestamentò, which, along with the ñbybelkronyckò are too general to identify, but specific 

enough to signal Van Nieulandtôs piety. Since he painted many Biblical subjects, they could have 

been useful reference sources as well. A book by the historian Emanuel van Meteren could refer 

to three different texts that deal with the history of Belgium and the Netherlands, including his 

1611 Niederländische Historien, which included illustrations by Van Sichem.357 The final two 

books are on ñburgerlycke discoursenò [burgher or civil discourse], which could mean that they 

were books of conduct, but there is not enough information to identify them. As Van Nieulandt 

held courtly aspirations and built a network beyond his social class, as will be discussed, guides 

of comportment would have enhanced his sociability.  

The value of the works on paper is more varied than that of the paintings, though in 

general drawings and prints were worth considerably less. The two most valuable of these 

objects were a book of sixty loose drawings by Van Nieulandt and a book of 260 drawings 

without attribution. Both were valued at thirty guilders, making the individual sheets worth an 

average of ten and about two stuijvers apiece respectively. Surprisingly, his album of 102 

Rembrandt prints is valued at only twenty guilders, an average of four stuijvers per print. Given 

the notoriety of Rembrandtôs prices, most famously The Hundred Guilder Print, this suggests 

that the album contained only lesser examples of Rembrandtôs work. Surprising, too, is that the 

drawings were worth more than prints, despite the names attached to those objects.  

                                                      

356 Hollstein II.379ï403.  
357 Van Meteren 1611.  
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It is easy to see how and why Van Nieulandt would have acquired a good portion of his 

identifiable collection. The bible and Flavius Josephus were standards in most libraries, let alone 

in the possession of artists. Both were important sources for history painters, and other artists, 

including Rembrandt, owned copies of these books.358 The shops of book dealers and print 

sellers were scattered throughout the city of Amsterdam but were particularly concentrated 

around the Dam.359 For Van Nieulandt, distance was not an obstacle in acquiring books and 

prints. 

Van Nieulandt owned a number of properties across Amsterdam, but his primary 

residence was a house on the Breestraat, where he lived from 1614 until 1651.360 From 1639 

onward, Rembrandt lived across the street from Van Nieulandt on the Breestraat. Van 

Nieulandtôs son-in-law, Salomon Koninck, was a follower of Rembrandt.361 Since Rembrandt 

dealt art from his house, it is likely that Van Nieulandt acquired his album of Rembrandt prints 

either through his son-in-law or from Rembrandt directly. Van Nieulandtôs prints by D¿rer are 

indicative of the German artistôs continued popularity in the Netherlands throughout the early 

modern period.362 Based on a review of artist inventories in Bredius, it is clear that Dürer, along 

with Lucas van Leyden, Goltzius, and Rembrandt, were the most popular northern artists in print 

collectorsô and artistsô inventories in the seventeenth century. The lack of prints by Van Leyden 

                                                      

358 Golahny 2003, 234; Shelley Perlove and Larry Silver, Rembrandtôs Faith: Church and Temple in the Dutch 

Golden Age (University Park: Pennsylvania State University Press, 2009), 1ï15. 
359 Kolfin 2011, 12ï15; H. de la Fontaine Verwey published extensively on the book and print trade of the Low 

Countries. For his general overview of the book trade in the Netherlands, see ñThe Netherlands Book,ò in Copy and 

Print in the Netherlands: An Atlas of Historical Bibliography, ed. Wytze Gs Hellinga (Amsterdam: Nor-Holland 

Publishing, 1962), especially 29ï42. See also idem., Het Nederlandse geïllustreerde boek. Een schets van zijn 

geschiedenis (Amsterdam: Nico Israel, 1956) and idem., Uit de Wereld van het Boek, vol. II, Drukkers, Liefhebbers 

en Piraten in de Zeventiende Eeuw (Amsterdam: Nico Israel, 1976).  
360 Sluijter 2015a, 178. 
361 Rembrandt lived at this address from 1639 to 1658. When Van Nieulandt registered the death of his wife in 1645, 

it was recorded that he lived across the street from Rembrandt. NRD 19, RD 1645/1A.  
362 For the reception of Dürer, see Bubenik 2013. 
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in this instance can be attributed to the high cost and rarity of his work.363 Originals would most 

likely have been mentioned, but if Van Nieulandt had copies, such as Hendrick Hondiusô copy of 

the rare and famous Uilenspiegel, or Beggar Family (1644), these would have been less 

noteworthy.364 Prints by and after Dürer were readily available. Barent van Someren owned 

several prints by Dürer at the time of his death in 1635, and many of these impressions were 

purchased by Rembrandt.365 Other artists, including Christoffel the Younger, produced copies 

after Dürerôs work. Though Van Nieulandt is not listed among the buyers at Van Somerenôs 

estate sale, it would have been easy for him to acquire these works through outlets such as 

auctions, other estate sales, print sellers, book dealers, or through exchange with fellow artists.366  

Van Nieulandtôs two volumes with architectural prints provide insights into his 

relationship with the Vredeman de Vries family. Van Nieulandt worked with Paul Vredeman de 

Vries, Hansôs son, who was also a painter of architectural scenes. The two collaborated on a 

number of paintings early in Van Nieulandtôs career, with Vredeman de Vries painting the 

settings while Van Nieulandt painted the figures.367 This collaboration seems to have taken place 

from roughly 1609 until 1613, the date of the last known painting. Van Nieulandtôs ownership of 

two other architectural treatises might have been the result of similar connections, though Serlio 

                                                      

363 Rembrandt paid exorbitant prices for prints by Lucas van Leyden, which will be discussed below. For Lucas van 

Leydenôs reception, see Cornelis and Kok 1998. 
364 NHD 159 (Lucas van Leyden), copy e; NHD 35 (Hondius). An example is in the British Museum, inv. 

1845,0809.999. A literary source from 1642 states that Rembrandt paid 179 guilders for one impression of Lucasô 

rare print, and an inscription on Hondiusô copy notes the high value of the original. See: 

http://remdoc.huygens.knaw.nl/#/document/remdoc/e4515 (accessed 1-12-19). 
365 The relationship between the two must have been close as Van Someren stood as a witness to Van Nieulandtôs 

daughter, Caterina in 1624. Roever 1885, 235.  
366 Bredius I.126ï147; ñSomeren, Barent van,ò in The Montias Database of 17th Century Dutch Art Inventories, 

cited above, note 4. 
367 Buijsen 1995. 



 

128 

 

was also a fairly standard text in artistsô possession.368 The book of architecture published by 

Coecke is somewhat difficult to identify as he published translations of both Serlio and 

Vitruvius. While Van Nieulandt displayed some interest in painting architecture, architecture 

played a secondary role in his painting; he used it primarily to establish a classical setting, as in 

The Triumph of Bacchus (Figure 29) and Rachel Sitting on the Teraphim (Figure 30).369  

Van Nieulandtôs copies of Van Manderôs Schilder-boek and Bloemaertôs Tekenboek are 

theoretical and practical guides. Van Mander lived close to Van Nieulandt in the artist quarter of 

Amsterdam from 1606.370 He also knew Van Nieulandtôs teacher Frans Badens and interviewed 

him for the Schilder-boek.371 The Schilder-boek was a popular volume for both artists and 

                                                      

368 Other seventeenth-century artists who were not architects also owned copies of Serlio, including the portraitist 

Bartholomeus van der Helst (Bredius II, 410), Jan Jansz. (Bredius V, 1495), Jacob Loy (Bredius V, 1592), and 

Vincent van der Vinne (Bredius VI, 2211).  
369 The Triumph of Bacchus, 1635, location unknown. Sold by Veilinghuis Bernaerts (Antwerp) May 25, 1999, lot 

102. Rachel Sitting on the Teraphim (1639), location unknown. Sold by Lempertz Auction House November 22, 

2008, lot 1327. 
370 S.A.C. Dudok van Heel, ñThe Birth of an Artistôs Quarter ï Pieter Isaacszôs Amsterdam Years,ò in Noldus and 

Roding 2007, 82. 
371 Van Mander 1604/1969, 299rïv. 

  

Figure 29 Adriaen van Nieulandt, The 

Triumph of Bacchus, 1635.  Location 

unknown, sold Bernaerts Veilinghuis, 1999. 

Image from the RKD. 

Figure 30 Adriaen van Nieulandt, Rachel 

Sitting on the Teraphim, 1639. Location 

unknown, sold Lempertz, 2008. Image 

from the RKD. 
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collectors to own.372 Indeed, it was addressed to both types of reader as stated in Van Manderôs 

introduction.373 Abraham Bloemaertôs drawings were adapted for his drawing manual, Het 

Tekenboek, by his son, Frederik Bloemaert.374 Roding has noted that Van Nieulandt occasionally 

borrowed from Bloemaertôs work, for instance, in his Venus and Adonis (1627, location 

unknown).375 His possession of Bloemaertôs Tekenboek suggests Van Nieulandtôs admiration of 

work by Bloemaert, but also indicates that he might have taught young students. Van Nieulandt 

has no confirmed pupils, though he might have helped train his younger brother, Jacob van 

Nieulandt, and Carel Badens, the son of Frans Badens. The book only became available in 1656, 

long after Van Nieulandt had established himself as an artist, and he would no longer have 

needed such devices himself. The Sacra Eremus Ascetarum (1612) is a much earlier publication, 

and Van Nieulandt might have acquired it earlier as a source for stock figures in his work or for 

his own enjoyment.  

Van Nieulandtôs album of prints by his brother was either given to him as a gift within 

Willem IIôs lifetime or acquired after his brotherôs death in Amsterdam in 1635. Although the 

record does not specify Willem I or II, the attribution to his brother is more likely as his uncle is 

not known to have been an active printmaker. The two brothers appear to have had an amicable 

relationship, and probably visited each other after Willem II returned from Rome in 1629. Their 

                                                      

372 Other artists who owned copies of Van Manderôs book are Bartholomeus van der Helst (Bredius II.410), Adriaen 

Arentsz Gouda (Bredius II.686), Claes Lourisz (van Egmont) (Bredius III.774), and Jan Jansz (Bredius V.1495). 
373 The 1604 edition was dedicated to the art collector Melchior Wijntgis, Van Mander 1604/1969, 3rïv. Following 

the dedication is the didactic poem, Den grondt der edel vry SchilderïConst, which advises young artists on the 

foundations of painting, 4rï5r. For an analysis of Van Manderôs poem, see Hessel Miedema Karel van Mander: Den 

grondt der edel vrij schilde-const, 2 vols. (Utrecht: Haentjens Dekker and Bumbert, 1973) and ñKarel van Manderôs 

Grondt der edel vry schilder-constò Journal of the History of Ideas 34 (1973), 653ï668. See also Jeroen Stumpel, 

ñA note on the intended audiences for van Manderôs Schilderïboeck,ò Simiolus 35 (2011), 84ï90 for an opinion that 

the audience for the poem and book was artists, collectors, and poets.  
374 Cited above, note 353. 
375 Roding 2007, 223. Painting location unknown, sold London, Sothebyôs, 2 May 2012, lot 16; illustrated in Sluijter 

2015a, 179, fig. IIIï56, who connects it with the work of Pieter Isaacsz and Cornelis Cornelisz van Haarlem.  
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working relationship was equally close. Distinguishing their draftsmanship is problematic as 

there is a considerable amount of overlap in themes and execution, especially in their landscapes. 

The surviving drawings by both Van Nieulandts are highly finished and many use a combination 

of ink and wash, capturing a rich tonal range. This problem is exacerbated by the fact that 

occasionally drawings by Willem II were given false attributions to Adriaen, as can be seen in 

Mountain Landscape (Figure 31). 376 Here, Willem II has inscribed in the lower right corner 

ñadriaen van nieulandt 1629ò, suggesting that Adriaen was the artist rather than Willem II. The 

inscription is curious and could have been the result of multiple possibilities. Perhaps the date 

and signature are meant to signal to whom the drawing was addressed and when. Another 

possibility is that the drawing could be after a work by Van Nieulandt. It should also be noted 

that Willem IIôs drawings and prints have sometimes been mistakenly attributed to Paul Bril, his 

                                                      

376 Leiden University Library Print Room, Inv. No. PKïTïAWï611 

Figure 31 Willem van Nieulandt II, Mountain Landscape, 1629, pen and two shades of 

ink, brush and grey ink. Leiden: Leiden University Library, PKïTïAWï611. 
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teacher.377 It is also possible that the market for work by Adriaen was in greater demand and in 

accordance with workshop practice, the two artists combined their efforts under a single brand. It 

was not uncommon for masters to sell workshop pieces, so a similar strategy could have been 

undertaken within the family.378  

Van Nieulandt probably also gained additional knowledge of Italian art through his 

brother and uncle. Willem II trained with their uncle, also called Willem, in Rome from about 

1601 to 1604. There, he was involved in an artist community that was predominantly Flemish.379 

Willem I died in Rome in 1626, and his estate was divided amongst his family in Rome and the 

Low Countries.380 This could have also contributed to Adriaen van Nieulandtôs art collection. 

While no Italian names are listed in his estate, many of his paintings show an indebtedness to 

Italian motifs, and he was called upon to verify the authenticity of Italian paintings in 

Amsterdam.  

The remainder of Van Nieulandtôs collection of works on paper is unattributed. The 

vagueness of the inventory leaves much to be desired, but the lack of specificity is typical of 

inventories of this period. In spite of this, the number of objects in the collection coupled with 

the variety of subject matter that Van Nieulandt painted throughout his career, including 

portraits, still lifes, and history paintings, suggests a rich variety of subjects and sources that he 

either owned or accessed. Van Nieulandt was considered a reputable connoisseur, as exemplified 

through his involvement as an appraiser for his colleagues, his involvement in art auctions, and 

                                                      

377 Peter Schatborn, Drawn to Warmth: 17-century Dutch artists in Italy (Amsterdam: Waanders Publishers, 2001), 

42. 
378 The strategy is common within families, see, for example, Ella Reitsma, Maria Sybilla Merian & Daughters (Los 

Angeles: J. Paul Getty Museum, 2008) and Remmelt Daalder, Van de Velde & Son, marine painters: the firm of 

Willem van de Velde the Elder and William van de Velde the Youngre, 1640ï1707 (Leiden: Primavera Pers, 2016).  
379 Sluijter 2015a, 139. 
380 For the dispersal of Willem Iôs estate in Rome, see Johannes Briels ñDe zuidnederlandse immigratie in 

Amsterdam en Haarlem omstreeks 1572 ï 1630,ò PhD dissertation, Rijksuniversiteit te Utrecht, 1976, 269. 
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his connections to a number of other collectors, artists, and dealers. Some gaps in knowledge for 

identifying his collection can be reconstructed through an examination of his oeuvre. The motifs 

and designs he used are indebted to the works of old masters. These images would have been 

available to him either through his collection or through his interactions with artists and 

collectors. As demonstrated here by considering the identified aspects of his collection, many of 

the objects with attributions are directly linked with artists he knew or was working with, such as 

the books on architecture, or those that were working around him throughout his life, from his 

brother to Bloemaert and Rembrandt.  

4.2.2 Evidence through his oeuvre 

Van Nieulandt has left a sizable oeuvre with at least 300 works ï including paintings, 

drawings, and prints after his designs ï linked to his name. The subjects he addresses stretch 

across many genres, including history, still life, portraits, and landscapes. Scholarship has 

emphasized his dated history paintings, with insufficient consideration of the other genres in 

which he worked. While his 

most productive years can still 

be said to be in the latter half 

of his life when he worked 

primarily on history paintings, 

he did not paint so little during 

his earlier years as was 

presupposed. Notably, the 

1620s and 30s are marked by 

an increase in portrait painting 

Figure 32 Adriaen van Nieulandt, Copper Monday, 1633, oil on 

panel. Amsterdam: Amsterdam Museum, inv. no. SA 3026. 
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and the occasional still life painting. His popular genre painting, Copper Monday (Figure 32), 

was also painted during this time of apparent inactivity. The portraits in particular reveal his 

deeper ambitions and political interests; for instance, his Double Portrait of Prince Maurits and 

Prince Frederick Henry (before 1625; The Hague, Mauritshuis) was executed at this time. 

Van Nieulandtôs history paintings most strongly reveal his adaptations and influences 

from other artists. Drawing from both biblical and classical narratives, they show repeated 

figures and motifs that bear striking resemblances to models originating elsewhere, such as the 

borrowing of classical Roman architecture and the adaptation of figures invented by others. In 

many cases it is possible to trace the sources he might have used by examining his work, which 

would suggest that these sources at some point belonged to his collection or were works by close 

associates that he could have seen firsthand. His borrowings are often thinly disguised, which 

indicates that he did not intend to hide his sources, but rather to situate his work within larger 

visual traditions.  

Van Nieulandtôs dependence on other artistsô designs is evident from his earliest 

commissions where he worked collaboratively. The figures Van Nieulandt contributed to a series 

of paintings of history scenes with backgrounds by Paul Vredeman de Vries are modeled after 

drawings by Hans Vredeman de Vries, as Buijsen explains in his analysis of the early 

collaboration of Van Nieulandt and Vredeman de Vries.381 His dependency on graphic sources 

continued throughout his life. Van Nieulandtôs oeuvre suggests he was familiar with the work of 

artists in the Low Countries and Italy. Both Roding and Sluijter have pointed to the influence of 

Pieter Isaacsz. and Cornelis Cornelisz. van Haarlem on Van Nieulandtôs subjects and 

compositions. Sluijter in particular notes his familiarity with work of an earlier generation of 

                                                      

381 Buijsen 1995. 
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Dutch artists, especially Lastman and Pieter Isaacsz. Neither were active printmakers, though 

their paintings were reproduced and circulated in print. Pieter Isaacsz.ôs painting Mars and 

Venus as Lovers was translated into an engraving by Jan Saenredam (Figure 33). The intimate 

embrace of the two gods left a strong impression on Van Nieulandt as he reused these figures 

and their placement in his Bacchanal (Figure 34) and Venus and Adonis (Figure 35).382 The 

motif of the male figure, Adonis and Bacchus respectively, grasping the female figureôs breast is 

unusual for these scenes; it is more often found in depictions of Lot and his daughters, such as 

Goltziusô drawing (1597, Victoria and Albert Museum) and later print (Figure 36).   

                                                      

382 Sluijter 2015a, 178ï179. 

Figure 33 Jan Saenredam, after Pieter Isaaczs., Mars and Venus, 1604, engraving. 

London: British Museum, 1871,0812.82. 
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Figure 34 Adriaen van Nieulandt, Bacchanal (Bacchus and 

Ariadne?),1613. Formerly collection of Baron Kaspar Gaus van und zu 

Putlitz auf Pertlitz; Frankfurt (Bengel), 31ï1ï1922, no. 322. Image from 

RKD. 

 

Figure 35 Adriaen van Nieulandt, Venus and Adonis, 1627. Location 

unknown, sold London, Sothebyôs, 2 May 2012, lot 16. Image from RKD. 
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Due to Van Nieulandtôs close working relationship with Isaacsz., Lastman, and Cornelis 

van Haarlem, he must have had first-hand knowledge of their paintings and drawings, in addition 

to access to prints after their work. Many of these professional connections were made through 

his involvement in two large projects for Christian IV of Denmark. The first project, which took 

place around 1618ï1620, was a series of paintings of New Testament scenes on copper for the 

kingôs private oratory at Frederiksborg. Van Nieulandt contributed eleven paintings to this 

commission out of a total twenty-three.383 The second commission was from the 1640s and was 

for a series of large paintings of Danish historical subjects for the decoration of the Great Hall in 

Kronenborg.384 While none of his paintings from the Frederiksborg oratory survive ï all twenty-

three paintings were destroyed in a fire in 1859 ï at least one from the second commission does. 

                                                      

383 Sluijter 2015a, 175ï176. 
384 Ibid, and Hugo Johannsen, ñChristian IVôs Private Oratory in Fredericksbuorg Castle Chapel ï Reconstruction 

and Interpretation,ò in Noldus and Roding 2007, 165ï180. 

Figure 36 Jan Saenredam, after Hendrick Goltzius, Lot and his Daughters, engraving, 

The British Museum, 1873,0809.821. 
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Radulph Fighting the Wends at Roskilde (1643, Figure 37) is based on a drawing by Crispijn van 

de Passe (c. 1637ï1639, Statens Museum for Kunst, Copenhagen).385 Both commissions put Van 

Nieulandt in contact with other notable artists working in Amsterdam, including De Passe, 

Werner van den Valckert, Pieter Lastman, Jan Pynas, Claes Moyaert and Isaac Isaacsz., who all 

worked on at least one of these commissions.386  

Working with such prominent artists had a profound effect on Van Nieulandtôs choices in 

subject matter. Of his numerous history subjects, a large portion are taken from Ovid's 

Metamorphoses. Sluijterôs work on the adaptation of classical scenes from Ovid highlights how 

many of these stories were frequently illustrated and circulated throughout the Low Countries.387 

While Van Nieulandtôs inventory does not specify ownership of a copy of Ovid, Karel van 

                                                      

385  Illustrated in Sluijter 2015a, 175, fig. IIIï50. 
386 Sluijter 2015a, 175; Noldus 2007. 
387 Eric Jan Sluijter, ñDepictions of Mythological Themes,ò in Gods, Saints and Heroes. Dutch Painting in the Age 

of Rembrandt, ed. A. Blankert, exh. cat. (Washington, DC: National Gallery of Art, 1980), 55ï65 and idem., De 

'heydensche fabulen' in de schilderkunst van de Gouden Eeuw. Verhalen uit de klassieke mythologie in de 

Noordelijke Nederlanden, circa 1590ï1670 (Leiden: Primavera Pers, 2000); idem., ñOvidiusô Herscheppingen 

herschapen, over de popularisering van mythologische thematiek in beeld en woord,ò De zeventiende eeuw 23 

(2007), 46ï76. 

Figure 37 Adriaen van Nieulandt after drawing by Crispijn van de Passe, Radulph 

Fighting the Wends at Roskilde, 1643, oil on canvas. Skokloster: Skokloster Castle, inv. 

no. 1953. 
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Manderôs Schilder-boek included a commentary on the poems. Van Nieulandt painted at least 

two versions of Vertumnus and Pomona, once in 1614 and another in 1647 (Figure 38, 39).388 

This was a popular subject among artists of the Rembrandt school, and Van Nieulandtôs second 

take on the theme might have been a response to its success. In the 1647 painting, Van Nieulandt 

changed his earlier depiction of a clothed Pomona to a nude figure more reminiscent of work by 

Cornelisz. and Goltizus. Other mythological scenes can also be traced to mannerist influences. 

Van Nieulandtôs Bacchanal (Figure 34) shows strong inclinations towards Cornelisz.ôs work, 

particularly The Wedding of Peleus and Thetis (1593, Frans Hals Museum) and Allegory of 

Temperance (1600, Schloss Sanssouci, Berlin).  

                                                      

388 Eric Jan Sluijter, ñóVerumnus en Pomonaô door Hendrick Goltzius (1613) en Jan Tengnagel (1617). Constanten 

en contrasten in vorm en inhoud,ò Bulletin van het Rijksmuseum 39 (1991), 386ï400. For the English translation, see 

idem., ñVertumnus and Pomona by Hendrick Goltzius (1613) and Jan Tengnagel (1617): Constants and Contrasts in 

Form and Content,ò in Seductress of Sight: Studies in Dutch Art of the Golden Age, trans. Jennifer Killian and Katy 

Kist (Zwolle: Waanders, 2000), 70ï85. 

Figure 38 Adriaen van Nieulandt, Vertumnus and Pomona, c.1614. Location 

Unknown. Image from the RKD. 
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 Another frequent theme for Van Nieulandt was Diana with her nymphs. This subject was 

popular with Cornelis van Poelenburgh (1594ï1667) and his circle. Sluijter has already noted the 

influence Titianôs Diana and Callisto (1556ï9, The National Gallery, London) had on the 

portrayal of this scene in Dutch art.389 First circulated through prints by Cornelius Cort (Figure 

40), Titianôs depiction of Dianaôs accusatory gesture towards Callisto is continuously referred to 

in prints and paintings featuring the goddess. Van Nieulandt also copied this Diana multiple 

times, sometimes without Callisto. In a late painting from 1654 (Figure 41), he complements 

Diana with Raphaelôs Galatea, who is inserted into the center of the composition, between Diana 

and Callisto. He further inserts a nude repoussoir figure that recalls Italian precedents such as 

Marcantonio Raimondiôs print from the Villa Farnesina, or Cortôs engraving after Titian. In both, 

                                                      

389 Sluijter 2006, 167. 

Figure 39 Adriaen van Nieulandt, Vertumnus and Pomona, 1647. 

Formerly collection E. Shapiro. Image from the RKD. 
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a nude nymph, with her back to the viewer, leans back, supporting herself with her left arm (in 

Raimondiôs print after Raphaelôs Feast of the Gods, the figure is reversed, and she supports 

herself with her right arm). In these instances, quotations and references to other artistsô works 

are thinly veiled, a practice Van Nieulandt continues in his later painting of Galatea and Acis 

(Figure 42).  

 

 

Galatea and Acis was not a common subject in Dutch art in the seventeenth century. Due 

to the rarity of the subject, Van Nieulandtôs painting was previously identified as the more 

Figure 41 Adriaen van Nieulandt, Diana and 

her Nymphs Discovering Callistoôs Pregnancy, 

1654, oil on canvas. Brunswick: Herzog Anton 

Ulrich Museum. 

Figure 40 Cornelis Cort, after Titian, Diana 

and Callisto, 1566, engraving. New York:  

The Metropolitan Museum of Art, The Elisha 

Whittelsey Collection, The Elisha Whittelsey 

Fund, 1949, 49.97.541. 


























































































































