






































































1 

Jan Saenredam (1565-1607) 
after Abraham Bloemaert (1564-1641) 

Adam and Eve in the Garden of Eden, c. 1600 

10¼ x 73/4 inches 

Engraving 

To the audience of the 17th century, the Biblical story of the 
"fall" of Adam and Eve in the Garden of Eden underlay an 

understanding of the world and its contents in a number of 
important ways. Adam and Eve had been created as ideal, 
perfect beings, and before disobeying God, they had enjoyed 
a deathless existence in harmony with their environment 
and its other inhabitants. Nature was benign and provident; 
in this engraving we see the ground replete with allowable 
produce as Eve calls Adam's attention to the fruit of the 
one forbidden tree. It was only after eating from the tree of 
knowledge char the parents of mankind were expelled into a 
world in which weather, animals, and ultimately other humans 
offered threats hitherto unknown. 

Abraham Bloemaert was one of the most revered artists 
of his time in the Netherlands. He was the founder of the 
Utrecht school of painters; his students included Gert van 
Honthorst and Hendrik Terbruggen, the most influential of 
the Dutch Caravaggists. 

Jan Saenredam began his career as a mapmaker; at the age 
of 24 he became a pupil of Hendrik Goltzius in Haarlem, 
who was the most famous draftsman and engraver of the 
early 17th century. 

2 

Cornelis Galle (1576-1650) 
after Peter Paul Rubens (1577-1640) 

The Sacrifice of Isaac, c.1640 

165/s x 127/s inches 

Engraving 

According to reasoning current in the early 17th century, 
humans who had lived in Biblical times were more robust 
and handsome than the people to be seen in the present 
world; this was because they lived closer to the Creation, 
when Adam and Eve had been created in God's own image, 
and there had been a steady decline in the world and in its 
inhabitants since that time. The famously burly, muscular 
appearance of Rubens' figures are meant to convey this heroic 
nature of the people of earlier times; here both Abraham and 
his son Isaac are seen as strong, imposing personalities, at the 
moment when the angel stops the hand of the patriarch, who 
has triumphed in the ultimate test of his allegiance to God. 

Peter Paul Rubens, the greatest Flemish artist of his time, 
had returned to Antwerp in 1608 after eight years in Italy. 
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After 1614 he sought to develop a team of engravers who 
could translate designs from his paintings into prints that he 
himself would publish. 

Cornelis Galle was a member of the second generation of 
a famous clan of Antwerp engraver-publishers. 

The painting that served as rhe basis for this engraving is in 
the Nelson-Atkins Museum of Art in Kansas City, Missouri. 

3 

Johannes Sadeler (1550-1600) 

Jonah Cast into the Sea, c. 1595 
93/s x 77/s inches 

Engraving 

Many stories from the Bible related events involving frighten
ing natural wonders; rhe story of Jonah involved two of these, 
rhe storm at sea and the appearance of one of the ocean's 
fearsome monsters. The creature that swallowed the reluc
tant prophet is described in the Bible as a "large fish;' but it 
was traditionally interpreted as a whale, one of the almost 
unbelievable giants seen from time to time by sailors. The 
complete animal was very rarely seen, and accounts often 
filled in the details with imaginative and sensational results. 
The animal's size, however, could scarcely be doubted - it 
was frequently as large, or larger than the sailors' craft - and 
mariners who felt threatened sometimes would cast cargo 
into the sea, in the hope of distracting the monster's atten
tion long enough to make their escape (as Jonah's compan
ions have done, before jettisoningJonah). Seamen both of the 
ancient world and of the 17th century might well believe that 
such a prodigy could swallow a man, and with God's help 
deposit him on a foreign shore. 

Johannes Sadeler was the founding member of a family 
of important engravers and publishers in Antwerp. Born in 
Brussels, he was originally trained as a decorator of armor 
and firearms; in 1572 he came to Anrwerp where he estab
lished himself as an engraver. At around 1579 Sadeler moved 
to Cologne, from where he went into the service of William 
II of Bavaria in Munich. In his lacer years he traveled to Italy 
several times; he died in Venice. 

4 

Johannes Sadeler ( 1550-1600) 
after Jacopo Bassano (1515-92) 

Adoration of the Shepherds, 1599 

83/4 x 11 ½ inches 

Engraving 

The general organization of society into classes was another 
aspect of the 17th-century world rhat was seen to be reflected 
in the Bible; among the lower classes, those who kept flocks 

were often singled out for sympathetic portrayal. It was a 
group of shepherds who, second only to the Magi, received 
the announcement of the birth of Christ, and images such as 
this were meant to reflect the dignity imparted to the hum
bler classes by the Bible. 

One of the important roles played by prints in the 17th 
century was the reproduction of works of art in other me
dia, especially painting; here, an engraver from a well-known 
Anrwerp family of engravers, visiting Venice, has produced a 
plate after a painting by the recently deceasedJacopo Bassano. 

Jacopo dal Ponte, known as Bassano from the village near 
Venice where he and his family maintained their studio, was 
a prolific master whose works were much admired in the 
early 17th century. The Bassano workshop produced nu
merous copies and variants of their paintings; it is uncertain 
which version of this painting provided the basis for Sadeler's 
engraving, which he likely made during the final year of his 
life in Venice, 

5 

Wenzel Hollar (1607-77) 
after Peter van Avant (1600-32) 

Ihe Penitent Magdalen, c. 1630 

15¼ x 22 inches 

Etching 

Mary Magdalen, having done years of penance in the wilder
ness, receives a heavenly vision of the cross as she prays in her 
shallow cave. As a reward for her piety, the "wilderness" has 
been transformed into an Eden-like environment; note the 
vegetables appearing on the ground before her, like those seen 
earlier in Saenredam.'s engraving. 

Born in Prague, Wenzel Hollar was one of the 17th cen
tury's best known printmakers, an etcher who worked after 
both his own designs and those of other artists. Hollar prob
ably learned the technique of etching in the Frankfurt work
shop of Mattheus Merian. He later worked in Strasburg and 
Cologne, before being invited to London in 1637 by Thomas 
Howard, Earl of Arundel, one of the first great arr collectors 
in England. 

6 

School of Hendrik Goltzius (1558-1616) 

Apollo Slaying Python, c.1616 

7 x 10 inches 

Engraving 

Ancient pagan literature provided tales of many imposing 
monsters. Delphi, famous as the site of Apollo's sanctuary that 
housed the celebrated Sibyl, had been the home of a fright
ful serpent named Python. To claim the sacred place, Apollo 
slew the beast with arrows shot from his silver bow. European 
adventurers in the New World who encountered new and 
frightening animals might have compared their own exploits 
to Apollo's victory; like the god, they had claimed important 
new realms by overcoming the fierce creatures found there. A 
favorite in accounts such as these was the dragon-like crocodile; 
one of these wades the shallow stream in the middle distance 
in this print. 

Goltzius was the friend and patron of Carel van Mander, 
and with the painter Cornelis van Haarlem founded the first 
artistic academy in the Netherlands. Van Mander published 
the first Dutch language compendium of stories from Ovid's 
Metamorphoses; this engraving comes from a series meant 
to illustrate van Mander's text, which was vastly influential 
among artists of northern Europe. 

7 

Richard Collin (1626-87) 
after Joachim Sandrart (1606-88) 

Galatea, 1676 

125/s x 81/s inches 

Engraving 

Mythological characters were usually given heroic anatomy 
similar to that of Biblical figures by artists of the 17th cen
tury; here, though, the ancient Greek interest in ideal figures, 
well attested in literature, lent another sort of artistic author
ity. The subject of this print is Ovid's heroine Galatea, who 
escaped the attentions of the Giant Polyphemus with the aid 
of the creatures of the sea; but more than anything else, it is 
a demonstration of the ideal of the female body as conceived 
at the time. The figure was drawn by Joachim Sandrart, who 
was an important writer on the history and theory of art, as 
well as being a painter himself; it was engraved by his pupil 
Richard Collin. 

Sandrart lived in Italy between 1629 and 1635, and knew 
most of the great painters in early Baroque Rome. Although 
he was the most important German painter of the 17th century, 
he is best known today as the author of important theoreti
cal works and biographies of Northern artists, meant as a 
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counterpart for Giorgio Vasari's famous book oflives ofital
ian artists. This engraving was made by Sandrart's close pupil 
Richard Collin, and comes from a series intended to illustrate 
principles from Sandrarr's writings. 

8 
Gerard de Lairesse ( 1641-1711) 

The Sacrifice of Iphigenia, c. 1680 

12 x 15¼ inches 

Etching 

The use of classical forms to lend an air of authenticity to 
subjects from ancient history was already a well established 
tradition at the beginning of the 17th century; it suggested a 
degree of fashionable learning on the part of an artist. It was 
also a convenient strategy that could be applied to subjects 
that were not strictly classical, such as Biblical stories or, as 
here, the pre-classical episode of Iphigenia, about to be sacri
ficed by her father Agamemnon in order to receive a favorable 
wind with which to sail for Troy. 

The artist of this etching, Gerard de Lairesse, had been a 
pupil of Rembrandt, but later adopted the strict classical pre
cepts of the French academy. These included careful attention 
to archaeological details, such as the columns and Roman 
armor seen in this composition, as well as to the gestures and 
facial expressions that were meant to convey the emotional 
character of the story. The actual subject itself has sometimes 
been interpreted as the sacrifice of Polyxena, another episode 
from the Illiad. 

Gerard de Lairesse had fled to Amsterdam in the 1660s 
after a scandal in his native Lille; there he was acquainted 
with Rembrandt, who painted his portrait. In Amsterdam 
Lairesse became a leader in the movement to promote ideas 
from French art and literature in the Netherlands; he became 
acclaimed both as a painter and a printmaker, striving to 
emulate the classical principles of artists such as Nicolas 
Poussin and Charles Lebrun. In 1690 Lairesse suddenly 
fell blind; after this date he lectured on the arts and dictated 
important treatises promoting a strict classical taste, oppos
ing the theatrical Baroque tendencies of many of the artists 
of the time. 
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9 
Johannes Visscher (1636-92) 

after Nicholaes Berchem (1620-83) 

Shepherds of the Golden Age, c. 1660 

121/2 x 15¼ inches 

Etching 

Latin poetry from the time of Augustus celebrated a bucolic 
Golden Age of mankind that had existed before the devel
opment of complex societies; during this age, humans lived 
by keeping animals in a gentle, beneficent nature. It was a 
peaceful, leisurely existence, for which music and love were 
the primary pastimes. This nostalgic view of an easy life in the 
Italian countryside was very attractive to the audience of the 
17th century; the shepherds of the Golden Age were imag
ined as having a more luxuriant, sensuous character than the 
herdsmen so prominent in the Bible. 

Nicolas Berchem had traveled to Italy at least twice; he was 
a leader of the"Italianate" school of Durch landscape painters, 
whose works reflected the Arcadian countryside and misty, 
late afternoon light of artists such as Claude Lorrain ( whom 
Berchem probably knew in Rome). Unlike Claude's works, 
which are set in the ancient past, Berchem's landscapes are 
populated by contemporary shepherds and travelers, making 
their ways through an environment salted with ruins of clas
sical antiquity. 

10 
Agostino Carracci (1557-1602) 

Nymph Approached by a Satyr and 
Satyr Punishing a Nymph, c. 1600 

57/s x 4¼ inches (each) 

Engravings 

17th-century readers of Latin could not escape awareness 
of a boisterous sexuality in the ancient world, which stood 
in strong contrast with the moral tenets of their own day; 
and the idea of pagans as libertines was seen as an example 
of the distinctions between the ancient past and modern, 
Christian civilization. For this reason, images with a sexual 
content were in some way more acceptable if they were set in 
the ancient world; the viewer could maintain at least a flimsy 
pretense of moral superiority over the supposed behavior of 
loose-living classical times. Ownership of such images was 
always a private affair, and they were frequently subject to 
censorship; Agostino Carracci was obliged to deny that he 
was the author of a series of erotic engravings, known as the 
Lascivii, when questioned by papal officials. Despite attempts 
to suppress Agostino's scurrilous prints, they were reprinted 
several times, and copied at least twice. 

Agostino Carracci was the elder brother of Annibale Carracci; 
and together with him and their cousin Ludovico was one of 
the founders of the revolutionary Bolognese school of art in 
the last years of the 16th century. Agostino's engravings were 
important in spreading awareness of the new, non-Mannerist 
style of the Carracci school in other parts ofitaly and Europe. 

These two examples were once in the collection of the 
English painter Thomas Lawrence. At an unknown time 
someone saved these impressions from destruction; brown 
stains crossing the images come from paste on the reverse 
used to repair the sheets, which a moralist had torn into 
quarters. 

11 
Johann Ulrich KrauB (1655-1719) 

Ventral and Dorsal Ecorche Figure, c. 1700 

7 x 5 inches 

Etching 

Study of the superficial muscles was a central feature of art
ists' education in the 17th century. Although artists occasionally 
attended dissections conducted by medical instructors, gen
erally they relied instead on prints that demonstrated the 
uppermost layer of the muscular system, drawn as though 
the skin had been removed ( often referred to by the French 
term ecorche). This etching comes from a book of models for 
art instruction published at the end of the century at Augs
burg; the pose is shown first in simple outline, and then with 
the figure shaded - using hatched lines - so that the actual 
relief effect of the details of anatomy may be more clearly 
understood. 

Books of drawing models such as this were particularly 
valued for instruction of women, who took up the study of 
art in increasing numbers over the course of the 17th century. 
Traditionally women were not permitted to draw from living 
male models, but prints such as these were seen as an 
acceptable substitute. Unfortunately KrauB's book was in 
relatively short supply; its plates were lost when his studio 
was destroyed in a military action in 1703. 

12 
School of Jacques de Gheyn (1565-1629) 

Figure study, c. 1620 

7¾ x 111/2 inches 

Engraving 

Although the classical concepts of the ideal figure were widely 
known in the 17th century, contemporary notions of beauty 
enjoyed far greater popularity in the visual arts. Convincing 
nude studies of female figures drawn from life are surpris-

ingly rare in this period. This example, by an unknown Dutch 
artist of the first quarter of the century, is a superb example of 
the well-nourished, fertile-looking body type that was fash
ionable at the time in all parts of Europe. 

13 
Hieronymus Wierix (c.1553-1624) 

after Johannes Stradanus (Jan van der Straet, 1523-1605) 

Lust and Anger from the Seven Deadly Sins, c. 1610 

73/s x 5¼ inches ( each) 

Engravings 

The pseudo-science of physiognomy held that the principles 
that made up a person's character could be recognized in the 
features and expression of the face. These principles were 
conceived as virtues, or positive qualities, and vices, which 
had a propensity for evil. The Vices are portrayed as older 
women ( as opposed to the Virtues, who are all young and 
fresh-faced). Here Lust smiles lewdly as she brazenly looks 
directly at the viewer. She strokes the head of a goat, plac
ing her fingers astride its horns; this refers to the sign of the 
horns, even today an obscene gesture imparting cuckoldry 
towards the target. Anger, with her crooked nose, stares madly 
towards our left, making a stabbing gesture with her finger as 
she contemplates her dagger's violent work. 

Stradanus had been a friend and collaborator of Giorgio 
Vasari in Florence during the years 1546-75; on his return 
to the Netherlands he was recognized as one of the leading 
authorities on contemporary Italian artistic thought. He 
provided designs for engraving to a number of publishers 
in Antwerp. 

Hieronymus Wierix was one of the most important of 
an extended family of Antwerp engravers in the early 17th 
century; he was notorious for his riotous, drunken lifestyle, 
and his skill as an engraver helped him emerge from underneath 
at least one legal entanglement. 

14 
Hieronymus Wierix (c.1553-1624) 

after Johannes Stradanus (Jan van der Straet, 1523-1605) 

Temperance and Prudence from the Seven Virtues, c. 1610 

73/s x 5¼ inches (each) 

Engravings 

In contrast to the Vices, the Virtues are youthful, modest 
women. Their faces show the serenity that arises from a clear 
conscience, as they perform introspective symbolic acts. Tem
perance is pouring water into her wine, a practice meant to 
preserve self-control and one that was often prescribed for 
nuns; Prudence confronts her own reflection without com-
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promise, the punishing serpent ready at hand. It is interest
ing to note the ways in which the putti, or decorative nude 
children, echo the themes of these four prints. 

15 
Robert Nanteuil (1623-78) 

The Prince de Couvy, 1662 

143/s x 10¾ inches 

Engraving 

Portrait engravings showing the great men and women of the 
time were among the most popular types of prints in the 17th 
century. One reason for their popularity had to do with the 
ancient belief in physiognomy, which held that the qualities 
of someone's personality could be interpreted by the features 
of his or her face. A viewer could try, for instance, to discern the 
virtues that contributed to a great man's character, know the 
things that made him great, or to identify the vices inherent 
in someone portrayed as a villain. Most portraits naturally 
sought to depict their subject in the most flattering way pos
sible; this example, a nobleman from the court of Louis XIV 
is by Robert Nanteuil, an artist who became famous as a 
specialist who both designed and engraved portraits ( unlike 
most engravers, who relied on drawings made by others). 

Nanteuil was the first engraver to receive a royal appoint
ment in France, being named graveur-en-ordinaire by Louis 
XIV. In 1660, at least in part to benefit Nanteuil, Louis 
issued a royal decree elevating engraving to academic status, and 
bestowing the privileges of other academic artists on engravers. 

16 
Paulus Pontius (1603-58) 

after Anthony Van Dyck (1599-1641) 

Prince Carignani, c. 1640 

93/s x 73/s inches 

Engraving 

The greatest portrait painter of the 17th century, the artist 
who could capture the face and personality of the sitter best 
of all, was Anthony Van Dyck of Antwerp. A portrait by Van 
Dyck was highly desired by any politician or aristocrat who 
wanted to perpetuate his own memory; and an engraving of 
a Van Dyck portrait could spread and enhance the sitter's 
fame even more. This shows Francesco Tomasso Carignani, a 
north Italian commander serving the king of Spain in Catholic 
Flanders. Ir was translated into an engraving by Paulus Pon
tius, the leader among the engravers who worked under Van 
Dyck's direction. 

Pontius originally had been the director of engravers work
ing for Van Dyck's teacher Rubens, living in the artist's house 
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and working under the master's direct supervision. Pontius 
became a minor artistic celebrity in his own right, as one of 
the most successful engravers of the time. 

17 
Paulus Pontius (1603-58) 

after Anthony Van Dyck (1599-1641) 

Theodor van Loon, c. 1640 

9¾x7 inches 

Engraving 

Interestingly, portraits of artists were in sufficient demand in 
the 17th century for engravings to be made of many. Writ
ers of the time well understood that the characteristics of an 
artist's work arose in some part from his personality, and that 
differences in style were the result of different characters. This 
resulted in a natural interest among collectors, connoisseurs 
and others concerned with matters surrounding art to see an 
image of the artist, so that in his face his particular virtues 
might be discerned. This shows a minor painter of the city of 
Louvain, a member of the generation that had preceded Van 
Dyck. Not only do we see Van Dyck's genius for characteriza
tion, but also the engraver's matchless virtuosity: the features 
of the face and hands are rendered with delicate, tiny strokes 
and almost microscopic stippling; the broad surfaces of the 
clothing and background, on the other hand, are described 
with bold, expressive strokes. 

18 
Anthony Van Dyck (1599-1641) 

The Engraver Paulus Pontius, 1640s 

93/s x 63/s inches 

Etching 

The collection of prints after Van Dyck's portraits of his fel
low artists is known as his Iconographia. The majority of 
these prints were produced by other engravers following Van 
Dyck's drawings; in a handful of cases, however, Van Dyck 
began his own plates, employing the technique of etching 
rather than engraving. Van Dyck's etched portraits amounted 
to little more than head studies, and the clothing, back
ground, and other details were added later by others. This 
example shows none other than Paulus Pontius, the best of 
the engravers who worked after Van Dyck's drawings (see cat. 
16, 17). Pontius himself is one of the relatively few engravers 
who became financially successful and well-known person
ally; in general theirs was a much more humble craft than that 
of the painter/ designer. 

19 
Ottavio Leone (1587-1630) 

Antonio Tempesta, 1621 

5¾ x 43/s inches 

Etching 

Ottavio Leone was another artist who specialized in portrai
ture. Like Nanteuil, he was able to produce prints of his own 
as well as exquisite drawings that could be employed by other 
engravers. Leone employed etching, as Van Dyck had done, 
for his portrait prints; but whereas the engravings made af
ter Van Dyck's portraits seek to replicate the monumental 
presence of the the artist's life-size paintings, Leone's seek to 
capture the precious feeling of portrait miniatures. The 
molded frames with which Leone encloses his subjects are 
meant to enhance this effect. This example shows Antonio 
Tempesta (1555-1630), a Florentine painter of battle scenes. 

20 
Johannes Visscher (1636-92) 

after Nicolaes Berchem (1610-83) 

Morning, c. 1675 

12½ x 14½ inches 

Etching 

Contemporary farmers and shepherds were looked on by 
the audience of 17th-century prints as a curious reflection 
of those who had dwelled in the legendary golden age. They 
enjoyed many aspects of the same bucolic lifestyle, keeping 
animals for their living, but they did not display the poetic 
dignity of their supposed ancient ancestors. Modern country 
people are generally portrayed as lazy and disheveled with 
coarse features and boorish manners. The contrast between 
the agricultural classes of the day and the handsome shep
herds met in ancient poetry was often emphasized by por
traying peasants of the Italian countryside, in a hilly, sunlit 
landscape quite different from that of the Netherlands. Nicolas 
Berchem, the designer of this print, was a specialist in the 
Italianate landscape: here we see a farmer dismounting, as a 
donkey is shod in the distance, before a barn that has been 
improvised from a cave in a hillside. 

21 
Adriaen van Ostade (1610-84) 

Peasant Dance in a Barn, c. 1680 

93/s x 123/s inches 

Etching 

Country folk in the Netherlands were frequently shown as 
boisterous, hard-drinking revelers in paintings and prints of 
the 17th century. More inclined towards celebration than to 
work, farmers and their families are often seen making merry 
in dirty, improvised settings, such as the spacious barn of this 
print. The young tree that has been brought inside for decoration 
indicates that this is a springtime occasion; a couple strikes 
up a dance to a fiddler's tune in the center, while onlookers 
drink, smoke and flirt across a floor strewn with debris. 

Adriaen van Ostade was probably a pupil of Frans Hals in 
Haarlem; although he occasionally painted portraits, which 
were Hals' specialty, his principal subjects were comprised of 
scenes of peasant life, a fashion he took up from the Flem
ish painter Adriaen Brouwer. Although the total number of 
his etchings is relatively small, he was as well known for his 
prints as for his paintings in his own time, as he is in ours. 

There was a great surge of interest in 17th-century prints 
in the following century, especially in France. Many old plates 
were bought and reprinted for the collectors' market, including 
this which was printed in reddish ink to suggest the sanguine 
chalk sometimes used in old drawings. 

22 
Jacob van der Heyden (1573-1645) 
after Jacques Bellange ( c. 1575-1616) 

Fight between Beggars, c.1640 

121/s x 83/s inches 

Etching 

Mendicants, those who traveled from place to place begging 
for a living, were the very lowest class of 17th-century society. 
In this composition we see two of many types of vagrant com
mon to the era. One is a street musician with his instrument, 
the hurdy-gurdy; such musicians were commonly supposed 
to be blind, but often suspected of faking the disability. The 
other is dressed as a pilgrim, with his traditional walking stick 
and the scallop shell of the shrine of St. James of Compostella 
on his hat. Many held that charity to pilgrims was obligatory, 
and frequently beggars pretended to be on pilgrimage to har
vest alms from the sincerely faithful. The argument between 
beggars such as these was a favorite comic theme of the early 
17th century, and is met with in plays and other satires as well 
as in art; usually one is jealous of another encroaching on his 
source of income. 
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This print is a copy of an earlier print: the original, by 
Jacques Bellange of Lorraine, was already rare by the middle 
of the 17th century. Copies such as this were quite common, 
most often made to satisfy the market for an image by a 
deceased artist that was not otherwise available. Living artists 
often applied for a "privilege;' the forerunner of the modern 
copyright, to protect their works against piracy. 

23 
Wenzel Hollar (1607-77) 

Woman of Basel and Woman of Dieppe, 1649 

3½ x 23/s inches ( each) 

Etchings 

The fashions of the upper classes were a subject of intense 
interest in the society of 17th-century Europe. One of the 
most commercially successful series of prints of the entire 
century was a group entitled The Theater of Women by the 
Bohemian artist Wenzel Hollar. This set of tiny etchings, 
produced by an artist who had traveled widely himsel£ was 
the first widely distributed group of fashion plates; it was 
reprinted over and over for a century after its creation, long 
after the styles it portrayed had gone out of fashion. These 
two examples come from a very early printing, showing fully 
the detailed, miniature-like delicacy ofHollar's technique. 

24 
Anonymous Netherlandish 

The Baths of Caracalla, c. 1650 

43/4 x 73/s inches 

Etching 

The sheer size of many ancient Roman ruins exerted a pow
erful attraction for the imaginations of tourists in the 17th 
century; the suggestion of their original splendor stood in 
sharp contrast with the overgrown, rugged dilapidation they 
presented to modern visitors. This evocative, romantic appeal 
often overshadowed any need to render a careful, accurate 
depiction that might be suitable for study. The subject of this 
etching, by an unknown artist, is based on the brick and con
crete vaults of the baths of Caracalla in Rome, perhaps the 
most awe-inspiring ruin of all. It is not, however, an identifi
able view of a specific part of the site. 
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25 
Peter Schenck (1645-1715) 

Temple in the Forum ofNerva, c.1700 

65/s x 77/s inches 

Etching 

There was a market among serious students of antiquity for 
accurate images of ancient ruins, but this demand was sur
prisingly slow to be met; the only truly archaeological views of 
Rome appeared only in the second quarter of the eighteenth 
century. This print, by the Amsterdam etcher Peter Schenck, 
comes from a series entitled Roma Aeterna, first printed in 
1705. In its time it was the most reliable visual account of 
Rome and its environs, with both ancient and modern sights 
depicted. Schenck relied on drawings from a variety of sources 
for his etchings, however, and they often contain inaccura
cies and fanciful additions. The arched bridge seen at right, 
for example, never existed, and the medieval bell tower just 
beyond belongs to no actual church existing in this vicinity 

of the city. 

26 
Anonymous Netherlandish 

The Escorial, c. 1660 

73/4 x 10½ inches 

Etching 

Views of famous modern buildings were popular with a far 
wider audience in the 17th century than views of the ancient 
past. Memories of the war of independence from Spain were 
still strong in the protestant Northern Netherlands long 
after the middle of the century, and Spanish influence was 
still pervasive just to the south. This etching is an imagi
nary aerial view of the center of Catholic Spanish power, the 
unique combination of palace and monastery known as the 
Escorial, near Madrid, its massive central church designed by 
the architect Juan de Herrera a century before. The Escorial 
was also famous as the home of the most famous art collec
tion of the time, begun by Philip II in the 16th century and 
enlarged by Philip IV, patron of Velazquez and widely held 
among his contemporaries to be the greatest living expert on 

the art of painting. 

27 
Mattheus Merian the Elder (1593-1650) 

Dinant, c.1650 

8½ x 12½ inches 

Etching 

The beauties of modern Europe and its cities were well 
appreciated and discussed by travelers of the 17th century, and 
many guidebooks and atlas-like publications answered the 
demand for information about well-known places. One such 
publication was the Topographia Galliae, printed in Frankfurt 
in stages during the second quarter of the century. It was il
lustrated with splendid etchings produced in the workshop 
of Mattheus Merian, whose children and other relatives par
ticipated in producing hundreds of etchings based on draw
ings made on-site by a number of designers. This example 
shows the city of Dinant, on the Meuse river in modern Bel
gium. A numbered key is provided for many of the important 
landmarks, but the most salient features are named inside the 
image itself; among these is the 11th-century castle high on its 
cliff, and the Monfort tower, over the entrance to a series of 
caverns that was even then a tourist attraction. 

28 
Mattheus Merian the Elder (1593-1650) 

View in Paris, c. 1650 

8 x 13½ inches 

Etching 

Paris had been famous in the Middle Ages as the most 
splendid city in Europe; in the 17th century, however, it was 
home to stark contrasts between the neglected remains of its 
former glory and the modern buildings contributed sporadi
cally by later monarchs. Here, amidst wide muddy tracts of 
unclaimed land, we see one of the ruined gates of the city's 
old defensive walls; across the river rises the Louvre, the 
additions of Henry IV propped against the grim towers of 
the old medieval fortress. Like cat. 27, this etching comes 
from the great Topographia Galliae, printed at Frankfurt near 
the middle of the century. 

29 
Stefano della Bella (1610-64) 

Fountain of the Apennines at Pratolino, c. 1650 

97/s x 15¼ inches 

Etching 

Modern marvels built to compete with the wonders of the 
ancient world were greatly admired in the 17th century. There 
were many accounts of gigantic statues in Latin literature, but 
no antique colossus survived. The monstrous figure personi
fying the Apennine mountain range is still to be seen at the 
villa at Pratolino near Florence; it was built in the late 16th 
century (from designs by the sculptor Giovanni da Bologna) 
for the dukes of Tuscany in an attempt to rival ancient colos
sal statues. This etching depicts the sculpture as it appeared 
in the middle of the 17th century; today, the artificial grotto 
from which the ''.A.pennino" seems to rise has largely disappeared. 

Stefano della Bella was a native of Florence, and briefly 
succeeded Jacques Callot as printmaker to the Medici dukes. 
In 1642 he was invited to Paris, where he met Callot, and in 
1647 he traveled to Amsterdam, where he likely met Rembrandt 
and saw the works of the other great Dutch etchers of the 
day. By 1650 he had returned to Florence, where this print 
was produced. 

30 
Aegidius Sadder (1570-1629) 

The Sulfur Works at Pozzuoli, c. 1610 

63/s x 10½ inches 

Engraving 

The 17th century saw a great increase in reporting of natural 
wonders to be seen in Europe. Among these a favorite was 
the region of constant, dispersed volcanism near Pozzuoli, in 
southern Italy. The smoky, poisonous fumes rising from its 
unstable ground had been known since ancient times, and 
had inspired countless infernal concepts of the underworld. 
From the 16th century an operation to recover sulfur, for the 
manufacture of gunpowder, had existed at Pozzuoli; its tent
like shelters can be seen in the distance of this engraving. 

Aegidius Sadder, of the great Antwerp family of engravers 
(see cat. 3), had immigrated to Germany by 1588, when he 
was in the service of the dukes of Bavaria. Beginning in 1593 
he traveled in Italy; he was in Naples in 1596, and must have 
seen Pozzuoli at this time. In 1597 he was in Prague, where 
Emperor Rudolph II granted him permission to act as a 
publisher (it was probably at this time that his Italian series 
was published). In his later years Sadder turned to painting, 
although none of his works have been identified; it was he 
who advised the young Joachim von Sandrart to take up 
painting in 1622. 

75 



31 
Wenzel Hollar (1607-77) 

after Jan Brueghel (1568-1625) 

Landscape with Wagons and Windmills, c. 1630 

4¾ x 67/s inches 

Etching 

An appreciation for contemporary, local views is one of the 
most interesting developments in the art of the 17th cen
tury. Topographically accurate depictions of actual locations, 
however, are relatively uncommon. The details seen in this 
etching seem completely plausible; the low, flat horizon, 
the windmills facing the winds from the sea, and the carts 
meeting each other on a country road might be found in 
many parts of the Netherlands, but they belong to no par
ticular place. The composition for this print, produced by the 
Prague-born etcher Wenzel Hollar, comes from a painting 
by Jan Brueghel, son of the 16th-century landscapist Pieter 
Bruegel the Elder, who was one of the pioneers of the realistic 
landscape painting. 

32 
Anthonie Waterloo (1609-1690) 

Landscape with a Footbridge, c. 1660 

9¼ x 11¾ inches 

Etching 

The culture of the Netherlands in the 17th century was 
largely urban; and in the cities many longed nostalgically for 
what they perceived as a healthier and more carefree life in 
the country. Paintings and prints showing life in a verdant 
countryside, known today as "woodland" landscapes, were 
enormously popular. Here a woman leads her daughter across 
a wooden bridge above a small waterfall; two other travelers, 
apparently a man and wife, pause to talk beneath the shade 
of a great oak tree. The artist, Anthonie Waterloo, specialized 
almost entirely in etchings of woodland scenes of this kind. 
Waterloo is known to have worked as a painter, but his extant 
work consists entirely of etchings. 

33 
Aegidius Sadeler (1570-1629) 

after Roelandt Saverij (1576-1639) 

Fisherman's Cottage, c. 1610 

85/s x 11 inches 

Engraving 

The city dwellers who purchased prints in the 17th century 
considered the country folk, their customs, and dwellings to 
be amusing for their quaintness, simplicity, and earthiness. 
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Among the humblest of the rural classes were those who 
caught and trapped fish from the canals and rivers to be 
sold in markets in nearby towns; they owned no land, and 
subsisted on the most meager income. Here is the house of 
such a family, built high on pilings amidst vine-covered trees. 
Repairs to the dilapidated structure are constantly taking 
place; the father sets out on his boat at lefr, and at right, 
another member of the family relieves himself using the sim
ple facilities at hand. 

Roelandt Saverij is thought to have worked for a time 
in Prague, where he would have known Aegidius Sadeler. 
Although he painted a variety of subjects, on his return to 
the Netherlands in about 1613 he was best known for his 
landscapes filled with animals. 

34 
Adriaen van Ostade 1610-84 

Barn Interior, c. 1660 

61/s x 7½ inches 

Etching 

This famous etching is as much a still life as it is an architectural 
interior, showing discarded shutters and barrels alongside a 
stored plow and bundles of hay, in a barn where two chick
ens forage near the center of the earth floor. We can see how 
closely the farmers lived with their animals; at right, under 
a thatched roof that catches the sunlight, is the door to the 
farmhouse, leading directly into the barn. It must be remem
bered that prints such as this were meant to be seen by an 
audience who lived in the city; the intermingling of spaces 
meant for the farmer's family and for his livestock would have 
been a stark contrast to the sanitized urban environment of 
the 17th-century Netherlands. 

35 
Adriaen Collaert (1560-1618) 

Species of Fish and Species of Water Fowl, c.1600 

45/s x 73/s inches (each) 

Engravings 

The extraordinary variety of shapes and forms displayed by 
living creatures was a source of endless fascination for people 
of the 17th century, especially in the Netherlands, where the 
bizarre-looking creations that turned up in fishermen's nets 
were closely matched by the birds that also lived on the pro
duce of the sea. Artists often went far out of their way to 
record the appearance of a new or unusual animal, and prints 
depicting these oddities of nature attracted a wide audience. 
These examples come from one of the first series to attempt 
accurate description of the subject, along with their some
times colorful names ("Lion of the Sea" and "Father Hugo" 

among them). The backgrounds of the engravings provided 
the artist with an opportunity to show marshy landscapes 
or broad scenes of the seacoast, complete with detailed 
images of contemporary sailing ships. Images such as these 
are the most important historical source today for informa
tion about the appearance and rigging ships of the time. 

36 
Willem van der Gouwen (dates unknown) 

after Hendrik Goltzius (1558-1616) 

Whale Beached on the Coast of Holland, c. 1690 

10¾ x 13½ inches 

Engraving 

The beaching of small whales was not an uncommon event 
on the northern coasts of Europe; but on rare occasions an 
animal would wash up that was so large that it confirmed the 
biblical story of Jonah as well as the tales related by fright
ened sailors, who while at sea sometimes saw monsters as big 
as their ships. Several prints were made after a drawing by 
Hendrik Goltzius, which recorded the beaching of a sperm 
whale that came aground at Berkey in the county of Hol
land in 1598. A concession was granted to an enterprising 
merchant to boil the animal's fat for sale as oil for lamps; 
ultimately its jaws and bones were preserved as curios. Here 
we see the curious climbing on the great hulk, measuring its 
body parts, and carrying off the blubber to be rendered. 

37 
Maria Sibilla Merian 1647-1717 

Daffodil and Insects, c. 1660 

8¼x 6 inches 

Etching with applied watercolor 

Few artists who recorded the appearances of animals or 
plants were competent scientists as well. One of the very rare 
exceptions was Maria Sibilla Merian, daughter of Mattheus 
Merian. Trained to assist in her father's workshop, where 
etchings were made to illustrate works for the great publish
ing industry of Frankfurt, she later became a serious student 
of the taxonomy of plant, and then of insect, species. She 
published several illustrated volumes of her own research; 
one detailed a trip that she had made to South America spe
cifically to study plant and insect species there, which were as 
yet unknown to scholars of these fields in Europe. 

38 
Stefano della Bella (1610-64) 

Death on the Battlefield, 1663 

8½ x 11 ½ inches 

Etching 

Endemic warfare was by far the greatest social evil of the 
17th century. The great, overarching contest was between the 
ascendant Kingdom of France and the declining empire of 
Spain. This was not waged as a single, great war, but rather 
as a series of small, widespread engagements, often using the 
agency of smaller client states. This web of ancillary conflicts 
brought war near to every doorstep on the continent at one 
time or another; and even when battle was not an imminent 
threat, the burden of supplying and maintaining armies was 
felt by everyone to some degree. Stefano della Bella's famous 
print, made in the year before the artist's own death, shows 
Death as the commander overlooking an expansive battle 
between armies of the dead. It is an eloquent emblem of the 
constant warfare that brought destruction to Europe on a 
scale that had been unknown in previous centuries. 

39 
Anonymous Netherlandish 

The Battle of Rameken, c. 1600 

83/s x 113/s inches 

Engraving 

Commemoration of famous battles was important to na
tionalist propaganda of the 17th century, just as it is in our 
own day. Literary accounts of military action are often quite 
detailed; the visual depiction of these sprawling events, 
however, can present an artist with difficult challenges. The 
attempt to crowd the particulars of a battle into a single 
image resulted in some interesting, if ungainly compressions 
of space and time. Here we see Spanish troops marching to 
besiege the coastal fortress of Rameken in 1572, an episode in 
the long struggle that resulted in independence of the north
ern provinces of the Netherlands from the rule of Spain. 

40 
Jacques de Gheyn (1565-1629) 

Mounted Arquebusier, c. 1608 

6¼ x 73/s inches 

Engraving 

The 17th century was an age of rapid expansion in the field of 
military tactics, largely centered on the development and use 
of different types of firearms. The heavy shoulder arms of the 
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day, together with the slow and cumbersome task of reload
ing in battle, soon made companies of infantry the primary 
vehicle for firepower; but the mobility of cavalry led to many 
experiments in combining firearms and horse soldiers. Here 
a rider wields his long-barreled gun astride a spirited charger; 
he wears jointed armor, quickly becoming obsolete, only on 
the upper parts of his body. 

Jacques de Gheyn was one of the most important and pro
lific of the students of Hendrik Goltzius in Haarlem. After 
1605 de Gheyn was attached to the court of the House of 
Orange in the Hague. The princes of Orange were legendary 
military commanders, and were looked upon by many as the 
most powerful defenders of the Protestant cause in Counter
reformation Europe. Much of de Gheyn's work reflects the 
martial character of the Orange court, and his prints are an 
important historical source of information about armor and 
weapons of the early 17th century. 

41 
Jacques Callot (1592-1635) 

Plundering a Village, Raiding a Manor House and 
Hanging of Renegades from The Miseries and 

Misfortunes of War, 1633 

3¼ x 7½ inches ( each) 

Etchings 

Callot's famous series of prints depicting the horrors of 
warfare were made in the wake of the invasion of his native 
Lorraine by the French in 1632. These etchings depict vividly 
not only the sad reality of battle itsel£ but the even greater 
suffering caused by the social disorder wrought by war on 
the civilian population. Companies of soldiers who had lost 
or abandoned their leadership often committed horrendous 
atrocities, robbing and murdering whomever might find 
themselves in the way. Callot's prints optimistically showed 
these evildoers brought to justice; but more often than not, 
war-related crimes went unpunished in the 17th century. 

Jacques Callot was the son of a functionary at the court 
of the duchy of Lorraine; he was first trained by a medalist 
there before traveling to Italy, where he was taken into the 
service of Duke Cosimo II de' Medici in Florence, for whom 
he worked between 1614 and 1621. It was here that Callot 
developed a new technique whereby etching could more 
closely approach the effects of engraving: instead of wax, the 
plate was covered with violin-maker's varnish, which could be 
carefully cut away from the plate's surface using a shaped tool. 
After 1621 Callot returned to his native city of Nancy; he 
went to Paris in 1631, where he produced this famous series, 
which was published shortly before his death. 
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42 
Anonymous Netherlandish 

Columbus, First Discoverer of the West Indies, c. 1620 

57/s x 7¾ inches 

Engraving 

Christopher Columbus is shown wearing bright armor and 
holding the banner of Christ as he prepares to land in the New 
World. At left Neptune urges him on from a chariot drawn 
by sea horses; Diana, goddess of the moon, guides his ship; 
tritons and sea nymphs celebrate his journey across an ocean 
fraught with frightening monsters. This image was made for a 
publication celebrating Spanish domination of the Americas, 
a source of new wealth to be used by Spain in its campaign 
to dominate Europe by advancing the Counter-Reformation. 
There is no attempt at historical accuracy in this image; it is 
meant instead as an emblematic celebration of the power that 
Providence had bestowed on the leading nation in the cause 
of the Catholic Church in the 17th century. 

43 
Attributed to Theodore de Brij (1528-98) 

A Funeral among the Natives of America, c. 1590 

6½ x 7¾ inches 

Engraving 

One of the few visual accounts of foreign peoples to be 
based on drawings by an eyewitness was the 1590 publica
tion of John White's report of the coastal peoples of what 
is now North Carolina. White, governor of the first attempt 
to found an English colony in the Americas, had returned to 
secure supplies and financing for the colonists, who had been 
temporarily billeted on Roanoke Island. His account of the 
new land, printed as a part of his effort to raise interest in 
the colony, and money for its re-supply, was illustrated with 
engravings made after a series of drawings generally attributed 
to White himsel£ One of the great mysteries of the history 
of early European colonization in the Americas is the fate of 
White's settlers; on his return he discovered that they had 
disappeared completely. 

44 
Abraham van Diepenbeck (1596-1675) 

after Adrian Melaert (1633-67) 

Costume of Florida and Costume of Brazil, 1667 

11¾ x 7¼ inches (each) 

Engravings 

Most illustrations of American natives relied on verbal 
descriptions of travelers; the artists who drew and engraved 
prints could only turn to their imaginations to fill in the 
details lacking in the written accounts. Details of clothing, 
headgear, and tattooing in these two engravings are taken 
from descriptions of witnesses; the body types and poses, 
however, reveal the artist's study of figures inspired by the 
classical world. 

45 
Anonymous Netherlandish 

Shark Attack and Hunting of Walrus, c. 1600 

55/s x 71/s inches (each) 

Engravings 

The exploration of new lands was always accompanied 
by tales of the danger of encounters with strange animals. 
Sharks were not unknown in northern Europe, but attacks 
from large species were much more common in the tropi
cal waters of the Caribbean, whose ideal climate for raising 
sugar made it the first part of the New World to attract the 
interest of European colonists. Likewise, walrus were known 
in Scandinavia, but the great breeding grounds of coastal 
Canada yielded larger animals than had ever been seen in 
modern Europe. 

46 
Anonymous Netherlandish 

Spices of India, 1669 

7¾ x 11¼ inches 

Etching 

The search for a more economic source for the rare and costly 
condiments that had traditionally come from Asia by way 
of the fabled Silk Road, had been the economic motivation 
for European exploration of the world from the first. This 
etching was made for a publication of the Dutch East India 
Company, with accounts of the lands of India and eastern 
Asia, their peoples and their products. The artist's imagina
tion has been employed to create a unified environment, in 
which trees from a variety of geographic areas are shown as 
if growing together. Nonetheless the trees themselves, iden
tified with a key, are drawn with apparent accuracy. These 

include cinnamon, Indian figs, and another spice described as 
a miraculous cure for baldness. The inclusion of small generic 
figures in the foreground, as a motif to attract visual inter
est, is known as "staffage"; it is another familiar convention 
of the time that the artist would have known well. Here a 
Western trader negotiates with a group of merchants in the 
foreground at left; a local ruler at right rides up toward them, 
mounted incongruously on a camel. 

47 
Anonymous Netherlandish 

Scene in the Court of Japan, 1669 

81/s x 61/s inches 

Etching 

The strong, unified social order of Japan made it an amenable 
country with which to trade, and by the beginning of the 17th 
century the Dutch had begun to vie with the Portuguese for 
influence there. Western traders soon began making even 
greater profits as intermediaries between the Japanese and the 
large markets for silk and other products in China. Visitors 
to the Japanese were admitted not to the court of the Emperor, 
but rather that of the Shogun or military ruler. This court 
had been described as a highly formal, militaristic society. In 
this etching, guards watch mounted drills that the artist has 
imagined as being like European jousting; many carry fire
arms, a novel technology imported into Japan from the West. 
In the foreground Samurai play a board game, smoke pipes 
and drink tea from a service at right; they wear armor that is 
completely the product of the artist's fancy. 

48 
Anonymous Netherlandish 

Destruction of Idols in Japan and 
Persecution of Japanese Christians, 1667 

12 x 7½ inches (each) 

Engravings 

The mandate to spread Christianity was another strong 
justification for Western expansion, especially for Catho
lic interests; histories of missionary movements in various 
countries became an important form of religious propaganda 
in the 17th century. These two engravings relate episodes 
from the evangelizing of Japan, whose rulers sought to use 
the new Christian religion as a counterforce to the rising 
political power of Buddhist monasteries. After 1580, the 
Jesuit order had been given permission to proselytize any
where in the country, and converted nobles ordered the 
destruction of many Buddhist shrines; but the arrival of other 
orders, including the Dominicans and Franciscans, caused 
such bitter conflict with the Jesuits that finally in 1614 
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