TASTE AND AMBITION: DUTCH ARTISTS AND TH EIR COLLECTIONS

OF WORKS ON PAPER

by

Casey Kim Lee

A thesissubmitted tahe Department oArt History and Art Conservation

In conformitywith therequirements fothe degree oboctor ofPhilosophy

Qu e s UWniversity
Kingston, Ontario, Canada

March 2019

Copyright© Casey Kim Leg2019



Abstract

This dissertation is a study of Dutch artists as collectors of prints and drawings in the
seventeenth century. The pr e sopsmaoddheiouse agnasuak s 0 n
reference tools and objects for inspiration is generally acceptethéindividual character of
these collections is worth deeper consideration. In order to explore the maintenance of and
motivati ons f o ofwaks bnipapersniy thesis traws ontthie bistosy of
collecting as broadly understood, and tfterodistinct fields of the history of print collections
and drawing collections.

The collecting of graphic arts was integral to the artistic process. Ilth#sss, | consider
the historical context of this practice through a series of case studiesdbastruct the
collections of Christoffel van Sichem the Elder (164624), Adriaen van Nieulandt (1587
1658), Rembrandt van Rijn (160B569), and Peter Lell6181 6 8 0) . These four art
practices varied dramatically from producing books and woodeatke for wide circulation to
royal patronage meant for the few, but they are united by their cultivation of works on paper
collections. Their collections carelveconstructed with the help of inventories, sale records, the
objects they owned, and theispective oeuvres. This thesis explores the different shapes and
uses Dutch artistsdéd collections took in the s
both the tastes of the individuattists and the impact of the collecting and study of graguthic
on the work they produced. By considering artists who were active at different points throughout
the century, | demonstrate the continuation of collecthagtres and provide insights into how
artistsoé coll ections c\ea thegdiverse waygin which tmese. I n do
coll ections were built and used. Further, I a

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

|l ntroducti on

Il n Adr i ae n The RanteiQrsHis&Suidkdigare 1), the artist & before an
easel, a loaded brush in his right hand, and a palettéds,usnd 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 walhsl strewn across the floor are other tools of the
artist 6s ,plaster dasts, mddels atbarss,
and prints and drawings. Scenes of artists at work
were a celebration of the process of creation, rather
than an authentic reflection of realfty)anOs t ade 6 s
painting offers the viewer a
studio, tte tools of his trade within reach for ease of

use or cast aside. Despite t

aspects of the composition illustrate the apparatuses

Figurel Adriaen van Ostadd he
Painter in His Studip1663, oil on pane
Dresden: Gemaldegalerie, Alte Meiste

employed during the artistic gress. 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 papersehtidifioor:

figural and architectural studies, scenes of daily lgeprds of works made, and sketches of

Deanna Petherbridge, APl ayf uArtists ataVgrkesls. Kefty Gartadloamgdor y and A
Rachel Sloan, exh. cat. (London: Courtauld Gallery82011i 29; Katja Kleinert,Atelierdarstellungen in der
niederPndischen Genremalerei des.Jahrhunderts: realistisches Abbild oder glawdiger ScheinZPetersburg:
Michael Imhof, 2006).
1



compositions and motifs yet to be used. Works
produced as part of the process or as entleimselves.

In the seventeenth century, many Dutch artists owned pdir@jngs, and books,
keeping them within their homes. Stored in the more private parts of a house, including the
kunstkamefart room] or studio, these objects were employed in sbudgr personal
enjoyment. As seen in the depictions of artists in tteidios, 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 Amster@amArchives and published by Abraham Bredius
in hisKlnstlerlnventare(1915) and by John Michael MontiasThe Montias Database of 17th
Century Dutch Art Inventorig2002) demonstrate the pervasive ownership of paper maferials.
From estate inventoreit is possible to locate where works on paper were kept: locatiaed var
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 auctiongadssible to
discover what works were sold, at what price, and to whioddition 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 Igrébs preserve just some of the indicators of
their presence inworkshopsnd corr el ati on with artistic proc
stamps or inscriptions applied to a sheetds s
moreaccumt el y reconstruct a col | &Athougbamlp s s hape, o

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

2 Bredius;The Montias Database of 17th Century Dutch Art Inventpfiée Frick Collectionlast accessed January
1, 2019, http://research.frick.org/montias/home.php.
3 The fundamental reference work is Frits Lugte s mar ques de col | ec t(Amsterdamde dessi
Vereenigde Drukkerijen, 1921)es marquesealcollections de dess & d'estampés Supp®nent(The Hague: M.
Nijhoff, 1956); Lenl MaeqatesiBei Csel Lagt,idnkomnda tbDiesmns i Qs t&o
last accessed January 1, 2048p://www.marquesdecollections.fr/

2



nineteenth centuries, this means of imprinting provenance onto graphic art indathtédse
appreciation of works on paper and the prestige conferred istirgdished provenance.
Finally, an examination of an artistds oeuvre
consulted in the course of production. Taken together \aotiocuments and art objects offer
insights into the rich collectionsefor ks on paper at artistsodé disp
My thesis investigates through a series of case studies the different shapes and uses
Dutch artistsoé coll ect iyamdhowttheipchntentmeflecthboth thee v e n t
tastes of the individual artssand 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 centu@hristoffel van Sichem the Elder (15416624), Adriaen van Nieulandt
(15871 1658), Rembrandt van Rijn (160B569), and Peter Lely (1618680) 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 dramaticallpfoaiucing 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 aratttibdt a sizable oeuvre for
each artist also survives. Examining thaillections in context will require consideration of their
careers, networks, and artistic production.
A r evi ew KihstleBmventhrieshasv$ that many artists and craftspeoplvned
works on paper, but the ability to investigate how their stusources shaped their output is
constrained by the fact that in many cases the work they produced is unBredins compiled
theinventoriesfor 301 artists, andearly all of thenreferencevorks on papet.Some artists

such as Jan Basse (c. 16X837)and Barent van Someren (c. 15Z832) had incredibly large

4 Brediusl-VI.



collections of works on paper, but no known works have been attributed t6 @emersely,

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

on pager are mostly untraced. This is the case for Joachim von Sandrari {6886, a

competitor of Rembrandt, who sold his collection in Amsterdam before his return to Germany in
1645° For Van Sichem and Van Nieulandt, the documents that record their halsafblin the
reconstruction of their littllkknown collections and can be compared to their respective oeuvres.
Record of Van Sichembds hous ehoterdamWereskgmere ser v e d
[ Orphands Chamber ], an athkerastates of orphans, housed abtbed y t h
Amsterdam City Archive. When a parent died, the estate was often auctioned off to liquidate the
assets and more easily divide them amongthehdimn Si chemdés estate auct
place a few months after hideath, records the contents of his household, the prices realized for

each item, and to whom they were sd®li mi | ar 1y, Van Nieul andtods es
inventory dated aftar he arti st 6s death. His estayte invent
Pieter de Bary in thArchief van de Notarissen ter Standplaats Amsterfddotarial Archives of

the City of Amsterdam], is a list of his household effects as witnessed by Derigiaoy & an

Ni eul andt 6s c¢ hi |°dheeanterdsrofchis lusel®ld are listgd @lang with an

SBredius 1.1261 4 7 ; 1 So me r e The Mdtias Ratatasewfd Tentury Dutch Art Inventoriesiccessed
November 12, 2018, http://research.frick.org/montias/browserecordxi.atipd=browse&recid=1817.
6 Stephanie S. DickeygRembrandt: Pdraits in Print (Philadelphia: John Benjamins Publishing Company, 2004),
1017102, 193; Bert W. Mejjei | t al i an pcae nntturnyg sHoInl aln7d. Art mar ket , art
inL6Eur opa e éedavax Seidel (Vanezib: iMarsilia,GD0), 383384; A.R. P#zer ed. Joachim von
Sandrarts Academie Der BaBild- Und MahlereyKiinste von 1675. Leben Der Beriihmten Maler, Bildhauer Und
Baumeiste{ M¢ nchen: G. Hirthés Verl ag, 1925) ,DedeBwvan3 3, 417; (
Michelangelo: Italiaase tekeningen uit de collectie van Teylers Musexim cat. (Haarlem: Teylers Museum,
2000) ; I'lja M. Veldman, fAThe history of Queen Christin:
t heir f iSimolus3H(2083€014),100117;and i dem., APortrait of an art c
Si | v e rSinmiotus3® (2015 2016), 228249.
7 John Michael MontiasArt at Auction in 17th Century Amsterdgfmsterdam: Amsterdam University Press,
2002), 17.
8 GAA, Weeskamer 5073/957 J&irxss. Van Beuningen, January 15, 1625.
9 GAA, Notarial Archives 5075/1710, Notary Pieter de Bary, October 4, 1658.
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esti mate of their value. Sections of the docu
estates were published by Bredius, and a partialdrans pt i on of Van Si chemds
published by Montia&® For this study, | located the original documents and offer new and
complete transcription's.

The primary record of Rembrandtés coll ecti
with his cessiadbonorum a list of goods to be surrendered by a debtor to their creditors, recorded
soon after Rembrandt declared himself insolvent in 1656. Unlike Vaei@iand Van
Nieulandt, Rembrandt was alive and possibly present at the time his household wasl recorde
and probably participated in preparing the inventory. Therefore, this document not only records
the contents of his studio and collection, but alsoalsvhe organization of his household and
may even include some of R dection Ehis tbundatonadb wn ¢ o mm
document has been published several times since the nineteenth century. C. J. Nieuwenhuys
published an English translation bitinventory in 1834, shortly after its rediscov&ryohn
Smith, in the first catalogue raisonnéReE mbr andt 6 s paintings, publis
These publications for an Englispeaking audience predate the earliest Dutch transcription
published by the archivist J. Immerzeel in 182Cornelis Hofstede de Groot, Bie Urkunden

Uber Rembradt (1575 1721)(1906), provided an overview of the early publication history of

P Bredius 1.171176; V1.22412 2 42 . [ Si chem, Ch The Bdntiag Datlse of ientu®u de (1), 0
Dutch Artinventories accessedanuary 11, 2019, http://research.frick.org/montias/browserecord.php?
action=browsed&recid=1786.
11 See Appendix 1 and 2.
12.C.J. NieuwenhuysA review of the lives and works of some of the most eminent painters with remarks on the
opinions and statements fifrmer writers(London: Henry Hooper, 1834), 189.
13 John SmithA Catalogue Raisonné of the Works of the Most Eminent Dutch, Flemish, and French Painters
(London: Smith and Son, 1836), 7iXlv; J. Immerzeel, Ji_ofrede op Rembrangfmsterdam: Schnjer, 1841),
761 93.
5



the inventory as well as an updated transcriptfdtenneth Clark, irRembandt and the Italian
Renaissancealso included an English translation of the inventory, but it wgsassed when
Walter Strauss, Marjon van der Meulen, and P.J.M. de Baar published a newptamsand
translation along with other documents relateR® mb r a n & in Frhe Rémibranelt.
Documentg1979), the compilers provided photographs of origiltmuments, or parts thereof,
alongside transcriptions and translations into Endfigkn updated transcription of the inventory
in Dutch was published ithhe 1999 exhibition cataloguB,e mbr andt 6 byJdapwa s ur es
der Veent” Now, parts of the inventy are accessible online throuhe Rembrandt Document
Project orRemDo¢hosted by Radboud University Nijmegen in cooperation with the
Rembrandthui$® In my study, | take the inventory published by Strauss as a starting point and
focus on the prints @hdrawings, which were the only objects placed within their own category;
all the other objects, such as paintings and household furnishings, were atdmriiaeation. |
do compare Strauss and Van der Veen and note when the two diverge.

Issues arise wimeone considers that inventories only list the contents of a collection at a
specific moment in time, oft en shapeefaaoalléciost 6s d
might change. Despite these shortcomings, such documents are essential te sbatimen

practice of collecting works on paper.

14 Cornelis Hofstede de Groddje Urkunden Giber Rembrandt (157521)(The Hague: M. Nijhoff, 1906), 189
211.
15 Kenneth ClarkRembrandt and the Italian Renaissarfcendon:John Murray, 1966), 19209; Walter L. Strauss
et al.,The Remiandt DocumentéNew York: Abaris Books, 1979).
16 RD 1656/12.
"Jaap van der Veen, fARembrandtos invent oi38,ddZBeame6); GAA,
26 Jul y Ranb5 & ,nd t i6 s edTBolevarsderr Beaagert, exh. cat. (Amdéan: Rembrandthuis, with
Waanders Publishers, 19947 152.
BAiThe inventory of Rembr andt 6 sRemDogaocksged Ndvembes 11a2018. ( Ce s s i ¢
http://remdoc.huygens.knanl/#/document/remdoc/e12713. As of this date, only half ®irtkientory has been
transcribed and translated in this database.
6



The approach to reconstructing Lelyds coll
UnlikeVanSihem, Van Nieul andt, and Rembrandt, ther
effects. Aftther alnal ya&s reeggquested in Lelyods wildl
but only the sales catalogue for the paintings and sculpture survives. litstetitg presence of
Lelyds coll ectordés mark, a fAP. Ldectontbyhmgp appl i e
executor Roger North, that indicates what he owfiébbrth, in his unpublished autobiography,
asserts that Lel y0d10,@00 shéel Afterivisiting primroomsahé d ar o un
consulting various collection catalogues and cataagisonnés, | compiled a list of the prints
and drawings | encountered, but there are many more objects to be discovered.

Some of the limitations ofinvet or i es and col |l ectords mar ks
examining an arti st 0®encoaraged aeists tAAstutly paintingg prigts, o f t
and drawings by accomplished masters and to use these models within their practice. In Karel
van MaS3clilderbbek(1604)t he aut hor aaaokedtuengps nakegyaod i we | |
p ot tAlgytee.okgiral Dutch, the word for turnipapen has an additional meaning of to steal
or to borrow. This statement encourages the study of the work of others &idgmbat is
learned to a finished product. More than a recommendation, this was common practige amo
artists of the time, who would freely borrow limbs, figures, and sometimes entire compositions.

This practice found its parallel in humanist circlesevehliterati collected texts and quotations to

incorporate into their own inventiod$In some of thavork by Van Sichem, Van Nieulandt,

1912092, L.2093, L.2094.
20 Roger NorthNotes of MeManuscript, Add MS 32506. London: British Library, 184R.
21 Karel van Mauler, Het Schildetboek,ed. Hessel Miedema (Haarlem: Paschim Wesbusch, 1604; Utrecht:
Davaco, 1973), 8\vi0r.
22See Thijs WeststeijT, he Vi si bl e Worl d: Samuel van Hoogstsraten
in the Dutch Golden AggAmste r dam: Amst erdam Uni ver sit yumBniseussnd 2006
Kunsttheori e i nTheéaie derfPexisalieen Battista Alherdi als Humanist und Theoretiker der
7



Rembrandt, and Lely, references are made to other artists, either through a direct copy or through
the adoption of comgsitional or figurative elements. In most instances these designs were
available through works on pap

The acquisition and maintenance of works on paper repositories as a humanist practice
has been associated with the formation of libraries and thargy@ulture of curiosity in early
modern Europe, but among artists, it likely originated in profaasicraft tradition$2 Model or
pattern books, a visual design encyclopedia, were created and maintained by workshops from as
early as the tenth and eletlertenturies and the practice continued throughout the medieval and
early modern period*Oftenata arti st 6s death works on paper
family, or begueathed to a favorite pupil, as
pupil, Cornelis Dusart (1660704)?° Such practices suggest the role of works on paper in
establising creative continuities and the passing of knowledge from one generation of artists to
the next.

In the sixteenth and seventeenth centuries, artisefibahfrom the availability of
drawings that were part of their artistic patrimony, and with thermtdef the printing press, they
were able to incorporate an increasing number and variety of images and designs. Prints, a

medium that was the firsttomak possi bl e fithe exact | Xallowedpeat ab

bildenden Kinsteeds.Kurt W. Locher & Hubert Forster (Berlin: D&ruyter, 1999), 4i349; Marijn
SchapelhoumarRembrandt and thArt of Drawing (Zwolle: Waanders, 2006), 156.
23 Scholarship addressing the collecting of works on paper and the history of curiosity will be addressed in the
Literature Review, 36 55.
24For an overview of drawing in the Middle Ages, see Melanie Holg#eh and Parchment: Drawing in the
Middle Agesexh. cat(New York: The Metropolitan Museum of Art, 2009), and for the medieval pattern book, see
Robert W. Schellefxemplum: moddbook drawings and the practice of artistic transmission in the MiddésAg
(ca. 900 ca. 1470 Amsterdam: Amsterdam Univgty Press, 1995).
®Susan Anderson, fAThe Library of CoOulédlandl23@20prt: Bet we
133165, especially 133.35.
26 William Mills Ivins, Prints and Visual Communicats(Cambridge: The MIT Press, 1969),2

8



for the same image to circulate wlg, bringing the inventions of artists from near and abroad

into the studio. Prints were finished works of art, produced in multiples, and relativepy chea

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 treladAderde®lLa iaiDehPeiats6®p ger de
which discusses teaching artists to dFaBurviving drawings fronthe Ter Borch estate, a

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

By collecting and incorporating ideas, nistiand designs from the old masters and from
colleagues abroadtransmitted through works on papeartists supplemented their artistic
training while engaging with and appealing to the contemporary art market.

Due to the versatility of prints and drangs as a means of transferring information and as
objects with aesthetic value, it is location, @it and quantity that determines how works on
paper functioned. Prints and drawings were often kept in albums, either bound or loosely
organized into fobs, but were also framed and hung on walls, or stored in boxes and baskets.
Albums could be housed libraries due to their boelkke format but were also incorporated into
thekunstkamerthekunstkabinetor the studio. These repositories of images weoessible
when needed, and the art produced in workshops indicates the role of works on pagaiviea cr
processes.

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

disegnomeaning both design and drawing, was essential starting point of any artistic

2"Roge de PilessL 6 Abr ®g® de | a vie des peintres, avec des refle
parfait; De la connoissance des desseins; De I'utilité des estafpds: Framis Muguet,1699)
28 Alison Kettering, "Ter Borch's Studio Estatépollo 117 (1983), 44651, idem. Drawings from the Ter Borch
Studio Estaté ©Gravenhage: Staatsuitgeverij, 1988). On model books for drawing, see beld®, 48
9



endeavor® thus, many drawings were made throughoutant i st 6s car eer . I n t
the termtekenkunst s a t r ans | at disegnoasowell ag adisanctly Busch t e r m
preoccupation that cortgrs how a subject is portrayed both in terms of style and composition.

As Walter Melion has arguethe Dutch meaning dékenkunsincludes, and in some cases

privileges, prints?

1.1 Defining Collections

These concentrated repositories of imagésna of visual reference library, are here
identified as collections. How collections are defined and ireézd depends on how both the
collector and the objects within their collections are viewed and interpreted. According to Jean
Baudrillard (2005), allecting is part of a system of actions that places value in objects divorced
from their original functionWithin this new context, objects are imbued with value specific to
the collector?! Expressed in another way by Werner Muensterberger (1995)egaccadlli on i s it
selecting, gathering, and ¥RothBaudrilardarfd obj ect s
Muenrsterberger are concerned with the psychology of collecting, and therefore define collections
in relation to the intentions, motivations, and actiohthe collector rather than the types of
objects collected. Both scholars view collectors as exemplanstifocial behavior, assigning

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

This becomes problematwhen applied to historical collections as many collectors participated

29 Carmen CBambachDrawing and Painting in the Italian Renaissance Workshop: ThandyPractice, 1300
1600(New York: Cambridge University Press, 1999), 16.
SOWalter MelionShapi ng the Netherl andi sh BaatkiOhicagokniversityolVan Man d
Chicago Press, 1991), 43.
31 Jean BaudrillardThe System of Objectsans. James Benedict (New York: Verso, 2005).
32Werner MuensterbergeCollecting: An Unruly PassiotNew York: Princeton University Press, 1995), 4.
33 Baudrillard 2005, 11B114; Muenstrberger 1995,i®.
10



in a complex social network of spalists, merchants, and fellow collectors. The personal
exchange, display, and discussion of objects was an important element of social intémcourse
early modern society, providing opportunities for-gifchange and the display of taste,
knowledge, andliscernmentlrma Thoen argues that the physical exchange of gifts was one of
many ways in which social bonds were forged and miaieth and thahospitality and the act of
socializing also played significant rol&sAccording to the biographer Arnold Hbraken,
Govaert Flinck (16161 6 6 0) , one of Rembrandtdés pupil s, ma
collectors on Sundays.In this study, | have f@gone the theories of Baudrillard and
Muensterberger in favor of defining collecting in historical contexa social practice. For
artists, as discussed above, collections also had a practical function. Furthermore, the contents
were not completely diveed from monetary value.
Instead, | use frameworks established by Krystof Pomian and Susan Pearce. Promian,
his Collectors and Curiosities: Paris and Venice, 160800(1990), defines a collection by the
state or character of the object. Heseesamlt i on as fAa set of natur al
temporarily or permanently out of economic circafforded special protection in enclosed
pl aces adapted specifical |3AlHowgh, like Baadrillard,tis po s e
theory vews collected objects as divorced from their original function, objects in these situations
are furtherdeied by their ability to link the Avisib

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

in a traditional sense, b ut inhmatbeo thee something s e mi o p

341rma Thoen Strategis affection?: gift exchange in seventeeetitury Holland/Amsterdam: Amsterdam
University Press, 2007).
35 Arnold HoubrakenDe groote schouburgh der Nederlantsche konstschilders en gelsisgs (Amsterdam:
Houbraken 17181721, facsimile reprint B.M. Israél,1976), 2:23.
36 Krysztof PomianCollectors and Curiosities: Paris and Venice, 16080Q trans. E. WilesPortier (Cambridge:
Polity Press, 1990), 9.
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with a tangible functiod’Wor ki ng in an historical framewor k,
the accumulation of objectand defines the collector in relation to the collection.

I n Pomianbs esti mat iedon,theiorégtiantoteconomic e col | ec
exchange. Defining an object by its economic value, influenced by its material and social values,
connects with thedeas proposed by Arjun Appadurai and Igor Kopytoff (1986) in their
discussions of the links between madkdulture and the mark& Appadurai argues that it is
through exchange that value is invested in objects. Kopytoff looks at the social lifeobjebt
and discusses how an individual, culture, or market invests different kinds of value into objects.
Pomi anbs approach recognizes that value is no
collector. Value can also be assigned to objects basdwwrstatus as commodities, and
therefore closely linked to the market and other systems of exchangealdlea t er ms, art
collections can be viewed through this lens, particularly since the distinctions between a
coll ecti on an dotawagsaephrent. Fosartists soch & VansSichem, collecting
was both a professional requirement and amemic strategy. As will be discussed in Chapter
Three, Van Sichem owned work by Hendrick Goltzius for both his personal use and for sale.
Rembrandttoo, may have purchased prints for resale (see Chapter Five).

Pearce, irOn Collecting: An Investigatiomio Collecting in the European Tradition

(1995)s ees coll ecting as fa special accumul ati on
socillamad psychic role, and considered by the col
view which,heve ver , the coll ections t**Peamssmisidezss wi | |
37 1bid, 30.

SBAr j un Ap p aductionacommoditiesnah rt he p ol i t The Sociablfife of Ehings:e , 0 i n
Commaodities in Cultural Perspectived. Arjun Appadurai (New York: Cambridge University Press, 198&3;:3
|l gor Kopytoff, AThe cul tur alprbdogyssa,pd®yi mfi kihd ,ngé4 ¢ omm
39 Susan M. Pearc&n Collecting: An Investigation into Collecting in the European Tradifdew York:
Routledge, 1995), 33.

12



collecting to be a selective process with purposes that range frgpargmal to the cultural and
concludes that collections are the product of fluctuating individual and $actiars. As such,
collecting is both a personal experience and
definitions are aptly applied todlcollections established by artists in the early modern period.
Pearceds defi ni t i osoussphe ases oficellsctiomsbeyand econoreic valee. d
Early modern collections were places to store and produce knowledge, as is evident in Claudia
Swanoés di scus sbuilding thoofigh &patleeeaty eotlegtions (2007) and in studies
of print colledions, such as the exhibition catalogerints and the Pursuit of Knowledge
(2007)4° Similarly, Van Nieulandt collected as a means to enhance bisl&dge. While his
painting style remained largely conservative, his oeuvre, which is comprised of hataigg
and mythology, reflects a learnedness that was indebted to the collection he maintained of Dutch
and Italian models. Also, as will be dissed, his studies likely gave him the expertise required
for his services as an art appraiser.

Additionally,Pear ceb6s approach facilitates consi de
the ability to create social networks of likeinded individuals whavere interested in similar
ideas and issues. Collecting was a social endeavor that involved a wide ndteamrkuomers,
producers and dealers. This is seen, for inst
Luke, a social club of artists andmlemen who met to discuss taste and art, which | discuss in

Chapter Six. Similarly, in my discussion onrRarandt, | situate his collecting activities in the

0Cl audia Swan, fAMaking Sense of Medical Col |l Bakihgi ons i n
Knowledge in EarlyModern Europeeds. Pamela H. Smith and Benjamin Schmidt (Chicago: University of Chicago
Press, 2007), 19213; Susan DackermaRyints and the Pursuit of Knowledge in Early Modern Eurapé. cat.
(Cambridge, MA: Harvard Art Musenss, 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 aante idareddbylakingl ect i
at the economic, spatial, social, and professional circumstances that surround these objects,
indicating how they were € and assigned value. Most economic studies of collecting focus on
paintings, as seen in the work of Most{@d996 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
papert James Bloom (2006) questioned the primacy of painting in the study of art markets, but
hisargumentw@s concerned with paintingbs relationsh
rather than to works on pap®The focus on luxury goods, whethegipting, tapestry, or
sculpture, is due in part to the fact that works on paper, especially prints, werallgdaw in
value, often sold in bulk lots, and rarely documented in specific terms. That said, there are
enough statistics to establish that thenmercial value of prints is based on the medium, the
author, the subject, the size, the rarity, and copteary taste. In general, woodcuts were
considerably cheaper than engravings or etchings unless they were by distinguished artists such
as AlbrechtDurer (14711528). Larger prints were usually worth more than smaller ones, and
rare specimens were more ttpgshan common ones. Jan van der Waals (1988) illustrated the

relatively low prices of prints by pointing out that a painting by an average peasteabout ten

41 John MichakMontias,L e Mar ¢ h ® D e TBaé 4\V&XVIIA SieclefPariy: Elammarion, 1996)dem.,
2002;Michael North,Art and Commerce in the Dutch Golden Alyew Haven: Yale University Press, 1997);
Michael North and David Ormroeds.,Art Markets in Euope(Aldershot: Ashgate, 1998), idenas Goldene
Zeitalter. Kunst und Kommerz in der niederlandischen Malerei des 17. Jahrhu(Cleidgne: Bohlau Verlag,
2001)
2James J. Bl oo m, MdppityMarkes fomPaintinggiEwope, 14501750 eds Neil de Marchi
and Hans J. Van Miegroet (Turnhout: Brepols, 2006) 357
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Dutch guilders, while the equivalent sum could buy around one hundred*pmser Kolfin

(2010) described the parameters determining the cost of prints in the seventeenth century, stating
that size, authorship, and novelty factored jricing** There has not been a systematic study

of the cost of prints as there has been with paintingsgththe price of some prints is known

through the inventorying of collections, estimates made on possessions, or anecdotes regarding
unusual purchasé® The price statistics for prints have been pieced together through studies of
individual collectors, artits, and dealers, such as Frans Laurentius (2010) on the print business

of Clement de Jonghe and Jan van der Waals (2006) on the Vis&Rergscould range from

as low as a stuijver (one twentieth of a guilder) to a hundred guilders or more, dueh as t
purported 179 guil ders Rembr ald3Birardyensgiegelor L uc
(1520); the best known case is his own etching nickndm A The Hundred Guil der
price it brought as early as 1654. While painting prices varied yyideén the cheapest

paintings generally sold for several guild&r€omparable to prints, the relative costs of

43 Jan van der Waal®e Prentschat van Michel Hinloopen, 161908: Een reconstructie van de eertse openbare

papierkunstverzameling in Nederlarekh. cat(The Hague: SDU Uitgevem 1988), 2p23.

“El mer Kol fin, i Amst er dam, stad van pr enGemkttotAmst er da ms

Amsterdam: Amsterdamse Prentmakerslditgevers in de Gouden Eepeds. EImer Kolfin and Jaap van der

Veen,exh. cat. (Amsterdam: Rebrandthuis, with Waanders, 2011),5%, 50 51.

4 For considerations of the print market and the difficulties in performing similar economic studies, see Stephanie S.

Dickey, AThoughts on t he mar kénHisMiau: ESegsoh NetherldndiéhsArt Por t r a |

in Memory of John Michd#lontias eds. Amy Golahny, Mia M. Mochizuki, and Lisa Vergara (Amsterdam:

Amsterdam University Press, 2006), 1496 4. On t he first ment i oGhrisbHealihghe v al u:

the Sick, othe Hundred Guilder Printsee http://remdoc.huygensaw.nl/#/document/remdoc/e4654 (accessed 15

November 2018). On the market for inexpensive paintings, see Angelafidger;sahilgers' en 'dosijnwerck’: De

productie, distributie en consumptie van goedkioigtoriestukken in zeventiendee u ws A msPh2r dam, 0

Dissertation. University of Amsterdam, 2016.

46 Frans Laurentiuszlement de Jonghe (ca. 1624677), Kunstverkoper in de Gouden Edtimuten: HES & De

Graaf Publishers, 2010), 833; Jan van der WaalBrenten in de Gouden Eeuw, van kunst tot kasgvapkh. cat.

(Rotterdam: Museum Boijmans van Beuningen, 2006), 222.

4"RD 1642/10; NRD 38 / RD 1654/8A. Michiel Roscam AbbiRgmbrandt 2006: New Rembrandt Documents

(Leiden: Foleor Publishers, 2006), 2i%45, summar i zes t he Qneeéxganatianisthdt t he pr i n

Rembrandt traded his print hrist healing the sickor 100 guilder worth of prints by Marcantonio Raimondi. This

transaction will/l be di scus s eRde nbr aOneldtpddssd Guil8er Prige e al so Al

Valueand nvention in O6the most beauti ful [ pr Rembrjandtridat ever
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drawings have not been seriouslyugmized. Likely similar parameters could determine price:
size, subject, and authorship. Where the twerdgje is in the appreciation for degree of finish,
which also likely determined price in drawings more than prints. Whereas by the seventeenth
centuy there was an interest in the collecting of rare states and counterproofs, for drawings more
finished speenens probably warranted a higher price due to their similarities to paintings.

Wor ks on paper could be consontbéheirause part of
within the studio. Prints and drawings were investments with long term effects on awtput a
could also be sold soon after purchasing for immediate gain. This commercial potential is
understood when art is placed in versatile front rooff®mes that functioned as gallery spaces.
Such interpretations have been assigned to paintings by Rembdasd Lei den cont empc
Lievens (16071674) and others found in the principal receptionracom Re mbr andt 6 s ho
where they were probably pled for sale rather than for decoratf§i.he Uylenburghs, a family
with whom both Rembrandt and Lely hadsddousiness and personal ties, were art dealers and
print publishers as well as collectdfsA look at the items they owned illustrates the fluid
treat ment of objects as collectorbdés items as
the auction sals in Amsterdam of the collections of Lucas van Uffelen, Barent van Someren and
Gommer Sprager, and made purchases of paintings, drawings, prints and plastéf casts.
Rembrandt also made purchases at two of these sales, as will be discussed in Chapter Five

conjunction with Uyl enburghés invol veaweant as

his Circle: Insights and Discoveriged. Stephanie S. Dickey (Amsterdam: Amsterdam University P2@%g),
230 251.
St ephani e S. ebisckieny,R efindbarKaoniektheiviet Renbrandth@®08 (2009), 3653.
4Friso Lammertse and Jaap van der Végyienburgh & SonArt and Commerce from Rembrandt to De Lairesse
1625 1675 exh. cat. (Amierdam: Rembrandthuis/Waanders, 2006).
0Jaapvamier Veen, dfAHendrick Uylenburghoés Art Business, Pro
Ibid, 117202, 199200.
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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 collectins reveals that collecting was done in tandem with
modes of production. Sonkunst und Wuiderkammerre st abl i shed by Europed
workshops, which would rely on the existence and maintenance of a nearby cotfettien.
dual purpose of thesegaesi of storing items of knowledge while also being the source of new
knowledgel might sem incompatible, especially when scholars such as Barbara Benedict
(2001) bel i eve itvinundi, colleCtors, people svith prevatepchbenetske
valuable objects out of the sphere of public meaning and use them in their individual
constrc t i on of a mirroring B2nthisline of egsenmgl asnt f i el d
discussed above, collections isolate objects from practical use. However casthof royal
collectors, including Holy Roman Emperor Rudolf 1l, whose court at Pragteréal numerous
artists and artisans, and theesden Kursachsische Kunstkamadjects and tools housed in
princely collections were used to create new objeetisabuld in turn be collected As will be
seen in the case of each artist discussed Heregllection served a range of purposes, one of
which was the inspiration gleaned from these objects.
Artists were initially motivated to collect for reasons tiate far more pragmatic when
compared to the collections established by merchants anddtue@acy. As a result, the scales
and scopes of artistsd collections were often

early artistcollections werdunctional repositories of images created in the process of study and

51 Arthur MacGregorCuriosity and Enlightenment: Collectors and Collections from tl&e&nth to the Nineteenth
century(New Haven: Yad University Press, 2007), 121.
52 Barbara BenedicCuriosity: A Cultural History of Early Modern Inquir§Chicago: The University of Chicago
Press, 2001), 10. See also Alexander Maurjosity and Wondefrom the Renaissance to tRalightenment
(Burlington: Ashgate, 2006), 9.
53 MacGregor 200716 and 40.
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developing ideas. Oftethis took the form of drawing collections as the most immediate form of
preserving observations and making the abstract tangible. Early evidence for this @#otice
survival of model books and albums such as the Badile album, a collection of drawing
assembled by the Italian artist Antonio Il Badile (c. I4251.2), and, in the north, the Antwerp
Sketchbook (Berlinkupfersichkabinett) and Errara AlounB(ussé, Koninklijke Musea voor
Schone Kunsten van Belgi¢)Both the sketchbook and the albumgarate from the sixteenth
century and are compilations of sketches, including landscape views and copies after prints,
drawings, and paintings. While drawing cotlag precedes print collecting, the two practices
are intertwined. Unlike drawings, whichudd be part of a larger creation process, prints more
generally were a finished product. As such, prints were valued both for their informative
gualities and as ateetic objects, leading to the more immediate and widespread practice of
collectingprintsPr i nt s were quickly incorporated into
wider appeal. They were often collected alongside drawings, housed in similaraditd,
in the context of the studio, were used to similar ends.

By the seventeenth cemytithe collecting of works on paper had expanded beyond the
artistoés st udatumliathat wate ohck enly abtainabla lnydhe few became

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

54 See Bernhard Degenhart and Annegrit Schi@ittpus der ltalienischen Zeichnungen, 180450, vol. 3Badilel
Album: Studeinsammlung einer Veronesenstierwerkstat{Munich: Bieing & Brinkmann, 2010) and Evelyn
Karet, The Antonio Il Badile Album of Drawings: The Origins of Collection Drawings in Early Modern Northern
tay( Burl i ngton: Ashgate, 2014). For tAnterpASkdichbeok pfth€ k et c hb
Bles Wor kshop in the Be rHerii metde Blpsf Studisstand Expleratibnis of éhé Warld i n
Landscape Traditioneds. Normal E. Muller, Betsy J. Posasco, and James H. Marrow (Turnhout: Brepols, 1998),
391 50. Forthe Errara Album, see Chriggcher Wood, AThe Errara Sketchbook and
Grounded Pap éell6,Hetvioegste Amsterdamsk Schhetsboek: een zestemndes zakboekje uit het
atelier van Jacob Cornelisz van Oostsali@ostzaan: fichting Jacob Cornelisz vaostsanen, 2014) and llona
van Tui nen, AReconstructing the BerWorkshopPkaetitedntEbrlg ok : ¢ | u«
Netherlandish Painting: Case Studies from Van Eyck through Gossamlaryan W. Ainswith (Turnhout:
Brepols, 2017)48 83.
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particula the art market created an environment that encouraged the consumption of images, and

most families owned aPb. Despite the recognition that collecting was a compiactice across

a remarkably broad range of social strata in the seventeenth centutgrstpon these

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

noble collections of King Charles | (1601649), theDukes of Buckingham (1592628) and

Hamilton (1606 1649), and the Earl of Arundel (158846).%° Collections of the working or

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

been addr essed BsearchdMathekFughes fandilp ol Augsburgeand research on

medical collections such as thostablished by Berent ten Broecke (165633) and Christiaen

Porrett (15541627) by Claudia Swan (2007), or Frederik Ruysch (L6381) by Gijsbert M.

van de Romer2010)>’ Studies on Dutch collections have mostly focused on the collecting of

naturalia, pantings, sculpture, and other art objects, rather than the more delicate media of
drawings and prints. The scholarship on collecting in the Dutch Golden Age aaotend the
buying power of the merchant classes, whose collections were often dispersattesaiie
owner 6s demi se rather than being passed

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

down

the basis for analyses by John Michael Montias anerstl®n the one hand, there are studies of

55 See, for example, Montias 2002 and John Loughman and John Michael MBobéis,and Private Spaces:
Works of Art in Seventeentientury Dutch Housg&wolle: Waanders, 2000).

%6 See Thomas DaCosta Kaufmaifhe Schol of Prague: Painting at th€ourt of Rudolf [l(Chicago: University
of Chicago Press, 1988); Eliska Pkmvg, Rudolf Il and Prague: The Court and The Qiyew York: Thames and
Hudson, 1997); David Howarthprd Arundel and his CircléNew Haven: Yale University Press, 1985), Fkan
Herrmann,The Endjsh as Collectors: A Documentary Sourceb@ilew Castle, DE: Oak Knoll Press, 1999).

Mar k Meadow, fAMerchants and Marvel s: Hans Jacob Fugget
Merchants and Marvels: Science, and Art in Early Modern Eurefs. Pamla Smith and Paula Findlen (New

York: Routledge, 2002), 18200; Gijsbert M. van de Roe r ,  ViaRitasto weneration: The embellishments in

the anatomical c a b Joareat of thefHistBry af dodectior2 (R10)y 68186, Glaudia

Swan, fAMaking Sense of Medical Coll ecti onMakingn Ear |l y Mode

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

Press, 2007), 19213.
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individual collectors, whose collections have attracted notice due to their size and variety.
Studies conducted by ElinoBergvelt, Debora Jacoba Meijers, and Mieke Rijnders (1992, 1993,
and 2005) show how manwltections in the Dutch Republic were indebted to traditions first
established in Italy and Germany but are distinct due to Dutch globaPtr@dethe other hand,
some researchers have studied broader patterns in the consumption of art, and the almost
ubiquitous presence of art in Dutch homgs.

As a profession, artists belonged to a highly skilled class of intellectuals and craftspeople
whose contributions to thetanarket simultaneously reflected and shaped contemporary tastes.
Due to the comparativelyumble nature of their collections, and more sporadic documentation,
the scholarship on artisbllections tends to either be painted in broad strokepassing
acknowledgement that artists kept works on paper within their studiosonstructed 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 meditindrawings or prirgi or are referenced in
discussions of the history of collecting. In the case of the lattefocus centers on a few
noteworthy individuals whose collections are seen in isolation. This study broadens these
considerations by investigating the contarts/hich two of these more wedtudied artist
collectors worked, Rembrandt and Lely, andelsgmining lesser known artisbllectors, Van
Sichem and Van Nieulandt, whose collections also offer insights into the motivations and uses of

collecting works orpaper.

58 Elinoor Bergvelt, ed.De Wereld binnen handbereik: Nederlandse Kiirest rariteitenverzamelingen, 1586735
(Zwolle: Waanders Uitg., 1992), Elinoor Bergvelt, Debora Jacoba Meijers, and Mieke Rijndek&rdselen.
Van rariteitenkabinet tot kunstmuseHouten: Gaade Open unigiteit Heerlen, 1993); idenKabinetten,
galerijn en museéZwolle: Waanders, 2005).
%9 oughman and Montias 2000 Monti as 2002; John Michael Montias, #fASov
Works of Art to Demand in the Netherlands in the Early ModerroParj Artists,rDealers, Consumers: on the
Social World of Arted. Ton BeverfHilversum: Verloren, 1994), 576; and Mariét Westermanért and Home:
Dutch Interiors in the Age of Rembrar{d@wolle: Waanders, 2001).
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Theories regarding taste, curiosity, and identity have gained attention as satierapd
to construct the motivations and emotional responses to objects and collecting. Taste, which
influences the choices collectors make in the appreciatiosedadtion of objects, is viewed by
theorists such as Pierre Bourdieu (1979) as an exteosmmrsonal or social identity. In
Distinction, Bourdieu argues that taste is the manifestation of social conditioning that reinforces
societal structures of pretarce®® As much as collections are an expression of personal taste,
taste is a social constition, the product of cultural, social, and educational conditioning.

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

Kauf manndos assessment of EnipKaufnmann inRpretsRutiol 1 |1 6 s
| | Kugst und Wunderkammemns spaces that symbolized Rudol f
Emperor. There is evidence that tRepdviegetds col |

view them was part of a larger political ritual of court culture. In hidysbf the Fugger family
(2002), Mark Meadow makes similar arguments about how collections were a means of self
representatiof? The Fugger family used their collé&an as a political tool to express their power
and wealth as merchants, as well as theidiéon. Both Meadow and DaCosta Kaufmann
discuss collections as an expression of identity through the accumulation of exotic or precious
objects, displayed for thenjoyment of their owners, and accessible only to those invited into the
privilege of vieweship.

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

while also fulfilling personal motivations, books, prints, andaiings were indicators of taste,

50 pierre BourdieuDistinction: A Soil Critique of the Judgment of Tasteans. Richard Nice (Cambridge, MA:
Harvad University Press, 1984).
2Thomas DaCosta Kaufmann, fARemarks on the Collections ¢
Representatio Art Journal38(1978), 2228.
62 Meadows 2002.
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intelligence, and wealtf?. One noted bibliophile, the SparmiaFerdinand Columbus (1488

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 waoWe are aware of the collection because the inventory
survives and describes over 3,20im%* The format of the inventory emphasizes the thematic
organization of his collection, covering history, geography, theology, and science. The prints are
valuedmore for their subject matter than for the attribution to specific artists (with a few
excetions, such as Albrecht Direr), as the overall collection was motivated by a thirst for
knowledge rather than by aesthetic appeal. In this instance, book cgl\esra 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 Dutchragrket.Generally, the art in Dutch households has been
taken to mean paintings, bworks 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 &d the financial means to collect readily available pictures and did so with
enthusiam as evidenckby estate inventories and portrayals of Dutch homes and taverns.
Paintings of Dutch interiors place prints among the paintings as commonplace itemsitied ad

walls, both framed and pinned. Maps and broadsheets in particular were piepusancluded

53 1bid, 8.
See David Landau, @dThe Pumnu sGGecting®rnts and Drawings infEeropd,i nand  (
c. 1500 175Q eds. Christopher Baker, Caroline Elam and Genevieve Warwick (Burlington, VT: Ashgate, 2003),
2936, and MarkMc Donal d A' Extremely Curious and InofgFerditardnt ! ' : R
Col umbus, @54;idem,Thé prit colledtian of Ferdinand Columbus (14&8839), A Renaissance
collector in Sevilleexh. cat. (London: British MuseumQ@4).
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in depictions of Dutch interiof®.While collecting works on paper was secondary to painting
and sculpture, prints, due to their multiplicityere more widly available and inherently
collectible. Print shops were prominent features ofAimsterdam cityscape. Print publishers,
who were often also dealers, kept large stocks of plates from which they drew impressions in
addition to prints. Print dealers ofterchanged stock with each other not only in the Low
Countries, but internationallfzamilies such athe Blaeus sent agents to live and work in Rome,
thereby increasing their stock and expanding their clieft&each dealings were likely seen as
lucrative means to promote their own publishing houses on an international scale while also
increasing their holdings to includiesirablepieces. In response to the availability of prints,
books were published in order ¢odify collecting endeavorkater, lboksthat provided advice
ontasteand collectingincludingthose byJohnEvelyn (1620 1706) Filippo Baldinucci(1624
1697),and FlorentL,eComte(1655 1712)gave a theoretical framework for the construction and
organization of print collections, building offf the collections that inspired them while also
creating an accessible way to build new dtes.

Drawings, in contrast, we@emore specializethterest For artists drawingscould serve

aspreparation for largeworks andrecords for their designs. Dravgs, more than printsyere

85 Barbel HedingerkKarten in Bildern: Zur lkonographie der Wandkarte inllodischen Interieurgemalden des
Siebzehnten Jahrhunde(tdildesheim: Olms, 1986); idem., "Karten in Bildern: Zur politischen Ikonographie der
Wandkarte bei Willem Buyteweamd Jan Vermeer," inlollandische Genremalerei im 17. Jahrhundexd.
Henning Bbck and Thomas W. Gaehtgens (Berlin: G. Mann, 1987),6.30; Richard Helgerson, @S
Enigmatic Girls: The Politics of Dutch Domestic Realism, 168568 7 Repr@sentatios58 (1997), 4987.
56G. Moor man, APubl i s her sThadgnificdnee ofiltaldutch comtacts in hencreatibn c ul t ur ¢
process of Joan Bl a e intostri. RivistaalitstudilitalianB® (2015), Z69; Krido6 6 3 ) , O
Lammertse A Gerrit Uyl enburgh, Art Dealer anssanB¥anderer i n An
Veen 2006, 611116, 103.
67 John EvelynSculptura; or, The History and Art of Chalcography, and Engraving in Cofimerdon: Printed by
J.C. for G. Beedle and Tollins, 1662); Filippo BaldinuccCo mi nci ament o e pr tagliareers so del |
rame, colle vite di mol ti ded (gFHloténce: blaledtameenatdi Piedda e st r i d
Martini al | Il nf. De | CdmtegCabinet de®singularitds @'8rdijecture-gdeinture nt L e
sculpture, et gravureu introduction a la connaissance des plus beaux arts, and sous les tableaux, les statues et les
estampes3 vols.(Paris: E. Picart and N. Le Clerc, 1699). These texts willibeussed below, 4242,
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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 arranganments f
working collection to be kept in cais children would continue in his footstép3he close
link between drawing and art production can be demonstrated throughagmgpsaketches and
underdrawings in paintings, and seen in paintingsresdrawngs are featured, such as domestic
scenes bartists at worlk both portraits and genre sceriesr in elaborate still life scenes where
drawings are imbued with deeper meaning relating to luxury and ephemerality. Drawings were
not as widely available asipts, and they attracted a more speciaigearket of artists and
amateurs. Unlike prints, which could be sold by specialized dealers, drawings apysear to
beenbought and sold through association with artists and their workshops. For example, Jan van
de Capelle (1626L679), a seascape painteu|lectedprimarily drawings including a large
collection of drawings by Rembranid®77 landscapes, 135 studies of women and children, and
fifty -six history and undetermined subjetta/hich he likely acquirethrough the auctioning of
Re mb r a n dholé goods in 165688.5°

Surviving albums of the seventeenth century provide examples of how prints and
drawings were stored and organized. Th87 albums, now attributed to the collection of the

Swedish attachBieter Spieringgan Silvercoon(c. 1595 1652), offer a glimpse into the

68 Julius S. HeldRubens: Selected Drawings second ed. (Oxford: Phaidon, 1986)
Rubensé Cantoor, PannesdekeningOaRbkopéniCaagese , CPanoeerel s a
Canoor Dm&wbegs, €Gantoor : Een verzamel i negxhtca.Kratwérmgen on:
Rubenshuis, 1993), 187, 21 24; AsnneMar i e Logan, fPet er P aReterPRURbbens:s as a LC
The Drawingsexh. cat. (New York: The Metropolitdduseum of Art, with Yale University Press, 2005)38, 3.
8 paul CrenshavRe mbr andt 6s bankruptcy: the artist, -cehtins patrons
NetherlandgNew York:Ca mbr i dge Uni versity Pr ess,hid6hénhesvarid; Abr ah
Ca p e Oud Eadland10 (1892), 2540, 32 39. For discussions of Van de Capelle as a collector, see Van der Veen
1992,1271 29, and Michi el Pl omm,ndit Aratnids &Degand foreDeatyiags:$-ive Re mb
Centuriesof Collectors and Collecting Drawingsd. John Marciari (New York: The Morgan Library and Museum,
2018), 4556.
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collection of a wealthy politician whose roots lietie Flemish tapestrindustry’® The albums
contained prints and drawings and were complemented by similarly bound books ishaapk

or goat leather. From the survivinlipams, it is apparent that Spiering organized the albums
alongart historical lines, keeping like artists togettrather than by subjecome of the more
specialized albums of patterns whéem the tapestry workshop &francois Spiering155Q

1630),® et er S p i .dnrfactpnnguéhsof tHe adlleltiorr was inherited from the Spiering
workshop and is reflective of the fluid way in which collections by artists can be appropriated by
art collecors.

Art collectors had a special place within the grdt milieu of seventeentbentury
Amsterdam. They were referred toli@éhebber(art-lover oramateuy, a term that denotes the
discerning and knowledgeable collector. Some of these enthusiastselefrated and
i ncorporated i ntnaffiliatibnehatpyented thenr récegnitgmifor thdir, a
knowledge about and support of the &tté/hile official registration into the Amsterdam St.
Lucas Guild did not occur until the middle of theeateenth century, the tedefhebberoccurs
in other caitexts throughout the periddWhen guild membership became available to
liefhebbers collectors of works on paper were not included outright; rather, they were granted
membership because of theitqemage and collecting of paintingsDespite this, colletors of

works on paper were recognizediathebberseven if guild memberships did not identify them

as such.

“l'l'ja Veldman, APortrait of an &SmiolusB8(2016E2282d%. : Pi et er Sj
71 Zirka Z. Filipczak,Picturing Art in Antwerp 15501700(Princeton: Princeton University Press, 1987), 51.

?Angel a Ho, AAn invitation to compare: Frans van Mieri:

Renaissanc&tudies?3 (2009), 694717, 699 700.
Van der Waals 1988, 135.
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For those who were not practicing artists, collecting prints and drawings was often
undertaken in conjunction with other collecting activitiemst often as a means of enhancing
and supplementing the library, not as an independent endéaMbile the rise in the production
of finished drawings indicates the growing appreciation of drasvingside of professional
circles, they were often not kected independently until the eighteenth centdmrints, on the
other hand, attracted a growing audience of admirers, several of whom were closely associated
with Rembrandt, including the Six lhers Jan (1618700)° and Pieter (1655.703)/ the
Recever-General Jan Wtenbogaert (160880)/8 andAbraham Francen (162after 1672)"°

Among the most important collectors of works on paper in Amsterdam was Michel
Hinloopen (16191708)& Hinloopen was gurist whose collection was the first public print
collection in the Netherlands. Assembled as a complement to his library, the collection was

A

comprised of fiftytwo volumes, over 7,000 individual priftsThe col |l ecti onds or ¢

"4 1bid, 13/ 16.
“Peter Schatborn, #Vdeaderlddskinsthistodoh jadrom@R (1981)0p154a Yagapdan der
Veen, iLi efhebbers, handel amensehi kdest gplraveaedd: pHpPpt ev & U
binnen handbeagik: Nederlandse kunstn rariteitenverzamelingen, 1586735 eds. Ellinoor Bergvelt and Renée
Kistemaker, exh. cat. (Amsterdam: Amsterdams Historisch Museum, 19921341 71.21; for Dutch ct#ctors of
drawings in the eighteenth century, see MichiehifipHartstochtelijk Verzameld: 18eeeuwse Hollandse
Verzamelaars van Tekeningen en Hun Collecflesols, exh. cat. (Haarlem: Teylers Museum/Paris: Institut
Néerlandais/Fondation Custodia, 2Q0for collecting Dutch drawings outside of the Netherlasde, Martin
RoyaltonKi sch, ADutch drawings abr oadBruegettpRembrandt.diitchtadde hi st
Flemish Drawings from the Maida and George Abrams collecéah. ca (London: British Museum/Paris: Institut
Néerlandais/Cambrgk: Fogg Art Museum, 2002), 134.
“Catalogus van uitmuntende konstige, meest Italiaansch:¢
bestaande in meest Italiaansche tekeningen eneurj nevens geheele werken, gebonden, als los, in konstpoeken
schoon van drukAmsterdam: Zomer, 1702).
“"Pieter Sixds collection was sold in Amsterdam Septembe
g e s | daatbdek Amstelodamus? (1948),1034; S. A. C. Dudok van Hesvwn AHonder
kunstverkopingen uit veertig jaargangen van de Amsterdamsche Courani 1672 Jaaridoek Amstelodamu&?
(1975), 149173, 164, nr. 80.
8 Dickey 2004, 7578.
7 |bid, 142 149.
8%Vanderwaal s 1988; Timothy Riggs, 0ReRnint@uarerly® {1288)j445l Hi nl oo
447 .
81Van der Waals 1988, 7, 16187,
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subjectsreflet s Hi nl oopends pr i mar yyovinfoematiom Twentsh e pr i n

five albums madeupthesoal | ed A Atl as of Rome, 06 a coll ecti
buil dings, and people of Rome, andscaldctiont i onal
of portraits®? While a sizable portion of il oopendés col l ection was ded

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

Dutch printmaker Hercules Segers (c. 15@0638%Vand er Waal s6 study of H

collectionprovides insigts 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 caktor was Nicolas Anthoni Flinck (169923), the son of

Re mb r an d Gdvaert Blinci“iNicolas Flinck was a passionate collector of drawings, and

objects from his collection c 8b8.Hbwasafdeadof i f i ed

t he biographer Arnol d Houb rhaikse nf,a twhheor ddso caucniei nvti

collectors inDe groote schouburg® Govaert had assembled a large collection of art, and at his

death the objects of his household were inheriteM byc o | a s . Drawings were N

passion, and he sold the prints he hdwkiited 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 Deilof Devonshire, and many of these works remain in that

collection®®

82 bid, 41i 68.
8K. G. Boon, AEiIn ipateintti awiadp deae n eBaedlgtimean ketrRiksntésim8l oopen, 0
(1960), 311; Van der Waals 1988, 18557; He only ownedne print by Rembrandt, Dickey 2004, 99.
84 Houbraken 1753/1973,1.225; Al fred von Wur zb a dNederlaidischesKlinatler Ant ony |
Lexikon(Vienna and Leipzig: Halm und Goldmanl9061911), 539; J. W. von Moltk&ovaert Flinck 1615.660
(Amsterdam: M. Hertzberger, 1965).-884 ; An van Camp, AThe Etchings by Draw
Print Quarterly27 (2010), 374381.
8 Houbraken 1753/1976, 11.225, 28.
86 See Van Camp 2010; Michael Jafféye Devonshire Collection of ItaliaDrawings 4 vols. (London: Phaidon,
1994); idem..The Devonshire Collection of Northern European Drawjrigsols. (Turin: Umberto Allemandi,
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Collectingworks on paper was common practice among Dutch artists in the seventeenth
century. Rembrandind otheartists looked to the established canon to draw inspiration. Records
ofarti stsd possessions, which sur vdbaekruptay, i nven
or more commonly in the record qrevedlthaprigtsy ti st o
and drawings figured r¥dngont astytion Rasgobir ansd ok o
bonorum whichcontained an extraordinary amount e€orded detail, many inventories and
catalogues are far less precise. Prints and drawiegsoften sold in bulk at auction, @rere
bundled together in inventorieand onlythe most expensive and rare iteweresold
individually orwith an attributiorto a particular artist. This is the case in the estate inventory of
the Amsterdam landscape paintiyhannes Beerstratéh622 1666)whose impressive
collection of 119 printetbooks and 49 albums of prints and drawings was unfortunatebyded
only asananonymous list of objects that latontext and conteff. Another example ithe still
life painterLucas Lucgc. 1576 1661) whoimmigrated from Antwerp to Amsterdam; thents
and drawinghie ownedver e sadly r ecor dé&uththsseosa gisveiyt h hi s 7
fortunate that the items in Rembrandtds coll e
eventual sale.

From the records of collections of artistpainters, sculptors, printmakers, and architects

I and dealersitispossileo construct an outline of <coll ectd.i

lifetime. Rembrandand otheartists collected through variety ofchannels: auctions, trade, and

2002); parts of the drawing collection were sold in a number of sales in the 1980s through Christids Nesster
Drawings from Chatswortfi L o n d o n:  C h rOld 81astereDdasvings ftotn &€Hajsworthondon: Chrs t i e 6 s
1987). In 2012 the Devonshire Collection sold three other work®lseRlaster & British Paintings Evening Sale,
Including Three Renaissanbtasterworks from Chatsworth London: Chri stieds, 2012).
87 Many inventories have been transcribed and madgable in printed form, by, for example, Bredik€iqstler
Inventarg and more recently The Montias Database, accessible through the Frick Agrieefkibrary, New York.
88 Bredius 111.814 820.
89 Bredius 1V.11421149.
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purchases &m dealers, artists, and other collectors. Artist, collector, and dealer auetoled
to attract the same audi encBarentamhBemesenésn n
auctions mentioned earlier, but athat ofJan Jasz, an Amsterdam painteA number of artists
came to his estate auction including David Vinckboons,a&irivan Nieulangand Barent van
SomerenVan Someren made purchagesn J a n slarge 6ollection of prints, which included
work by Tempesta, Durer, Goltzius, Spranger, and Raphael, and a considerable number of books,
including a copy of Karel van Mande®SshilderboeckTheartistsme nt i oned iare Jansz.
mainstays of Dutchrat i st s 6, incluedindLecasvan begpdenAbrahamBloemaeri(1566
1651) Maarten varHeemskercK1498 1574) Titian (1488 1576) and later Rembrandt® This
is indicatve both of what was available on the market, aneé#beem in which certain artss
were heldBased on a review of inventories recorded by Bredius and Moriteafeqguency of
prints byDutch and lItalian artistwasrelatively even, which was in conttde the availability
and appreciation of Italian painting. Italian paintings weastlier and less common in Dutch art
markets, butompositions by renowned paintevere more readily available neproductive
prints and occasionally in drawings.
The prderence for specific artisgeen in these recordss 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 ceiituejyn and_eComte have
already briefly been mentionef a mu e | Qu i c cin=eD)lascrigtiors (1569),22 9
theoretical text that described the organization of an Keastund Wunderkammemas

published in Latin and not widely re&tiinstead artists gainedamiliarity with the work of their

%0 Bredius V.14941496.
%1 Modern crtical edition: Samuel Quicchebeffh e Fi rst Treatise on Museums: Samu
Inscriptiones 1565Trans. Mark Meadow and Bruce Robertsongllmgeles: Getty Research Institute Press, 2013).
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contemporaries and predecesgbrsugh theirttaining in studiostravel, andnteraction with
patrons and fellow collectors. The presence o0
the result of cultural &nds and preferences as well as befmymedaboutwho isconsidered

worth studyingand imitating. Collecting was a social endeaandit is likely that collectors

and artists shared and discussed their preferences and tastes rather than gairtifginsigh

texts.

In general, the collections of individual artists were baseal shared understanding of
the history of artThere was a canon of artists, mosilyteenthcenturymasters, whose work
inspired and influenced artists of the seventeenth per@wllections become more
individualized based on a combination of professand education. Wekducated artists, such
as Cornelis Dusart, Joachim von Sandrart, and Bartholomeus van der HelstLgl&)3
collected from this core group of mastarglalso owned books outside of their specialities.
Dusart, a genre painter who sgized in lowlife genre scerg owned over 200 books in
addition to hundreds of prints and drawings organizedsetentyonealbums®® The esteemed
Sandrart had a substantzalllection of prints, drawings, and books, which he soldmsterdam
beforehis departure for Germany in 1635van der Helstthe leading portraitist in Amsterdam
after 1640 owned a small collection of bookecludingVa n M a rSchiderboskand
architectural treatises by Vitruvius adthdreaPalladio(1508 1580) as well as sizable

collection of prints and drawing¥.He owned eight boxes of prints by Italian, Dutch and other

No edition of Qui ccheber gravontidselketsignifieasce of this textwilibed i n Br e d|
discussed below, 336, 45.
92 Anderson 2010.
93 Christian KlemmJoachim von Sandrart: Kun$Werkeu. Lebend_auf (Berlin: Deutscher Verlag fur Kunstwiss,
1986); for the sales and content of the collecsipecifically, see 339.
9 See Judith van GerBartholomeus van der Helst (ca. 161870), een studie naar zijn leven en wezwolle:
Whbooks, 2011)She mentions his possessions in passing as being used by his son in order to paint and support his
mother,34. For the inventories, s&sedius 11.406410.
30



masters and four albums of prints, three of which were unattributel@, aviimaller one
contained works after Anthony van Dyck. Xan der Helst waa portrait painter, he probably
owned some of the many portrait prints frmeIconography This is reflected in the elegant
poses he introduced into Amsterdam portraitiitée also owned a number of unattributed
portraits, though it is not specified whether they were prints or paintings.

More surprising, sculptors and architects atsik an interest iold master prints. The
Amsterdam sculptor Cornelis van den Block owp&dts byAntonio Tempesta, Duregnd
Maartenvan Heemskerck, as well afassionseries by Karel van Mander. He also owned a
number of drawings and oviirty-oneundescribed albums of prints and drawif3acob Lois
(1634 1676), a sditrained archiect,owned albums of prints and drawings attributed to Durer,
Van Dyck and Raphael, in addition to books and albums of prints and drawings related to
architecture®’

The painter and art dealer LanseBernardgLaureys Beernaer{]L628/16321676)
owned acorsiderable and organized collection of paintings, prars drawings recorded in his
1676estate inventory? In addition to owning a number of books, including a copy of Van
Ma n d &chiilerboeckhe owned several albums that included some of thé popslar artists
of the time such as Durer, Lucas, Goltzius, dacque£allot (1592 1635) as well asserman
masters includindlbrechtAltdorfer (c. 1480 1538) Hans Sebald Beha(®h500 1550) and

Georg Pencgc. 1500 1550) He also owned a number ofagiings. It is one of the better

®Ger Lui jldorographyii Tvhaen Dy c k 6 s  mdénthony sain Dyek ab PrintmakédnGarl o
Depauw, exh. cat. (Antwerp: Museum Plakitoretus/Stedelijk Prentenkabinet, 1999)j 9Q.
% Brediuslll.10991100and f Bl oc k, CThe Montlas Batabase of Bentary Dutch Art
Inventories accessed November 12, 2018, http://redefrick.org/montias/browserecordxl.phiE&tion=browses
recid=1817.
97 Bredius 11.406410; V.1591 1595.
%8 Bredius 111.10431044.
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recorded coll ections and is similar in scope
dealer and an artist, as many active artists were, it is questionable whether these albums were his
own private collection or werpat of his stock.

For artists, collectionsf prints and drawinghulfill eda multiplicity of functions. Artists
usedbothas a means to train their young students in the fundamentals of drawing, dedign
composition. Many images were available in ocgjuction (if they were not originally designed
as prints), which allowed for an exchange of visual information that craatechprehensive and
universal curriculum among younger artists.
which youngapprentices can be seen drawing fromtgtisculpture and live models Liev e n s 6
Young Boy in the Stud{&igure2), anapprenticestudes from twoalbums of drawingsvhile
seatedefore a sculpturdnGa b r i e | M el1667)A ¥ sung(WbrBaa Seatddawing

(Figure 3)a print is draped over a table and busts are haphazardly placedwaaan intently

Figure2 Jan LievensYoung Boy Figure3 Gabriel MetsuA Young

in the Studip1630 1635, oil on Woman eated drawingabout 1656
canvasParis:Louvre Museum, 60, oil on oakLondon:The Nationa
R.F.2562 Gallery, NG5225.
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drawing®® The Ter Borch family collection now in the Rijksmuseum in Amsterdam includes a
number ofdrawings by the young Moses ter Borch aftents and drawings owned by his
father®

Artists ©ollectiors also served as catalysts for further artistic developments. For instance,
pattern books were meant to inspire craftsmen in their own creative procassesgs played

a significant role intte development of ntibs and full compositions his practice bcomes a

game of sortswhich is evident in the Mannerist tearty towards virtuous emulation. The work

of Hendrick Goltzius in particular was seen to embody this prattisexceptional sk in

imitating graphic vocabulariesere usedo convincinglycreate hisMeisterstuckje¢c. 1594), a

series of prints which imitated the styles of Durer, LuEaslericoBarocci(c. 1535 1612), and
Francescd/anni (1563 1610)among other$®* Well-informed connoisseurs could participate by
recognizing artis@adaptéions andresponses to one another, and prints facilitated this
knowledge. Artistic exchanges were also evident in the competitions thatemtsiged inas
demonstrateth a comparison of@ne of Rembrantt and Lievens' workAs young artists in

Leiden learning the skills of printmakingRembrandt and Lievens played a game between

equals, demonstrating their skills in an attempt to best the 8#Eis endeavowas not unique

®There are many mor e e x ahapravéng |essorabout 166b6j illusiratetl betow &t e e n 0 s
Figure 85. John Wats Jan Steen: The Drawing Lessfiros Angeles: Getty Museum Studies on Art, 1996),
includes a sectionontai st 6s training and the depictions of this th
previously described as a young draftsman, but more rechatiubject has been identified as a young boy
studying drawings. See Bernhard Schnackenhlang Lievens: Feund und Rivale des Jungen Rembrandt
(Petersberg: Michael Imhof Verlag, 2016), 2381.
100 Kettering 1983; idem. 1988.
Wisee Melion 1M&ll,vamemMandedrKK@as Life of Hendrick Goltzi
Virtuosity in Haarlem around6lL 0 0Studies in the History of A7 (1989),11B33; i dem. , fdAHendri ck
project of r eprAdaHistaytl3:4v(E90k 458487avi ng, O
st ephanie S. Dickey, iJ3amlLiekenseaDutchsmasierdiscoemedexnticatak i ng, 0 i
(Washington, DC: National Gallery of Art, with Yale University Press, 2008)6 Bdespecially 6264. For broader
discussions of the friendshgmd rivalry of the young Rembrandt and Lievens, see Christian Vogelaar and Gerbrand
Korevaar, eds.Rembrandt & Lievens in Leideexh. cat. (Leiden: Stedelijk Museum De Lakenhal, 1992),
Schnackenburg 2016, passim.; Ernst van de Wetering and Bernhard&stinag, edsThe Mystery of the Young
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to Lievens ad Rembrandt. Durer demonstrated a similar admiration towarcdssand Martin
Schongauefc. 1450 1491),collecting their work, and visibly competing with théfd.

For the artists in this study, it is apparent that their collections were the productabf soci
and professional conditioning as well as a means ofa#lfoning. Whilekunstkamersvere
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 usediah exchanges between artists and
collectors. In hislandmarkr t i cl e, Robert Scheller (1969) ar.
collection of art, costumes, andturaliar ef | ect s the artistds soci al
artistic oned® StudiesbyMi chael Zel |l on Rpimingsanmgrintbas use of
gifts demonstrate the complex social relations between artist, object, and cofftfedor.
Rembrandt and Lely, these issues of taste are more apparent because of the detadbdub
the r coll ections. Unli ke Van Sichem and Van Ni
garnered international attention and their subsequent biographers included references to their
collections. This suggests that their endeavors were widelyk, and tey 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 ayedrchronolgically; each succeeding

Rembrandtexh. cat. (Kassel: GeméaldegalerieaeAMeister, Amsterdam: Museum het Rembrandthuis, with Edition
Minerva, 2001); Roelof van Stratevipung Rembrandt. The Leiden Years, 16682 (Leiden: Foleor, 2005);
Schnackenburg 2016 (English ediitalan Lievens. Friend and Rival of the Young Rembra®elitin: Imhof
Verlag, 2016).
1see Jeffrey Chipps Smith, fAThe 2010 Josephine Waters
Renaissance Quarterf4 (2011), 149.
Robert W. Scheller, iRembr andt Oue Hollahd84 #96%, 81470 pedi sche k
Mi chael Zell, " Rembr andtNetsorkdihfetogayrnakof Gistosiansobt udy of Act
Netherlandish Ar8 (2011),DOI: 10.5092/jhna.2011.32 . 2, and i dem., AThe Gift Among
in the Network of His Patronain d S o c i al R&hnkisgtRentbrargdeds. AlanrChong and Michael Zell
(Zwolle: Waanders, 2002), 17394.

34



case study will show the continuation of collecting practices and provide insights into how
artistsoé collections changed over time. Chapt
van Sichem the Elder. Van 8iem was a wadcutter 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 emigratewith his family from Antwerp to Amsterdam at the end of the
sixXxteenth century and was a wealthy artist an
reflects a conservative approach towards the painting of mythological scenes that were informed
by Dutch and Italiama 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 practiceasa wellkeof 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 ealiions tooldramatically 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 considerthe times ad circumstances that shaped their taste and ability to collect.

The presence of prints and drawings in art
reference tools and objects for inspiration is generally accepted, but the individual cludracter
these pactices 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 eadgiern colleting practices, | will

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

are reflective not oglof their profession, but also of taste, interests, and ambitions.

36



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 exammedse stlies 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 theevents thasurround 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 twedimensional art objects (as opposed to sculpture), there is Wwesls the
collecting and display of paintings, with works on paperints 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 oerpAgdditiorally, 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 albun#ss a resultthere 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
sepaate fields n 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 establishgukcific ollection. The
higher survival rate of both documentation and actual objects held in collections established by
the sixteenthand seventeenttentury aristocracy, for instance, or where a collection is traceable
to an institution, has deternad which cdectors 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 Ufizi)orwit h t he i ntention of ensuring the coll ec
progenitor (such as the foundations of the Ashmolean Museum), many collections in the
Netherlands were dispersed with only cursory documentation hinting attmeents-°® 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 artistsd st udioovdespredcelleceng bysrtisssiad parioftieev i denc e
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
col |l eatkspasgnd I mt hat i ndicates the collectords p
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 seémicguidion
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 seveatgenth
art mar ket reveal s tatésauctinedobut many of the attendees attlresei st s
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

AN exception i s that ctionfofphitsc hi el Hinl oopends coll e
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bibliophile Samuel Bpys(1633 1703)mentioned his visits to print and book shops to acquire
pieces for his collection in his diari&¥.Likewise the polymath Constantijn Huygens the
Younger (16281697) recorded exchanges and social visits with collectors and artists iarkis di
and in ktters to his brothéf® Additionally, the exchange of gifts between friends and colleagues
also points to the sociability of collecting seen throughdgjifing between artists and between
collectorst®®

Most often, the fields of collecting pts) collectng 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 Ewope in theseventeenth century. To situate these fields, | 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 itahg @ompsed
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 contition 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 he Diary of Samuel Pepys M.A.F.Resl. Henry B. Whatley, F.S.A. (London: George Bell &
Sons York, 1893), July 7, 1660, November 7, 1666, and August 12, 1667,
http://www.gutenberg.org/files/4200/42094200 h.htm#link2H 4 _0012.
108 Constantijn Huygenslournaal van 21 October 1688 tot 2 Sept. 1686ols. Utrecht, 18767), he recorded
visiting collectors and artists almost daily; Christiaan Huyg&esivres Complétes de Christiaan Huygeéhsols.
(The Hague: Martinus ioff, 1901), 9:545546.
W7zell 2011; see also Genevieve Warwick, AGi ft Exchange
Al b u me AbBulletin79 (1997),6306 46 and Al exander Nagel, AArt as Gift
inthe Re a i s s a Negatigtingthe Gift: PreModern Figurations of Exchangeds. Gadi Algazi, Valentin
Groebner, et al. (Goéttingen, Vandenhoeck & Ruprecht, 2003),3609
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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 collection4thin the larger history and study of
collecting, discussed briefly in my introduction, my focus is on the dsdage of works on
paper; thus, this section concentrates on collections that inctaggmants 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, dhid was further normalized in the seventeenth
century. What follows is an overview the history of print collecting and an examination of the
contributors to this field.

In the sixteenth centuriunst undWunderkammerwere a popular collection typbat
attempted to categorize all known aspects of the world, and thus covered eapiéthetural
and artificial objects. These collections were symbols of power, learning, elite status, and
sophisticated knowledge of the world. Within these purviewssapda c es, pri nt s6é6 f un
largely determined by their arrangement within theéotesr 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 informaticand is accessible to a broader audience, often at a modest
price, for private consuption and enjoyment. Within this context, prints were relatively cheap,
easily circulated, produced in multiples, and accessible to collectors with limited space and
financi al means. Their presence withiimnattyyl | ect o
but also because of writings from the tirfi@e earliest discussion of print collecting as a
practice i s i n Saimb6y)treafse ondhgunss bnel Wgndeskaninters 2 9
published in 1565, which describes an ideal means of organizioiéeation*'° 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 collectionst™*Qu i c c heber g o tonis compsedet fiye distidt dlasses: religious
media, sculpture and archeology, natur al hi st
As Elizabeth Hajos demonstrated, Quiccheberg primarily incorporated prints into the first
(religious) andif f t h classes rthough they could also be used as supplements to other parts
of the collection'**The fifth class, which focuses on painting and prints, identifies prints as
distinct from and, Hajos argues, equal to paintiigVithin the context of drcollections prints
could be organized by subject, categorized by size and then further divided by content. In
Quicchebergds i magined collection, a print <co
organized into three sections. The first section is stbhies, thesecond 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 artistsho producedhem.

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 (39@% arguedyrints are inherently
collectible!**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 itbams. Earlyprint collecting is the result of a convergence

HlMar k Me adow, i ibic,36 37;dAodeed BubemikRéframing Albrecht DurefThe Appropriation
of Art, 1528 1700(Burlington: Ashgate, 2013), 583.

22El i zabeth Hajos, AThe Concept of an Emgnipdonesve Col | ect
Tituli Theatri Amplissimi Quicchelbergdhe At Bulletin 40 (1958), 151156.

1131pid, 152.

“peter Parshall, fAArt and the Theater of Knowledge: Th

Harvard University Art Museums Bulletth(1994), 7, 12.
41



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 asources of information and conversation pieces, which facilitated amusing and
intimate discussion. Prints were often incorporated into the library arlist und
Wunderkammeifunctioning as supplements to larger collecting programs,|émBa objec

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 théesstkrand
eighteenth century tend to address a specific audience of art lovers that often included artists.
Abr aham TRitsles mé@ngres de gravdi645) was the first treatise written on
printmaking techniques for etchings and engravings. It wdgdted to ethusiasts who were
interested in the process of making intaglio prints and to art studeHhiis. later publication,
Senti ment s s u(649), turthdricaoslifies thecptactice ofécollecting works on
papert'®In 1699, Roger de Piles§25 1709) expessed an enthusiasm for print collecting and
the various uses that could be attributed t&’iSuch treatises sought to explore the history of
printmaking and its uses, and to compile lists of worthy objects for the collector and the artist.

J o hn E Scalptyrapdbsished in 1662 in England, gives insights into printing techniques

115 Abraham Bosselraité des maniéres de graver &ille daice sur l'airin par le moyen des eafortes(Paris:
Chez ledit Bosse, 1645).
116 Abraham BosseSentiments sur la distinction des diverses maniéres de pienture, dessin, et gravure et des
originaux d'avec leurs copigRaris: A. Bosse, 1649); sakso CarlGoldstein,Print Culture in Early Modern
France: Abraham Bosse and the Purposes of RiNiew York: Cambridge University Press, 2012), 31.
117De Piles1699, 8392; idem.,The Art of Painting and the Lives of Painters: Containing a compleat Seeafi
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 Moderms.John Savage (London: Printed for F. Nutt near
StationersHall, 1706) 54/ 63. 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 d%Significandy, maoyoftthegarlyof a ¢ o |
printmakers most admired today, such as Albrecht Diurer and Laodseyden, wee already
singled out by connoi ss e ur GabiretdestsingalartdEd | y n . F
is the first book to offer detailed advice for collectors and connoisseurs on the artists and pieces
worth collecting*® In his ideal colletion, LeCome included Diirer, Lucas van Leyden, Frans
Floris, Maarten van Heemskerck, Andrea Mantegna, and Domenico Campagnola, among many
others!?’ LeComte, in contrast to Evelyn, describes what should be in a notable collection, rather
than providing bigraphical inbrmation on printmakers with a summary of their printed oeuvre.
Soon after, Edmé&rancois Gersaint (1694750) compiled the first catalogue raisonné of a
single print@akaldéguworhkhj sbhae® de toadees | es
Rembrantl(1751)2! 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
Vissche (1629 1658) and the reproductive prints after Rubens, were cataladgtleel same
time, indicating continued interest in compi/
oeuvres:?2

General studies on early print collecting practices are few and faedet Peter
Parshall s AOrigins of P significant fGrad treagnent ofthg i n Eu

beginnings of a collecting tradition in the sixteenth centéitide argues that prints played a key

118 Evelyn 1662.

119 eComte 1699, 128; Stephan Brakensie,om A Theatrum mundi 6 zum fiCabinet de
von Druckgaphik in Deuschland, 1563821 (New York: Georg Holms Verlag, 2003), 28195.

120 eComte 1699, 1R7.

lEdmeFrancois GersainGCat al ogue raisonn® de toutes | eRarispGhézces qui
Hochereau, 1751).
22Robert HecqueCatab gue des estampes grav®es d'apr s Rubens. Au

celle de Visscher. Avec un secret pour bhankes estampes et en 6ter les taches d'Hgdis: Briasson, 1751).
123 parshall 1994,1736.
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role in the development of consumerism and slyatematic collecting began with the collecting

of works on paper. Thugrint collecting influenced how other objects, including paintings, were

later appreciated and coveted. This point is demonstrated through the rise of centralized
commercialmeans@r oducti on and consumption, such as |
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 altrdoated 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 artistsAnteated personal

records through the gathering of printed and dravaterials in the form ddtammbiichel®*
Stammbichewer e books created and used in artists©o
work and a source of inspiration for later pragethat could be incorporated into the curriculum

for apprenticesStamnbticherwere passed down through studios, and eventually became
available to an open mar ket of collectors. Th
Stammbuclby one of his pupilsians Déring:?® While Stammbiichedid not initially record the

work of arists 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 s t he most pertinent t onsboffprnts,caeseenino p me nt

124 For scholarship oStammbiicheand thealbum amicorumsee Karlheinz Goldmanilirnberger und Altdorfer
Stammbiicher aus vier Jahrhunderten: Ein Katgldgrenberg: Selbstverlag der Stadtbibliothek Nurnberg,1981);
Wol fgang Kl ose, fStammbg¢ c her :BibioithekeindkVissenschdaft(1982%),dlr i sche B
67, idem. Corpus alborum amicorum: CAAC: beschreibendes Verzeichnis der StammbucherXdstderts
(Stuttgart: A. Hi er semann, 1988); and Il se O6D&l Il , AJoO:
Aut ogr ap hPridt Quadeny® (1892), 315, Kees Thomassen, elba Amicorum. Vijf eeuwen
vriendschap op papier gezet: ldbum amicorum en het poéziealbum in de Nederlalitlea Hague: Rijksmuseum
MeermanneWestreenianum, 1990), among othdiisere has not yet been a general study ostasmmbuchrather
scholarship focuses on either the collection at individual institsitay 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.
Foll owi ng P ar sohttelddvéalopmeatxfpiinbcollacting im the sixteenth
century, Willilan Robi nsondés essay, A6This Passion for
in Northern Europe during the SevResimnmakirgmt h Cen
the Age oRembrand{1981) discusses the early rise of connoisseurship andt#igigsment of
print collecting in the seventeenth centtt§He identifies the importance placed on prints in
treatises written at the end of the seventeenth and the beginning mfittelth century, such
as those written by De Piles, Sandrart, and Eliclke Marolles (1600L681). 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 productionasfginal works and by reproducing the art of others. He
likewise pointsout that artists also collected prints to keep abreast of current artistic trends. Both
Parshall s and Robinsonés essays provide a si
print collecting independent of larger collecting practices in theeth and seventeenth
centuri es. More recé&mm WiThStaepuann mBma k &n <« iuenk &
Estampes/(2003) looks at the evolution of print collecting in Germany withmearly modern
period!?’ These studies are foundational to the develent 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 emting practices in the early modern period. This is due to

26Wi Il liam W. Robinson, @Adé6Thi s Pa s sshipannNortherr Euepe duniigshé : Co | |
Sevent eent WPrinGmking in they Agé of Rembrandd. Clifford S. Ackley, exh. cat. @&ton: Museum
of Fine Arts, 1981), xxviixIvii.
127 Brakensiek 2003.
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the limitedsurviving evidence of specific print collections, especially from the sixteenth and
seventeenth centuries. Rare examples, such as the collections of the Spaniard Ferdinand

Columbus (188i 1539) and the Austrian Ferdinand I, Archduke of Tyrol (1328%4), ae

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 descnioéd

be matched with any extant exampl&dn some instances it is psible to reconstruct
collections based on identifiable features of
al bums, 0 so named due t o t htntalbuoms zleedto liateé 3 7 0
been assembled by the art collector anttBdiplomat to Sweden, Peter Spiering Silverctén.

More often, due to the limited survival of print collections of the early modern period, these

studies are conducted in conjunctieith institutions which were founded to some degree on the
basisofthes col |l ecti ons. This is seen in 1MW work
coll ection at the British Museum, Samuel Pepy
MicheldeMar ol | es & first col | ec til7b5n whiclh wadckventually Ki ng L
i ncorporated into the Biblioth que National d
in Amsterdam, which became the first public collection of pritfRRather tlan discussing the

practice of print collecting in light of contemporamllecting activities, these collection and

object histories focus on the incorporation and continuation of collecting practices in relation to

128 Mark P. McDonaldThe print collection of Ferdinanddlumbus (14881539), A Renaissance collector in

Seville exh. cat(London: British Museum, 2004P, et er Par s h al | gnoffirdrdinanddPchdukepf Col | ect

T y r ddhrbuhder Kunsthistorischetsammlungem Wien88 (1982),139 184.

129yeldman 2016see also Christopher Baker, Caroline Elam and Genevieve WarwickCetlscting Prints and

Drawings in Europe, c. 150Q750(Burlington, VT: Ashgate, 2003).

130 See Antony Griffithsl.andmarks in Print Collecting: Connoisseurs and Donors at the BritiskeMon Since

1753( London: British Museum Press, 1996); Christina Fait

inthegrmd si c¢cle, 0 PhD Dissertation, University of Delawar
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the development of museums. They dddlito situate the practice of individuals within the
geographic, tempokaand 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. Anbtd e exampl e i s Bart Cornelis
AThe tacae VvVam Leyden printso (1998), which 1t
Leydenoés printed oeuvre fr onmlKokhatsostutiedtheent h t o
reception of Hendricksoltzius, including his graphic oeuvt¥.Karel Boon conducted a similar
study (1956) on the Rijksmuseumod&3AeddGerl ect i on
Luijten and Saskia Sombogaart (1999) similarly discussed the collecting of works by and after
Anthony van Dyck (15981641); taking special note of the collecting of \l2ayck's prints by
artists and other contemporaries, they also examine the broader developments of connoisseurship
after the seventeenth centd.

The motivations and practices of @alting prints in the seventeenth century were varied.
Available throughauction, 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, madeuthieleal object of
consumption. Case studies have largely defined how works on paper collections have been
understood. This approach offers exciting possibilities once their purvidersdebeyond their

immediate focuses to situate such endeavors intarlaultural framework in which these

BlBart Cornelis an@hédanhaPtetf il bdSiniklos2641998).8B8den prints
B23an Piet Filedt Kok, fiDe witszsidldefiadlah hegRijksmuseph (2@04)j e v an
24i 62, especially 3032, 42 46.
LK. G. Boon, fNADe herkemsenvan Remb RBalptd p tepRiksneusekd bi net , 0
(1956), 42 54.
B4Ger Luijten and Saskhan®dombblgaacol | édt iAmtwriyeoadhDywkhe Dy c k
as Printmakered. Carl Depauw, exh. cgntwerp: Museum PlatiMoretus/Stedelijk Prentenkabinet, 1999), 8
17.
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practices were undertaken. This dissertation

similarities and differences in content and teom

2.2 Collecting Drawings in the Seventeenth Century

The earlyhistory 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 thartistic process. Before drawings entered the collectiorfseahtellectual, the
wealthy, or the noble, drawing collections were formed by artists who created them as
repositories for their own works and desigfiMany of the drawings produced in thelga
modern period were not ibotwereinseat worlong obgctsc ol | ect
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 asuasnof developing and refining
ideas; this encompassed skegbéindividual 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 intded 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 proddion. Drawings were kept in workshops and studios to be made,
referenced, used, and discarded. They were a
through the course of the sixteenth and seventeenth centuries, a growing number of art lovers

(amaeursor liefhebber$ appreciated them beyond their initial sgas a working tool.

135 Joseph MedeDie Handzeichnungen, Ihre Technik und Entwickl(Mignna: AntonSchroll & Co, 1919), 643
657; Charles de Tolnatjistory and Technique of Old Master Drawin@$ew York: H. Bittner, 1943), 76; Thomas
DaCosta Kaufmanmrawings from the Holy Roman Empire, 154680: a selection from North American
collections(Princeton Princeton University Press, 1982), 16.
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The trade network surrounding the exchange of old and contemporary master drawings
was established by the late sixteenth century, coinciding with the growing appreaiation
drawings beyond professional boundat®®sThe primary agestwho procured drawings for
collectors were the artists who produced these works, who inherited them as part of the legacy of
their parent or master, or who had access to them as part girttfessional network.
lllustrating this point is a letter wréh by the Flemish artist Joris Hoefnagel (154&01) to the
collector Niccolo Gaddi (1532591), wherein he offers his assistance in the procurement of
Flemish drawings$®’ This suggests the impance of artists as agents for the acquisition of what
was notyet an openly marketed commaodity.

Most drawings were kept in the studio, and traces of these early collections are seen in
the survival of annotated fifteenrttentury drawings indicating thraiises within this context,
such as those traceable to theddBe album, a collection of drawings assembled by the Italian
painter Antonio Il Badilé2® They are also compiled in sketchbooks, such as toalted
AANnt wer p Sket chbo oferenge tal credted bydahdscape lartises m the mie
sixteenthcentury, later acquired by the Flemish artist Peter Candid (ci 1628). Candid wrote
within the sketchbook his desire for the album to remain whole, indicating the importance of the
sheets amodels and their value as an assemblage of studies. ThHebskdtcontinued to be
used by its subsequent owner, Gabriel Weyer (15682), who added his own sketches and
identifying inscriptions to the landscapé&There are also rare survivals ofaw@® h o p 6 s

repository almost to the present day, such as the nigawnade by the Ter Borch family, now at

BJulius Held, AThe e arStugiesaWestereArtivoh 3,liatinAmeri¢an Artramdwhe n g s , 0
Baroque Period in Europesd. Millard MeisgPrinceton: Princeton University Press, 1963)9%, 78.
B'A. E. Popham, AOn a IOedtHblleand53¢1936),)146151 sl46HTheldtter svas @Usiied
in G. Bottari,Raccolta di Lettere sulla Pittura Scultura ed Architett@iRoma: 1754 9), 111:324.
138 See Degenart and Schmitt 2010 and Karet 2014
139 Bevers 1998, 3%0.
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the Rijksmuseum?° Similarly, a parallel between drawing and print collecting is seen in the
maintenance ddtammbiicherAs mentioned earlieGtammbliclrewere assemblages of printed

and drawn material. They were nebeld 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 establishéstsgrwhich served similar purposes as
drawing books. The lat were instructional manuals meant to teach students how tddraw.
Providing inspiration and instruction, these books were popular and likely part of the foundation
of early artist collectionswvhich were often functional in nature.

Writings from the eayl 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 thKunst und WunderkammerQuiccheberg only mentions the organization and
appeciation of watercolors, not drawings more broadly, in his fifth class relatingts brthis
second Ainscriptiono in this category, Quicch
color and miniatures, signaling their degree of finish to stgitheir 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 mighbleawestored in the library,
where they could potentially forgimilar 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 delinge differences in how drawings and prints were

treated in theixteenth century: prints and drawings were educational, but the former were also

140 Het vroegste Amsterdamse schetstfild; Van Tuinen 20178/ 83; Kettering 198, idem. 1988.
141 Jaap BoltenDutch and Flemish Drawing Books 16A050(Landau, Pfalz: PVA, 1985), 11.
142 Quiccheberg 1565/2013, 69 and 85.
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artful, whereas the latter were only so when more highly finished, i.e., when the medium was
closer to paintig.

The earliest publications referencing drawing collectiorgtaeoretical writings on art
and the practice of dr awi nOenGréhdtdeeEdelvivan Mander
SchilderConst(1604) [The foundations of the noble and free art of paihtthg first part oHet
Schilderboeck includes a chapter airawing instruction and points to the importance of
learning through study, which would include following the example of earlier ma$t@soks
on drawing, such as o€etboakdpti jni cvhatn dler Plasken Idm
(1643) [The lightof drawing and painting] and general guidebooks to drawing and painting,
including the art Inteydiagtat desAtjhenvéene Tegchitost(1E68E € 0 S
[Introduction to the genal art of drawing] encouraged young artists to look to thedbeshples
by old masters when learning to draf¢ Likewise, Samuel van Hoogstraté&t647 1678)in
Inleyding tot de hooge schoole der schilderk@h6%8) [Introduction to the academy of
painting], Roger de Piles ihes premiers élémens de la pienture ppa¢i(1684), and Gerard de
Lairesse inGrondlegginge Ter Teekenkori$701) [Foundation of Drawing], recommended the
study of drawings by accomplished masters to train the eye and develomsedtt The
prevalence of instructions to study the drawingstb&r masters suggests that these examples

were available to students and art lovers, though how they were procured is not described. In

W KarelvanMander , fADen Gr ond-€Co ds tHet&chimérboek ed/ HeSsel Miedemiae r
(Haarlem: Paschier van Wesbusch, 1604; Utrecht: Davaco Publishers197%). 8ee also Melion 1991, 384.
144 Crispijn van de Passé, T L i c h t en &ehildekohst &deJaap Bolten (Amsterdam: C. van de Passe, 1643;
facsimile reprint, Soest: Davaco Publishers, 1973); Willem Goérleyding tot de Aghemeene Teyckéfonst
(Middleburg: Wilhelmus Goeree, 1668),i%0. See also Michael KwakkelstelMllem Goeee: Inleydinge tot de
al-ghemeene teyckémnst: een kritische geannoteerde edjtieiden: Primavera Press, 1998)] 78.
145 samuel van Hoogstrateimleyding tot de hooge schoole der schilderk@Rsttterdam: Francois van
Hoogstratten, 1678; Sse DavacdPublishers, 1969); Roger de Piless premiers élémens de la peinture pratique
(Paris: N. Langlois, 1684), Gerard de Lairesdmndlegginge Ter Teekenkoii8imsterdam: Willem de Coup,
1701).
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these codifications of theory and practice, the ownprahd assembling of drawings are seen as
incidental, whereasdrawing 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 r@véaterest in and
appreciation of drawings not reflected irte e t heor et i cal and practica
letters to Gaddi and to the cartographer Abraham Ortelius {1528) reveal his ability to
confer drawings frolm d@dtetorad6d i sd bisn estt .udT loe tloe tat
especially,reveal t hat hi s col |l ect i ongoedaaendeprihepdle fgood a
drawings by artists such as Herri met de Bles, Joos van Cleve, and Fran¥Fginslarly, the
Italian collector Pdre Sebastiano Resta (163%14) described drawings as precithiags
(cosapretiosp, di stingui shing t R*EBmthd encbofitheseventeentht per s c
century, Roger North, the executor oédtlPeter L
have more of the spirit and force of art, then [siclstinpaintings 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 drawdt§g.his admiration points to value
attributed to drawings as methan a tool, rather a freer form of artistic expression.

Discussions of drawings collecting have been historically entwined in discussions of
drawings techniques. Fieltefining texts such s J o s e pDie Hsrelzbiehnuing, ihre
Technik und Entwickhg( 1 9 2 3) , Ch a rHiswery and Bechmiqué of @Qlg Master

Drawings( 194 3) , and Walietkenst ddf Deglinbing: fTechnik, &eschichte,

146 popham 1936, 148.
147 Genevieve WarwickThe Arts ofCollecting: Padre Sebastiano Resta and the market for drawings in early
modern Europ€Cambridge: Cambridge University Press, 2000), 15.
148 Roger NorthNotes of Me: The Autobiography of Roger Np&t. Peter Millard (Toronto: University of Toronto
Press2000) 246.
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Meisterwerkg1977) underscoretheagppé of dr awings as coll ector s
inar t i st s®These scholars slentify 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 attributiéhBe Tolnay characterizetié
evolution of drawing collection practice, beginning with the earliest drawing collections
assembled by artists, who tended to focus on local schools. In the sixteenti, ¢katarwas
broader interest in the theory of art and the creation of a nar@Etaesthetic development,
which is exemplified by Giorgio Vasari and hi#bro dei disegniThis is also a time when
drawings began to be collected by rantists. In the seenteenth century, drawing collections
were more encyclopedic in scope, incogiorg 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. Theurieux of the eighteenth century formed a complex web of dealers and
collectors, intuding Pierre Crozat (1663740), Jean de Jullienne (168666), and Pierrdean
Mariette (16941774), who standardized both the avenues of collecting and the open
appreciatiorof those endeavors?
Julius Heldbés | andmark eawangbhd 1LOHB))y pamp

insightful overview of the historical appreciation of drawings based on written accounts from the

149 Meder 1919, 64i3657; De Tolnay 1943, 7167, 86; Walter Koschatzkie Kunst der Zeichnung: Technik,
Geschichte, MeisterwerK&alzburg: Residenz Verlag, 1977), 23&2.
150 Meder 1919, 480481.
1De Tolnay 1943, 86. For a recent consideratibPiere-Jean Mariette as a collector, dealer, and connoisseur,
see Kristel Smentelariette and the Science of the Connoisseur in Eigh@amury Europ&Burlington:
Ashgate, 2014), for Jean de Jul l i enne namasa@ollectarbfl ector ,
Dr a wi n gean,dé Jullienne: Collector & Connoisseeds. Christoph Martin Vogtherr and Jennifer Tonkovich,
exh. cat. (Lodon: Wallace Collection with Paul Holderton Publishing, 2011)4928for Pierre Crozat, see Pierre
Jean Maiette, Description sommaire des desseins du cabinet de feu M. GReards: 1741) and Cordélia Hattori,
AThe drawings col 116661 7 4 @ )Copllécting Rriats ane Dravings in &dropé, c. 1500
175Q eds. Christopher Baker, Caroline Blaand Genevieve Warwick (Ashgate: Burlington, 2003); 183.
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sixteenth to the migighteenth century. Accordirig Held, the earliest appreciation of drawings
could be found in Italy, and thefluence of Italians and the almost paaropean appreciation of
Italian art would likewise manifest in the adaptation of Italian collecting practices. Most Italian
collectoss prioritized the acquisition of paintings but prints and drawings were a fffiomgsdle
alternative. Drawings, though initially viewed as a tool, were gaining currency as products of
individual artistic ingenuity. Held notes that amateurs began coligatiteast as early as the
sixteenth century; notable early collectors includd@l Vendramin and Antonio

Pasqualind>? Despite the relatively early appreciation of drawings by amateurs, drawings
continued to be more often passed down through the wagrkiihmugh by the seventeenth
century there was a market for old master drawtfgs.

Additional insights into early modern drawing collection patterns come from scholarship
that focuses on specific regions. Important for understanding collecting in Englamtéden the
publications of Diana Dethloff, whose research on Peter Lely hddighé on drawing
collections in England during the second half of the seventeenth cétftBrpad consideration
of seventeentizentury collecting practices is comparativedye, though insights can be seen in
the much more abundant scholarship on drgwimllectors of the late seventeenth and eighteenth
centuries. Here, the work of Michiel C. Plomp on Dutch collectors stands out, as published in his
exhibition catalogueartstochtelijk Verzamel(2001)**° Plomp offers an overview of the
drawing market ashcollectors from the late seventeenth century, framed as the precursor to the

more robust market and larger collections of drawings established by such illustrious collectors

152 Held 1963, 78.
153 1bid.
“pDji ana Dethloff, @APatt ereendhandfearlgeightéentt enhgr ynEnpgeahdt é &
Drawings: Masters and Methods, Raphael to Redah DianaDethloff (London: Philip Wilson Publishers, 1992),
197 207.
155 Plomp 2001.
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as Jan Pietersz. Zomer (164¥24) and Cornelis Ploos van Amstel (172698) inthe
eighteenth century. Plomp complements his examination of individual collectors with
considerations of motivations and taste, creating an inclusive approach to the stitgctihg
drawings in the Low Countries of the eighteenth century. In pantjduanotes 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 sixteenthsaweénteenth centuries. It is also during
the eighteenth century that collectariso are not artists by profession begin to cultivate drawing
collections specifically, suggesting that drawings and prints before were often collected
simultaneously.

Similarto the literature on print collections of the seventeenth century, it is f& mo
common for scholars of drawings to look at individual collectors with an eye towards the
reconstruction of their collectiond®Resta@ml t hat
his collection encapsulates the types of methodologies used totracbascollection and reveal
the larger cultural trends at pl&fWar wi ck exami ned Restaés origin
extant, which are located in Milan, Rome, London, He& York, and was able to reconstruct
additional albums through the study atées concerning the aloums and annotations on
dr awi ngs. Many of Restabés al bums wer & bought
1726), an agent acting on behalf of Lorthd&omers (1651.716), purchased the Resta albums
t hat had b e e n patromGeodannbMatteRMagcthettd Bishop of Arezzo (1i647
1704)1%" Somers had the albums disbanded, but not before he carefully annotated each

individual sheet. Many of theskkawings were later incorporated into the collections of

156 Warwick 2000.
Bl dem., AThe Formation anastEiaandog Mg otvaehsa Mase wifn P aalel e
Drawings34 (1996), 2309278.
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institutions such as ¢éhBritish Museum and British Library. Similarly, the banker Everhard
J a b a c h 01695)(cdlléctloB of drawings is reconstructable due to the sale of a large portion
toKing Louis XIV (16431 715) in 1671, which is now part of
drawings, and his extant estate inventory from 16985.

There are two exceptional texts that bridge the history of collecting drawings and
collecting prints by focusingonthepre nance of wor ks on pleper. The
marques des collectiomse de s si ns (1821), witfbaesgpplemam gublished in 1957.
Lugtdos index has become a powerful database m
in Paris*®® The publication and database include biographies of individual collectors, imfages
their collectorsdé marks, and references to th
Lugt pointed out the i mpor t thehseryofart®Jel | ect or s
value bestowed by the ctoliltecitorrmmet mau kKt dtelme nar
determines worth, but the social status and c
merits. A similarly importantrefe’rnce is Carl o Jamesds essay on ¢

provides a rare oveiew of historical mounts and how works on paper were treated by individual

158 Rosaline BacouCollections de huis XIV: Dessins, albums, manuscraggh. cat. (Paris: Orangerie des Tuileries,

1977 78), 14 17; Musée du Louvre, Cabinet des dessins. Répegsmatique des fonds, I. La collection Jabach

(Pari s: Mus®es de France, Tastea’ ) rade:dhetRbteuchedDeawidggsinthee i g Go g
Everard Jabach Co [THe8uwlingtoo Magazing3® (ho88), BAi83%, kire Propeckrad

Laurence Lhinares, fiSignatures, mar quesilet9Bpwddaphes ad
Louvre2 (2003),4555; Cat herine Loisel, AA Centur YabinétdeRoy a | Col |
dessingluring the Reign of Louis he Sun THien K,i & giérs Dr awi ngs ,Eds.Catheine e Mus ®:
Loisel and Varena Forcionexte cat. (Atlanta: High Museum of Art, 2006}, 21, especially B13; Blaise Ducos

and Olivia Savatiar Sjoéholm, edtln Allemand a la cour de LouklV. De Direr a Van Dyck, la collection

nordi gque do E,ed.rcdt.dRans: Mused du tduvre, 2013)f or Jabachodés drawing col

death in 1695, see Bernadette Pyerhard Jabach collectionneur (16186 95) , Les deedeiléOS de | 6i
(Paris: R®union des mus®es nationauz, 20O0€eDrawiagsd i dem. ,
from the 1695 Masd Rrawvingst5M2008)n430r vy, 0

BLugt 1921, i de mesiMarfuesde GoflectiortsdeDessgt & dpoBstampteabove, n

160 Lugt 1921, vi.
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collectors!®*Whi | e Jameso6s contributions has not insp
work hasoffered insights into how an examination of a physical object can reveathtfqan

the artistodés studio to the collectords cabine

2.3 The Artist-Collector

As discussed above, artists were the progenitors of the collecting of works on paper. As
has beeshown in the work of Peter Parshall and William Robinson on prints a@tasfes 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 basguh®nts on
known studio traditions, the remains of works on paper callextand 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 Giorgi@sari in Italy and Joris Hoefnagel in Central
Europe provide evidence tife 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 ixteenth century would grow over the ensuing centdfi€Ehe general apprea to
studying artistcollectors is based on the availability of evidehdeventories, albums, and
coll ectorsdé mar ks. I n these casrablityasdrtstsafol | ec
skill and of taste. Rarely, as in the case of Redéyr, 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 artistollectors 6 the seventeenth century, primarily artists from Northern

Europe.

¥lCarl o James, @Col | @ldNaster Brinta and DrawmngsnAt Guidego, Poeservation and
Conservationeds. Carlo James and Marjorie B. Cohn (Amsterdam: Amsterdam University P&§s,1196.
182 For Joris Hoefnagel, see Thea Vigratilberg, Joris and Jacob Hoefnagel: Art and Science aroli6@0
(Berlin: Hatje Canntz Verlag, 2017), 586.
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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
Rembr amdvtebnst ory, a document that | ilpsre,s the art
costumesnaturalia, as well as works on paper at the time of his insolvency in 1%36any
inventories from the early modern period in the Low Countries have been madélavai
through the publicati on of Kingdr-everdanefl@lb)mat er i al
fundamental resource for the examination of artist collectittBredius, a protégé of the art
historian Wilhelm Bode, was an exceptional researcher whedrtity archives for documents
relating to artists from the early modererjpd 1°° 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 immediatanily members iDud Holland Bredius published his eight
part reference sies of inventories and supplementary documents he found relating to individual
artists'®® In his forward to the first volume, Bredius expressed his belief that much could be
learnedabout an artist from inventories, including their social standing, thesttivand
misfortune, and family connections, but that it is often difficult to locate inventories for &tfists.
Bredius focused mostly on the papers of official bodies that rettralgsehold estates in his
search for documents that related to Dutchtartla theGemeente Archief AmsterdaBredius
concentrated his efforts on the records produced bwtmskameand theArchief van de

Notarissen ter Standplaats Amsterdadther éscuments Bredius consulted can be found in the

163RD 1656/12.
164 Bredius
¥For a discussion of Br edi us 6andt sek €athering Ba Scall&emprandtand scho
Reputation, and the Practice of Connoissuerghimsterdam: Amstelam University Press, 2004).
¥Apbraham Bredius, fAEen e ®udaolldnes (1887y, 26B2 7C4a;s pfiare Nsect hsiclhdeerr, 0J
van de Cp p e |QuaHoléand10 (1892),2640and 13B1 3 6 ; fiAer nout (QudHotlandl8 an der Ne
(1900),6982; @fADe nal atenschap van OudaHolland201191@)e1?2D151 ey dends wedu
167 Bredius .vii viii.
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archives of cities invhich individual artists died, such as the estate inventories of the art dealer
Laurens Bernards (died 1676) in Middlebdt§While undertaking his research in the archives,
Brediusleftrmar ks on the documents themselenoeyhie an 0 X
found that related to an artist in a red or blue colored p&idihe mark makes it possible to
locate the documents Bredius found; thus the documents he published caxaeined.

Bredius sought to include the records of all the artists tnedf@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, Brediaptad an inclusive
approach in terms of what inventories he publistied the relationships they highlighted.
Anot her strength of Brediusd series is the in
artists such as baptismal records, legal procgedin and i mages of arti st sé
focused primarily onlgjects 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 furnisimigs | i ke beds and chairs, anmnddet his run
documents that better express the living arrangements of artists. At worst, such selective
transcribing can obscure tools thatsedymber e esse
selective transcribing lbé ¥VmnsSiochmhembBstlestat i
pressDespite these shortcomings, Brediusdéd wor k i
artistsd househol ds.

Jean Denucé, in hBe Antwerpsc A K o n s t(1032msmilalypublished

transcriptions of inventaes, though his focus was in Antwerp, and he considered more than just

168 Bredius V.12101240.
s, A. C. Dudok van Heel, HAArchival DassieeRembragpdt/Ther s and t h
Rembrandt Paperexh cat. (Amsterdam: Rembrandthuis, 1987}, 18, 11.
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artists and their possessidri$More recentlyThe Montias Database of #Tentury Dutch Art

Inventories an onlire resource based on the archival research of the economic histdman J

Michael Montias, has made available a collection of searchable inventories that lists artists,

subjects, and prices of objects in seventeertitury Amsterdam collections and inclade

selections of each inventory, offering a better picture of whist@aend other Amsterdam
collectorsowned’*However, Montiasds transcriptions wer
It is still essential to consult the original documents, as mooentation can be gleaned from

these inventories.

It is withinthesempor t ant resources of artistsd inve
households of artists who have not been tradi
collection and studilventory were published in the context of the larger archival endea
undertaken by Bredius and Monti as. Bredius do
rather he simply presents passages he has gleaned from the Amsterdam City Afchives.

Montase f ar more anal ytical. Il n hi entiakfosuses@s i on
aggregating Van Sichemdéds estate with those of

noting the buyers at his sdi€ He is less concerned with the makeofVan Si chemés est
and is more interested in the high numberof gilr s mi t hs present as bidde

sale. Montiasd partial transdftiption of the i

170 Jean Denuce)e Antwerpsché Konst kamer so: inventarissen van kunstver
17e eeuweAmsterdam: De Spiegel, 1932).
1 The Montias Database of # Tentury Dutch Art Invemries http://research.frick.org/montias/home.php.
172 Bredius VI1.22412242.
173 Montias 2002, 94, 149.50.
7“3 Sichem, Chr i st olhefMohtias Databas©af Bzentyryl DutchdArt Inventories
http://research.frick.org/montias/browserecohpp action=browse&recid=1786
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Adriaen van Nieul andt s c ol ledoatside thecoriiexts n ot
of Brediusd publ i catciuonre.ntSitmad trlee ogwrsv iVainn dNi
a probate inventory, rather than a record of an auction sale, his inventory was not discussed by
Montias. Rat her , tauctiondiosevtenteemigntury AmsrdgampoMan a r
Nieulandt featuresither as a buyer at auctions or as the attributed artist of works that were sold.
References to his coll ecti on aRenbrandtiRivalsmade i n
(2015).2° There, Sluijter mentions the collection to point out that Van Nietlaad well
educated, but Sluijter does not use the contents of his household to discuss his artistic
production, instead focusing on Van ujtereul andt
situates his study of ar ¢dossiha focason Van NieuRrednab r a n d
a collector, but rather sees Van Nieulandt within the context of his milieu.

The scholarship on artisbllectors of the seventeenth century has aritpfocused on
the collections of Peter Paul Rubens (18640) andRe mbr andt van Ri j n. Rub
considerable collection of paintings, drawings, sculpture, and antigue gems and medals, together
with his classically designed house, garden and librarg s8 as a refl ection of
erudition and status as an aristt, diplomat, connoisseur, and artftRu bens 6 col | ect i
famous in his lifetime and it was in part sold to the Duke of Buckingham in 1625. Victoria
Sancho LobiséO)diismelrudcdes otnhd 2f0ilr st treat ment ¢

which she frames within seventeem#ntury Flemish print cultur€’ Her reconstruction of

5Eric Jan SluijterRe mbr andt 6 s R intingih Amsterdhim,s163a65¢(Phifadelphia: John Benjamins
Publishing Company, 2015), 188. Hereafter, Sluijter 2015a.
176 Kristin Lohse BelkinHouse of Art: Rubens as Collect Rubenshuis and Rubenianuexh. cat(Antwerp:
Rubenshuis, 2004); Jeffrey M.WMer, Rubens: The Artist as Collect@rinceton: Princeton University Press,
1989).
"Wictoria Sancho Lobis, fAArtistic Tr ®DisseriatpnCalumbiaPr i nt C
University, 2010.
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Rubensd print collection was established thro
dravi ngs produced in his studi ogs, aRhougreno®rigercol | ec
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 sgoyggsue a similar career.

Il n contrast, R e nphimtirgs, drawings, peings| costumésjandn o f
naturaliahas been interpreted as a useful assemblage of material objects that informed not only
his artistic practice but also his social andnis and his love of alR e mb r acesdid bédrorum
has been the subject of many studies that deal with Rembrandt as a collector, among them Robert
Schell erds highly influenti al ARembrandt en d
thecollecim was a means to di s plraitcan@wasmpaatfodnedd s | nt
by his social aspiration$® Gary Schwartz (1991) examined the collection in light of how the art
was distributed through the house. He identifies the ground floor with raommercial
activities and views the paintings on vie® 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 artistoés peods oH®aucGkenshdweict i on and
Rembrandt 6ys Ba&hkrepacbroader investigation of
insolvency and the subsequent dispersal of his colletffdihe Rembrandthuis in Amsterdam,
the museum t hat oistotiargsidemce onRhe Breasteat,dhas dles/otdetaiev

exhibitions to Rembrandtdés col | e &tThecemremond hi s

178 Scheller 1969.

17 Gary SchwartzRembandt: His Life, His PaintinggNew York: Penguin, 1991), 28391.

180 Crenshaw 2006.

181 Dudok van Heel987;Bob van den Boogert, e®e mb r a n d t 6, exh. €at. Amstendn: eRembrandthuis,

with Waanders Publishers, 1998jJem.,Rembrandt & Lucas vabeyden exh. cat. (Amsterdam: Rembrandthuis,

2011);Jaap van der Veen, e@at kan beter! Rembrandt en de oude meeséaxts. cat. (Amsterdam: Museum het
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publications that deal specifically with Remb

scholas have | ooked at ot hodan ana bopw Rembrandtaitilized he ar t

di fferent el ements in his artistic production

library looks at the small collection of books mentioned in his bankruptcy inyesrol

hypothesizes what books Rembrandt might raweed!®? More commonly, scholars such as

Ben Broos have traced Rembrandt os EMuhpof at i on

his borrowing was from sources in prints by artists such as Jacquess Gaixeslaus Hollar
(1607 1677), Raphael (1483520), and Lucas van Leyden, and it is often theorized that

Rembrandt consulted impressions of their work that were part of his own collection. More

recentl vy, H. Per ry Chap maon ashraextentionafrhis pursi®efmb r a n

selffashioning 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 refererfoe his professional pursuit§* The collection, as ell as the

events | eading up to the artistodés insolvency,

be addressed in Chapter Five. This thesis brings new focus to the role of prints and drawings

within Rembrandtodés coll ection.

Rembrandthuis, 2013Mireille Cornelis, Eddy de Jongh and Leonore van Sldtede ban van HerculeSegers:
Rembrandt en de moderneaxh. cat. (Amsterdam: Rembrandthuis, 2016).

B2 Amy GolahnyRe mbr andt' s Reading: The Arti st(@msteBampokshel f
Amsterdam University Press, 2003).

183Ben P.J. Broodndex to the Formal Sor c e s o f R gMuarssam Schwartz, 1977)t idelRembrandt

en zijn voorbeelden = Rembrandt and his sou(éessterdam: Museum het Rembrandthuis Amsterdam, 1985); see
al so, Clark 1996; Amy Gol ahny, i Hoamedias koermakfde Resherlandig e |
Studieq2007), 3845.

of

n

¥4, Perry Chapman, fACuriosity and Desire: Rembdndtandt 6s

and his Circe. Insights and Discoverigsd. Stephanie S. Dickey (Amsterdam: Amsterdam UsityePress, 2017),
99 121.
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Due to the prevailig 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 contrituatid 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!®Basseds extensive c oldpairtiigsvasintespersedwitnt s, d
porcelain, anchaturalia, i ncl uding a mer mai ddés ¥WVandand a rt
Capell ebs collection of prints anddmgwingsment ed h
l ocated in his stDuws @or tods itomnse talednec oWt ai ned
drawings as well as a number of books on art, music, and philo$&Byme artists also owned
libraries, art collections, and curiosity cabinets, am@nt topics that have been rarely studféd.
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 andalvings connect the art gallery to the natural Injstabinet and to
the | ibrary. Mi chi el Pl omp in AArtist coll ect
Coll ector s: Rembrandt and His Timeo (2018) pr

in the seventeenth century, giving greater contexttRe mbr andt 6s col |l ecti on

18 Bredius 1892; Bredius 1.12647; 1.26 73.
5 Bredius 1.142. ot 107. fEdrm nieRriegmiensi ner Meer jihoonfrau) éEen Ri
(Ricker o r thifle iknown of Basse, who is primarily known today by the sale ®thilection, at which
Rembrandt bought a number of prints; R6B7/2.
187 Bredius 1892, 3638.
8Bredius1.5254. For a discussion of CormWiltty Dusdarlt@®sciavitous
amusements: The drawings of Cornelis Dusart and the dawntoh e ei ght eent h century, 06 Phl
University, 2007.
BWEor artist |i brar i ®sctusAstieexandlha InbraBsiofahle Arsst irotleeRdth and XMiith e
Ce nt ur The Messages af Images: Studies in the HistoArtafVienna: Irsa, 1988), 15065, Golahny 2003,
Anderson 2010.
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to other artist collectors, Van de Capelle and Dusart amongfi¢ia.also notes that while
many of the objects that made up their collections are losstitlipossible to examine this
phenomenon in othartists. In my thesis, | have elected to focus on Van Sichem and Van
Nieulandt, rather than Van de Capelle, Dusart, and Pieter Saenredaml@&8)7 in order to

il lustrate t he etiomslbagihning with thef eardest part of the <ésemtiro | | e

century.
Occasionally, the discussion of an artisto
career. An example is Gary Schwartz and Marte

architecturapainter Pieter Saenreddit.Their dedicated chapteivides his art collection from

his library, a division that is an extension of how these components were dispersed. An
advertisement of the sale of Saenrbkedaends | i br
catalogue, and a further advertisementfdre s al e of hi s paintings an
published in 1669%2 Both are partially reconstructable based on the survival of archival

documents and transcriptions on objects that are directly relaBaetoedam and his practice.

Among his holdings of gphic art was an album of drawings assembled by Marten van
Heemskerk (14981 57 4) t hat Saenredam acegmawr’®Tde t hr ough
provenance of the Heemskerk album, as it passed more értessm one arti st dés ha
elucidates howhtese albums were important reference tools, and how the prestige of a collector

might influence the value of the collected objects.

Mi chi el Plomp, f@dAArtist collectors in the Dutcih Republ
a speci aldAcrasies,tée icnol |l ecti onneur aw oeststathénineiMénbeigde Gi ogr
Goguel (Milan: 5 Continents Editions, 2007), 8&; idem. 2018.
191 Gary Schwartz and Marten Jan B&keter Saenredam: The Painter and His& (London: Thames and
Hudson, 1990)175 187.
192 bid, 185.
193 1bid.
65



In the case of Lely, it is his quality as a collector that has ladgtrmined his artistic
legacy. The head of a prodive studio, he produced paintings that are considered of an uneven
guality due to the speed with which he, along with the help of his team of assistants, churned out
portraits of English nobility®* Like Rubens and Rembrandt, Lely is often framed as @«
collector, but unlike them, most considerations of his collection have focused on the works on
paper. One of the few publications that deal s
published in 1943 iMhe Burlington Magazinencluding t r anscri ptions of Lel
catalogues, which featured his paintidgfsStudies published by Sir Oliver Millar and more
recently by Diana Dethl off have ihistastesfonat ed L
graphicart®Th e c ol | e cpressedosto prids; 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 pertainstohifdoect i onds growth and di s
concerns hve 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
consi der hidtes as ecbligcosconapare with other collectare r ki ng i n Lel vy

circle, and more broadly to frame his activities in relation to continentalestisttions. The

¥Foradscussion of Lelyds workshop practice, see Mary Bry
collaborations of Peter Lely, court painter, 16606 8 0 Flémish and Dutch Arsts in Early Modern England:

Collaboration and Competition, 1460680(London: Ashgate, 2010), 9926.

¥3Sir Pet er L @hepBdlsmgtod blaghzm8s (1948)n18E189, 191.

196 QOliver Millar, Sir Peter Lely, 161i61680,exh. cat. (London: Nation&ortrait Gallery, 1978); Diana Dethloff,

AThe Executordéds Account Book and Joumalofthe slistayros al of Sir |

Collections8 (1996),1555; i dem., ASir Peter Wwelhyga®&CpleadmiPlineand i on of p
Drawings in Europe, c. 1500750 ed. Christopher Baker, Caroline Elam and Genevieve Warwick (Burlington:
Ashgate, 2003),123 40; i dem., fAFrom the Cabinet to the Studio: F

Centu y E n g |AdDemanddfoDrawings: Five Centuries of Collectors and Collecting Drawingd. John
Marciari (New York: The Morgan Library and Museum, 2018}, &Y.
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connection to the Netherlands is particularly relevant since Lely trained in Haartem

employed Dutch and Flemish artists in his studio

Whil e the presence of a collectordés mark p
specific collection, another avenue through w
considered is ttough the publication of sales catalogues and auctic e c or d s . Frits L

Répertoire des Catalogues de Ventes Publi¢l@38) provides a reference to the earliest known
public sales catalogues, some &f%Thescbataloguesar e fr
provide clues to what artists ownedla 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 auctisng,c h as t he sales of Bar
andJanBssedbds col | ect i oinaactioodfronpwhicmRembraadt atquiaed b u ms
several items for his own collectiéffThe i ncl usi on of artists in Lt
to his larger concernitth providing a resource for scholars of provenance.

An exploration of Dutch artistséd collectin
intellectual culture of their time, as well as the development of knowledge and trade networks in
the seveteenth and early eighteenth centuries. What kingisiofs 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 collectibigsRaAs Eric Jan

Sl uijter wr ot ededtdittaditons pra denelopments irehss pry choosing

197 Frits Lugt,Répertoire des Catalogues de Ventes Publiqu@seisgant I'art ou la cudsit®) tableaux, dessins,
estampes, miniatures, sctupes, bronzes, emaux, vitraux, tapisseri@amiques, objets d'art, meubles, antiijt
monnaies i®ailles, can®s, intailles, armes, instruments, curi@inaturelles, etq.The Hague: M. Nijoff, 1938
1987). This resarce has been digitized and includes copies of the sales catalogues listed by Lugt, and those found
since his initial publication. Sdeu gt 6 s R ® p earArt®Gales Eata@guksi OmliggSCO), hosted by Brill,
https://primarysources.brillonline.cormfowse/artsalescataloguesonline. References to catalogues in this database
will be designated by ASCO.
198RD 1635/1 and 1637/2.
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el ements from the i mmense 6databased of i mage
aspir ®Silawrng.teer r ecomme nfdlsu & rhecee éa veaon dl ainrcsep iorf a thii
since both sugest 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 thedbls of their trade, including a reference collettid printed and drawn
pictorial sources. But, as studies of Rembran
works of art for other reasons as well. Artists decided what they wanted to own atitelgow

were to use their collections based on whaytished to accomplish. This included the

acquisition and use of prints and drawings.

199 Sluijter 2015a, 3.
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Chapter 3

Christoffel van Sichem |

Christoffel van Sichem | (c. 1546624), a woodcutter, engraver, and publisher, was the
progenitor of a seventeentientury print dynasty. The dynasty was primarily based in
Amsterdam, and the four generations of artists, whose overlapping lives spahédroma
sixteenth century to the meighteenth century, have caused confusion duestouhiversal use
of the monogram ACvSO0 to sign their work. At
all produced woodcut illustrations. The focus of ghapter is the founder of the dynasty,
Christoffel van Sichem I, here referred to as\Bachem, who was active for over fifty years in

three print centers Amsterdam, Antwerp, and Baseand whose body of work included

reproductive prints afteronetbfhe Low Countriesd® most -i mportant
sixteenth and earlgeventeeit cent ur i es, Hendrick Goltzius. V
foundati on for his heirsdé continued invol veme
contetx f or Van Sichembés collection, documented i

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 Amstedam, Van Sichem spent much of his professional life in the university
town of Basel, mowg 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

bookson medicine and alchent§? His artistic influence on Van Sichem was minimal as

200 seeAndrew Pettegree and Malcolm Walsby, efietherlandish Books: Books Published in the Low Caestr
2 vols.(Boston: Brill, 2016).
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Karelsen ted 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 Sichemdés apprenti ceverlandp to J
print publisher who lived in Amsterdaftt As was typical for apprenticeships in printmaking
workshops, Van Sichem likely learned how to use the press, andgrepare, and wipe plates
and blocks. Ewoutsz. printed a wide variety of texts and igydgmn 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 pshing.
Ewoutsz. was the founder of the Muller print dynasty, whose members operaded for
time under the sign of the Gilded Compas$&sgulden passersin AmsterdamHis two sons,
Cornelis and Harmen Muller, were also engravers and book publf$h&hey were Van
Sichembés contemporaries, traini wgnigh ERwattsgzz 6
death in 1564, Van Sichem went to Antwerp, where he remained until around 1568. He likely
either travelled with, or followed after, Cornelis. Whereasniéar arrived in Antwerp as early as
1561, Cornelis was in Antwerp by 158%.In the sixteath 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 inding Hieronymus Cock, dhux Quatre Ventpublishing house,

Gerard de Jode, Hans van lcui Philips Galle, and Hans Liefr
20IN, de Roever, fAAmsterdamsche boekdrukkers en boekverk
Oud Holland2 (1884), 178.

225ee NHD VII (Muller Dynasty) and JanmaPkieeRriniFio edt Kok,

Quarterly11 (1994), 22B264.
203NHD 74 75 (Muller Dynasty); E.W. Moes and C.P. Burgee Amsterdamsche boekdrukers en uitgevers in de
zestiede eeuwfAmsterdam, 190i71915) 1.14880; F.J. DubiezQp de grens van humanisme en hervorming: de
betekenis van de boekdrukkunst te Amsterdam in een bewogen tijidl 3B8@Nieuwkoop: De Graf, 1962), 155
169; J. Bouman andQuaerendd (19685 2t222. A Mul | er , 0
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reputation as an important print cemt&By 1564 Christopher Plantin had reestablished the
Golden Compaspublishing compans?® Cornelis was hired by Plantin as a woodcultter,
producing imagesui mostly providing block letter$® 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, & is thu
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 genred andifferent media. He was both a woodcutter and
an engraver, and in this capacity,rhade reproductive prints as well as original compositions.
These works focused mainly on portraiture, though he also designed diagrams, pattern books,
and history scess. 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 broad$batisng scientific
advancement and pattern books for artists and craftsman. In additis 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 Amstam, he expanded his trade into luxury items,
which included precious stones and metalsAf t er Van Si chemds death i

estate, which included bundles of papers, printing matrices, prints, and drawings, were auctioned

2045ee Jan van der Stodkiinting Images in Antwerp. The Introduction of Priretking in a City: Fifteenth Century
to 1585(Rotterdam: Sound and Vision, 1998); Joris van Grieken, ddi@kpnymus Cock: The Renaissance in
Print, exh. ca (Leuven: Museum Leuven, Paris: Fondation Custodia with Yale University Press, 2013).
205| eon Vosd, The Golden Compasses: A History and Evaluation of the Printing and Publishing Activities of the
Officina Plantinana at AntwerfNew York: Abner Schram, 199, 1:44/'5 O ; R. de Roover AThe Bus
organization of the Plantin Press in the setting of sikteeh ¢ e nt u r yGedénkhoekaeler Plantdagem
1555 1955(Antwerp: Antwerpen Vereeniging der Antwerpsche Bibliophielen, 1956}, 23%.
2%6Bruce Moran fiPreserving the Cutting Edge: Traveling Woodbl
Ear |l y Mod e r The Eructuegpoé Rractical Kknowledger. Matteo Valleriani (New York: Springer,
2017), 398419, especially 400.
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off by the Weeskaer in Amsterdant®’ The sale was attended by his family, print publishers,
and jewelers,rmong 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 aotpwimiy
production, but also in textile trade and the sale of precious stones ansl metal

The basis for this study | ies in arThehi val
record of his estate sale, kept at the GAA, is a detailed account ofi¢isésamld and their
buyers. From this document, it is possible to assess the sizerepbsitory 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, suggékat the images he based his work on were directly
accessible to him. Together, thelival 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 Sichembés estate sale, which took place
published twice, first by Abraham Bredius in his landmark, rudtume publicationKinstler
Inventare wher e Van Sichembds bel ongplaced alongsidee par t i
inventories of his contemporari€$.The sale record and similar docurtsensed by Bredius,
were subsequently published by John Michael Montias in an online databaddpntias
Database of 17th Century Dutch Art Inventorieich is mantained by The Frick Collection in
New York. The database, which was the result of iméerarchival research undertaken by

Montias in the Amsterdam archives, served as the basis fArthas Auction an analysis of the

207 GAA, Weeskamer 508/957 Jan Dirxss. Van Beuningen, January 15, 1625, first published in Bredius V1.2241
2242; seelao the Montias Database, http://research.frick.org/montias/browserecoiicaptipf=browse&
recid=1786.
208 Bredius VI1.22412242.
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early seventeentbentury Amsterdm art market®®l n Monti as6 assessment o
records of sales from the Amstarain Or phans Chamber, he cl assi fi e
incomplete, |ikely because it contained al mos
transcriptions focuen the art paintings, drawings, prints, and bodkand overlook other
objectsthatwer | mport ant sources of Van Sichembés | iv
books, but more significantly, the press and print matrices that make print proghadsble. In
both instances, the transcriptions are incomplete, and only sections kaveubéished.
Appendix 1 is my unpublished and complete transcription of the original archival document.
Compared to Bredius and Montias, this includes 101 previauglyblished objects sold
throughout the course of the two days that the sale took plerse159 169 include the printing
press, woodcut blocks, and several sets of wooden letters. Buyers included his family and the
publisher Pieter Jacobsz. Paets (13857).

Scholarship on Van Sichem is scattered across literary history, the historybobthe
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 abga@sobf the multiple
generations that make up his dynasty, accurately described byH. F.n man (1929) as
Sichempuzzle. o6 I ssues of attributing individual
of printmakers and book publishers coumfided scholars for much of the nineteenth and early
twentieth centurie$® Wijnman, andater Hellmut Lehmaridaupt (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

209 Montias 2002.
2VHF Winman, fADe VipuzleSken Wijdrage tot de geschiedenis van de Nederlandsche grafische
k u n ©ud,Holland46 (1929), 238244.
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family memlers?t! Van Sichem was active from 156824, while his son Karel (c. 1578604)
from around 15951604 and Christoffel the Younger (158%58) from around 1600658, and
Christoffel the Yo#Thpegh they allgencotgveork gn simitat $etb we d .
matter, stylistically there is great variefiyhe largest difference is that Van Sichem is the only
one to consistently use crosshatching in his prints, whdreasst of his family used parallel
lines to create volume. Distinguishing different hargichallenging due to the continued use of
some of Van Sichemés printing plates and the
plates were in use until thast quarter of the seventeenth century as can be seen by the
numerous posthumous impses ons of Van Si chem&SAswiibet r ait se
discussed, around thiyeven printing plates were sold at
VanSt hems made t hei r o dudithand thesHead ofHolafengs@600t zi us 6
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 \étaheSichem, and the
use of specific techniques, especially crosshatching in wood,gaeuto him.

Further discussions of Van Sichemds artist
woodcut. In an article of 1978, Pieter van Thiel placed Vanegichithin the larger context of
the Dutch early seventeententury woodcut**Foregoingd scussi ons of Van Si c
time in Antwerp and Basel, Van Thi el i nstead

Republic, especially his woodcuts after HendBtzius and Jacob Matham (1325631).

21wijman 1929, and Hellmut Lehmasthaupt,Christoffel van Sichem: a family of Dutch@entury woodcut
artists(Mainz: Gutenbergyesellschaft, 1975); idenAn Introduction to the Woodcut of the Sevente€ehtury
(New York: Abaris Books, 1977), 392.
22| ehmannHaupt 1975, 39.
213 Hollstein XXVII.331 36, 38, 3950. A later edition was published by Willem Goeree6id 7, Christoffel van
Sichem/Het tooneel der hodfketteren, bestaande in verscheyde afbeel(dtitidelburg:Willem Goeree, 1677).
24p . J.J. van Thiel, fAHoutsneden van Werner van den Valc
houtsnede inheteerdtewar t van de zGudHollahdd2e(10d8y 748.e u W, O
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Although Van Thiel closely follows narratives &slished by early print scholars, such as Arthur
Hind, that find the seventeentientury Dutch woodcut, with few exceptions, lacking in artistic
merits, he does idefyi Van Sichem as one of the few accomplished and professional
woodcutters working in Amstdam at this timé'® Within a general tendency for scholars to

favor originality in printmaking, often only artists who conformed to the ideal gbeirere

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 gnaoctckeutting for

only a short period of tim&?8 This included Goltzius, Werner van denltkert (1585 1627),

Esaias van de Velde (158/630), Moses van Uyttenbroeck (162646), Christoffel Jegher

(1596 1653), and Jan Lievenr$’ In studies of Dutch prints, the seventeeogmtury woodcut is

most often framed around the contributions made byz@isl especially his innovative
chiaroscurowoodcuté®1 t i s al so through Van Sichemdés ass
that his wooduts have gained attention, as he was one among many engravers and woodcutters

who worked afteresigh® Haarlem artistso d

215 Arthur Hind, An introduction to a history of @odcut 2 vols. (New York: Dover Publications, 1963); Thiel 1978,
14.
216 Adam von Bartsch, e Peintré Gravure(Vienna: J.V. Degem, 1803821). Subsquent catalogues that concern
woodcuts, such as volumesTie Illustrated BartsciiNew York: Abaris Books, 978 ) are similarly focused on
thepeintregraveur
217 See, for example, Van Thiel 1978, Ann Didlge Shadow of Rubens: Print Publishing in iG&htury Antwerp:
Prints by the history painters Abraham van Diepenbeeck, Cornelis Schut and Erasmus Qllietlians. Irene
Schaudies and Michael Hoyle (Turnhout, Belgium: Harvey Miller Publishers, 2009); Nancy Eiali@roscuro
Woodcuts: Hendrick @tzius (15581617) and his tim¢Amsterdam: Snoeéloucaju & Zoon, 1992), Dickey 2008,
62i64.
218See Bialler 192.
2°See Huigen Leef | arhegNew Hollsteib: Dutcth and Eléemesim Etohings, Engravings, and
Woodcuts, 1450 700: Hendrick Goltzig vol. 23, pt. 1 (Ouderkerk aan den ljssel: Sound and Vision, 2012), xliv
Ixxxiii, especially li lii.

75



Van Si che m&mwnmpont aire theesérikes of portraits that comprise the
Historische beschrijvinge ende afbeeldinge w@ornaemste hooeketteren(1608) [Historical
descriptions and images of famous hereti¢]he series was made upsafventeen portraits of
religious leaders that first circulated as individual sheets before they were reissued in a bound
series.Inhismat i cl es A Nedlerll assdsathieedauubs®221) and fARen
Medeao (1923), P i e endew oflthe sened publitadon histowyenetingathe o v
fact that the sheets were issued individually before they were brought togethethertksading
of heretics?* It should be noted that the portrait of Faust was only incorporated into the suite in
thep i nt publisher and art theor BmrenvéiMenne m Goer
(1996) includes a detailed account of the depitiof Menno Simons and other Anabaptist
figures, noting that whil e Vantial®urmseavasthe@ por tr
verisimilitude, but to provide a representation that could serve in place of a true pértrait.
Discussions of theseopraits tend to center on the individual rather than the series as a whole
and to focus on the sitter ratherthan\@ah c hemdés r ol e as the maker of
example of the former can be seen in thfi berto
Muhammad, one of the earliest western representations of the PfépBatviello criticized the
portrayal and saitegic inclusion in a book intended for a western and largely Christian audience.

An example of the | att esGecrama nb eP esaggehnn tisnd JVWame s

220 Chrigoffel van SichemHistorische beschrijvinge ende afbeeldinge der voornaemste kettéiren(Amsterdam:
Christoffel van Sichem, 1608); a Germaartslation was published in the same year: Christoffel van Sichem,
Historische Beschreibiing vnhnd abbildiinge fienembste HaubKetzer(Amsterdam: C. Claesz, 1608).
2lpeter Leendert z, Jirl.l,u siOudebbéEnd2@d2il)y t3P148,espacially 146148;
i dem. , ARembr andoOu#oll&hddl @9232d)nl4dMBe de a, 0
222 pjet Visser Spoen van Menno, het veranderende beeld van Menno Simons en de Nederlandse mennisten
(Knijnenberg: Krommenie, 1996).
222A|l berto Savi elMud,t ipMweh aFmnaedds Printed | mages of the Pr
Constructing the Image of Muhammad in &og ed. Avinoam ShalerfBoston: Walter de Gruyter GmbH, 2013),
871142, 111, n67.
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Anabaptist Community of Goo(k991), 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 Sithemdés depiction.

Leonard Fors e Cliistoffel van Sichem in Basel and der friilhe deutsche Alexandriner
centers on Van Si cdnaeymistay acddotuses brbhis timednmbaselt o | i t
Based on his extensive archival wor kegleaRdor st er
his friends and professional contacts and investigates his role in the development of the
Alexandrine, a fornof poetic verse. Although his work focuses mostly on literary history,

Forster also engages with the prints Van Sichem produced, dstaipliss role as a cultural
mediator between Amsterdam and the humanistic circles of Basel.

Scattered between thesmusces a picture emerges of an artist whose possessions inform
his practice. By returning to the original sales records and drawing fiese foundational texts,
this chapter analyses Van Sichembs estate and

ownerslip and production and investigating how each informs the other.

3.2 The Collection

Until his death on 23 October 1624, Christoffel van Sicheed on the Wolvenstraat in
AmsterdamHe was buried in the Oude Ket# 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 auctidnetheWeeskameror Orphans Chamber, on the 15th

224James M. Stayel, he Ger man Peasant s o6 kigof GanagHing&tanaMeGilkQtuiesetn 6o mmu
University Press, 1991).
225 eonard ForsteiChristoffel van Sichem iBasel und der friihe deutsche Alexandrifemsterdam: Nord
Holland Publishing Company, 1985).
226\Weeskameb073/957.
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and 16th of January 1625. The items put up for sale consisted miogtigts, drawings,
printing plates, precious stones, silver, and gold items. Together, the estate raised 366.11
guilders, with over ahird of that coming from the sale of his art.

Van Sichembés inventory is typ.iUdikelestaef docum
inventories, as in the case of Adriaen van Nieulandt, and bankruptcy inventories, as in the case of
Rembrandt van Rijn, lth of which are official documents that record the possessions of the
subject, and sales catalogues, wherein listpranégded for the benefit of the buyer, the
document that describes Van Sichembs effects
others and their hammer price. As such, the locations of the objects within his home are
undocumented, and instead thgyérs and the prices paid are given equal importance to the
objects that were sold. Despite the lack of physical context, the infornpativided is
revealing, giving a sense of who bought at these sales and how much these objects were worth.
Van Sichem wned a large assortment of works on paper: thwity art books filled with prints
and drawings with several additional lots of loose sheensisting of roughly thirtfive prints
and over a hundred drawings. In most cases, the authorship is unknowhfexeecouple of
lots by Van Sichem and prints attributed to Hendrick Goltzius. At the auction, seven impressions
of Go Marmageatana(after 1601) sold for an average of thirteen stuijvers per #int.

An additional eleven prints were attributiedGoltzius, though their subject matter is unknown.
The number of lots featuring work by Goltzius makes it clear that Van Sichemrdeaitks by

the artist. The only other identifiable | ot w

227NHD R3 (Goltzius). The pnt has been rejected as autograph in the recent editibimeollew Hollsteinthough
Goltzius probably worked n parts of it; see Leeflang, #fAlntroducti on
work by both Matham and Goltzius, see Jan Piet Fedtk , A He n d ri EngtaverG@esigner and Bublisher
15821 6 0 Neddrlands Kunsthistorsch Jaarbo&k/43, Goltziug Studieq1991), 159218, especially 205, note
78; Widerkehr 2007.
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Van Sice m6s broadsheet that featured Simon Stevi
discussed below. Due to the number of lots dedicateditogie artist and the repetition of the
subject matter, these lots are likely a part of his stock as a print pulaligh€eealer rather than a
part of his personal collection. It is far more likely that the forty framed drawings anddhaty
anonymous @ books served as Van Sichem's collection and repository of images for
consultation, while possibly also forming pafthis stock.
The inventory reveals the buyers at Van Si
who were | i kel y sswarmerssandeclied$ah the twentgsevenddentifiable
buyers, thirteen were geldnd silversmiths, while an adidinal seven were involved in other art
related trades. Pieter de Koninck, who purchased two silver items, is likely Pieter Koninck (c.
1570i 1627), a goldsmith and art dealer, who was father to Salomon Koninck (1588, a
follower of Rembrandt and Adéan v an Ni eintlawetd Tche gbdldsmish dNicolaes de
Marees de Jonge (c. 159%36) purchased twenfgur separate ot§° He purchase art items
T four kunstboekenreight prints, including a set of thendyachtand four prints by Goltzius, and
eightdrawingsi as well as precious materials such as a silver cup and raw materials including
coral. Another goldsmith, Alexander van der Hee{1574/751628)23! purchased five

kunstboekeand some drawings. Jacob Claesz. de Grebber (ci 1688), goldsmithpurchased

228 Montias 2002, 140150.

24 Pi et er KECARTICO Ktp:/wvwiv.vondel.humanities.uva.nl/ecarticefpons/933iparts of

Koninckds estate were auct i on e The Montiad Batal8ase ofslétreCefitu®yo ni n x ,
Dutch Art Inventorieshttp:/fesearch.ick.org/montias/browserecord.pligtion=browse&recid=1359 Bredius I,

170; Werner Sumowskizemalde der Rembran&chuler(Landau: Edition PVA, 1983), 3.1516710.

A Ni col aas de MECAREGQ htdpe/wwworondeghurdanities.uva.nl/ecartico/persons/18794

r

4

Al nventory [ Sichem, Chr i st Thé NMoatlas Datdbase 6fdttheCer(tury)Dutch®A6 25/ 01/

Invntories http://research.frick.org/maas/browsereord2.php?action=browse&recid=1786#A1, under
604.0003(a).
Bl Al exander v a ECAREICO hHp//awwevonded.huimanities.uva.nl/ecartico/persons/10282;

Al nventory [ Sichem, Christoffel, IaeelOiraed@utcl dolismigthd' 625/ 01/

and silversmiths' marks and names prior to 1812: a descriptive and critical rep€iden: Primavera Press,
1993), 121.
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fifteen lots, including foukunstboekerone print by Goltzius and three paintingHe further
purchased raw materials including pearls, lapis lazuli, and stones. The goldsmith Boudewijn
Hendricksz. purchased one lot that was comprised of KurestboekeR*® The brothers David

(1586 before 1643734 Pieter (c. 15921678)2%° and Abraham teaer (born c. 158F° were
members of a family of goldsmiths who often did business together. The Ter Haers purchased a
total of eighteen lots, but their inddaal purchases varied significantly. David purchased paper
material: twokunstboekerfour prins 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 (168625) was a goldsmith and an art dealer, who
bought thirteerseparate lots, most of which were art objects (five prints, fifteen drawings, and a
painting)?3’ Jan Lammers or Lambertsz., who is probably Jan Lambertsen waski€rck

(1594 1658), 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 lett&¥The last two purchases suggastotential involvement in

2 Jacob Cl ae s zECARRCQGHp:dvibvv.gondeldumamities.uva.nl/ecartico/persons/12620

il nventory [ Sichem, Christoffel, de Oude (I') (1625/ 01/
Savornin Lohman, fiDe af st ammiamigz. vanaBoncktoest (I688L 6 6 D , 6 c hi | d e |
Nederlandsche Leeutd?2 (1985), 118124.

2No |ife dates are known. Montias 2002, 149; f#dAlnventor
604.0006[a]. Another Boudewijn Hendricksz was burgemeestedain in 1623and was a commander of a Dutch
navel vessel in 1625. Triédda dedzeées lahdeizeinyol. B Baredleneeid fegisted i n

op de Werken van de Linschotéareeniging LiC, ed. Peter de Bode (Zutphen: Walburg Pers, 2&D8.

A Dvai d t er EGARTéQQ, oOhtitnp: / / www. vondel . humanities.uva.nl/ec
v a n ,The Momtias Databse of 17th Century Dutch Art Inventories
http://research.frick.org/montiasart/browserecord.papBon=browsed&recid=18868, nder 270.0009; Citroen

1993, 171.

RiPieter Adr i &EARTICQ hap//wiavendel.iumainities.uva.nl/ecartico/persons/18236;

Ailnventory [ Sichem, Christoffel, de Oude (Il) (1625/01/
267 Abr addrmensteH a e r  HCARITICO mmitp://www.vondel.humanities.uva.nl/ecartico/persons/18232;

Al nventory [Sichem, Christoffel, de Oude (Il) (1625/01/
Z"AiHans | eECARRTECO http://wiww.vondel.humanities.uvdlecartico/e r sons/ 19506; f#Alnvent
[ Sichem, Christoffel, de Oude (1) (1625/01/ 1%pP], 06 unde]
28 Jan Lambertsen ECARTICHKhtm/esvkvenda. hkumanities.ava.nl/ecartico/persons/18555;

Al nveS8tohgm|[] Christoffel, de Oude (I) (1625/01/15)], 0 1
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print publishing. Albert Symonsz., or Sijmesz. Spanuyt (c. 156%6) another goldsmith,
bought eight lots, most of which were raw materf&ld.he merchant and goldsmith Adriaen van
Breen (c. 15841646), bought one paintirfd® Similarly, AugustijnPas (c. 15801631/1637), a
goldsmithbought one lot**

The links between mdtaorking and printmaking go back to the origins of the medium,
so their presence is unsurprisftt§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*4ti/an Sichem worked ciely with jewelers, as
can be seen in his collaboration with Abraham van den Hecken (died @4#)2** who was
li kely a silversmith. The two wokKuksthidchléeimget her
den Goldschmiden diensti¢h607) a suite of desigr®r watch covers#®

Ot her purchasers at Van Si chemédesDieckt at e s a
Harmersz. (c. 15951640) a painter, bought one large silver med&A Mr. Sasbout bought
two different lots, namely a book andkanstboekvith anold print. Montias has identified Mr

Sasbout as Cornelis Sasbout (died 1642), a carver ak@ddmuer who rented a house to Adriaen

A Al bert Sij mEESARTICChEE/mwwyvbndeb.humamities.uva.nl/ecartico/persons/19395
il nv e faroomymaus] (1628/01/25)], ithe Montias Database of 17th Century Dutch Art Inventories
http://research.frick.org/montias/browserecord2.paptton=browseé&ecid=1747#A0001nder 564.0003; Citroen
1993, 164.
0 Adri aan v EQARB®e elmt, op:i M/ www. vondel . humanities
[ Sichem, Christoffel, de Oude (1) (1625/01/15)],0 wu
241 Citroen 1993, 171; Jan Rudolph de Lovmsterdams goud en #@Zwolle: Waanders, 1999), 517
242 A L. den BlaawedNederlands zilver/Dutch silvet580 183Q exh. cat. (Amsterdam; Rijksmuseum 1979), xxvi.
A Kunst ge s beNawmdahatAmsterdam: Frederik Muller, 1862) 12.2445.
244F.G. Waller,Biographischwoordenboek van Noord Nederlsutie graveurs, ‘Gravenhage: Martinus Nijhoff
( ACGravenhage: Martinus Nijhoff, 1938), 133.
245 peter FuhringDrnament prints in the Rijksmuseum. Il, the seventeenth cgRotierdam: Sound & Vision,
2004) 2.127p1275. Theseries was reissued by ClaessiaVisscher in 1634.
246 Ulrich Thieme and Felix Beckeallgemeines Lexikon der bildenden Kiinstler von der Antike bis zur Gegenwart
(Leipzig: Engelmann, 1923), 16:44.
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van Nieuland£*’ Cornelis Sasbout is often confused with his son, Sasbout Cornelisz. Souburgh
(1597 1653), a sugar merchaiidither one or the other owned a house on the Herengracht,
which Van Nieulandt occupied for &§r beginning in 1617. Two years later, Van Nieulandt
purchased land from a Mr. Sasbout, possibly the same péfddachtelt Jacohsvho Montias
identifies as grint dealer based on her purchases at other auctions, where she mainly acquired
prints, boughfour lots, all of which were drawingé® The art dealer and baker Thomas Pietersz.
purchased nine drawings, four of which were fraftf@&amuel Smijtersa bookdealer who was
an associate of Rembrandt, bought one lot of two paintidhe 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 lreptrades. A notary Jan Dircksen [van
Beuningen] purchased two framed diags and ondarriage at Canaa print that will be
discussed belo#?? An employee of th&VeeskamerJacob Olycan, purchased six lots, including

threekunstboekeand one print by Qtzius 2% Ryck Gerrisz., a grain merchant, purchased the

"Montias 2002, 238; Al nv@udeor(yl )] Silceh2e®d,0DAE/ hir 5 )s]t,oof fuen d e rd
8/ Cor nel i s ESsisohitpuwwwiondehhumanities.uva.nl/ecartico/persons/37142; A.J. van der Aa,
iSasbout ,Biogaphistrewodordenboek der Nederlandeiaarlem: J.J. van Brederode,1852878)
17:133; J.Z. Kannegieteet mtstaan van de Amsterdamse Jordé8968), vol. 1, chapter 20, accessed online:
http://www.amsterdamhistorie.nl/jordaan/kannegieter/inhoud.html.
iSasbout Cor ne ECARTICQ hEpd/whbmvondehhurbaniiies.uvalatartico/persons/14707;
Adriaenvan Nieulandt rented the house for one year. Bredius |, 178
Montias 2002, 150, 266n116, 267n120ThefMdntanDambaseafr y [ Coc
17th Century Dutch Art Inventorigisttp://research.frick.org/montias/browserecord?2.plapgflon=browse&
recid=1751#A000,lunder 586.0002.
X0l nventory [Sichem, Chri st @f604€0085aJde OQOude (I ) (1625/01
Bl nventrotr,y Go/romel i s v a nThalMontias(DatgbReSof 10t CeBtidry) DutchtArt i n
Inventories http://research.fdk.org/montias/browserecord?2.pfip@tion=browse&recid=1746#A000lunder
563.0047; Ilsabella H. van Eeghen, fARembrandt en de veil
Smi | tJaarb®ek Andstelodamun® (1985), 5469; Dickey 2004, 21, 202, digsses a possible portrait of
Smijters by Rembrandt, NHD 73 (Rembrandt).
2l nventory [Sichem, Christoffel, de OQOude (I) (1625/01
2fil nventory [ anony miheMdntiag Dhtabh bf 1A Ceréuyy ]Dutah Ari Inventories
http://research.frick.org/montias/browserecord2.plgpfon=browse&recid=1756#A000,lunder 573.0013.
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print, Marriage atCana?®* Jacob Andriespurchased eleven lots that were comprised of a
mixture of works on paper and raw materials. Of the former, he acquirektim&boekenone
print by Goltzis, and eight framed drawings. Montias suggests that Jacob Andriess might be
Jacob Andriesz. Sael, a shipper who lived in Amsterg?addolff Donckekz. bought @ronie [a
character head or head study] done in33én.

In addition to the craftspeople, atleash e me mber of Van Sichemds
from the estate sale. Thevire nt ory simply | ists ASichem; o0 thi:
Younger as Van Sichembébs other son, Karel, had
Catherina vanighem, likely did not make purchases as neither she nor her husband Barent
Lunden were working in the publishing trattélt was common for children to purchase items at
a parent 6 s Wesskamemehose @edpensibilifly it veas to dispose of theies of
deceased individuals within the city of Amsterdam, held auctmmihé& benefit of orphans, but
they also oversaw the liquidation of estef&<Christoffel the Younger purchased eleven separate
lots, the majority of which were objects relatingptint production, including a set of letters and
twenty-five wood plates. fie number of drawings, by comparison, was smaller at twelve, one of
which was aronie done in pen. He also purchased only one okthestboekenwhile
Christoff el rthases ofvan artrbapk, pridts, angd drawings, were slim compared to

thepu hases of the silversmith Nicolaes de Mar e«

%Ki eft, Ri ngKReeMontias ®mbade bf4%Centudy Duteh Artnventories
http://research.frick.org/montias/browserecord.plgaton=browse&recid=1833.

5l nventory [ Sael , Ahedlondas Datapaketol16th Qehtdind BuicH Art tnventgries
http://research.frick.org/montias/browserecord?2.plagfon=browse&recid=1860#Alunder 678.0017.

Montias identifies him as Adolff Donckelberch, f#fAlnven
under 604.0028, but was wunable to determine this persol
257 For biographical information on Barent Lunden and the sale of his estate, sii L u n d e nThe Bamttag nt , 0 i n

Database of 17th Century Dutch Art Inventorietp://research.frick.ofgontias/browserecord.phip?
action=browsed&recid=2376.
258 Montias 2002, 2i026.
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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 tk@bllsher Paets, who

worked with Christoffel the Youngér? On a perhaps more personal level, the books that Van
Sichem helped produce are noticeably absent. It is unlikely thalitty-two art books, only

one of which was purchased by Christoffel Waainger while the rest were mostly purchased by
goldsmiths and jewelers, included these publications as, by this point, books were listed by
author, by titlekj &84T hmontera m@lry oo oksged by
to have referretb albums filled with prints and/or drawings.

The forty framed drawings are a fascinati
Montias does not distinguish between works on pdyrare or are not framed, and while their
value is only slightly affectedy 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 ialbums, 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 | ikely semhkieghtie t he
owned sixteen, to decorate his home, and perhaps were meaiefdrte 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). Bb1@n unskilled worker made an

average of 14.29 stuijvers per day whilmaster craftsperson made an average of 21.6 stuijvers

259 paets and Christoffel the Younger collaborated on an illustraléel Biblia Sacra(1657), discussed below,
102 103. Montias did not mention this in his transcription of imteeies
260 5ee, for example, Appendix 1 as well as the numerous unidentified books in artist inventories compiled by
Abraham Bredius.
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per day?®! The display of drawings suggests that, despite their lower price point, they were seen
as appropriate replacements paintings.

Despite the lack of specificity of what the framed drawingsicted and the contents of
the thirtyone albums and over sixteen unidentified books, hypotheses about the works on paper
can be gleaned from the work Van Sichem produced. As widmyg prints are reproductive, he
would have had access to originals gpies 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 identifyworks h at wer e i n his hands, the nature
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 proddazates his
reliance on models for his printmaking practice. Like manytmakers 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 upaavithy to scale and then traced
over the drawing onto a print matrix. A driang 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 thamount of detail in the architecture and background, which are
simplified in the print (Figure 55%2 The second drawing, a work by Goltzius that also features
incision lines, will be discussed later. Another popular way to transfer images specific hg maki

woodcuts involved pasting the design sheet onto the block difétiiie woodcutter would

261 Jan de Vies and Ad van der Woudghe First Modern Economy: Success, Failure, and Perseverance of the
Dutch Economy,300i 1815(Cambridge: Cambridge University Press, 1997), table 12.1,6310
262 Hollstein XXVI11.43; The images depict the same person, but theredifd-ollstein misidentified the sitter as
Johannes Huss, a fourteetintury theologian. However, the Efpress biography on the print actually recounts
the life of the Anabaptist Hans Hut. See Hdfisgen Goertz, and Walter Klaassemfiles of Radial Reformers:
Biographical Sketches from Thomas Muntzer to Paracé€l§itchener: Herald, 1982), 54.
263 David Landau and Peter Parshdlhe Renaissance Print, 1475650(New Haven: Yale University Press, 1994),
22 23.
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carve through the sheet and block, thereby de
included drawings, it is unlikely that he used this method, or at tiydeast he did not rely

solely on this method.

Figure4 Christoffel van SichenPortrait of Figure5 Christoffel van Sichem, Portrait of

Hans Hut midi 16-early 17th century, pen an  Jan Hus FromHistorische beschrijvinge ende
brown ink, brown wash, incised. New York: affbeeldinge der voorneemste hooft ketteren

The Metropolitan Miseum of Art, Harry G. (1608), engraving. A
Sperling Fund, 2007.140. later edition from 1677, published by Willem
Goeree.
An examination of Van Sichemb6s estat e, oeu

Van Sichem owned and offers a means to address the gaps in the inventory. The prints that Van
Sichem made weraformed by the places where he worked primarily, BaselPansterdam.
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.
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In Basel andstrasbourg, Van Sichem concentrated mainly on book ptiblica
providing illustrations, decorative borders,
Basel included religious thinkers, humanists, silk merchants, and book publishers. Ategy stra
that Van Sichem employed to cultivate professiora 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 B&8#licolas Epis o pi us, Al berto6s f a
central figueeairy Baselés,|l and one of Erasmus
was a particularly important one as it manifested in artistic and commercial transactions, as can
be seen i n Vtarni bSutcihcemsd st oc oan | at er fomeghr i nt of N
Pl ut avioralin @574)?% In addition to his association with the Episcopius family, Van
Sichem also worked with prominent intellectuals and publishers. He made portraits of Paul
Cherler, eReformist preacher and poet with whom he publidbedi ikn(side luctus in obitum
illustriss andBasilae Encomiuntil577)2%¢ In addition to his work with the humanist Cherler, he
al so published t he Swiedp/zelhen Gr{ls78)jamailustrdtedh an St um
pamphlet that describes thirteen citrgghin the Swiss Federation. Each page is organized
around a portrait of the city accompanied by a descriptive verse set in a border of intricate
arabesque®’

The nature of these projects would determine whether or not Van Sichem would have

retained conbl of the printing plates. Since Van Sichem did not publish these texts in later

264 Among the witnesses to baptismwvwan Si chemés children was Modestia Bisc
family. Forster 1985, 17. HollsteiXVII.23.
265 plytarchi Chaeronei Moralia opvscvla, mvltis mendarvm milibvs expvr@gdael: Christoffel van Sichem,
1574).
266 paulus CherlelVrbis Basilae EncomiurgBasel: Christoffel a Sichem, 1577); Paulus Chefiep,i k Udi on si ve
luctus in obitum illusiss (Basel: Christoffel & Sichem, 1577).
267 Johannes StumpBie dryzehen Or(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 hanedetaly 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. Smc&i¢ghem 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 afteer@an and Swiss artists.

His work with book publishers in Basel and Strasbourg brought him into contact with the
work of Tobias Stimmer (1532584). His connection to Stimmer was an immediate one, as can
beseenivan Si chembs contrraitbewt ieadn & itom Hestdry ofll laws u s

the Jewgublished in Strasbourg in 1574/8, which also contained illustrations by Hans

Figure6 Christoffel van Sichem, after Tobias Stimmehe Tower of
Babel,1574, woodcut fronfrlavii Josephii des Hochbertiihmten Judisct
Geschichtsschreibers Historien und Béc{Strasbourg, Theodosiu
Rihel, 1574/1578 London:British Museum, inv. no. 1927,0430.1
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Christoffel Stimmer®® One of these illustrations depidihe Tower of BabdFigure6). Van
Sichem worked as one of the myavoodcutters employed by the Stimmer workshop along with
Bernhard Jobin (before 1548593/1597) and Franz Oberreiter. This edition of Josephassa
significantly successful one: it was reprinted fourteen timese®etv575 and 16728° A Dutch
translationof the text issued in Amsterdam in 1611 included smaller reproductions of the
illustrations by Christoffel the Youngéf°Thi s suggests that Van Siche
the publisher in Strasbourg, but that \&inhem and his family still had accasshe
il lustrations either through a copy of the te
drawings for the original designs.

Van Sichembés exposure to other asurddbyshiss of
contributions to other galications. For instance, Van Sichem supplied the title pabaso
Kunst und Lehrbuchleifl578), a twepart publication that was meant to aid in the instruction of
young art students. The book is heavily illustraaadincludes mythological scenes, @jtgies
costumesand coats of arn@* The two largest contributors to the book were Jost Amm
(15391591) and Stimmer. Van Sichemds involvemenit
both a continuation of his workitlh Stimmer and a possible connectiothn/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 booklustrations to broadsheets and art prifistthermore, the issue of

whether he kept the plates he published largely depends on the individual publication and how

268 Flavii Josephii des Hochbéhmten Jidischen Geschichtg&trasbourg: Rihel, 1574/1578).
269 Eric Jan SluijterRembrandt and the Femalude(Amsterdam: Amsterdam University Press, 2006), 416, n. 73;
Heinz Schreckenburgibliographie zu Flavius Josephdseiden: Brill, 1968); Golany 2003, 164.
270 Flavii Josephi. Des Hoochberoemden Joodschen Historieschijvers Bag@aketerdam: Hendrickaurens
Zoon, 1611).
211 Das Kunstund LehrbuchleirfFrankfurt am Main: Sigmund Feyerabend, 1578).
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large a role he played in it. While his plates for projects directed by others woulde®ave b

retained by the patron or publisher, \V@ichem also printed works independently. By 1575, Van
Sichem acquired some of Hans Bal dung Grienods
of Bal dun g &3éTheweriedof three wsodcsits firstaished by Baldung in the

1530s was rearrard by Van Sichem, who added letterpress text to the ima@eoap of Seven
Horses(Figure 7)’*Van Si chemés addition calls attentior

Baldung and also presents the prints for the benefit of artatisrgiths, and atovers?’* At

itlerten berliche vrund £ unfilicbe wolgerifene Wherd/mitaflemverfiand

anff mancherlen wepfi geftelt ond fiiegebiloce / D

urch deit weptberinmbeen Fohan Valvung/30 nug allen Nolevin/

Figure7 HansBaldung Grien, published by Christoffel van Sich&mnoup ol
Seven Horsed 534/1575, woodcut with letterpress. Basel: Komseum,
Kupferstichkabinett, Amerbaelabinett, Inv. 1823.3662.

272 5abine SolTauchertHans Baldung Grien (1484/8%545), Selbstbildnis und Selbstinszenier(vignna:
Bohlau Verlag, 2010), 25252 and Forster 1985, 21.
213F,W.H. Hollstein,German engravings, etchings, and woodcuts, ca. 14000 vol. Il (Amsterdam: M.
Herzberger, 1959, 11.238 240.
2“The t e xMilerleydealidhe ynndikunstliche wolgerissene Pferd / mit allem verstand / auff mancherley wenR
gestelt und furgebildet / durch den wéyeriimbten Johan Baldung / zu nuss allen Molern, Goltschmiden,
Bildthauweren und anden der kunstliebenden ins Werck gebrocht, dessgleichen vor nie aussgangen. Getruckt zu
Basel bey Christoffel van Sichem, Formschneitle7s 0
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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 Amsterd&m.

Thity-seven printing plates werfehese thitydneat Van |
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 Larsze Christoffethe Younger bought the
majority of the woodblocks, twentsix, 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 haveoodinated their pichases 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
Sice més s onme bafs etdh esior wor k on their father, an
repository images that would have been useful to their practices. This can be seen in the number
of copies Karel van Sichem ma dfplatesfranBrincipesi s f at
Hollandiae et Zelandigencluding 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 Ctnigs in 1598, speding 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. Whiledtdl 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, Legni incisi della Galleria estense: quattro secoli di stampa nell'ltalia settentrionale

(Modena: Mucchi, 1986), B; Davi d Rosand, 0 THrimt Quueltlyi7 6199D), 7&WWd.odb |l oc ks, 0
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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 Si c h didbos hindeo hisetivities 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 looseaf prints, including five woodcuts after Hendrick Goltziud an
Jacob Matham. Asne 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 matyylpriGoltzius sal at
Van Sichemés estate sale, a direct connecti on
is unknown. Goltzius might have been aware of
though Van Sichem could also have been intreduo Goltzius anilatham through his
association with the Mullers. Jan Harmensz. M
son of Harmen Muller, who trained with Van Sichem as mentioned earlier. Van Sichem
produced a portrait print of Cornelis izl (1604), Goltz u s 6 -im-taw, wiich might have
been used to att¥*WNaenhc@GoBtal bed, at heheiroaxamin
chiaroscuro woodcuts, notes that only Van Sichem and Jan Saenredam i{é603%%vorked
directly from Goltzis 6 d e s i @00, shem Gottzaus shifted his focus to paintthgThis
suggests, though there is no direct evidence, that Van Sichem might have worked with Goltzius.

A possible connection is further supported by

276 Hollstein XXVI11.138
277 Bjaller 1992, 192193
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engraver Jan Samdam; from 1589 to about 1595, Saenredam worked with Goltzius and
Jacques de Gheyn Il (c. 158%29), another artist who collaborated with Van SicR&m.

Van Sichem executed a number of prints after Goltzius and his associates. For one of Van
Sichemdbs prints after Goltzius, t PetrabnofaMannal dr a
(Figure 8) is a fantasy head exi#ed in pen and ink in a purely graphic style. Goltzius made

similar drawings throughout the 1580s, as sedtead of a Woman in Bfile (c. 1580,

Figure9 Christoffel van Sichem, after
Hendrick GoltziusPortrait of a Man after
1607, woodcut. Washington: National Galle
of Art, Andrew W. Mellon Fund, 1976.75.1.

Figure8 Hendrick GoltziusPortrait of a
Man, 1607, perand brown ink, incised for
transfer. Los Angeles: The J. Paul Getty
Museum, 94.GA.49.

Formerly Jacob Klaver Collection) amrtrait of an Old Man with a Ha1597, National

2%Jan Piet Filedt Ké&ngravernDbesigne and Bublisherd b8 2iNadgrlands
Kunsthistorsch Jaarboek?/43,Gadltzius Studieg1991), 159218, 159.
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Galleries of Scotlad), where the lines taper and swéllThis approach was more often seen in

his finished drawings that were considered independerkswad art, and not necessarily

preparatory studies for primt& 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 linektw his workshop®'Gol t zi us 6 approach gav
greaterfreedom 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 omaccomplished engravers and woodcutters such as his@tepaham, 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 fromwheglira

onto block and then pap eignwerkdravn ByiVanSichHem,nes ove
whose print closely corresponds with the drawing. In translating the drawing into print, Van
Sichem'sPortrait of a Man(Figure 9)captures the formal qualities the drawing?® The

tapered lines suggest Goltzius' own engrgwtyle, and short hatching lines about the cheeks

and jawline give the face a sculptural quality.

2See E.K.J. Reznicek, fDrawings by HendoitheGbOd6ri dsat
r ai s oMast® Bravings31 (1993), 216278, 273, no. 14 (ill.). Hendrick GoltziuBust of Man with Tasdeld
Cap, 1587, pen and brown ink, National Gallery of Scotland, inv. no. D 5507.
05ee Huigen Leef | RenWorks,iBketcies, Bhalk DrawingsREB® 1 4 HendrickiGoltzius
(1558 1617), Drawings, Prints and Paintingeds. Huigen Leeflangnd Ger Luijten, exh. cat. (New York: The
Metropolitan Museum of Art, 2003), 2B864, especially 237.
281 Filedt Kok 1991165.
282 Hollstein XXVI11.135.
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Figure10 Christoffel van Sichem, after Hendrick Figure1l Christoffel van Sichem, after Jacob

Goltzius,YoungMan Playing the Cymbal Matham,Bust of a Young Mar1613, woodcut
woodcut WashingtonNationalGallery of Art, ~ WashingtonNational Gallery 6Art, Ailsa
Gift of Ruth B. Benedict, 1994.60.60 Mellon Bruce Fund]1971.36.9

Similar technical fortitude can be seen in the other larger woodcuts after the Goltzius
School . V &oungMarchiaging the CymbahdBust of a Young Marigures 10
11), the first after Goltzius, the@and after Jacob Matham, are woodcuts of similar side a
display similar visual characteristié® Form is created through strategically placed swelling
l' ines, imitating Goltziusé engraving and
to theother two woodcuts, but it is likely that they wersaal

translated from a model.

23 Hollstein XXVI1.134, XXVI1.136.
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Figure12 Christoffel van

Sichem, after Hendrick Sichem, after Hendrick Figure14 Christoffel van Sicherr
Goltzius, Judith with the Goltzius,Judith with the Heac I, after Chistoffel van Sichem I,
Head of Holofernes, of Holoferneschiaroscun after Hendrick Goltziusjudith
woodcut. Washington, ~  y6dcut. London: British with the Head of Holofernes
National Gallery of Art, Gif \; seum 1856,0614.131.  woodcut. London: British

of Ruth Cole Kainen, Museum, 1856,0614.132.
2012.92.648.

A |l ost drawing i s pr ob alodthywiththeédleachardel f or V
Holofernesaf t er Gol t zi X%l dewagnVahrki Gutolsetheds onl y
complex chiaroscuro technique; an impression survives in the British Museum printed with a
green tone block (Figure 13¥ The popularity of the design is attested to by the survival of
many impressions dhis print and the copies after’# One of these copies was executed by

Christoffel the Younger (Figure 14), a sign o

284E.J. Reznicek records two drawings of Judith and Holofornes by GalfEhe drawing at the Crocker Museum
has a passing resemblence, especially in the elaborate headdress. RezniceR4BEed.also William Breazeale
with Cara DenisonA Pioneering Collection: Master Drawings from the Crocker Art Musesxh. cat.
(Sagemento: Crocker Art Museum, 2010)i@&B.
28 Bialler 1992, 206207.
286 NHD 395 (Goltzius) lists five additional copies.
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successful products and tdrebylisprogenynMamSichemn of V
likely retained this woodcutnd reissued them repeatedithough Christoffel the Younger

could have possibly taken advantage of the pr
woodblock, it seems more likely thatheacque d an | mpressi on of Van S

the copyis reversed.

Figure 15: Jacob Matham, after Jacopo Palma, Francesco Sa
Wedding at Cangafter 1601, engraving. Princeton: Princeton
University Art Museum, Bequest of Junius S. Morgan, Class
1888, x193619.

Van Sichembés copies after Goltzius and his
theMarriage at CangFigure 15)suggest the marketability of designs by Goltzius while also

hinting at a business arrangement with Goltzius and MatRaThe Marriage at Canads a large

287 Bjaller 1992, 208.
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print that reproduces Francesco Salviati os
1550). The engraving is comprised of four plates: two that depict the central scene from the New
Testamant and an addit@lirtwo depictiig decorative spandrels for either side. The signatures on
the |l eft plate, AHgoltzius scul ptoro and on
that the work was divided between the two engraversMdreage at Canahas been aftruted

to eithe Matham, Goltzius, or a collaboration between the ¥ @®tto Hirschmann argues that

the engraving was perhaps started by Goltzius but finished by MatA@aking the signatures

at face value, Léna Widerkehr believes that each artist workéis respecte plate?®° In the

most recent edition afhe New Hollsteinthe whole print has been firmly rejected from

Goltziuso6 oeuvr & Maroleisliegsheig bdidves that theinclisios of

r

Gol tziusd signat ur ettwircieaserte vaaerokthe printn\Wiritingd frolg  me a n

the time variously attribute the print to either one or the other, as can be seen in Theodorus

Schreveliusd poem?Siedgn icfaiteanttloy MaitrhavYvan Si cher

firmly attributed to GoltziusWhile 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 Sichemdébs return t

printmakers in Leign and Amsterdam. His connection to Leiden is recorded on a large

288 Kok 1991, 205n78.

289 Otto HirschmanniHendrik GoltziugBrunswick: Klinkhardt & Biermann, 1919), 1P526.

290 The Nev Hollstein Dutch & Flemish Etchings, Engravings and Woodcuts, i1480. Jacob Matham, vol. 16, 3
parts.Compiled by Léna Widerkehr (Ouderkerk aan den ljssel: Sound & Vision Publishers, 2007), vol. 16, pt. 1,
xxxvii, and no. 33.

291 The New Hollstein Dutck Flemish Etchings, Engravings and Woodcuts, 145®0.Hendrick Goltius, vol.

23, 4 partsCompiled by Marjolein Leesberg (Ouderkerk aan den ljssel: Sound & Vision Publishers, 2012), vol. 23,
pt. 1, Ixxii; vol. 23, pt. 4, no. R3.

292 Theodorus Schreveliu$heod. Harlemias / Ofte, om beter te seggen, / De eerste stichtiagStadt

HAERLEM [ é] 6t Haerl em / Ghedrubdti sthye dT h oomdsa wk emtceey nN.

GoltziusiDocument s and Printed L Nederhnds KunsthéstorGah daaread@/43ng hi s
Goltziug Studies: Hendrick Goltzius (1568617)(1991 1992), 77120, 118.
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Figurel16 Willem Isaacsz. van Swanenburg, after Jacob de Gheyn Il, published by Christoffel var
Sichem,The Landyacht1603, engraving, woodcut, and letterpress.tAmsterdam: Rijksmuseum, RF
Pi OBi 84.454.

broadsheet depicting Simon St e VvP@ommissioriethby char
Prince Maurice of Orange, the print was the result of the combined effortsgoie3ade 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 puii@hThe print was possibly produced

with the help of Christoffel the Younger and the experidrm®ok publisher Hendrick van

Haesteng® The broadsheet, the product of three engraved plates stitched together with

letterpress text and a woodcut, was améxlly ambitious work for Van Sichem to undertake as
publisher. Van Si c hnradesigd bysncludiag, iDletter@réss, ¢ poéns ¢ e
written by the renowned jurist and poet Hugo

Scheveningn and prai ses Stevinds engineering. Van

2BFor discussions of De Ghyachtrsee Maript WestetmarfawWalldlyt AtteTheSt evi n o s
Dutch Republic, 1589.718(New York: Harry Abrams, 1996), 545; also brifly mentioned in Claudia Swa#yt,
Science, and Witchcraft in Early Modern Holland: Jacques de Gheyn 11 {1889)(Cambridge: Cambridge
University Press, 2005), 3.
2%41.Q. van Regteren Altendacques de Gheyn: Thr&eneration{The Hague: Martinus Nipff, 1983), 1.7681.
2% Forster 1985, 66.
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technical illustratoro f t he wi nd chariotds construction. V
which were subsequently auctioned off after his d&&ffhe plates, however, were sigd by
different publishers, first by Dirck Pietersz. Voskuyl (or Voskuijl), who worked witkePie
Serwouters (1588 6 57) , Van Sichemds nephew by marri age
printmaker and publisher Claes Jansz. Visscher in 18These plates we likely not in Van
Sichembés estate sale, but they inpmkeisand!l vy ci r cu
publishers connected through familial and pro
The Land Yachhat he probably became acquainéth the Leiden painter and draftsman Jan
Cornelis Woudanus (c. 15i70615), an artist whose drawgs and paintings served as models for
his portraits of Anabaptists mentioned above.

As a publisher, Van Sichem worked with professional engravers angeraits.
Following their work oriThe Land Yachthe collaborated on a second project with Van
Swarenburg, thél'hronus Justitiaga suite of thirteen prints illustrating scenes of justice, derived
from drawings by the prominent Utrecht artist Joachim Wtel&#6 1638)2° Van
Swanenburgh provided the engravings while Van Sichem orchestrated theirtiproduc
Amsterdam. The publication included thirteen prints, and was issued in at least three editions,

one by the Antwerp engraver and publisher Pieter de, ol two by Van Sichefi®

2% pyrchased by Nicolaes de Marees, a goldsmith.
®"Hol | stein XXVIIlI.133. For more on Pieter Serwouters, s
Serwouters (1586.657) aml the Status of Pictorial Accounts$eventeendt€Ce nt ur y Nedefldndsnd, 0
Kunsthistorschi Jaarbogkol. 50,Kunst voor de markt/Art for the Market 150F00(1999), 258280.
2% Hollstein XXIX.37i 62.
Sjidsel Hellisen, 0T hictuses af 3ustidelby Jodachim VEtewaddudl Hallandoll @977),0 f P
2321 266.
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Figurel7 Christoffel vanSi ¢ h e m,
Woudt, after Heinrich AldegrevePortrait of Jan van Leiden
1605, engraving with letterpress. Amsterdam: Rijksmuseurn

P 1937 1644.

after Ja

Van Sichem also made prints after other Dutch and Flemish aristsonnection with

Woudanus is reinforced by their mutual association with the print publisher Haestens, who had

assisted Van Sichem in the productiormbeé Land YachiHaestens was th@aointed guardian

of

the Anabapti st

Davi

Woudanu’¥Wo chanuws@&ndsesWVgn

d Jor

Sechedchda model

i sz. (call ed Davi

Sichem made of Jan van Leiden and Bernt Knipperdpltihe leaders of the Anabaptist

insurrection in Minster, were baon prints by Heinrich Aldegrever, with Woudanus as an

intermediary (Figures 17, 183 The prints themselves mention Woudanus specifiGafiy] . C .

Wo u :

Woudanus, rathertha di r ect |

0B . W. F. van
301 Hollstein XXVI1.32.
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Hzmc FACIES: HlC CVLTVS-ERAT-GV-SEPTRATEN

XV XPXTIISHY- SED- BREVE TEPVS -EGO

HE\IR.ICVS -ALDEGREVER-SVXATIE -FACIEBAT-
NNO-M - D - - XXXVi-

GOTTES - MAOHT IST -MYN- CRACHT-

Figure18 Heinrich AldegreverJan van
Leiden,engraving state 1l/11.
Washington: National Glary of Art,
Rosenwald Collection, 1943.3.319.

Woudanus is identified as the draftsman, meaning that Van Sichem worked after drawings.
Occasionally, Van Sichem also worked after pa
pinxitd6 Ma ny o fraitswere sireulatedoindividually before they were incorporated into

the publicatiorHistorische beschrijvinge ende afbeeldinge der voornaemsté kettétren
(1608)3?When it was published, Van SiSefyleede was | i v
Windtiwagre n 6 ; t hat he ¢ hosEheltaod YacHurileer shggests theo me af t e
printés popularity and commercial success. Th
published at least four more times during the seventeenth ceRtligwing an edibn 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

302y/an Sichem 1608.
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other prints by Van Sichem, to be discuskBelbw. The plateskely remained with Janssonius,

as there were few copperplates in Van Sichemb
Van Sichem also made reproductions after Philips Galle {1532), a prolific publisher

and printmaker working in Antwerp. Like hisworksafdo udanus, Van Si chemoés

reproductions after Galle were mainly portraits, intended for use in book illustratems.

Sichem copied Gall eds 33 Ppnuipes IHollandias et Aefandlae st o r i

(1578) and published them in Jean Frantoes P leatgrandedchronique ancienne et modern,

de Hollande, Zelande [..({1600), which included illustraties of important figures in Dutch and

English history. The book was translated and reprinted in England under the authorship of

Edward Grimstontetitied Generall History of the Netherland$608 9).3*Van Si chemés s (

Karel produced copies afterVanSichem i1 | | ustrations for these te

their respective versions Biobert Dudley, Earl of Leicestéfigures 19, 20). Van 8ihem must

have owned a copy of Gallebés publication. Eit

subsegant copies were then used by his son, who gave his own interpretation of the subject. It is

|l i kely that Van Si c h eremaised with the aiginalfadhoroltle Pet i t 6

Dordrecht publisher, Jacob Canin, but Van Sichem may have retainedsedbpy of the

publication or the designs for the plates. He made use of these designs again in Emanuel van

Meteren (15361 6 1 N)ededandishe Historien oder Geschichten aller deren Har{déll1),

a publication to which he contributed eleven portréits

303 Michael VosmeerPrincipes Holandiae et Zelandiae, domini Frisig€hristoffel Plantijn and Philipe Galle:
Antwerp, 1578), Jean Francois le Pdt#,grande chronique ancienne et modern, de Hollande, Zelande
(Dordrecht: Jacob Canin, 1600), and Edward Grimsgamerall History othe Netherland¢éLondon: A. Islip anl
G. Eld, 16089).
304 Emanuel van MetereilNiederlandische Historien oder Geschichten aller deren Hag&lgwerp: Emanuel van
Meteren, 1611).
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Figure19 Christoffel van SichenfRobert Figure20Karel van Sichem, after Christoffel v

Dudley, Earl of Leicesteengraving. Sichem Robert Dudley, Earl of Leicester
Washington: National Gallery of Art, engraving. Washington, National Gallery of A
Rosenwald Collection, 195D4.771. Rosenwald Collection, 1950.14.772.

Van Sichem tended to direct his collection and practice towards an appreciation and
dialogue with his contemporaries and rarely ledko historical models for his sources. Many of
the prints after Direr in museum collections attributed to Van Sichem were likely made by Van
Sichemdébs sons, rather than uhdinthéBiblia8aeren hi msel f
(1657), whichwaspuddihed several years after Van Si chemt
estate salé’® Both the late date of the publication and the techniques used, woodcuts without
crosshatching, suggest the work of the saiher than the father. Additionally, Van Séch

rarely depicted subjects from the Life of Christ and the New Testament. Instead, his history

305 Biblia Sacra(Antwerp: Pieter Jacobsz. Paets, 1657).
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scenes were based on recent events, classical history, and the Old Testament. Following this

trend, Van Sichemntae an or i gi nal v ar i Bsther@eforedAhasuerusc as Vv a
(Figure 21, 22), from which Van Sichem derived some of his visual motifs and borrowed Lucas

van Leyden&%8VamonSigerhaenmds i nterpretation only s
van Leydeno6s pr iethatVan\®ibhen was lookingiatsanother sessiorboff this

scene, this is currently the only known treatment of the subject by Lucas van Leyden. Van

Figure21 Lucas van keyden Esther Before Figure22 Christoffel van Sichem, after Luca:

Ahasuerus1518, engraving. Cambridge: Harvar: van LeydenEsther Before Ahasuerusg"

Art Museums/Fogg Museum, Gift of Barbara Century, engraving. Cambridge: Harvard Ar

Ketcham Wheaton in memory of Robert Bradfor Museums/Fogg Museum, Gift of Belinda L.

Wheaton, 2011.636. Randall from the collection of John Witt
Randall, R14035.

Sichemdés print is a much simpler composition wi

different architectuila s et ti ng and fewer figures. Some sin

306 Hollstein V, 242; NHD 31 (Lucas van Leyden).
105



scepter, pointing at the kneeling Esther, butitisonlytheuse@fku6 monogr am, an i
lower center of the composition, which links the two prints with each otheradided
monogram was probably a marketing ploy as prints by Lucas van Leyden were aibeigand
rare3%” Further, Van Sichem published two engragity Jan Saenredam after Lucas van
Leyden, which were Old Testament scenes of the heroines Jaél and%®kteral of Van
Sichemés plates were subsequently published b
either Jan Janszoon (active 169830), abook publisher, or his son, Johannes Janssonius
(1588 1664), a cartographer and print publisher. Neitherr e pr esent at Van Si
sale, and they probably acquired these plates through other means, possibly through Pieter
Serwouters. As mentiode previ ously, Serwouters was Van Si
he worked with Johannes Janssonius, pecody the prinRiver and sea gods with tradesman
(1625, engraving}’®Lucas van Leydendés work inspired copi
werein use for several decades following his death. In response to the demand for prints by
Lucas van Leyderartists and publishers executed both faithful and free céfig#san Si c he mé s
engraving, printed in reverse, attreeariantofLucas va
Lucasd composition and delicate | inework.

As a reproductive printmaker, Van Sichenerised flexibility when responding to his
models and designs. Some of his prints, sudbséser before Ahasuerudiverge considerably

from his modés while others demonstrate a more conservative approach. His copies of portraits

307 Cornelis ad 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 Sam#leand SiseréEngrving,
1589 1607) RPP-OBI 10.657 andludith with the Head of Holofern¢$589 1607), RPP-OBi 10.660; Hollstein
XXII.18, 19, 21.
309 Hollstein XXVI.67.
310 Cornelis and Kok 1998, 186.
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produced by other artstvere repurposed for his own designs and interpreted for new contexts.
Van Sichembés broadsheet depi cheamugtredKingHemioi s Ra

IVofFrance s based on CRoiratpfiRavaillaaFegurd24)s beiéaid Schem

Figure23 Christoffel van Sichenfrancois

Ravaillac; Heary IV, King of France; Marie de Figure24 Crispijn de Pass&ortrait of

Medici of France; Louilll, King of France c. FfaDCOI§ Ravaillacengraving. Paris:

16001 1624, etching. PariBibliotheque nationale di  Bibliotheque nationalée France,

France, département Estampes et photographie. département Estampes et photograpt

changed the angle of Ravail |l ac 6 s-lermgth depictiond e x p a
ofthe assassit!E|l sewhere this approach can be seen in

broadsides of European nobility, some of whichwemree at i ve variations on (
the 1580s. IWilliam of Nassaf Fi gur e 25, 26), Van erfraldebighm has

a thre@quarter length portrait in an intricate and allegorizing frame and has extended the frame

311 Hollstein XXVII1.29.
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tosuggestthefgur eds entire form; the figureds | ower
in the distance. Van Sichem thus transermGo | t zi us 6 portrait from a
one. In a medium that often acknowledgesdifierent handst work thraugh inscriptions, it is

perhaps surprising that Van Sichem rarely calls attention to his sources. This is only done in
instance where the name is marketable, or where credit is given to the direct involvement of the

different contributors to therpt, i.e. the engraver, the designer, and the publisher.

Figure25 Christoffel van SichenPortrait of  Figure26 Hendrick GoltziusPortrait of
William of Nassau, Prince of Orange, William, Count of Nassau, Prince of Orang
engraving. Cambridge: Harvard Art 1581, engraving. WashingtoNational
Museums/Bgg Museum@ift of Jerry F. Haye Gallery of Ait, Rosenwald Collection,

in memory of Dr. William H. Wilson, Class o0 1950.14.1236.

1974, M20282.

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 aidts, intellectuals, printers, and publishers. One ofdherecords of his

presence at an auction shows that he purchase
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sale of Jan Jansz. in 1628 Montias arguethat the prints were bought by Chaffel the

Younger based on the assumption that the elderSichem died in 1620, but he actually died

four years later. In reality, either could have made the psechAdditional buyers at this sale

were Adriaen van Nieulandt and Werner van den Valckea.pi es of Gol t zi usd p
published irDer Zielen lusi Hof (1629), likely executed by Christoffel the Youngé?.They

mi ght have been kept in the | arge artbook tha

estate sale.

3.3 Conclusion

Today,Van Sichem is best known for his woodcuts rather thacdheents 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 becaugpeausce was not defined
by his tastes or connoisseursHipscholarship 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 andyeseventeenth century in Holland in favor of
etchinganke ngr aving. Since Van Sichemds career has
artist has similarly been overlooked in favor of intaglio printmakers who more neatly fit into the
peintregraveu category, such as Goltzius and later Jan Lievens.@tkep e ct s of Van Si
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 tlué Bsldnousehold effects,

has not been fully incorporattdnt o di scussions of the artist. \

S2GAA, Weeskamer 50 7 3TheveBas Dafaaseros1ZCenturyDatchdt Invemtories ot
37. http://research.frick.org/montias/browserecord.phpffon=browse&recid=1785. See also P.C. Molhuysen,
and P.J. BlokNieuw Nederlandsch biografisch woordenb@eéiden: A.W. Sijthoff, 19111937, 9:1024.
313 Der Zielen LustHof (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 contematsd 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 artistsking 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 broadshedtthe production and
publication of allegorical and fine art prints, such as those he made after Goltzius and
Swanenbur ghos Thronusnusttakafter Wiewael.,In trade,ene alsgoaxded his
enterprises by working with, and appealinggoldsmiths 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 naetdteaturalia such as pearls and
coral were overwhelminglpurchased by craftspeople. Additionally, the work Van Sichem
produced directly appealed to goldsmithssesn n Van Si chemds reissuing
which were in part dedicated to goldéims, 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
theirpractce , Van Sichemés collection provides a gl
had. Van Sichembés coll ection i scolteddrsaft i vel y s ma
succeeding generations, including Rembrandt van Rijn and Peter Lely. Thelsgzealfection
is likely more reflective of what would have been typical of artistsduthis 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, makpossible to rebuild, at least in part, the

images he would have seen and studitly 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. Snilarly, his broadsheets incorporate high poetic forms and illustrate

significant momats 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. gkadtise
shifted with his movements, it models&gdmhsst cer:t
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 andmstwhose tastes are reflected
in the models from which he primarily drew. After éturn to the Low Countries, Van
Sichemés practice shifted to different model s
artists including Goltzius, Bloemaerfjgd@Wtewael. As such, the undescribed contents of his art
books are a tantalizing hiof 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 artteis comparatively low prices that
his artbooks sold for seems to suggest that tlvasenothing 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 gitthts were comparatively cheap in contrast to objects with
higher value such as p#imgs 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 & his sale was his printing press, a large piece of equipment essential to hisqrofess
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The inventory does not provide the physica
would provide a context for his possessions: in what room were his aloum®3tdnede did he
keep his plates and press? Considering the limitations of the awextmmal and the relative size
of its contents, it is questionable whether the albums should be called a collection at all. | would
argue that they should, but thattheeallt i onds use is reflective of
than of social aspiration3here is little evidence indicating that the aloums were assembled by
Van Sichem himself as a reflection of taste or for personal enjoyment. Instead, the auction,
coupked with his oeuvre, evidences first that a small collection existed, and seconthagkeat
albums might have contained. These simple facts illustrate the varied appeal collecting had and
how central it was to art production in the seventeenth centuryevdoy artist was kefhebber

but artists needed prints and drawings as pointsSeferece for their work.
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Chapter 4

Adri aen van Nieul andt

Adriaen van Nieulandt was an artist, art dealer andestate agent who lived and
worked in Amsterdam during the firsalfi of the seventeenth century. A master of many genres,
he trained under the Dutchshory painters Pieter Isaa (1569 1625) and Frans Badens (1571
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 Compagfif®©C), his involvement in the booming Amsterdam real
estate market, his expertise as a dealer and connoisseur, and as a masté¥*painter.

Van Nieulandt was from a family of Flemish immigrants from Antwerp who moved to
Amsterdam in 1589%Likemany Fl emi sh i mmi grants of this tin
political instability and religious unrest in the southkow Countries. His famy was closely
involved in the arts: his father and at least one uncle sold quillgrestder uncle, Willem |
(15601626) was a practicing arti st WilemRdaarsz. Van N
van Nieulandt 1l (15841635), hereafter called W&in 11, trained in Rome with their uncle and
specialized in landscapes with ruins anth figures He was a painter and printmaker active in
ltaly and the Low Countrie¥® Their younger brother, Jacob, seems to have specialized in
landscape and marketsees and was a fairly active art deal

professional networks &éended between Rome, Amsterdam, and Antwerp.

314 Sluijter 2015a, 174176. A review of the literature on Van Nieulandt is below, i3 .
S’%Wi I Il em Adriaan te Sl aa, @ WPrniQeamerly(2004), B7@394 |1 andt as prin
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Van Nieulandt began training with Pieter Issain 16073 Isaasz, in addition to
being an accomplished history and paittpainter, was a wietonnected dealer, who brokered
cultural and artistic exchang®etween the Danish court of Christian IV (1561/G48)and Dutch
artists mostly working in Amsterdam. Through him, Van Nieulandt learned the foundations of
his craft whike also contributing to important commissions at the Danish court, including eleven
New Testament scenes for the Frederiksborg Oratory, which were destroyed in a fire #h’1859.
His second apprenticeship was to Frans Badens, a Flemish artist who speicidligtay
painting and conversation pieces, and a colleague of the Haarlem maamtistsstincluding
Hendrick Goltzius, Karel van Mander, and Cornelis Coszelian Haarlem. Badens spent four
years in Italy, which might have appealed to the youngNanlandt. Unlike his brother
Willem Il, Adriaen van Nieulandt appears to have nekaardlled to Italy. Instead, as Eric Jan
Sluijter has pointed out, Van Nieulandt chose teachers who had international experiences and
reputations’'®

At the time of his dath, Van Nieulandt owned over ninety alboums and books, which held
at least 1,300 pristand drawings. These objects, along with his studio of finished and unfinished
paintings and works by Allart van Everdingen and Adam Elsheimer, are testament tetigs arti
practice. Van Nieulandtdés paint i nayslthoughv eal a
never having made the journey, through works on pagerwise, prints and drawings would
have kept him informed of art in the Low Countries that he nrighhave been able to

experience firsthanddis connections with the larger artistisramunities of Amsterdam and the

316 Bob Haak The Golden Age: DutcRainters of the seventeenth centuegt. Elizabeth WillenisTreeman (New
York: Abrams, 1984), 174.
317 SeePieter Isaacsz (1568625), Court Painter, Art Dealer and Smds. Badelock Noldus and Juliette Roding,
exh. cat. (Copenhageltuseum of National Histy at Frederiksborg Castle, with Brepols, 2007) and further below.
318 Slyijter 2015a, 176.
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southern Netherlandsd 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
4.1.1Contemporary Accounts

Despite Is long and productive career, Adriaen van Nieulandt did not leave a lasting
legacy. His early work was considered fashionable, and he received praise fomrhis art
Amsterdam. InTheodoor Rodenburghpoetic prologue to his 1617 playielibéa Van
Nieulardt is listed among the most praiseworthy painters active in Amsterdam at this time, along
with Jan Pyna§1582 1631) Pieter Lastmafil583 1633) Pieter Isaasz, Frans Badens, and
Claes Moyaer(1592 1655)3!° Van Nieulandt was also mentioned b tirtistand dealer
Balthasar Gerbier in hislamemtHe ndr i ck Gol tzi usdé death in 161
proud Dutch artistic tradition, writing:

Van Nieulandfappears diligentwvanting to prove his gifts

Like artenriches his spirit andmakes his nare grow

Have you fromH o | | &ardedtaken what is fertil@

From Van Ni eul a rdespité wAtoopoa®Pt i f ul frui t,

Again, Van Nieulandt is named among some of his mostnespected contemporaries such as

Lastman and Pynathe most proment higory painters working in Amsterdam and leaders of

319 Theodoor Rodenburghelibea: treurblyi eyndé spel(Amsterdam: Jan Eversz. Cloppenburch, 1618),
unpaginateden die ghy hebt als noch Pinasv Lastmans werckenwPieter Ysacx, die u roofden Denemercken.
Tengnagel, Badens, Vinck, vercieren 060t Amstellandt, Uw
Vinckeboons, uw waerden vander Vodrdpoke ®ONoh®ugalnt en gh:
2015a, 174; C.T. Seife®ieter Lastman. Studien zu Leben und Werk. Mit einem kritischen Verzeichnis der Werke
mit Themen aus der antiken Mythologie und Hist{fietersberg: Michael Imhof, 2011), 325.
S20fiNieuwlandtyd r i g h v e r ensthiér wibéwjjser6® | nj gk Const sijn Gheest ver
doet rijsen, Hebt ghybaueyrtdae rHso lulyatn dgthse wrihjuty,n évtr uNcihetu wl and
utenspif 6 i n Bal tHeresnke clagdeightbtéer eeen van den lofweerdighen Constrijcken ende
Gheleerden Henricud Goltzifghe Hague: Aert Meuris, 1629) 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-Rembrandtist§*!As ex pl ai ned by Sl ui jt ¢
devoted to him several lines as a painter whose name is rising through his art, which makes clear
that he vas much espected at that timé®

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 ofother notable Flemish and @ artigs, was included in Jan Meyssed pr i nt seri e
Image dadivers hommed 6 e s p r i (116493, delidatedridhe printmaker, publisher and art
agentMichel le Blon(1587 1656); a connection between Le Blon and Van Nieulandt is
discussed below/an Nieulandwas subsequentipentionedn the first volume ofCornelis de
B i eadidic treatiseHet Gulden Cabinater edel vry schilderkonst [The Golden Cabinet of
NoblePainting], published in Antwerp in662with plates adapted from Meyssei$The
precision ofthe biographical text under Meyssépsrtrait suggests that Van Nieulandt was in
contact with the printmaker, and it is probable that Van Nieulandt also cdattithe
information about his elder brother, Willen?#: Sluijter has suggested that Adriagas
included in this series because of the connections he had with the engraver through hjs brother
who, as mentioned, was also a printmakerA d r i a e nydIsysspns and its @aption served
as the basis for Van Ni ehd wbrddDéegoofs dclwoubirghbi ogr a

der Nederlantsche konstschilders en schilderessen [The Great Theatre of Netherlandish Painters

321 See Astrid TumpelThe Pré Rembrandtistsexh cat. (Sacramento: E. B. Crocker Art Gallery, 1974) and Seifert
2011, cited above.
22Eric Jan Sluijter, ACareer choices of migrant artists
br ot IDe Zegentiénde Eeuw: Cultuurde Nederlanden in interstiplnair perspectie8l (2015), 101137,
127. Hereatfter, Sluijter 2015b.
323 Cornelis de BieHet Gulden Cabinet der Edel Vry Schildercoffsttwerp: Jan Meyssens, 1662).
324 Sluijter 2015a178.
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and Paintresseq|1718 21), which ®lidified his inclusion in later discussions on Dutch art, but
his popularity quickly wanedflowing his deatt?®

While he might not have received much praise during the second half of his career, he
does not seem to have lacked clientele. An analysisw#nteentitentury Dutch inventories
shows that prices fdran Nieulandt's paintings rangdm 30 to 60 guilders, and his works
were bought and displayed in the homes and collections of members of all social classes in
Amsterdam??

4.1.2RecentScholarship

Until the last decade, Van Nieulandt received little scholarly treatment. His paintings are
varied butless imaginativéhanthose by some contemporary artists working in Amsterdam. In
syntheticstudies orseventeentitenturyDutch topics, VamNieulandt is placed at the periphery,
a point of comparison rather than foéédSConsiderations of Van Ni¢andthaveeither focused
on the archival documents used to reconstruct his life and practice, as seen in A.D. de Vries
Azn. 0s ¢ o nQudHolland tor acaorsceriead withattribution328 This includes Fed
Mei j er s attr i bu paintngto dan Nieularsdt, which was previeuslyftHowglat e r
to be by Ambrosius Bruegh&®Scholars have also addresséd n Ni eul andt 6s r el a

other artists, such as his early collaboradisith Paul Vredeman de Vries amdth his teacher,

325Houbraken 1753/1976, 423.

326 Sluijter 2015a,186.

327He is mationed by Haak 1984, 174, but is omitted altogether in Jakob Rosenberg, Seymour Slive, and E.H. Ter
Kuile, Dutch Art and Architecture 1600 to 18Qdarmondsworth: Penguin, 1966), and the revised edition, Seymour
Slive, Dutch Paintng 1600 1800(New HaveniYale University Press, 1995).

S8A. D. de Vries Azn., fdBiografische aanteekeningen betr
pl aatsnijders, enzOQudeEloaland3u n(nle8 8vse)r,waéndt;e niod e(nhingen i Bi ogr af i s
betreffende voornamelijk Amsterdamsche sQubdlHoladddr s, pl aa:

(1885), 234235.
32%Fred G. MeijeriNot A mbr osi u §16®Y), huieAdriaen lvan Nidutaltl(7587 1658); a mutilated
image of Vanity ®ud Holland109 (1995), 158164.
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lsaasz.lIna 1995 publication, Edwin Buijsen invest:|
Vredeman de Vr i es 8*¥Slyjter obsgrvescthatiafyNéeulgndt must have g s .
maintained an active artistic network in Amsterdam, where he lived for many yethies Simt
Anthonisbreestraat, also home to Rembrandt and other &tti€tgertenyears later, Michel
Rodingds wor k fr ames lahdisecardeettyaughiieteriggsats o f Van Ni
influences on his early developmé#.

The more recent interest 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 communisesenteenth
centuryAmsterdam. Montiasxploral the different threads and forces at play between
individuals participating in auctions, and the kinds of art available.Nfenlandt, who was a
frequenter of art sales, was Wwebnnected to the various communities brought tagetirough
art and tradeasrecorded in the business transactions that survivéytiteindividuals who
witnessed the baptisms of his children.ilas examined many of these links as they related to
buyers at art auctions, and through this lens, Mer#iiews that Van Nieulandt used a variety of
networking strategies to become associated with such dealers as\Bar&omerer>: In short,
Van Nieubndt was wetconnected and particularly knowledgeablacts that should inform
how his art and collectivareviewed.

Eri c JanReSrbuiajntdd titedisst Roiumeain @rojectedwo-partstudythat

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 Vrieststevi n Bui j sen, #AEen samenw
Paul Vredeman de Vries en Adriaen van Nieulan@td Holland (1995), for Pieter Isaacsz, seeléiiss and Roding
2007.
32Mi chel Roding, dARARretaer viama aNd z a 8lovssdrtdsRading 2007, 2820 i | , 0 i n
333 Montias 2002, 6i061.
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livelihoods producing history paintings even while Rembrandtmi nat ed Amst er damb
scene. In his chapter on Van Nieulandt, Sluijter stresses that Van Niewksdt the center of
several art networks and was regularly called upon for his knowledge of art in Italy. Despite this,
his painting style and cgmositions are conservative and show little influence of contemporary
art innovations undertaken hpastmanRembrandt antheir circle 33*In a separate publicatipn
Sluijter examines the artistic trajectory\¢dn Nieulandt and his brother Willem Ihvestgating
how Flemish artists found places for themselves in Amsterdam by their involvement in close
knit andconservative immigrant communitié®.In the same volume, Zoran Kwak examities
pictorial genre of theitchen piece, including an early example\tgn Nieulandt3®
Taken together, Roding and Sluijter provid
method.His early career, as explored by Roding, is marked by his adaptation and indebtedness to
lsaacz6 s t e a cthemangesist styte ghopularized Haarlem, notably by Goltzius, Van
Mander, and Cornelis Corng#i. His later career, as described by Slujjte characterized by
conservative, formulaicompositionsbut these later years were some of the most productive.
While often placed onthe peripr y, Van Ni eul andt 6seventeentt r i but i o
centuryDutch art market are important to caesi as an example of how artists responded to the
visual landscapes in which they worked, populated not only by their local artistdsdiaty
those whose influences stretched beyond the confinpsldfcal borders.

4.2 The Collection

4.2.1Inventory summary

334 Sluijter 2015a, 176185.
335 Gluijter 2015b.
BzoranKwk , A Taste maki ng s oavdtdnseArtiatie diadogua Ipetiveen painterh & kitcheni n
scenes in the Republic and the Southern Netherlands, d. 158 Deg Z&ventiende Eeuw. Cultuur in de
Nederlanden in interdisciplinair perspectigf (2015, 211 239.
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Adriaen van Nieulandt diesh July 7, 1658, and his probate inventory was drawn up on
October 4 of that year at the request of his children andrésgiective spousé¥’ The inventory
is seven pages long and was compiled by the notary Pieter de Barpv&hwryhas been
previously published by Abraham Bredius in Kignstle-Inventare in whichhe focused
primarily on transcribing théist of paintings and works on pap&t The inventory does not lend
itself to an examination of how these items might Haeen organized by room teesedetaik
arenot included. Instead, objects are listed maréess by typeand their estimated value is
recorded tahe right of eachentr he t ot al worth of the | isted i
inventory is fl. 928.17.n addition to the furniture, Van Nieulandt owragabuteighty-three
paintingsandninety-one books and albums, which included at least 18id@s ard drawings.
The most inexpensive paintingerevalued atwo guilders; these were mostly unfinished. The
most expensive paintings were history paintings, includi@bristin the Templeat thirty
guilders,The Three Kingattwentyfive guilders, andChrist's Baptisnat twenty guilders33®
Since no artist is listedt, can be assumed that these were works by Van Nieulandt hiinself.
addition to paintings biiis own handVan Nieulandt also owned six paintings by Allart van
Everdingen, four of which wererldscapes, aBcce Homdy Adam Elsheimer on copper, a
seascap by Bonaventura Peeters the Elder, and a portrait of himski§ mgighbor on the
BreestraatCornelis van der Vooltl576 1624)34

The works on paper are listed after the paintings andshimgs.The prints and drawings

aredescribed as being boutwhether or organized in folio®nly a few of the art books are

337 Notarial Archives 5075/1710jted above, note 8.
338 Bredius 1.171176.
339 fiEen schildery van de dopinge Christi, gedaen by den €denl 20: © 0Een Bitto van Christus in den tempel
onder de copers en vercopers, mede by den Overledenng8@aeTi ; Eerfischildery be den Overledeedgen
sijnde van de dry Koningen met de uytgesneden leyst daertoe beh@&hdie.o
340 Sluijter 2015a, 178; and Appendix 2.
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attributedto specific artistsbut these notations are significant: they incladealbum of 102
prints by Rembrandt, an albuwmhtwenty-six woodcuts by Durer, and an album of prints by his
brother, Willem Il.Forty-onealbumsand booksare listed individuallyfollowed by anadditional
fifty small books liste@s a groupThis lastgroup was worth considerably less, valuetkat
guilders.Of the fortyone individually listed albums and books, sixtbewoksare identified

either by title, author or subject. Often, essential datel) as date of publication, is unrecorded.
Despite the occasional shortcomings, enough informatie@cta@dedad provide a sense of the
kind of books Van Nieulandt owned and likely used.

The first four books Ilisted in Van Nieul an
cronycken van Hollant, o A6t Leven a&¥odoor!l ug
Rewmrded together, this arrangement suggests that these books made up a small section dedicated
to history. Flavius Josephus likely refers to lthistory of the Jewsa collection of texts that was
an important resource for history painters, inclgdieter lastman, Rembrandt and his
followers3#? |t 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 chapte?*T h e f ¢ r o rHyd K emuidtréder to a number of texts which
recounted the history of Holland and that were available to Van Niedftdmdhong them is Le

P e t lLLatgrarsle chronique ancienne et modern, de Hollande, Zeldd®) which included

341 See Appendix 2.
2Christian T¢mpel, ADi e Reze piusiJasephudia den Bodaddischenhen Al t er t
Historiencar t el | ungen des 16 .WotiundBild i der Nledenlandischerdkaimstt usd, Liberaturn
des 16. Und 17. Jahrhunderexds. H. Vekeman and J. Muller Hofstede (Lukassen: Erftstadt, 1984 p04;374;
Golahny 2003, 174.
343Foradiscussionofan Si chemés involvement with this publicatio
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 15800(The Hague: Neerlands Historisch Genootschap,
1990).
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illustrations by Van Qihem as wll.3#° If the description is taken more literally, then Van

Ni eul andtds Acronyckeno mi gknoniekéne cireulatDmiatthidi t e x t
time, but it is my assumption that the inventory is listing a section of the actuaf titis. ik

indeed the case, then the volume could be one of the editifngisiekroniek: Die cronycke

van Hollant, Zeelant ende Vrieslantl 517/ 1586 ) or Marcus Zeurius V
Johan VeChbryckaan Hdlandt, Zeelandt, ende Wesslandt(1650)34 These three

textssi mi |l ar to Le Petitds, incl.
nobles, a subject would have been useful for Van

Ni eul andt 6s por PrineMauritpandact i c e,
His Horse and Groon(il624; Baltimore, Walters

Museum) and is 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 HeAt{The title

fdteven der door identfigshhisbaple Gr i el

Figure27 Simon de Passe, after

Adriaen van Nieulandtiberum a s a Dut ch t r a nlkel Liaaof tleen of Pl ut
Belgium 1628,engravingstate Il.

London:British Museum, Glorious GreeksPlutarch was translated into Dutch as
1854,0614.158

early as 1601 when M. Everart published an abridged

345 e Petit 1600.
346 Divisiekroniek Die Cronycke van Hollandt, Zeelandt ende Vrieslan{Le]den: 1517); Cornelis Aureliugie
Cronycke van Holant, Zeelant ende Vriesl@mlft, Aelbrecht Heyndricxsz, 1591¢hronyck van Hollandt,
Zeelandt, ende Westvrieslandt, ddobo h a n  V e (LeidennMaecus &uerius van Boxhorn, 1650). The first two
chronicles are traditionally attributed to Cornelius Aurelius. Sjoerd Levelt argues that while there is a strong case for
theattribution, the authorship of the chronicle is uncert8joerd Levelt) an van Naal dwi j kés Chror
Holland: Continuity and Transformatiin in the Historical Tradition of Holland during the Early Sixteenth Century
(Hilversum: Verloren, 2011163, 67 168.
347 Hollstein XVI:7.1; 7.11.
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version of thetexi®A. van Nyeveltos full yearslaerisn 1683%°i on wa
The differences in titleTleven ende vromeaden vade Doorluchtige Griesche(Everart)as
opposedtd@ 6 Leven der do @/anlZuyterh sugggsts Gat Van dNikubandt might
have owned the lattér?

Following his history boks, Van Nieulandt owned four books of architecture that were
| i sted together. The inventory includes both
Serl i o, A Hans Vredeman] de Vrn eMi,edulaanndd tAd sP i See
waslikely an edition issued by Coecke, who transldegl b a st i a n oi-vAume freatise) s mu |
Architettura(Venice, 1537) into Flemish, and subsequently published five volumes beginning in
153931 A second volume attributed to Coeckiight refer to anothewolume in this series, but it
could also refer to Coeckedbs highly praised t
the titleDie inventie der colommen met haren coronementen ende (i&@&9). The two books
by Hans Vredean de Vriesvere likelyArchitectura(1577) andPerspectivéd1604/5.3%2 A rare

example of the practical use of Vredeman de V

348 plytarch,Tleven ede vrome daden vande Doorluchtige Griecsche ende Romeynsche nieamstated by M.
Everart (Leiden: Jan Claesz van Dorp, 1601).

Midem.,To6Leven der door | uchtéig t@®raiyédviméZoyldevitdNyevek ¢Leidey: n e n
Jan Paedts Jacobsa Jan Bouwensz,1603), 2nd ed. (Delft: Adriaen Gerritsen van Beyeren and Felix van Sambrix,
1644); Golahny 2003, 191.

350The later edition is also likely what Rembrandt owned. Golahny 2003, 230.

351 Sebatiano SerlioArchitettura(Venice, 1537); Sebastian@do and Pieter Coecke van Ael&enerale reglen

der architecturee ( Ant wer p: P. Coecke, 1539); Herman de | a Font ai
publication of SeuitQuaekrdd (1976)k16649%; Radi RoliRieteeCmecke van Aelst en
zijn architectuuruitgaves van 1539; met reprint van s

I
architecturen(/Amsterdam: Amsterdam University Press, 1978); Kristadegl@, fA The Court Archit ec
the Southern Lov€ o u n t Nedezlandsd<unsthistorisch Jaarbob@ (2009), 1101 3 5 ; D &nventie denf
colommerd e Pi et er Coec ke  SebastiahoSeriaadyoe: architebtl® et impringaeie. Sylvie
DeswarteRosa (Lyon: Mémore Active, 2004) 1:4808 1 ; i dem., fAAnver s: Les premi re
déarchitecture @83 Serlio,o in Ibid, 261
2For an overview of Vredeman de VriesospherHeudri tecture t
AfBet ween the Historiees Cofi tActal amRécaApdhioBala@tivatdans Vr ede
Koninklijke Nederlandse Oudheidkundige Bdid (2001), 2v40, and idem.The City Rehearsed: Architecture,
rhetoric, and print in tie worlds of Hans Vredeman de Vries (162809)(New York Routledge, 2009).
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Nati onal GaStehograpnia¢h560)>RAntinécsptionfi P h i | inggamnass e
Vi n g b o oicates, thathe boak wasikely owned by the architect Philips Vingboons (1607
1678) and his brother, the painter Johannes Vingboons (161&40).The stains on the cover
are the result of an artist using it to clean his dirtyshes (Figure 284 Paintmarks scattered

throughout the text show the use of the text in the artistic process.

Figure28 Hieronymus Cocland Hans Vredeman de Vri€xenographiae, sive perspectivae
pulcherrimae viginti selectissimarum fabricarAntwerp: Hieronymus Cock, 1560).
Washngton: National Gallery of Art Library, N44.vV982 A582 1560. Photo by Casey Lee.

The final eight books are not organized into sections, but theplement each other
and the rest of Van Nieulandt 6s eymentifitkdad i br ar vy
art and art theoretical books. The Hetrst two

Tekenboekillustrated by Frederick Bloemaertg86)>°° The other is a bound copy of the series

353 Hieronymus Cock and Hans Vredeman de Vi8=nographoae, sive perspecivae, viginti selectissimarum
fabricaum(Antwerp: Hieronymus Cock, 1560). For more on these brothers, .t an Eeghen, HADe f ami
Vinckboon® Vi n g b cdOadHsllami 67 (1952), 217232.
354 My thanks to Yuri Long for sharing this rare book with me.
355 Hollstein 11:94 213, Frederick Bloemaert, after Abraham Bloemdeet, Tekenboekl656); Bolten 1985; idem.,
fi Arbham Bloemaert (1564 6 5 1) and Hi s T itet Scolisioe(kO93pilMel i neav
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of engravings of saints by the Flemish printmaker BeéAdamsz. Bolswert after designs by
BloemaertSacra Eremugscetriarum(1612)3°® Van Nieulandt also owned a copykdrel van
Ma n d &chifilerboek(1604), a basic text for Dutch artists. He owned in addition an old bible
and a Atestamwnhntb, tivki 6bybal ngnycko are too
enough to signal Van Nieulandt s pi eudyhave Si nce
been useful reference sources as well. A book by the historian Emanuel van Meteren eould ref
to three different texts that deal with the history of Belgium and the Netherlands, including his
1611Niederlandische Historierwhich included illustations by Van Sicherf! The final two
books are on Aburgerl ycke diwhichecauld meamtoatthe ur g h e
were books of conduct, but there is not enough information to identify them. As Van Nieulandt
held courtly aspirations andiiit a network beyond his social class, as will be discussed, guides
of comportment would have enhaakchis sociability.
The value of the works on paper is more varied thahofthe paintings, though in
general drawings and prints were worth considerably less. The two most valuable of these
objects were book ofsixty loose drawings by Van Nieulandhd a book of 260 drawings
without attribution. Both were valued thirty guilders, making the individual sheets worth an
average of teand aboutwo stuijvers apiece respectivelgurprisingly,his aloum of 102
Rembrandt prints is valued atly twentyguilders, an average &ur stuijjvers per printGiven
the notoriety of Rembrandé s p r i ¢ e s ,Therhlansired Guilen Briptihi$ spggests
that the album contained onl Surplisieg texisthahex a mp |l e s

drawings wee worth more than prints, despite the names attached to those objects.

356 Hollstein 11.379 403.
357Vvan Meteren 1611.
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It is eay 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 librariesglet alon
in the possession of artists. Both were important sources for history paantisther artists,
including Rembrangibwned copies of these book8 The shops of tiok dealers and print
sellerswere scatterethroughout the city of Amsterdam but weretmadarly concentrated
around the Dar>® For Van Nieulandt, distance was not astalsle 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 éiruntil 165£° From 1639
onward,Rembrandt lived across the street from Vaeulndt on the Breestradtan
Ni e ul amidlawg Salomam Koninck, was a follower of RembratfdiSince Rembrandt
dealt art from his house, it is likely that Van Nieulaadquired his aloum of Rembrandt prints
either through his sein-law orfromRembr andt directl y. Van Nieul an
indicative ofthe German artiSts conti nued popularity in the Ne
modern period® Based on aeview of artist inventories in Bredius, it is clear tBéirer, along
with Lucas van Leyden, Goltzius, and Rembramndtre the most popular northern artists in print

coll ectorsdéd and artistsd i nve nprirdgsrbyVarsLeydem t he s

358 Golahny 2003, 234; Shelley Perlove and Larry Silke mbr andt 6 s Faith: Church and T
Golden AgdUniversity Park: Pennsylvania State University Press, 20095.1
3%9Kolfin 2011, 12 15; H. de la Fontaine Verwey published extensively on the book and print trade of the Low
Countries. For his general overvi eweafl atntdes CBpyahd , tor d che |
Print in the Netherlands: AAtlas of Historical Bibliographyed. Wytze Gs Helling@Amsterdam: NoHolland
Publishing, 1962), especially P92. See also idermtet Nederlandse geillustreerde boek. Een schets van zijn
geschiedeis (Amsterdam: Nico Israel, 1956) and idetdit de Weréd van het Boekvol. Il, Drukkers, Liefhebbers
en Piraten in de Zeventiende Ee(fwnsterdam: Nico Israel, 1976).
360 gyijter 2015a, 178.
361 Rembrandt lived at this address from 1639 to 1658. WherNiauiandt 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 Durer, see Bubenik 2013.
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in this instance can be attributed to the high cost and rarity ofdns¥¥ Originals wouldmost
likeyhave been mentioned, but i f Van Nieulandt h
therare and famoulilenspiegel or Beggar Family(1644) these would have been less
noteworthy>® Prints by and after @rer were readily availabl@arent van Someren owned
several prints by Durer at the time of his death in 1635, and ofdahgse impressions were
purchased by Rembrantff.Other artists, inluding Christoffethe Youngerproduced coies
afterDiret s wor k. Thou @ hotligtedramddg teelbllyars\dthtn Somer en 6 s
estate sale, it would have been easy for him to acquire these works tolegh such as
auctions, other estate salprint sellers, book dealerst through &change wittfellow artists36®

Van Ni eul an d twibhsarchitegtaral priots praviegesnsights into his
relationship with the Vredeman de Vries famNMan Nieulandt worked with Paul Vredeman de
Vries, Han s $on, who was also a painter of architeat scenes. The two collaborated on a
number of paintings early in Van Nieulandt ds
settings while Van Nieulandt painted the figuré¥ This collaboration seems to hataken place

from roughly 1609 until 1613, éh dat e of t he | ast k menemshipgfai nt i n

two other architectural treatises might have been the result of similar connections, though Serlio

363 Rembrandt paid exorbitant prices for prints by Lucas van Leydenhwiiicbe discussed below. For Lucas van
L ey de n dm, seecCorrmelistand Kok 1998.
364NHD 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 Rembrandtfaild g ui | der s f or one i mpr e
rareprint,tad an inscription on Hondiusd copy notes the high
http://remdoc.huygens.knaw.nl/#/document/remdoc/e4515 (accedszti9).
365The relationship between the two must have lmese as Van Someren stood as a witness to Van Nigularsl
daughter, Caterina in 1624. Roever 1885, 235.
%66Bredius 1.1261 4 7; fASomeren, Barent van, 0 in The Montias Dat a
cited above, note 4.
367 Buijsen 1995.
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was also a fairly essi@f@he bodkof aechitectuie publishedbi st s 6 p
Coeckes somewhat difficult to identifpshe published translations dboth Serlio and

Vitruvius. While Van Nieulandt displayed some interest in painting architecture, architecture

played a secondary role Iis painting heusedit primarily to estakikh a classical setting, as in

The Triumph of Bacchy&igure 29 andRachel Sitting on the Teraphifigure 30)3°°

Figure29 Adriaen van Nieulandfhe Figure30 Adriaen van NieulandRachel
Triumph of Bacchysl635. location Sitting on the Teraphinl639 Location

unknown, sold Bernaerieilinghuis, 1999 unknown, sal Lempertz, 2008. Image
Image from the RKD from the RKD

Van Nieul andt 6s cSchildesbeekaonfd VBal no Ebkeaheriete 60ss
theoetical and practical guides. Van Mander lived close to Van Nieulandt in the artist gdiarter
Amsterdanfrom 16063°Heal so knew Van Ni eul aandintegiviewed e ac her

him for the Schilderboek®’* The Schilcer-boekwas a popular volumi®r both artists and

368 Other seventeenthentury artists who were not architects also owned copies of Serlio, including the portraitis
Bartholomeus van der Helst (Bredius Il, 410), Jan Jansz. (Bredius V, 1495), Jacob Loy (Bredius V, 1592), and
Vincent van der Vinne (Bredius VI, 22).
369 The Triumph of Bacchu4 635, location unknown. Sold by Veilinghuis Bernaerts (Antwerp) May 25,,1609
102.Rachel Sitting on the Teraphith639), location unknown. Sold by Lempertz Auction House November 22,
2008, lot 1327.
SIS AC.Dudokvandel , AiThe BirthiBifethar Ars aa¢ 306 sNoklumsirtder dam Ye
Roding 2007, 82.
$71Van Mander 1604/1962909ii v.
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collectors to owri’? Indeed, it was addressed to both types of reaslstated n Van Mander 0
introduction’*Abr aham Bl oemaert 6s HisdmwingmgeshHster e adapt
Tekenboeklyy his son, Fraerik Bloemaert’4 Roding has notedhait Van Nieulandt occasionally
borrowed from Bl oe ma e rMerdus andvadonkl627,flocationi nst anc e,
unknown)3”® His possession of Bloeraa t Tékenboek uggest s Van Nieul andt 0
work by Bloenaert, but alsindicatesthat he migpt have taught young students. Van Nieulandt

has no confirmed pupils, though he might have helped train his younger brother, Jacob van

Nieulandt andCarel Badens, the son of Frans Badens. The book only became availkgié

long after Van Nieulandt lieestablished himself as an artestidhewould no longerave

needed such devicesmself TheSacra Eremugscetarun{1612) is a much earlier publication,

and Van Nieulandt might have acquired it eardiera sourcéor stock figures in his work or for

his own enjoyment.

Van Nieulandtds al bum of prints by his bro
Willeml | 6s | i feti me or 0ac gneAmstdrdhm ao fleE3HIthouphithe br ot he
record does not specify Willem | or Il, tiagtribution to his brother is more likely as his unide
notknown to have beean active printmaker. The two brothers appgeahave had an amicable

relationship, and probably visited each other after Willem Il returned from Roh&29.Their

20Ot her artists who owned copies of Van Mander 6s book a
Arentgz Gouda (Bredius 11.686), Claes Lourisz (van Egmont) (Bredius 111.774), and Jan Jansz (Bredius V.1495).
33 The 1604 edition was dedicatedthe art collector Melchior Wijntgis, Van Mander 1604/1969 v3Following
the dedication is the didactic poeBengrondt der edel vry Schilde€onst which advises young artists on the
foundations of painting, 46 r . For an anal y s iseeHedsel MiedanédvehvardMandérsDerp o e m,
grondt der edel vrij schildeonst 2 vols. (Utrecht: Haentjens Dekkerdddi mber t , 1973) and fAKar el
Grondt der edel vry schilderonsd Journal of the History of Idea®4 (1973), 658668. See also Jeen Stumpel,
AA note on the i ntendechildaibatikEeSmorsss (20b1), 8490afar anMmiondhatr 6 s
the audience for the poem and book was artists, collectors, and poets.
374 Cited above, note 353.
$’5Roding 2007, 223. Paintinglact i on unknown, sold London, Sothebyds, 2
20154, 179, fig. 156, who conects it with the work of Pieter Isaacsz and Cornelis Cornelisz van Haarlem.
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working relationstp wasequallyclose. Distinguishing their draftsmanship is problematic as
there is a considerable amount of oveifafhemes and execution, especially in their landscapes.
The surviving drawings by both Van Nieulandts are highly finished and many usgaaton

of ink and washgapturinga rich tonal range. This problem is exacerbated by the fact that
occasionallydrawings by Willem Il were given false attributions to Adriaen, as can be seen in

Mountain LandscapéFigure31).3’® Here, Willem Ilhas ingribed in the loweright corner

Figure31 Willem van Nieulandt lIMountain Landscapel629,pen and two shades
ink, brush and grey ink_eiden:Leiden University Library, PKTT AW1611.

Afadriaen van nieulandt 16290, suggesting that
inscriptionis curious and could have been the result of multiple possibilities. Perhaps the date

and signature are meant tgrsal to whom the drawingas addressed and when. Another

possibility is thathe drawing could be after a work by Van Nieulattd$hould also be noted

that Willem |1 6s someaimabeey sistakenly attphutedntd Paul Brif hise

376 |_eiden University Library Print Room, Inv. No. PKi AW 611
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teache.’’ It is alsopossiblethat the market for work by Adriaen was in greater demand and in
accordance witlvorkshop practicethe two artists combined their efforts under a single brand. It
was not uncommon for masters to sell workshop pieces, so a sitrategy could have been
undertaken within the family/8

Van Nieulandt probably also gained additional knowledge of Italian art through his
brother and uncle. Willem Il trained with their uncle, also called Willem, in Rome from about
1601 to 1604. There, lveas involved in an agt community that was predominantly Flemiéh.
Willem | died in Rome in 1626, and his estate was divided amongst his family in Rome and the
Low Countries®®®*Thi s could have also contributed to Ad
While no Italian names atisted 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 Ni eulriaungttibated. Theo | | ect i o
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 VAleulandt painted thraghout 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

throudh his involvement as aappraiser for his colleagudss involvement in art auctions, and

377 peter Schatbormrawn to Warmth: 1Zentury Dutch artists in ItalfjAmsterdam: Waanders Publishers, 2001),
42.
38 The strategy is common within families, see, for example, Ella Reitglada Sybilla Merian & DaughtergLos
Angeles: J. Paul Getty Museun(B) and Remmelt Daaldéran de Velde & Son, marine painters: the firm of
Willem van de Velde the Elder and Williasan de Velde the Youngre, 164@07(Leiden: Primavera Pers, 2016).
379 Sluijter 2015a, 139.
For the dispersal e fseeWhdnh&sietsi ID&usdnedeslandse immigratie iR 0 m
Amsterdam en Haarlewmstreeks 15721 6 3 0, 0 P hab, Riksusiwemsiteit teaUtrecht, 1976, 269.
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his connectionto a number of other collectors, artists, and deafwmegaps in knowledge for
identifying his collectiorcanbe reconstructed through an examimmaf his oeuvre. The atifs

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 demonstratéere by considing theidentifiedaspets 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

brothe to BloemaerandRembandt.

4.2.2Evidence through his oeuvre

Van Nieulandt has left a sizable oeuvre with at least 300 warkduding paintings,
drawings, and printafter his designs linked to his name. The subjects he addresses stretch
across manyenres, including history, still life, portraits, and landscapebolarship has
emphasizedhis dated history paintingsith insufficientconsideration of the other genres in
which he worked. While his
most productive years can still
be said to be in thiatter half
of his lifewhen he worked
primarily on history paintings

he did not paint so littlduring

his earlier yearas was

presupposed. Notably, the

1620s and 30s are marked by

Figure32 Adriaen van NieulandCopper Monday1633,0il on
panel. AmsterdamAmsterdam Museum, inv. no. SA 3026

anincrease in portrait painting
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andthe occasional still life paintingdis popular genre paintin§opper MondayFigure 33,
was also painted during this time of apparent inactivity. The poringitarticular reveal his
deeper ambitions and political interedts instancehis Double Portrait ofPrince Maurits and
Prince Frederick Henrybefore 1625The HagueMauritshuis)was executed at this time.

Van Nieul andt 6s hi glyreveayhispdaptatians andjirdfluemcess t st r
from other artists. Drawing from both biblical and classical narratiliegshow repated
figures andnotifs that bear striking resemblances to models originating elsewhere, such as the
borrowing of classial Romanarchitecture and the adaptation of figures invented by otimers.
many cases it is possible to trace the sources he mightibasiey examining his work, which
would suggesthat these sourced some poinbelonged tdiis collection omwereworks by ¢ose
associatethat he could have seen firsthahtls borrowings are often thinly disguised, which
indicates that he did not end to hide his sources, but rather to situate his work within larger
visual traditions.

Van Nieulandtds depedasingres oins od \nied e ratr tfirsdr
comnissions where he worked collaboratively. The figures Van Nieulandt contrilbugederies
of paintings of history scenes witlackgrounds byaul Vredeman de Vries amodeledafter
drawings by Hans Vredeman de VriesBagjsen explains in his analysi$ the early
collaboration of Van Nieulandt and Vredeman de V#féslis dependencon graphic sources
continued throughout his | ife. Van Nieulandt o
artists in the Low Countries and Italy. Both Roding andjt8luhave pointed to the influencé
Pieterlsaasz.and Cornelis Corndz.van Haar |l em on Van Nieul andtés

compositions. Sluijter in particular notes his familiarity with work of an earlier generation of

381 Buijsen 1995.
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Dutch artists, especially LastmandaRieter Isaagz.Neither were active printmakers, though
their paintings wereaproduced and circulated in priRtieter sa a ¢ spaintirigklars and
Venus as Lovemwas translated into an engraving by Jan SaenreBayure33). The intimate
embrace of th two goddeft a strong impression on Van Nieulandt as he reusee figures

and their placemem his BacchanalFigure 34 andVenus and Adonigigure35).32 The

/).'1011 Venerss rm/r; o~ THarts muarr 7/;;1,1:”«::#1 Lot 4'12( m/w [ m ine mm“
‘V zr»clam,'wf m/_ f éaé; o (»,c_z.sg ST St qu e r1>n‘1‘05 i)z /;4"-‘

Figure33Jan Saenredam, after Pieter Isaaddars and Venusl604,engraving.
London:British Museum1871,0812.82

motif of the male figure, Adonis arBecchus e specti vel y, gr alwgasismg t he
unusual for these scendisis more ofterfoundin depictions of Loandhis daughters, such as

Go | t drawming (@597, Victoria and Albert Museum) and later pfigure36).

382 Guijter 2015a, 178179.
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Figure 34 Adriaen van NieulandBacchanalBacchus and
Ariadne?)1613. Formerly allection of Baron Kaspar Gaus van und zu
Putlitz auf Petitz; Frankfurt (Bengel), 3il1i 1922, no. 322. Image from
RKD.

Figure35 Adriaen van Nieuland¥enus and Adonjd627. Location
unknown, sold ond on, 3Mayk0&2lgtls smage from RKD.
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Figure36 Jan Saenredam, after Hendrick Goltziust, and his Daughterengraving,
The British Musem, 1873,0809.821.

Due to Van Nieulandt ds c | szsastmamandComglis r el at
van Haarlemhe must have hadd$t-hand knevledge of their paintings and drawings, in addition
to access to prints after their work. Many of thps®Eessionatonnections were made through
his involvement in two large projects for Christian IV of Denmark. The ginsject, which took
placearoundl1618 1620, was a series of paintings of New Testament scenes on copper for the
kingbs private oratory at Felewehmintinds®olhsr g. Van
commission out oé total twenty-three®3 The seconccommission was frorthe 1640s athwas
for a series ofargepaintingsof Danish historical subjectsr the decoration of the Great Hall in
Kronenborg®®* While none othis paintings from the Frederiksborg oratory survivall twenty-

threepaintings were destroyed in a fire1859i atleast one from the second commission does.

383 Suijter 2015a, 175176.
%] pbid, and Hugo Johannsen, #fAChristian Ii\RécenstRictionvat e Or a
and I nter pr e tasdtRodng20@7, 16%80. No | dus
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Radulph Fighting the Wends at Roski({dé43,Figure 37 is based on drawingby Crispijnvan
de Passec( 1637 1639, Statens Museum for Kunst, Copenh3d&mBoth commissions put Van
Nieulandt in contact with otmenotable artists working in Amsterdam, including De Passe,
Werner van den Valckert, Pieter Lastman, Jan Pynas, Claes Moyaéstaodsaasz, who all

worked on at least one of these commissihs.

BT

G & —aaa

E

Figure37 Adriaen van Nieulandt after dramg byCrispijn van de PassRadulph
Fighting the Wends at RoskildE643,0il on canvasSkoklosterSkokloger Castleinv.
no. 1953.

Working with such prominent artists had a profdef ect on Van Ni eul and
subject matterOf his numerousistorysubjectsa large portion are taken from Ovid's
Metamorphoss.S| ui jt er 6s work on the adaptation of c|
many of these stories welrequerly illustrated and circulated throughout the Low Counti#és.

Whil e Van Nieulandtds inventory does not spec

385 |llustrated in Sluijter 2015a, 175, fig. 1150.
386 Sluijter 2015a, 175; Noldus 2007.
Eric Jan Sluijter, nDepi 6Gdds, Samis and Herobby DuttcioFaintigg irctieelAgeT h e me s
of Rembrandted. A. Blankertexh. cat. (Washington, DC: National Gallery of Art, 1980),&5and idem.De
'heydensche fabulen' in de schildenkt van de Gouden Eeuw. Verhalen uit de klassieke mythologie in de
Noordelijke Nederlanden, circa 1500670(Leiden: Primavera Pers, 2000)d em. , A Ovi di us & Her sche
herschapen, over de popul arisering Deaeventreydeded®® ogi sche t |
(2007), 46 76.
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Ma n d &chiilerboekincluded a commentary dhe poemsVan Nieulandt painted at least

two versions oWertumnus and Pomonance in 1614 and another in 164igure 38, 39§88

This was a popular subjeginong artist¢« f t he Rembr andt school, and
take on the theme might have been a respdo itssuccessin the 1647 painting, Van Nieulaind

changed his earlier depiction of a clothed Pomona to a nude figpreereminiscent of work by
Cornelsz.and Goltizus. Other mythological scenes can also be traced to mannerist influences.

Van Nieulan d tBécshanalFigure 34 shows strong inclinatiortewards Cornetizd work,
particularlyThe Wedding of Peleus and Th€li593, Frans Hals MuseunandAllegory of

Temperanc€160Q Schloss Sanssouci, Benlin

Figure38 Adriaen van Nieulandyertumnus and Pomone.1614 Location
Unknown. Imag from the RKD.

Eric Jan Sluijter, AéVerumnus en Pomonad6 ddaamten Hendr i c
en contrasten Bufletivvanrhet Rigkamuseudsh(10e1y 386400. For the English translatipsee
idem., AVertumnus and Pomona by Hendrick Goltzius (161

Form and Geadactressof Sight: Studies in Dutch Art of the Golden thges. Jennifer Killian and Katy
Kist (Zwolle: Waanders2000), 70 85.
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Figure39 Adriaen van Nieulandiertumnus and Pomon&647
Formerly collection E. Shapiro. Image from the RKD.

Anotherfrequent heme forVan Nieulandt was Dianaith hernymphs. This subject was
popular with Cornelis van Poelenbur{f694 1667)and his circle. Sluijter has already noted the
i nf |l uen danabndCallatg1b54 9, The National Gallery, London) had on the
portrayal of this scene in Dutch &?2.First circulated through prints §ornelius Cor{Figure
40), Ti t i an 6 s Ddeamiacdtsi canc caufsat ory gesture towards
in prints and paintings featuring the goddess. Van Nieukasdtcopied this Diana multiple
times, sometimes without Callisto. Ilade painting from 1654Figure 41) he complements
Di ana wi t GalaRRawhb ia iasertedinto the center of the composition, between Diana
and CallistoHe further inserts auderepoussoirfigure that recalldtalian precedentsuch as

Marcantono Rai mondi 6s print from the Villa Farnesi

389 Suijter 2006, 167.
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a nude nymph, with her back to the viewer, leans back, supporting herself with her left arm (in
Rai mondi 6s pr iFaastofdahie Gajthe filuaeitrevest, @rsl she supports
herself with her right arm). I n these instanc

are thinly veiled, a practicéan Nieulandontinues in his k&r painting ofGalatea and Acis

(Figure 43.
Figure40 Cornelis Cort, after TitiarDiana Figure41 Adriaen van Nieuladt, Diana and
and Ca||IStQ 1566, engraV|ng\|eW YOI’k: h er N y mp h S Dl sSscoVve r,i

The Metropolitan Museum of Art, The Elist 1654, oil on canvaBrunswick:Herzog Anton
Whittelsey Collection, The Elish&/hittelsey  Ujrich Museum

Fund, 1949, 49.97.541.

Galatea and Acis vganot a commosubject in Dutch art in the seventeenth century. Due

to the rarity of the subject, VaastheMioreul andt 6s
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