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Introduction

The Flemish artist Michael Sweerts (1618-1664) executed his Self-Portrait as
a Painter (fig. 1) at the height of his career in Brussels in the mid-1650s. He had
recently returned from a long stay in Rome (c. 1646-1652), where he had enjoyed the
patronage of Cardinal Camillo Pamphilj (1622-1666), the nephew to Pope Innocent X
(1574-1655), and had cultivated a place for himself within the city’s prominent
artistic and academic circles. Set against an Italianate landscape of softly painted
blue and green hills, and dressed in a black jacket and crisp white shirt, Sweerts
engages the beholder with an assured, self-aware gaze. He holds a bundle of brushes,
a maulstick and a palette in his left hand, and delicately grasps a thin brush still
glistening with white paint in the other. While the painter’s tools reveal his
profession, Sweerts’ elegant dress and aristocratic bearing set him far apart from the
image of a working craftsman. The portrait instead reflects a distinguished and proud
gentleman, aptly evoking Sweerts’ success and sophistication as a learned artist.

While Sweerts has long fascinated scholars and viewers for his incredibly rich
and evocative images, his work and life remain largely understudied. Often

characterized as enigmatic and strange, Sweerts is regarded as an artist who struggled

! For Sweerts, see Rolf Kultzen, Michael Sweerts: Brussels 1618-Goa 1664, trans. Diane L. Webb
(Doornspijk: Davaco, 1996); Guido Jansen and Peter C. Sutton, eds., Michael Sweerts: 1618-1664
(Amsterdam: Rijksmuseum, 2002). For the self-portrait, see Ibid., 164-166. For earlier discussions of
the painting, see Wolfgang Stechow, “Some Portraits by Michael Sweerts,” The Art Quarterly 14
(1951): 206-215; Wolfgang Stechow, “A Self Portrait by Michael Sweerts,” Allen Memorial Art
Museum Bulletin 9 (1952): 64-65; B. P. J. Broos, Edwin Buijsen, and Rieke van Leeuwen, Great
Dutch Paintings from America (Zwolle: Waanders, 1990), 442—-447. Sweerts reproduced this work as
an etching in the mid-1650s, which is inscribed ‘Michael Sweerts Eq. Pi. et fe.” Sweerts produced two
other known self-portraits during his career, Self-Portrait with a Skull (see fig. 54), and Self-Portrait,
oil on panel, 45 x 53 c¢m, Florence, Uffizi. Leopoldo de’ Medici acquired this work by 1675. See
Kultzen, Michael Sweerts, no. 84. A full discussion of Sweerts’ biography and place in the art
historical scholarship follows below.



to negotiate a career that stretched from Brussels to Rome, Amsterdam and the lands
of Persia and Goa. Yet, despite what may rightly be called his idiosyncrasies,
Sweerts produced works that distinguished him from his contemporaries, and which
provide an extraordinary opportunity — alongside his activities in Rome and Brussels
— to examine the concept and meaning of the “academy” in the seventeenth century.
Born in Brussels in 1618, nothing is known about Sweerts’ early life or artistic
training before he arrived in Rome in the mid-1640s. As a result, he is primarily
associated with the Bamboccianti, the contemporary group of Dutch and Flemish
artists in Rome who depicted the city’s everyday street life with a great degree of
realism.? Sweerts rendered scenes of beggars, peasants and cardplayers during his
time in Rome (figs. 2-3), as well as religious subjects and strikingly immediate
portraits and head studies (figs. 4-6) that demonstrate his careful attention to the
world around him and the human condition. Above all, the richness of Sweerts’
oeuvre is evident in his ability to represent artists learning and practicing their

profession with an exceptional degree of immediacy and complexity (figs. 7-15).% In

2 For the Bamboccianti, see particularly Giuliano Briganti, Ludovica Trezzani, and Laura Laureati, The
Bamboccianti: The Painters of Everyday Life in Seventeenth Century Rome, trans. Robert Erich Wolf
(Roma: U. Bozzi, 1983); David A. Levine, “The Art of the Bamboccianti” (Ph.D. Dissertation,
Princeton University, 1986); David A. Levine and Ekkehard Mai, eds., | Bamboccianti:
Niederléandische Malerrebellen im Rom des Barock (Milano: Electa, 1991).

% Sweerts produced a series of the Seven Acts of Mercy in the late 1640s, which he rendered in the
manner of scenes from everyday life in Rome. The only other extant religious subject he produced
was a Lamentation; known through a print, this work was probably executed after a painting of the
same subject, as the inscription informs us: ‘Michael Sweerts Eques pin: et fe’ (The Lamentation,
etching, 28.9 x 34.7 cm, Amsterdam, Rijksmuseum). Sweerts painted a number of portraits during his
career, including at least three of his patrons in Rome, the Deutz brothers (discussed below), and
several portraits in Brussels, three of which only survive as etchings. See Jansen and Sutton, Michael
Sweerts, 80-93, 100-105, 136-138, 170-172. Sweerts executed at least half a dozen painted tronies,
small, immediate head studies of anonymous individuals, which were almost certainly rendered from
life. Only three of Sweerts’ works are signed and dated: In the Studio, 1652 (fig. 12); A Game of
Draughts, signed and dated “Michael Sweerts/fecit an 1652/Roma” (oil on canvas, 48 x 38 cm,
Amsterdam, Rijksmuseum); and Portrait of a Young Man, signed and dated “A.D. 1656/Ratio Quique
Reddenda/Michael Sweerts F” (oil on canvas, 114 x 92 cm, St. Petersburg, The State Hermitage



a remarkable number of paintings executed in Rome, Sweerts depicted artists drawing
outside in the urban landscape and in studio-academies that are characterized by the
juxtaposition of drawing a model naer het leven — from life — and from the idealized
forms of antique sculpture. Sweerts portrayed the fundamentals of artistic training
and the sophisticated theories of pedagogy that framed their development. In his
paintings, the viewer often contemplates, alongside Sweerts’ own visitors, modes of
artistic inspiration and emulation.

Upon his return to Brussels in the early to mid-1650s, Sweerts established an
academy for drawing naer het leven for young artists and tapestry designers.* He
represented the subject in a large-scale painting from this period (fig. 15), introducing
the viewer to those eager students who study the model from life. The print series of
highly individualized head studies that he produced in 1656 for the use of artists in
and outside of the academy marks a student’s pathway to his command of human
types and expression (figs. 16a-f). By 1660, Sweerts, a man of deep artistic and
religious convictions, departed for Amsterdam where he joined a Christian
missionary society that set sail for the Far East in 1661. Executed during the years in
which the academy was active, Sweerts’ Self-Portrait as a Painter casts a reflective
glance onto his present and past, and represents an artist who had a rich and varied

career in the Netherlands and Italy as a painter, etcher and academician.

*

Museum). This study follows the basic chronology of Sweerts” works established by Kultzen, with
later revisions, particularly to his Brussels period, set forth in the 2001 exhibition. See Kultzen,
Michael Sweerts; Jansen and Sutton, Michael Sweerts.

* The drawing academy was the first of its kind in the Southern Netherlands.



This dissertation endeavors to demonstrate the significant role that Sweerts
played in the development of an academic tradition in the seventeenth-century
Netherlands. It establishes Sweerts’ relationship to early modern academic traditions
in the Netherlands and Italy through an examination of his paintings of artists and
academic activities in Rome and Brussels. While defining the enduring and
fundamental influence of the Italian academic culture he experienced in Rome, this
study also situates Sweerts and his work in relation to notions of academic training
and practice in the Low Countries, not only precedents to his endeavors, but also
contemporary and subsequent examples. By focusing upon this academic framework,
this dissertation casts Sweerts in a new light, and differs from the existing scholarship
on the artist, which emphasizes his relationship with the Bamboccianti. This study,
instead, situates Sweerts firmly within the artistic and intellectual contexts of his
native Brussels, and reframes his encounter with Italian artistic traditions and the
classical past. It provides a nuanced perspective on Sweerts’ place in the artistic
exchange between the North and South, and aims to broaden our understanding of the

role of the artist and the academy in the mid-seventeenth-century Netherlands.”

> The academic tradition in the early modern Netherlands has long been undervalued as a subject for
study in the history of Dutch and Flemish art. To date, no comprehensive study exists on its formation
or development, a lacuna that results from a multitude of factors. The term “academy” itself has a
broad and loosely defined set of meanings in the Netherlandish artistic context, signifying the
collective practice of drawing directly from life, naer het leven, and in the later seventeenth century, an
institution dedicated to the theoretical and practical instruction of artists. The first large-scale, public
academies of art in Florence and Rome preceded the formal Netherlandish academy by nearly a
century; the Accademia del Disegno was founded in Florence in 1563, followed shortly thereafter by
the Accademia di San Luca in Rome in 1593. The first formal, state sponsored Netherlandish academy
of art was only founded in Antwerp in 1663, preceded by the small drawing academies that existed in
Haarlem and Utrecht at the turn of the seventeenth century.

While this gap in time has discouraged a sustained consideration into the Netherlandish academy’s

formation and purpose, so too have well-worn prejudices against the realism of Netherlandish art and
the practice of working naer het leven, which are seen at odds with the intentions of the academy and
the intellectual ideals associated with it. Yet, from its earliest conception the Netherlandish academy



Sweerts’ works provide significant insight into ideas and modes of academic
practice among artists in Italy and the Netherlands. They reveal the close relationship
that existed between the instruction of artists in the North and South, and how the
Netherlandish artistic traditions of naturalism and working directly from life
coalesced with the theoretical and practical aims of the early modern academy of art.®
By approaching Sweerts and his paintings of artists from this new theoretical and
contextual perspective, this study illuminates the importance of artistic exchange
between the Netherlands and Italy, and Brussels and Rome, in shaping the character
and spirit of Sweerts’ career and his relationship to seventeenth-century

Netherlandish academic traditions.

Sweerts’ Life in Brussels and Rome and his Paintings of Artists at Work

Sweerts was born in Brussels in 1618 and baptized in the Catholic Church of
St. Nicolas on 29 September.” Although nothing is known about his early life or
training, which was undoubtedly a fundamental aspect of his career, the artistic
traditions that he would have encountered as a young artist in Brussels were greatly

influenced by Italian classicism.® This pictorial attitude is particularly evident in the

was deeply influenced by the Italian academic model, reflecting in its character and spirit the nobility
of the artist’s profession. For a detailed discussion of the scholarship on early modern academies, see
below.

® For the meaning of the term naer het leven, “from life,” and its importance in Netherlandish artistic
traditions, see pages 16-17, note 35, and Chapter 2. For the development of the early modern
academy, see below.

" Brussels, Stadsarchief, Registres de Baptémes (hereafter cited as SAB, Parish records), Paroisse de
Saint-Nicolas, vol. 460, fol. 11v.

& Scholars to date, notably Rolf Kultzen, and most recently, Peter Sutton, Guido Jansen and Jonathan
Bikker, have not addressed the context of Brussels and Sweerts’ early years in the city. Discussions of



work of the Brussels-born and Italian-trained artist Theodoor van Loon (1582-1649),
whose style combined Caravaggio’s naturalism and the classicism of the early
Baroque. Van Loon, in fact, was probably an important influence on the young
Sweerts’ distinctive mode of representation and interest in the antique.’

The tapestry industry also appears to have played a significant role in Sweerts’
professional development. The production of tapestries, which dominated Brussels’
artistic, social and economic life, also encouraged exchanges between the Netherlands
and Italy."® Italian tapestry designs regularly began to make their way into Brussels’
workshops by the 1510s, marking the beginning of a tradition that continued through
the following century. Sweerts’ connections to tapestry probably began at home as
his father, David Sweerts, was a textile merchant. He also had patrons, including
members of the Amsterdam Deutz family, who were active in the international textile

market.'! Sweerts’ connections to the tapestry world are most explicit, however, in

Sweerts commence with his arrival in Italy. See, particularly, Kultzen, Michael Sweerts, 1-11;
Jonathan Bikker, “Sweerts’ Life and Career — A Documentary View,” in Michael Sweerts: 1618-1664
(Amsterdam: Rijksmuseum, 2001), 25-36.

® For Van Loon, see Irene Baldriga et al., Theodoor van Loon: “Pictor ingenius et contemporain de
Rubens (Gand: Snoeck, 2011). The artistic relationship between Van Loon and Sweerts has not been
explored in the scholarship. As will be discussed in Chapter 1, there was an important Northern
artistic tradition of the interest in, and study of, antiquity, which developed in the sixteenth and
seventeenth centuries through figures such as Lambert Lombard, Wenzel Coebergher and Peter Paul
Rubens.

10 See, most recently, Thomas P. Campbell, ed., Tapestry in the Renaissance: Art and Magnificence
(New York: Metropolitan Museum of Art, 2002); Thomas P. Campbell, ed., Tapestry in the Baroque:
Threads of Splendor (New York: Metropolitan Museum of Art, 2007).

1 See Jonathan Bikker, “The Deutz Brothers, Italian Paintings and Michiel Sweerts: New Information
from Elisabeth Coymans’s ‘Journael’,” Simiolus 26, no. 4 (1998): 292-302.



his decision to establish a drawing academy for artists and tapestry designers in
Brussels in the mid-1650s."

Sweerts is first documented in Rome in the spring of 1646, living on the Via
Margutta, an area known for its community of foreign artists.** His decision to travel
to Italy continued a tradition that had begun in the early sixteenth century. Driven by
the desire to see and experience Italian art and the remains of antiquity firsthand,
sixteenth-century Dutch and Flemish artists such as Jan Gossaert (c. 1478-1532), Jan
van Scorel (1495-1562), Lambert Lombard (1505-1566) and Frans Floris (1517-
1570), helped make the Italian sojourn an essential component of a northern artist’s

education.’ The artist, theorist and author Karel van Mander (1548-1606)

12 To date, scholars have not situated Sweerts within the context of Brussels’ tapestry industry. As an
exception, however, Jonathan Bikker has made a significant contribution to the broader issue by
addressing Sweerts’ relationship with the Deutz family and the textile trade. He also recognized
Sweerts’ unusual decision to open an academy for tapestry designers, which, to my knowledge, had no
precedent. See Bikker, “The Deutz Brothers, Italian Paintings and Michiel Sweerts.” For a complete
discussion of the academy in the context of Brussels, see Chapter 4.

13 Sweerts is listed in the annual Easter census in the parish of Santa Maria del Popolo every year
between 1646 and 1651. For the parish records, see G. J. Hoogewerff, Nederlandsche kunstenaars te
Rome, 1600-1725: uittreksels uit de parochiale archieven, vol. 8, Mededelingen van het Nederlands
historisch instituut te Rome (The Hague: Nijhoff, 1938), 83-86. For the possibility that Sweerts may
have arrived in the city earlier, see Chapter 1, note 95, and Bikker, “Sweerts’ Life and Career — A
Documentary View,” 25. Before leaving for Italy, it has been suggested that Sweerts traveled to other
places, such as the Northern Netherlands and France, and while there is no documentation to support
his presence in either of these places, it remains a possibility that he traveled there. Later
documentation (see Appendix 1 and note 46) also records that Sweerts “traveled extensively in Italy
and other places,” and “spoke seven languages,” though it is not clear where he traveled or how he
acquired this knowledge.

% For the early tradition of Netherlanders in Italy, see Fiamminghi a Roma: 1508-1608: artistes des
Pays-Bas et de la principauté de Liege a Rome de la Renaissance (Brussels: Société des expositions du
Palais des beaux-arts de Bruxelles; Snoeck-Ducaju & Zoon, 1995). Gossaert visited Rome in the
company of his patron, Phillip of Burgundy, in 1508. Van Scorel traveled to Rome in the early 1520s
where he served as curator of the papal collections. Gossaert’s contemporary in Antwerp, Frans Floris,
spent time in Rome in 1540s. Floris’ intellectualism and deep interest in the art of Raphael established
an Italianate manner of history painting in sixteenth-century Flanders. For Floris, see Carl van de
Velde, Frans Floris (1519/20-1570): leven en werken (Brussel: Koninklijke Academie voor
Wetenschappen, Letteren en Schone Kunsten van Belgi€, 1975). and for Gossaert, see most recently,
Maryan W. Ainsworth, Nadine M. Orenstein, and Lorne Campbell, Man, Myth, and Sensual
Pleasures: Jan Gossart’s Renaissance: The Complete Works (New Haven: Yale University Press,



emphasized the importance of traveling to Rome in his influential Den Grondt der
Edel Vry Schilderconst, a didactic poem that formed part of his larger Het Schilder-
boeck, published in 1604.%° “For Rome is the city,” Van Mander wrote, “which
above all places, could make an artist's journey fruitful, being the capital of the
schools of Pictura.”*®

By the second quarter of the seventeenth century, many Northern artists who

traveled to Rome had the opportunity to join the newly founded group called the

Bentvueghels, or Schildersbent.!” Established through the efforts of Dutch Italianate

2010). Further discussion follows in Chapter 1, including a close examination of Lombard’s career.
For the most recent scholarship on Lombard and the idea of a Northern antiquity, see Edward H.
Wouk, “Reclaiming the antiquities of Gaul: Lambert Lombard and the history of northern art,”
Simiolus 36, no. 1-2 (2012): 35-65.

15 geg, for instance, Walter S. Melion, Shaping the Netherlandish Canon: Karel van Mander’s
Schilder-boeck (Chicago: University of Chicago Press, 1991).

18 \/an Mander continued, however, by cautioning artists that Rome was also “the one place where
spendthrifts and prodigal sons squander their possessions; be reluctant to permit a youth to make the
journey.” See Karel Van Mander, Den grondt der edel vry schilder-const, ed. Hessel Miedema
(Utrecht: Haentjens Dekker & Gumbert, 1973), fol. 3v, 31. Nevertheless, the fruits of such unheeded
advice were evident in the depth and breadth of the Netherlandish response to Italian and classical art
in the seventeenth century. One may cite the well-known examples of the Dutch and Flemish artists
who went to the Italian peninsula, including Hendrik Goltzius (1558-1617), Pieter Lastman (1583-
1633), Gerard van Honthorst (1592-1656), Peter Paul Rubens (1577-1640) and Anthony van Dyck
(1599-1641). For the tradition of Netherlanders in Italy, see especially, Frederik J. Duparc and Linda
L. Graif, Italian Recollections: Dutch Painters of the Golden Age (Montreal: Montreal Museum of
Fine Arts, 1990); Joaneath A. Spicer, Lynn Federle Orr, and Marten Jan Bok, Masters of Light: Dutch
Painters in Utrecht during the Golden Age (New Haven: Yale University Press, 1997); Peter
Schatborn, Drawn to Warmth: 17th-century Dutch Artists in Italy (Zwolle: Waanders Publishers,
2001); Laurie B. Harwood, Christopher Brown, and Anne Charlotte Steland, Inspired by Italy: Dutch
Landscape Painting, 1600-1700 (London: Dulwich Picture Gallery, 2002). For Rubens, see Wolfgang
Stechow, Rubens and the Classical Tradition (Cambridge: Harvard University Press, 1968); Michael
Jaffé, Rubens and Italy (Ithaca: Cornell University Press, 1977); Jeffrey M. Muller, “Rubens’s Theory
and Practice of the Imitation of Art,” Art Bulletin 64, no. 2 (1982): 229-247; Marjon van der Meulen
and Arnout Balis, Rubens: Copies After the Antique. Corpus Rubenianum Ludwig Burchard, 23
(London: Harvey Miller Publishers, 1994); David Jaffé et al., Rubens: A Master in the Making (New
Haven: Yale University Press, 2005). These texts represent the scholarship’s traditional focus on
centers like Utrecht and Antwerp. While their significance should not be underestimated, they often
overshadow the impact of Italy on other artistic centers, notably Brussels, and other pictorial traditions.

17 The foundational work on the Bentvueghels remains G. J. Hoogewerff, De Bentvueghels (The
Hague: M. Nijhoff, 1952). More recent studies include David A. Levine, “The Bentvueghels: Bande
Académique,” in Essays honoring Irving Lavin on his sixtieth birthday, ed. Marilyn Aronberg Lavin



landscape painters Cornelis van Poelenburch (1594/95-1667) and Bartholomeus
Breenbergh (1598-1657) in the early 1620s, the Bent was an informal fraternity of
Netherlanders who gathered around mutual social and cultural interests.*® The Bent
acted as a source of support and camaraderie for its members, which included
painters, sculptors, engravers, goldsmiths, apothecaries, poets and even
connoisseurs.® The Dordrecht poet Matthijs van de Merwede (c. 1625-1677), a
member of the Schildersbent in the 1640s, supposedly had a portrait painted by
Sweerts in 1648, which unfortunately no longer survives.®® Sweerts’ name, however,
does not appear in the records of the Bent’s members, and he is not listed in the

rosters of the Accademia di San Luca, Rome’s state-sponsored academy of art that

(New York: Italica Press, 1990); Martina Geissler, “Der Feste der Bentvughels: eine Kombination aus
Albernheit und Spitzfindigkeit,” Kritische Berichte 31, no. 3 (2003): 13-23; Judith Verbene, “The
Bentvueghels (1620/1621-1720) in Rome,” in Drawn to Warmth: 17th-century Dutch Artists in Italy,
ed. Peter Schatborn (Zwolle: Waanders Publishers, 2001), 22—-32. The appellation “Bentvueghels”
meant birds of a common feather.

'8 The Bentvueghels and the Bamboccianti are often confused in the scholarship, largely due to the
overlap in their “membership.” The Bentvueghels were a social and cultural group, while the
Bamboccianti were a group of artists joined by the stylistic and iconographic similarities in their work.
Judith Verbene does an excellent job of explaining this distinction in her essay; see Verbene, “The
Bentvueghels (1620/1621-1720) in Rome.” The Bent, which existed well into the eighteenth century,
was never an official, documented organization. This situation may account for many of the conflicts
the group experienced with Rome’s larger artistic community and the Catholic Church.

9 Ibid., 23. Despite its benevolent aims, the Bent was infamous for its rowdy and raucous celebrations
and initiations, and its satirical spoofs on the rituals of the Catholic Church. The antics portrayed in an
engraving after Dominicus van Wijnen (b. 1661), a member at the end of the century, illustrate how the
organization often antagonized the city’s authorities. In a mock baptismal ritual, a Bent member bends
over before a barrel of wine with a fiery candle protruding from his exposed buttocks. Bacchus
presides over this debauchery, solemnly christening the Bentvueghel’s newest member. See Geissler,
“Der Feste der Bentvughels,” 17-19, fig. 3.

2 van de Merwede later complained in a poem that his portrait “was once done very badly by Sweerts
in Rome.” Merwede refers to the artist as “Swart,” which, as some scholars have suggested, could
have been his Bent nickname. For Van de Merwede’s poem, see J.L. Van Dalen, “Matthys van de
Merwede, Heer van Clootwijck,” Oud Holland 18 (1900): 95-111.



Federico Zuccaro had founded in 1593.% His absence from the registers of these
Roman institutions — unofficial and official, respectively — has contributed to the
confusion surrounding his career and his artistic motivations, and is often cited as
evidence for his conflicted character.

Nevertheless, as will become clear in this study, even if Sweerts was not a
member of the Bent, he integrated himself into the larger community of foreign artists
in Rome, and his works from this period also demonstrate a close familiarity with the
Accademia and the pedagogical model it advocated.?” Significantly, on 7 October
1646, Sweerts acted as an intermediary with fellow Brussels artist Louis Cousin

(1606-1667) to resolve a financial dispute between the Bent and the Accademia.?

2! Sweerts’ absence from these records does not entirely eliminate the possibility that he was a member
of one or both organizations. Hoogewerff originally reconstructed the membership of the Bent from
portrait drawings completed in the 1620s and 1630s, and later archival documentation from the period
after Sweerts had already left the city. Although Sweerts is not mentioned in any seventeenth-century
biographies, his name appears in several later sources as an “accademico,” including Giuseppe Ghezzi,
1l centesimo dell’anno M.DC.XCV.: celebrato in Roma dall’Accademia del disegno (Roma: Gio.
Francesco Buagni, 1696), 50; Melchior Missirini, Memorie per servire alla storia della Romana
Accademie di S. Luca (Roma: Stamperia de Romanis, 1823), 474; Antonino Bertolotti, Artisti belgi ed
orlandesi a Roma nei secoli XVI e XVII. Notizie e documenti raccolti negli archivi romani (Florence:
Editrice della Gazzetta d’Italia, 1880), 181. For a discussion of the meaning of this term in relation to
the Accademia di San Luca, see Chapter 2. For the Accademia, see Peter M. Lukehart, ed., The
Accademia Seminars: The Accademia Di San Luca in Rome, ¢. 1590-1635 (Washington, DC: National
Gallery of Art, 2009).

22 A full discussion of Sweerts’ engagement with the Accademia di San Luca follows in Chapter 2.
Sweerts’ knowledge of the Accademia may have come earlier in Brussels, as Theodoor van Loon was
a member in the early seventeenth century. See Chapter 1.

2% For this record, see G. J. Hoogewerff, Bescheiden in Italié omtrent Nederlandsche kunstenaars en
geleerden, vol. 2, 1913, 57. Members of the Bent and artists associated with the Bamboccianti had a
contentious relationship with the Accademia di San Luca. In particular, the Bamboccianti’s realism in
subject and style angered proponents of the Accademia. Frustrations between the two groups also
resulted from issues of authority; the Accademia was the governing body of Rome’s artistic
community, and as such demanded alms and taxes be paid on a regular basis into its coffers by all
artists residing in the city. Northern artists’ refusal to pay these dues naturally resulted in constant
strife. For further discussion of the Bamboccianti, see below; the conflict between the two groups is
discussed at greater length in Chapter 2. See also Sandra Janssens, “Between Conflict and
Recognition: The Bentuvueghels,” Jaarboek van het Koninklijk Museum voor schone kunsten (2001):
57-85.
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His involvement in the incident suggests that a level of trust developed between him
and his compatriots. Cousin, a classicizing painter trained in Brussels before he
arrived in Rome in the late 1620s, was a member of the Bent and the Accademia di
San Luca, to which he served as the director from 1651-1652.%* The bambocciante
painter Johannes Lingelbach (1622-1674), whose portrait Sweerts later painted while
he was in Amsterdam, was also a member of the Bent.”®

The lack of information about Sweerts’ early training in Brussels and the fact
that scholars have not examined the artistic context in which he developed as an artist
have perpetuated the idea that he drew his artistic inspiration exclusively from the
Bamboccianti once he arrived in Rome. Unlike the Bent, which offered a social and
cultural community for Northern artists in Rome, the Bamboccianti represented a
group of artists who shared a distinctive stylistic and thematic approach to their art.
Pioneered by the Haarlem artist, Pieter van Laer (1599-c. 1642), who arrived in Rome
around 1625 and earned the nickname il Bamboccio (clumsy puppet), the
Bamboccianti depicted Rome’s lower classes, including beggars and travelers, street
actors and washerwomen. Those artists who followed in Van Laer’s footsteps in the
1630s and after his own departure in 1639, including Jan Miel (1599-1664), Jan
Asselijn (1610-1652), Andries (c.1612-1641) and Jan Both (c. 1618-1652), and

Johannes Lingelbach, continued to work in this iconographic tradition.”® By

2 For Cousin, see the discussion in Chapters 2 and 4.

 Sweerts’ portrait of Lingelbach is only known in a mezzotint by Bernard Vaillant (Vaillant after
Michael Sweerts, Portrait of Johannes Lingelbach, mezzotint, 24.22 x 17.4 cm, Rijksmuseum,
Amsterdam).

%8 Miel arrived in Rome in the early 1630s and remained there until 1658. He later moved to Turin

where he remained until his death in 1664. Asselijn probably arrived in Rome between 1639 and
1643. The Both brothers came to Rome in 1637; Andries left for the Netherlands in 1641, and on his
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exceeding even the realism of Caravaggio (1571-1610) in their choice of subjet
matter, the Bamboccianti focused upon an entirely different aspect of Italy than
evident in the traditions of their predecessors.?’

In a series of letters exchanged in 1651 between Rome and Bologna, the
Italian classicist painters, Andrea Sacchi (1559-1661), and his teacher, Francesco
Albani (1578-1660), derided the Bamboccianti for the “liberty of conscience [that is
now] being taken in representing everything, even if badly founded in truth.”?® Sacchi
wrote of paintings that depict, “unseemly and indecorous acts, representing a rogue
looking for lice, and another who drinks his soup from a bowl: a woman, who pisses,
and who holds the teat of an ass, that brays; a Bacchus, who vomits; and a dog who
licks. Now then!”® Sacchi and Albani sought not only to criticize their northern
contemporaries, but to draw a firm line between the nobility of their classicist pursuits

as history painters and the baseness of the Bamboccianti’s sordid subjects,

journey north, drowned in a canal in Venice in 1642. Lingelbach’s exact dates in Rome are not
known, but he was likely there in the late 1640s to ¢.1650. Van Laer also had an Italian follower,
Michelangelo Cerquozzi (1602-1660).

2" The iconographic and stylistic character of the art of the Bamboccianti falls within the broader
debates in the scholarship concerning the question of seventeenth-century Dutch realism. For a
comprehensive collection of essays treating the issue of realism, see Wayne E. Franits, ed., Looking at
Seventeenth-Century Dutch Art: Realism Reconsidered (Cambridge: Cambridge University Press,
1997).

% For Sacchi and Albani’s letters, see Carlo Cesare Malvasia, Felsina pittrice. Vite de’ pittori
bolognesi, ed. Giampietro Zanotti and Vicente Victoria (Bologna: Forni, 1967), 179-181. | would like
to thank Professor Anthony Colantuono for the English translation of the text. Echoing these
sentiments of coarse realism, the artist and biographer Giovanni Battista Passeri (1610-1679), later
commented that the works of Pieter van Laer, “seemed an open window through which one was able to
see what went on without deviation or alteration.” Passeri’s comment appears in the biography of Van
Laer in his Vite de Pittori, Scultori et Architetti che hanno lavorato in Roma, published in 1773. See
Giovanni Battista Passeri, Die Kinstlerbiographien, ed. Jacob Hess (Worms am Rhein: Wernersche
Verlagsgesellschaft, 1995), 74.

% Sacchi’s letter is dated 28 October 1651. See Malvasia, Felsina pittrice. Vite de’ pittori bolognesi,

179; Wendy Wassyng Roworth, “A Date for Salvator Rosa’s Satire on Painting and the Bamboccianti
in Rome,” Art Bulletin 63, no. 4 (1981): 611-617.
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exemplified in works like Pieter van Laer’s Shepherd and Washerwoman in a Grotto
(fig. 17) and Jan Miel’s Italian Marketplace with a Toothpuller (fig. 18).%

A number of Sweerts’ paintings relate iconographically to works by Van Laer
and his followers. Images executed in the late 1640s, such as Man Searching for
Fleas (fig. 2) and Card Players (fig. 3), for example, reflect Sweerts’ association with
the genre of painting practiced by the Bamboccianti, particularly works by

Lingelbach and Miel. Sweerts even conceived his ambitious series of the Seven Acts

%0 While some contemporaries viewed the Bamboccianti’s art as an affront to Rome’s lustrous past,
their relationship to the city’s artistic community and its traditions was more complex than the
accounts of contemporary observers — and some modern scholars — may attest. More recent
scholarship, for example, places the letters of Sacchi and Albani in historical perspective, noting how
their critical comments about VVan Laer and his followers were likely motivated by the competitive art
market of seventeenth-century Rome. In the eyes of Sacchi and Albani, the oltramontani unfairly
profited from the “scuola di Roma,” which suggested, in other words, that they stole good patronage.
In his response to Sacchi’s letter, Albani remarked “those who come boldly from remote countries [the
North] to take advantage of the school of Rome [ad approfittarsi della Scuola di Roma].” The
Bamboccianti’s works were often found in the collections of Rome’s elite, including Sweerts’ own
patron in Rome, Camillo Pamphilj, as well as in the collection of the Deutz family in Amsterdam. For
Albani’s remark, see Malvasia, Felsina pittrice. Vite de’ pittori bolognesi, 179. For a discussion of the
relationship between the Bamboccianti and Rome’s art market, see especially, Francis Haskell,
Patrons and Painters: A Study in the Relations Between Italian Art and Society in the Age of the
Baroque (New Haven: Yale University Press, 1980), 120—145; Richard E. Spear, “Rome: Setting the
Stage,” in Painting for Profit: The Economic Lives of Seventeenth-Century Italian Painters, ed.
Richard E. Spear and Philip L. Sohm (New Haven: Yale University Press, 2010), 94-97. For the
collecting activities of Sweerts’ patrons, see Chapter 1, pages 85-90; Chapter 3, pages 163-170;
Chapter 4, pages 246-249.

The validity of Passeri’s remarks (see above) has also been subject to needed contextualization.
Although the Bamboccianti portrayed scenes of daily life from in and around Rome, their works were
not “open windows” onto the world, but contrived realities that followed certain iconographic tropes in
the manner of contemporary Dutch genre painting. Moreover, artists like Van Laer were not immune
to the presence of Rome’s classical past, but they often interpreted it in unusual and contradictory
ways, such as portraying contemporary figures in poses based on classical sculpture — a practice also
employed by Sweerts. Van Laer’s Washerwomen and Shepherd in a Grotto shows a sitting peasant in
the pose of the ancient bronze statue of the Spinario, while the thief in Brigands Attacking a Traveler
takes the form of the Horse-Tamers on the Quirinal. Cornelis van Poelenburch and the Haarlem artist
Nicolaes Berchem (1620-1683) also used antique forms in their Italianate landscape scenes. For
example, Berchem, who went to Rome in the 1650s, depicted the shepherd in his Resting Shepherds
from 1644 in the pose of the Farnese Hercules. See Peter Schatborn, Dutch Figure Drawings from the
Seventeenth Century (The Hague, Netherlands: Govt. Pub. Office, 1981), 67-68. David Levine has
interpreted the Bamboccianti’s use of antique sculpture as a form of irony. He draws parallels between
Van Laer and the ancient Greek painters Peiraikos and Pauson, each of whom also challenged the
traditional hierarchy of subjects by depicting only base and “unworthy” subjects as a way to evoke
higher truths. For Levine’s scholarship, see Levine, “The Art of the Bamboccianti”; David A. Levine,
“The Roman Limekilns of the Bamboccianti,” Art Bulletin 70, no. 4 (1988): 569-589.
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of Mercy, executed between 1646 and 1649, as scenes of daily life from Rome. His
sensitive handling of the subject is evident in the depiction of the old, sick and
impoverished, who maintain a dignified presence regardless of class. These
bambocciante-like paintings, however, are only a portion of Sweerts’ artistic output,
and the way in which he renders his figures with restraint and monumentality impart
an iconographic and stylistic ideal to his works that is distinct from that of the
Bamboccianti. This same ideal emerges in his depictions of artists at work, which
engage a set of ideas on artistic practice and pedagogy that further distinguish him
from his northern contemporaries.®

Sweerts pursued the subject of artists at work with great tenacity and curiosity
from the moment he arrived in Rome. Between the years 1646 and 1652, he executed
four paintings of artist’s studios (figs. 10-13) and three others that depict an artist
drawing outside in a Roman locale (figs. 7-9). Sweerts’ works emphasize artistic
training and instruction and the fundamental role that drawing — both after antique
sculpture and the real model — played in the education and practice of artists in Italy

and the Netherlands.®® These ideas become evident in A Painter’s Studio (fig. 10)

*! The Bamboccianti also turned to the subject of the artist at work in the studio and outside in the
Roman landscape, as in Jan Asselijn’s chalk drawing, Painter and Draughtsman in Nature (red-brown
and some black chalk, brush in grey, 187 x 237 cm, Berlin, Staatliche Museen zu Berlin,
Kupferstichkabinett) or in a moment of artistic spontaneity, as seen in Pieter van Laer’s Bentvueghels
in an Inn (pen and brush in brown, 20.3 x 25.8 cm, Berlin, Staatliche Museen zu Berlin,
Kupferstichkabinett). Other Italianate Dutch artists who treated the theme of the artist at work include
Bartholomeus Breenburgh and Cornelis van Poelenburch. Michelangelo Cerquozzi, an Italian artist
who aligned himself with the Bamboccianti, also painted an artist’s studio with a self-portrait during
this period (Self-Portrait with Model in the Studio, oil on canvas, 52 x 41 cm, Florence, Capponi
Collection). For a discussion of Sweerts’ paintings of artists in relation to contemporary bambocciante
examples, see Levine, “The Art of the Bamboccianti,” 207-285.

% Sweerts’ paintings of artists at work have a very different character from that of contemporary Dutch
and Flemish examples of the subject of the artist in his studio. In the seventeenth-century Netherlands,
Dutch artists often depicted artists in their studios, including Rembrandt (1606-1669) in his early Self-
Portrait in the Studio from 1628 (oil on panel, 9 % x 12 % cm, Boston, Museum of Fine Arts), Jan
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where students draw after plaster casts of antique sculpture and practice the
difficulties of rendering muscle and anatomy by sketching an écorché figure. The
master of this studio-academy paints from a nude model who kneels next to his easel.

Sweerts’ own Roman Wrestlers (fig. 19) hangs above the artist on the back wall, its

Miense Molenaer (1610-1668) in his 1631 Artist Studio (oil on canvas, 86 x 127 cm, Berlin, Staatliche
Museen zu Berlin) and Adriaen van Ostade’s (1610-1685) Painter’s Workshop from 1663 (oil on
panel, 38 x 35 %2 cm, Dresden, Geméldegalerie Alte Meister, Staatliche Kunstsammlungen). Other
notable examples of artists in the studio from later in the century include Jan Steen’s (1626-1679)
Drawing Lesson from 1665 (oil on panel, 49 x 41 cm, Los Angeles, J. Paul Getty Museum), which,
interestingly, bears more in common with Sweerts’ depictions of artistic instruction than most
contemporary examples, and Johannes Vermeer’s (1632-1675) Artist’s Studio from ¢. 1667 (oil on
canvas, 130 x 100 cm, Vienna, Kunsthistorisches Museum). Also of note in this context is the little
known Dutch artist Jan ter Borch (d. 1678), who was active in the 1630s and the 1640s in Utrecht. Ter
Borch depicted scenes of young artists drawing in modest studios, often by candlelight, which evoke
the character of works by the Utrecht Caravaggisti. See, for example, The Drawing Lesson from 1634
(oil on canvas, 120 x 159 cm, Amsterdam, Rijksmuseum), which depicts an older master instructing
his pupil how to draw from plaster casts of antique sculpture by candlelight . For Ter Borch’s
depictions of artists in the context of Utrecht, see Liesbeth M. Helmus, Gero Seelig, and Marten Jan
Bok, The Bloemaert Effect: Colour and Composition in the Golden Age (Petersberg: M. Imhof, 2011).
Ter Borch’s artist paintings have also been compared to An Artist’s Studio attributed to Sweerts in the
Galleria Nazionale d’Arte Antica, Rome. See Livio Pestilli, “‘The Burner of the Midnight Oil’: A
Caravaggesque Rendition of a Classic ‘Exemplum.” An Unrecognized Self-Portrait by Michael
Sweerts?,” Zeitschrift fur Kunstgeschichte 56, no. 1 (1993): 119-133.

A slightly different tradition existed in the Southern Netherlands, as seen in David Ryckaert’s (1612-
1661) studio paintings, such as his Atelier (oil on canvas, 59 x 95 cm, Paris, Museé du Louvre)
executed in Antwerp in the 1638, which reflects the peasant interiors of David Teniers the Younger
(1610-1690) or Adriaen Brouwer (1605-1638). For Ryckaert, see Bernadette van Haute, David 111
Ryckaert: A Seventeenth-Century Flemish Painter of Peasant Scenes (Turnhout: Brepols, 1999).
Kultzen highlights what he sees to be the similarities between Sweerts’ and Ryckaert’s studio scenes, a
point with which | disagree.

For the topic of the artist’s studio, see A.B. De Vries and A.A. Moerman, eds., De Schilder in zijn
wereld: van Jan Van Eyck tot Van Gogh en Ensor (Delft andAntwerp, 1964); Children of Mercury:
The Education of Artists in the Sixteenth and Seventeenth Centuries (Providence: Dept. of Art, Brown
University, 1984); Perry Chapman, “The Imagined Studios of Rembrandt and Vermeer,” in Inventions
of the Studio: Renaissance to Romanticism, ed. Michael Cole and Mary Pardo (Chapel Hill: University
of North Carolina Press, 2005), 108-146; Katja Kleinert, Atelierdarstellungen in der Niederlandischen
Genremalerei des 17. Jahrhunderts: realistisches Abbild oder glaubwirdiger Schein? (Petersberg:
Imhof, 2006). It is worth noting that Kleinert does not discuss Sweerts.

Sweerts’ paintings, instead, reflect the approach seen in Italian and Dutch didactic prints of artist’s
academies, including Odoardo Fialetti’s frontispiece for his 1608 drawing book, Il vero modo et ordine
(fig. 20), Pietro Francesco Alberti’s etching of an Academy of Painters from 1625 (fig. 37), Crispijn
van de Passe’s engraving of a drawing academy in his 1643 ‘¢ Light der teken en schilder konst and
Abraham Bloemaert’s title page to his 1651 Tekenboek. The iconographic relationship between
Sweerts’ paintings and these prints are explored in greater depth in Chapters 2 and 4.
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figures modeled after antique sculpture.®® The painting demonstrates the continuity
of Sweerts’ academic approach outside of his depictions of the artist’s studio, and
serves as an exemplum for how the artistic labor taking place in the studio below
might be utilized in the artist’s own creativity.*

By drawing or painting naer het leven, the artists in Sweerts’ paintings
reinforce the idea that nature is a worthy example to follow. The term “naer het
leven” meant “from life,” or “true to life,” which indicated to the seventeenth-century
viewer the authenticity of the image, or more specifically in this context, the artist’s

ability to render faithfully his subject from nature.*® In Artist Sketching a Beggar

% For Sweerts’ use of antique sculpture in this painting, see Maria Horster, “Antikenkenntnis in
Michael Sweerts’ ‘Rémischen Ringkampf”,” Jahrbuch der Staatlichen Kunstsammlungen in Baden-
Wirttemberg 11 (1974): 145-158. Sweerts’ composition and subject bear a number of striking
similarities with a drawing by his Flemish contemporary, Cornelis de Wael (1592-1667), who spent
time in Rome and Genoa. The relationship between Sweerts’ painting and the drawing are unclear, but
they share in the representation of the foreground figure removing his shirt and the kneeling figure
located at the edge of the circle towards the back. Unlike Sweerts’ image, however, De Wael situates
the scene outside below an open sky. (De Wael, Wrestling Match in the Open Air, pen and brush in
grey, 31 x 47 cm, Hamburg, Kunsthalle.)

¥ Sweerts’ depiction of everyday figures in the form of antique sculpture calls attention to the practice
of copying sculpture as a young artist. Through this process, an artist became familiar with a range of
ideal forms, ostensibly for the purpose of rendering them in large-scale historical and religious
paintings — and not in everyday genre scenes. For a discussion of the tradition of studying antique
sculpture, and Sweerts’ later use of it, see Chapter 1 and Chapter 3, particularly pages 158-163 and
183-185.

% For the concept of “naer het leven” in artistic practice in the Netherlands, see Claudia Swan, “‘Ad
Vivum’, Naer Het Leven, From the Life. Defining a Mode of Representation,” Word and Image 11,
no. 4 (1995): 353-372; Joaneath A. Spicer, “The Significance of Drawing Naer Het Leven, or ‘from
Life,” in Netherlandish Art in the Sixteenth and Seventeenth Centuries,” in Center 21, National
Gallery of Art, Center for Advanced Study in the Visual Arts, Research Reports 2000- 2001
(Washington, DC: National Gallery of Art, 2001), 160—163; Boudewijn Bakker, “Au Vif- Naar ’t
Leven - Ad Vivum: The Medieval Origin of a Humanist Concept,” in Aemulatio: Imitation, Emulation
and Invention in Netherlandish Art from 1500 to 1800: Essays in Honor of Eric Jan Sluijter, ed. Anton
Boschloo et al. (Zwolle: Waanders, 2011), 37-52. The Dutch term “naer het leven” derived from the
Latin expression “ad vivum,” which came into use in the early sixteenth century among botanists and
theologians. The Dutch artist Hieronymus Cock adopted it in 1559 for his print series of the “Small
Landscapes” as a way to demonstrate the authenticity of his images of Dutch villages. The term was
increasingly used in relation to portraiture, and by the seventeenth century became associated with the
practice of drawing or painting. On the contrary is the term “uyt den gheest,” which referred to images
done from the mind, memory or the imagination. It implied the intellectual process associated with
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(fig. 9), Sweerts depicts an artist seated before a darkened hillside where, surrounded
by a group of onlookers, he draws an elderly, white-bearded man. Although the
figure comes from a low social class, dressed in simple peasant’s clothes and visibly
worn by life’s difficulties, Sweerts renders him with an unusual sense of dignity and
grace, evoking, as he so often does, the humanity of his subjects. A young, turbaned
woman in the act of sewing captures the artist’s attention in An Artist’s Studio with a
Woman Sewing (fig. 11).% Looking across a towering pile of antique plaster casts,
the artist paints the woman directly on the canvas, her concentrated gaze and timeless
beauty being the sole object of his attention. While Sweerts’ conception for working
naer het leven was varied, and often wrought with his own stylistic ideals, he
succeeded in rendering his figures with a sensitivity to the human experience.
Several of Sweerts’ studio paintings from his Roman period represent the
sculpture of the Brussels artist Francois Duquesnoy (1597-1643), indicating that the
younger artist was familiar with Duquesnoy’s work. Although Duquesnoy died
shortly before Sweerts arrived in Italy, he spent decades there as a member of the
Bent and the Accademia di San Luca. Duquesnoy’s sculptures, such as the highly
praised marble Saint Susanna executed in 1630-1631, for Santa Maria di Loreto, and
the bronze Apollo and Cupid (fig. 38) depicted several times in Sweerts’ paintings,
espoused the classicistic ideals of beauty that help to distinguish Sweerts” works from

the Bamboccianti. Sweerts likely admired Duquesnoy as a loyal supporter of the

rendering images, and was thus complementary to working naer het leven. For Van Mander’s use of
this term, see Melion, Shaping the Netherlandish Canon, 65-66; 243, note 10.

% The same sewing woman also appears in Sweerts” The Schoolroom from around 1650 (oil on canvas,
89.5 x 114, Berkeley Castle, Gloucestire). See Jansen and Sutton, Michael Sweerts, 110-112.
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Accademia, and the sculptor’s renowned reputation would have resonated with
Sweerts as a fellow artist from Brussels.

Sculpture by Duguesnoy was owned by Camillo Pamphilj, for whom Sweerts
would work in a range of capacities from September 1651 to March 1652, including,
it appears, involvement in a private art academy in the Pamphilj household.*
Although little is known about this academy’s activities, it was not unusual for
Roman patrons to house small, informal academies in their residences.®® Camillo was
an avid collector of antiquities and of Netherlandish and Italian artists, making it
plausible that the academy was intended to provide him with artistic training in

drawing or painting.*® In any event, Sweerts’ work was well regarded by the

%7 Camillo’s account books from this period indicate that Sweerts not only painted (no longer
surviving) portraits, religious and genre scenes for his patron, but also acted as an agent in the purchase
of art and was involved in a play performed at the Pamphilj residence. For a detailed discussion of
Sweerts’ activities for Camillo, see Chapter 3, and for the documents, see Jérg Garms, ed., Quellen aus
dem Archiv Doria-Pamphilj zur Kunsttatigkeit in Rom unter Innocenz X (Vienna: Béhlau;
Komissionsverlag der dsterreichischen Akademie der Wissenschaften, 1972), 76; Bikker, “Sweerts’
Life and Career — A Documentary View,” 31. The entry, which dates from 21 March 1652, describes
that Sweerts received 3.05 scudi for oil used since 17 February in His Excellency’s academy [olio
diverso presso la lucerna servita per I’accadimia di S.E.(Sua Eccelenza)].

% For discussion of Camillo’s academy, see Giovanna Capitelli, “Une testimonianza documentaria per
il primo nucelo della raccolta del principe Camillo Pamphilj,” in | capolavori della collezione Doria
Pamphilj da Tiziano a Velazquez (Milan: Skira, 1996), 96; Bikker, “Sweerts’ Life and Career — A
Documentary View,” 31; Jonathan Bikker, “Een miraculous leven,” Kunstschrift 55 (2001): 21, note 1.

¥ Alongside academies that were held in noble households during this period, small, private drawings
academies also existed in artists’ studios in seventeenth-century Rome. While very little is known
about them, they typically allowed artists to draw after the nude model. Seventeenth and eighteenth-
century biographers, such as Giovanni Baglione, Malvasia and Passeri mention instances of these
academies in the lives of artists such as Guercino and Domenichino. For a general discussion of this
topic, see Nikolaus Pevsner, Academies of Art, Past and Present (New York: Da Capo Press, 1973),
71-74. For a discussion of Camillo’s vast patronage activities, his particular interest in Northern
artists working in Italy, and his academy in the context of informal drawing academies, see Chapter 3,
and Capitelli, “Une testimonianza documentaria per il primo nucelo della raccolta del principe Camillo
Pamphil;.”
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Pamphilj family and before he left the city he received the title of cavaliere, or
knight, from Pope Innocent X.*°

The artistic circles around Camillo may have provided Sweerts with the
opportunity to encounter the work of Nicholas Poussin (1594-1665), and perhaps

even to meet the renowned French painter himself.**

Although Sweerts’ and
Poussin’s artistic approaches differed considerably, they shared an interest in antique
sculpture, art theory and pedagogy. Their relationship is most apparent in Sweerts’
large scale history painting Plague in an Ancient City (fig. 20), for which Poussin’s
Plague at Ashdod (fig. 37) served as its iconographic and stylistic source.

Although there is no specific indication as to when Sweerts returned to
Brussels, it was likely in the early to mid-1650s.** Back in his native city, he founded
a drawing academy for young artists, and, remarkably for this time, also for tapestry

designers. The academy was not documented in the records of Brussels Guild of St.

Luke, but evidence for its existence emerges in the petition for privileges that Sweerts

0 Evidence of Sweerts’ title of cavaliere comes from the petition that he submitted to the Brussels city
magistrates in 1656 requesting privileges on the basis of the drawing academy that he had established
several years earlier. Brussels, Stadsarchief, Register der Tresorije, vol. 1297, fols. 117v-118v.
(hereafter cited as SAB, RT). See Appendix 1.

*! Camillo also owned a painting by Poussin of a “nude, winged Cupid.” See Francesca Cappelletti
and Giovanna Capitelli, eds., | capolavori della collezione Doria Pamphilj da Tiziano a Velazquez
(Milano: Skira, 1996), 72, no. 35. Poussin was a member of the Accademia di San Luca, and moved
among the circles of prominent patrons and intellectuals in Rome, making it possible that he and
Sweerts may have met. Poussin was also a close friend of Duquesnoy. For a complete discussion of
the relationship between the two artists and their place in the artistic community in Rome during these
years, see Chapter 3.

“2 Sweerts was last documented in Rome in March of 1652, as attested by references in the account
books of Camillo Pamphilj and his painting, In the Studio, which is signed and dated “Michael
Sweerts/fecit/Roma/A.D. 1652.” While Sweerts is only documented with certainty back in Brussels on
19 July 1655 (at the baptism of his nephew, Michael Auwerkercken, the son of his sister, Cathering,
and her husband Judocus), the petition that he submitted for the drawing academy suggests that he had
already been back in the city for several years.
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submitted to the Brussels magistrates in 1656.* From the document, one learns that
the academy was dedicated to teaching young men how to draw naer het leven, which
indicated the practice of drawing from a live model, seen in Sweerts’ painting of the
academy from this period (fig. 15).

During the mid-1650s, Sweerts produced a didactic series of head studies,
which followed in the tradition of Italian and Netherlandish precedents, among them
Odoardo Fialetti’s 1l vero modo et ordine from 1608, Crispyn van de Passe’s 1643 ‘¢
Light der teken en schilder konst, and Abraham Bloemaert’s Tekenboek from 1651.%
In 1659, Sweerts presented a self-portrait to the Brussels Guild of St. Luke, which
they noted in their records as hanging in the meeting room of the guild “as a reminder
of him,” suggesting that his involvement with the academy had ended.”> The reasons
for the academy’s short-lived existence are unclear, but in 1660 Sweerts departed for
Amsterdam, where he joined the Sociéeté des Missions Etrangéres. He left with the

mission for the Near East in 1661, dying in Goa in 1664.%°

2 SAB, RT, vol. 1297, fols. 117v-118v; see Appendix 1.

* See Jaap Bolten, Method and Practice: Dutch and Flemish Drawing Books, 1600-1750 (Landau
Pfalz: PVA, 1985), 96-99, 254-255.

*® Sweerts’ gift of a self-portrait is recorded in the guild’s records from 1659: Brussels, Algemeen
Rijksarchief, Ambachten en Gilden van Brabant: Schilders, Goudslagers en Glazenmakers, inv. 818,
fol. 221v; see Appendix 3. Although the specific details of the portrait are not described, it seems
likely that Sweerts’ Self-Portrait as a Painter, rather than the Self-Portrait with a Skull (fig. 54) was
the painting presented to the guild. The question of the self-portrait as gift is discussed in the
Conclusion.

* Our knowledge of Sweerts’ involvement with the Société des Missions Etrangeres comes from the
journal of Nicolas Etienne, a French Lazarist missionary who Sweerts met in Amsterdam prior to his
departure. Etienne wrote at length about Sweerts’ character, describing, “sa conversion et sa vie est
tout extraordinaire et miraculeuse.” For Etienne’s account of Sweerts, see the full text in Bikker, “Een
miraculous leven,” 26, Appendix 1. Sweerts was asked to leave the mission in 1662 only after one
year in its service. His departure is reported in a letter from the leader of the mission, Francois Pallu,
Bishop of Heliopolis, who wrote, “our good Mr Svers is not the master of his own mind. I do not think
that the mission was the right place for him, nor he the right man for the mission...Everything has been
terminated in an amiable fashion on both sides.” Pallu’s account contradicts Etienne’s admirable
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The Tradition of the Academy in Italy and the Netherlands

The establishment of the first academies of art in Italy in the mid-sixteenth
century formally recognized the arts of painting, sculpture and architecture as noble
professions of the liberal, rather than the mechanical, arts.*’ As such, artists were
expected to be proficient in not only the technical aspects of their art, but also in
theoretical and scientific studies, including knowledge of anatomy and perspective,
and history and literature. These subjects required a formal program of education that
balanced theory and practice, thereby extending an artist’s traditional training beyond
his apprenticeship in a master’s workshop.*® By distinguishing himself from the
craftsman, the early modern artist emerged as an intellectual, endowed with a newly

elevated social status.

characterization, yet often too much has been made of these descriptions in the scholarship as evidence
for Sweerts’ religious fanaticism and peculiarities. For Pallu’s letters, see Vitale Bloch and Jean
Guennou, Michael Sweerts: Suivi de Sweerts et les Missions Etrangéres par Jean Guennou (La Haye:
L.J.C. Boucher, 1968), 94-106; Louis Baudiment, Frangois Pallu, principal fondateur de la Société
des Missions étrangéres (1626-1684) (Niort: Impr. Saint-Denis, 1934), 96-97; 99. The original letters
are housed in the Archives des Missions Etrangéres, Paris, vol. 101. Sweerts’ reasons for traveling to
Goa after his departure from the mission are unknown; the mission archive recorded his death there in
1664.

7 See, for example, Paul Oskar Kristeller, “The Modern System of the Arts: A Study in the History of
Aesthetics Part 1,” Journal of the History of Ideas 12, no. 4 (1951): 496-527; Paul Oskar Kristeller,
“The Modern System of the Arts: A Study in the History of Aesthetics (I),” Journal of the History of
Ideas 13, no. 1 (1952): 17-46; Rensselaer W. Lee, Ut pictura poesis: The Humanistic Theory of
Painting (New York: W.W. Norton, 1967).

“8 For the training of the artist in the workshop, see Gabriele Bleeke-Byrne, “The Education of the
Painter in the Workshop,” in Children of Mercury: The Education of Artists in the Sixteenth and
Seventeenth Centuries (Providence: Dept. of Art, Brown University, 1984), 28-39; Hessel Miedema,
“Over vakonderwijs aan kunstschilders in de Nederlanden tot de 17de eeuw,” in Academies of Art:
Between Renaissance and Romanticism. Leids Kunsthistorisch Jaarboek, ed. Anton Boschloo, vol. 5-6
(The Hague: SDU Uitgeverij, 1989), 268-282; Paul van den Akker, “Het Atelier als School,” in
Ateliergeheimen: over de Werkplaats van de Nederlanse Kunstenaar vanaf 1200 tot Heden, ed.
Mariétte Haveman (Amsterdam: Kunst en Schrijven, 2006), 216-233.
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The Accademia del Disegno in Florence and the Accademia di San Luca in
Rome, established in 1563 and 1593, respectively, were the first public, state-
sponsored academies of art. They instituted extensive curricula that codified the
theories for the education of the artist put forth by Leon Battista Alberti and Leonardo
da Vinci in the late fifteenth century.*® Drawing, which had already played a central
role in an artist’s training in the workshop, assumed even greater significance within
an academic context.”® As outlined by Leonardo, young artists began by copying the
prints and drawings of a good master, followed by sculpture and plaster casts after the
antique, and finally, in the most important step, drawing the human figure from life.
Federico Zuccaro, the founder of the Accademia di San Luca, placed additional
emphasis on drawing in his pedagogical program. Drawing served as the institution’s
grounding theoretical framework as well as the basis for all activities in the “Studio,”
the part of the Accademia specifically dedicated to the practical instruction of artists.

The concept of the academy, however, had emerged before the establishment

of these institutions in Florence and Rome, seemingly derived from humanist

“® Alberti’s treatise on painting appeared in 1435. See Leon Battista Alberti, On Painting, ed. Cecil
Grayson (London: Penguin Books, 1991). Leonardo’s treatise on painting, the Trattato della Pittura,
circulated in manuscript form until it was first published in 1651. See Claire J. Farago, ed., Re-
Reading Leonardo: The Treatise on Painting Across Europe, 1550-1900 (Farnham: Ashgate, 2009).
Subsequent examples to discuss ideals for artistic education and practice include Giovanni Battista
Armenini’s De veri precetti della pittura from 1586 and Gian Paolo Lomazzo’s Idea del tempio della
pittura from 1590.

%0 For the role of drawing in an artist’s education, see Alberti, On Painting; Jean Paul Richter, The
Notebooks of Leonardo Da Vinci (New York: Dover Publications, 1970), 2: 243, no. 483; Joseph
Meder, The Mastery of Drawing, trans. Winslow Ames (New York: Abaris Books, 1978), 217-295;
Cynthia E. Roman, “Academic Ideals of Art Education,” in Children of Mercury: The Education of
Artists in the Sixteenth and Seventeenth Centuries (Providence: Dept. of Art, Brown University, 1984),
81-95; Laura Olmstead Tonelli, “Academic Practice in the Sixteenth and Seventeenth Centuries,” in
Children of Mercury: The Education of Artists in the Sixteenth and Seventeenth Centuries (Providence:
Dept. of Art, Brown University, 1984), 98-107; Paul van den Akker, “Tekeningen op de grond,” in
Ateliergeheimen: over de Werkplaats van de Nederlanse Kunstenaar vanaf 1200 tot Heden, ed.
Mariétte Haveman (Amsterdam: Kunst en Schrijven, 2006), 143-161.
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gatherings in fifteenth-century Italy dedicated to the study of literature and
philosophy. Agostino Veneziano’s 1531 engraving of a group of artists (fig. 21), led
by the sculptor Baccio Bandinelli, drawing by candlelight in the Vatican Belvedere,
suggests that an “artistic” academy already existed in Rome at that time.>> The image
demonstrates Bandinelli’s effort to associate the intellectual characteristics of the
academy with the pictorial arts. Small, private drawing academies, such as this one,
continued to exist in the seventeenth century even after formal academies were
instituted in Florence and Rome. Thus, even in the Italian context, the term
“academy” had a fluidity of meaning in the early modern period.>?

In the late sixteenth- and early seventeenth-century Netherlands, when no
formal art academy existed in the North, the term “academie” was broadly used to
refer to a small, informal group of artists who gathered in order to draw a nude (or

nearly nude) model from life.® The term was first used to describe the drawing

5! The term “academy” has antique origins; it originated in 4™-century Athens in regard to Plato’s
school for the instruction of philosophy. The word “academy” and the arts were first linked in a series
of engravings after Leonardo da Vinci in the early sixteenth century that depict interlaced white
designs over a black background. They are each inscribed: “Academia Leonardi Vinci.” Scholars
have long speculated on whether Leonardo operated an academy of art, but it is widely believed that
his “academy” likely referred to the intellectual circles of Milan who gathered to discuss humanist and
scientific ideas. In the late fifteenth century in Florence, Lorenzo the Magnificent is believed to have
founded a school in his palace for sculptors. According to Vasari, the sculptor Bertoldo di Giovanni
instructed a group of artists, among them Michelangelo, to study antique sculpture. Although far from
a formal academy, the Medician school provides an early example of the type of academic education
that would soon develop. For the origins of the term and its development in the Renaissance, see
Pevsner, Academies of Art, Past and Present, 1-38.

%2 Also significant in this context is the Carracci academy in Bologna, which is discussed in Chapter 2.

>3 For a discussion of the meaning of the term academy in the Netherlands during this period, see, most
notably, Hessel Miedema, “Kunstschilders, gilde en academie. Over het probleem van de emancipatie
van de kunstschilders in de Noordelijke Nederlanden van de 16de en 17de eeuw,” Oud Holland 101,
no. 1 (January 1, 1987): 1-33; E.A. de Klerk, “‘Academy-Beelden’ and ‘Teeken-Schoolen’ in Dutch
Seventeenth-century Treatises on Art,” in Academies of Art: Between Renaissance and Romanticism.
Leids Kunsthistorisch Jaarboek, ed. Anton Boschloo, vol. 5-6 (The Hague: SDU Uitgeverij, 1989),
283-288. Later in the century, the term “collegia” or “academy-beelden” would often be used in place
of academie. Willem Goeree and Gerard de Lairesse used these terms in their treatises, Inleydinge tot
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sessions that Karel van Mander, Cornelis Cornelisz van Haarlem (1562-1638) and
Hendrick Goltzius (1558-1617) had formed in Haarlem in 1583, shortly after VVan
Mander’s own trip to Italy in the mid-1570s.>* Abraham Bloemaert (1566-1651) and
Paulus Moreelse (1671-1638) initiated a similar academie for artists in Utrecht in the
1610s, which was likely attended by artists who Sweerts would later know in Rome,
such as Jan Baptist Weenix (1621-1660) and Jan Both.>> Organized drawing after a
live model also probably occurred in Haarlem in the 1630s and 1640s, in the wake of
the reorganization of the Guild of St. Luke, as well as in the studios of Rembrandt
(1606-1669), Govert Flinck (1615-1660) and Jacob Backer (1609-1651) in
Amsterdam in the 1640s and 1650s.®

These Dutch drawing schools, like Sweerts” own academy in Brussels, existed

outside of the jurisdiction of the Guild of St. Luke and served as a complement to,

de Al-ghemeene Teycken-Konst and Grondlegginge ter Teekenkonst, published in 1678 and 1701,
respectively. For the role of drawing in an artist’s education in the Netherlands more broadly, see Van
Mander, Den grondt der edel vry schilder-const, 99-106; Schatborn, Dutch Figure Drawings from the
Seventeenth Century; Michael W. Kwakkelstein, ed., Willem Goeree: Inleydinge tot de al-ghemeene
teycken-konst; een kritische geannoteerde editie (Leiden: Primavera Pers, 1998); Akker, “Tekeningen
op de grond.”

> Evidence for the academy comes from a posthumous and anonymous biography of Van Mander,
published in the 1618 edition of Het Schilder-boeck, which explained that the three artists had “formed
an academy for studying from life.” See Karel Van Mander, The Lives of the Illustrious Netherlandish
and German Painters, from the First Edition of the Schilder-boeck (1603-1604). Preceded by the
Lineage, Circumstances and Place of Birth, Life and Works of Karel Van Mander, Painter and Poet
and Likewise His Death and Burial: From the Second Edition of the Schilder-boeck (1616-1618), ed.
Hessel Miedema (Doornspijk: Davaco, 1994), 1: fol. S2r, 26.

% See Marten Jan Bok, ““Nulla dies sine linie:” De opleiding van schilders in Utrecht in de eerste helft
van de zeventiende eeuw,” De Zeventiende Eeuw 6 (1996): 58—68.

*® See E. Taverne, “Salomon de Bray and the Reorganization of the Haarlem Guild of St. Luke in
1631,” Simiolus 6, no. 1 (1973): 50-69; S. Dudok van Heel, “Het ‘gewoonlijck model’ van de schilder
Dirck Bleker,” Bulletin van het Rijksmuseum (1981); S. Dudok van Heel, “Het ‘Schilderhuis’ van
Govert Flinck en de kunsthandel van Uylenburgh aan de Lauriergrachte te Amsterdam,” Jaarboek
Amstelodamum 74 (1982): 70-90; Schatborn, Dutch Figure Drawings from the Seventeenth Century,
19-22; Holm Bevers, “Drawing in Rembrandt’s Workshop,” in Drawings by Rembrandt and His
Pupils: Telling the Difference (Los Angeles: The J. Paul Getty Museum, 2009), 1-30.
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rather than a substitute for, an artist’s traditional training in a master’s workshop
where he learned the rudiments of the profession.”” By enabling the exchange of
artistic knowledge in a shared space and the opportunity to draw collectively from a
model, the Netherlandish academy was part of an artist’s education and continuing
practice, reflecting the larger intellectual associations of the Italian accademia in both
its formal and informal manifestations.”® Sweerts’ academie, however, differed from
his Dutch predecessors in a key respect: in 1656 his academy received official
recognition from the Brussels civic authorities (as evidenced in the petition and

Sweerts’ receiving of privileges), which not only distinguished it from the Dutch

> These drawing schools were rarely — if ever — documented in the guild’s records. An artist’s
apprenticeship with a master typically began between the ages of 12 and 16 years old. Contracts were
agreed upon between the master and the pupil’s parents or guardians, and at times a youth performed
household chores in exchange for room and board. Training was tightly controlled by the local guild
and pupils were required to register. See, for instance, Bleeke-Byrne, “The Education of the Painter in
the Workshop”; Miedema, “Over vakonderwijs aan kunstschilders in de Nederlanden tot de 17de
eeuw’”’; Akker, “Het Atelier als School.”

*8 |t is important to note, however, that the practice of drawing from a nude male model in the
workshop — a role typically assumed by a male apprentice — probably already began to occur at the end
of the fifteenth century in Italy, evidenced, for example, in drawings by the Florentine artist Filippino
Lippi (1457-1504). This practice seems to have developed later in the Netherlands, suggested by late
sixteenth- and early seventeenth-century drawings by Hendrick Goltzius, Cornelis van Haarlem and
Jacob de Gheyn 11 (1565-1629), as well as examples by Peter Paul Rubens and Jacob Jordaens.
Although little evidence survives to understand fully the role of models in the workshop, they would
have played a more practical, rather than didactic, role in an artist’s execution of a painting. For the
role of the model in the early Renaissance, see Christopher S. Wood, “Indoor-Outdoor: The Studio
Around 1500,” in Inventions of the Studio: Renaissance to Romanticism, ed. Michael Cole and Mary
Pardo (Chapel Hill: University of North Carolina Press, 2005), 36—72; William Breazeale et al., The
Language of the Nude: Four Centuries of Drawing the Human Body (Aldershot: Lund Humphries,
2008). For the practice of drawing from a model in the seventeenth century in the Northern and
Southern Netherlands, see, respectively, Schatborn, Dutch Figure Drawings from the Seventeenth
Century, 19-22; 1. Q. van Regteren Altena, Jacques De Gheyn, Three Generations (The Hague: M.
Nijhoff, 1983), 2: nos. 796-797; 3: 268, 281; Peter Schatborn and Victoria van Rooijen, Het Naakt
(Amsterdam: Rijksmuseum, 1997); Anne-Marie S. Logan and Michiel Plomp, Peter Paul Rubens: The
Drawings (New York: Metropolitan Museum of Art, 2005), 9-11; 144-169; Susan Anderson,
“International Currents: The Nude in the Low Countries, 1550-1750,” in The Language of the Nude:
Four Centuries of Drawing the Human Body, ed. William Breazeale (Aldershot: Lund Humphries,
2008), 48-85; Joost vander Auwera and Irene Schaudies, eds., Jordaens and the Antique (New Haven:
Yale University Press, 2012), 55-73.

25



model, but also suggested a more formal endeavor in line with the Italian accademia
and the Netherlandish academies of the later seventeenth century.

Although little documentation survives about Netherlandish academies and
the role they played in artistic instruction and practice, contemporary written and
visual sources demonstrate the ways in which the academie absorbed the Italian
model in the seventeenth century. In his biography of VVan Haarlem in Het Schilder-
boeck, for example, Van Mander praised his colleague’s choice of “the best and most
beautiful living and breathing antique sculptures,” suggesting that drawing from the
antique was integrated into the Netherlandish concept of working naer het leven.>®
The title page of Bloemaert’s Tekenboek (fig. 22) reinforces — and conflates — this
method of drawing from both the nude model and antique sculpture. A young pupil
sits in a studio drawing a nude older man. With his wrinkled and sagging skin, the
model appears strikingly realistic, but one soon realizes that he, too, like the plaster

fragments hanging on the wall, is only a hollow cast.

Sweerts and the Academy in the Second Half of the Seventeenth Century

Sweerts’ position at a juncture of Netherlandish and Italian academic cultures
put him in a unique position at mid-century. His foundation of the drawing academy

in Brussels in the 1650s, his deep interest in antique sculpture and his solid, defined

%% \van Mander, The Lives of the Illustrious Netherlandish and German Painters, fols. 292v—293r. This
concept relates to what Jan Emmens described as the “pre-classicist” phase of Dutch art in the tradition
of Van Mander, who saw nature and the antique as worthy models. Northern artists had begun to draw
from antique sculpture in the sixteenth century, as the examples of artists such as Jan Gossaert and
Lambert Lombard indicate; what shifted by the seventeenth century is the way in which this practice
became part of a larger, more defined academic framework. The use and representation of antique
sculpture is a theme that permeates this study.
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figures and balanced, well-structured compositions anticipate the academic-driven
classicism found in late seventeenth-century Dutch theoretical treatises on the art of
painting. In 1678, Willem Goeree (1635-1711) published the Inleydinge tot de Al-
ghemeene Teycken-Konst, the first Netherlandish theoretical drawing manual; that
same year Samuel van Hoogstraten (1627-1678) wrote his Inleyding tot de hooge
schoole der schilderkonst anders de zichtbare werelt; and in 1701, Gerard de Lairesse
(1640-1711) published his Grondlegginge ter Teekenkonst, which reflected the
academic practices he had experienced in Amsterdam in the last several decades of
the seventeenth century.®® The publication of Jan de Bisschop’s (1628-1671)
Signorum Veterum Icones in 1668 and the Paradigmata Graphices in 1671
formalized a canon of antique sculpture for Netherlandish artists, thus codifying a
classical ideal.®* The treatises by Goeree, Van Hoogstraten, De Lairesse and De
Bisschop expressed the idea that art should be based on a set of rational rules guided
by a canon of ideal beauty.®* Influenced in these respects by Italian academic
traditions and the guidelines of the Académie Royale de Peinture et Sculpture in
Paris, founded in 1648, these authors came to incorporate the practice of life drawing

into a classicist framework.

% For Goeree, see Kwakkelstein, Willem Goeree. For Hoogstraten, see most recently, Thijs
Weststeijn, The Visible World: Samuel Van Hoogstraten’s Art Theory and the Legitimation of Painting
in the Dutch Golden Age (Amsterdam: Amsterdam University Press, 2008). For Lairesse, see Lyckle
de Vries, How to Create Beauty: De Lairesse on the Theory and Practice of Making Art (Leiden:
Primavera Press, 2011). These texts were preceded by Franciscus Junius’ De Pictura Verterum, the
first manual on classical art in the Netherlands that was compiled from antique texts. See Franciscus
Junius, The Literature of Classical Art, ed. Keith Aldrich, Philipp P. Fehl, and Raina Fehl (Berkeley:
University of California Press, 1991).

® See J. G. van Gelder, Ingrid Jost, and Keith Andrews, Jan De Bisschop and His lcones &
Paradigmata: Classical Antiquities and Italian Drawings for Artistic Instruction in Seventeenth
Century Holland (Doornspijk: Davaco, 1985).

82 See above for references.
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Sweerts’ academy fits snugly in this context, anticipating the establishment of
the formal, public academies of art that were soon founded in the Southern and
Northern Netherlands. Life drawing became the backbone of the curriculum of the
Antwerp Academy of Art, which was founded in 1663, the first state-sanctioned,
public academy in the Southern Netherlands; it was also the first form of instruction
in the academies in The Hague in 1682 and Utrecht in 1696.® Barent Graat (1628-
1709) and De Lairesse participated in academies for life drawing in Amsterdam
around 1700.%* Drawing from his predecessors and contemporaries, Sweerts serves
as an important figure in understanding the development and character of the
Netherlandish academic tradition in this transitional moment at mid-century. One of
this dissertation’s objectives is thus to establish Sweerts’ role in helping formulate the
defined and formal set of academic and classicist ideas that emerged in the

Netherlands in the second half of the seventeenth century.

Chapters

To examine the growth of Netherlandish academicism and Sweerts’ role

within it, this dissertation develops chronologically and thematically through Sweerts’

% pevsner, Academies of Art, Past and Present, 130. The study of perspective, anatomy and
mathematics were later added to the curriculum of the Antwerp Academy in emulation of the academic
models of Rome and Paris. The fact that drawing from life formed the core of the academy’s
curriculum for the first several decades of its operation expressed a particularly Netherlandish
conception of artistic education. Drawing from life, as well as prints and antique sculpture, also
constituted the main form of instruction at the first public academy of art founded in Brussels in 1711.
For the latter, see A. Pinchart, “Recherches sur I’histoire et les médailles des Académies et des Ecoles
de Dessin, de Peinture, de Sculpture, d’ Architecture et de Gravure en Belgique,” Revue de la
Numismatique Belge 4 (1848): 207-223.

% See Chapter 4. Pevsner, Academies of Art, Past and Present, 130-131. See also Bikker, “The Deutz
Brothers, Italian Paintings and Michiel Sweerts.”
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life in four chapters. Sweerts’ paintings constitute the core evidence for this study, in
addition to a focused contextual analysis. In the few instances where possible,
archival documentation occupies an important role as primary evidence. Finally, this
dissertation also constructs the larger network of Sweerts’ contacts and patronage in
Brussels and Rome in order to place him in a cohesive social and artistic framework.

Chapter 1 begins by addressing the heretofore neglected artistic and cultural
contexts of Brussels in the first half of the seventeenth century. It establishes the
underlying framework for Sweerts’ career prior to his trip to Rome in the 1640s and
upon his return in the 1650s. Specifically, it explores how Italian-trained artists like
Wenzel Coebergher (1560/61-1634) and Theodoor van Loon established an
intellectual and classicizing tradition in Brussels that significantly informed Sweerts’
attitudes towards the making of art. This chapter also addresses Brussels’ tapestry
industry for its role in furthering the taste for Italian art in the city and the personal
and professional relationships that Sweerts maintained to its larger culture.

Chapter 2 investigates the nature of Sweerts’ involvement with the Accademia
di San Luca and the community of Northern artists in Rome. By examining specific
works in relation to the precepts of the Accademia, including Roman Street Scene,
Artist Sketching Beggars in a Landscape and Painter’s Studio, this chapter elucidates
Sweerts’ reliance on the Italian pedagogical model. It also situates Sweerts’ paintings
in relation to Italian prints of artists’ academies, exploring the innovative ways in
which he contributed to this tradition. Concurrently, this chapter considers the
influence of Van Mander’s Schilder-boeck and didactic poem, Grondt der Edel Vry

Schilderconst, published in 1604, on the education of artists in the Netherlands. It
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also discusses the drawing academy founded in Haarlem in 1583, an important and
relevant predecessor for understanding the beginnings of a Netherlandish academic
tradition.®

Chapter 3 focuses on Sweerts’ theoretical concerns in Rome by investigating
the artistic relationship that developed between his work and that of Francois
Duquesnoy and Nicholas Poussin. By addressing Sweerts’ representation of
Duquesnoy’s classicizing sculpture in his studio scenes, and his use of Poussin’s
Plague at Ashdod as a model for his own Plague in an Ancient City, this chapter
illuminates the ways in which the classicist principles championed by this older
generation of artists informed Sweerts’ artistic and academic ideas. It also examines
Sweerts’ most important Roman patron, Camillo Pamphilj, and the small, private
academy in Camillo’s palace that may have served as an important precedent to
Sweerts’ own drawing academy in Brussels.

The final chapter addresses Sweerts’ establishment of the drawing academy
for young artists and tapestry designers in Brussels in the early to mid-1650s. The
academy may be understood as the culmination of Sweerts’ academic interests and
the realization of his ideas on artistic practice and pedagogy. In relation to the
academy, this chapter examines Sweerts’ painting of the Drawing Academy and the
series of didactic head studies he produced in 1656. Finally, this chapter situates the

academy within the germane artistic context of Brussels and the Southern

% Van Mander’s ideas resurfaced in the reorganization of the Haarlem guild in 1631, and are evident in
Pieter de Grebber’s Regulen: Welcke by een goet Schilder en Teykenaer geobserveert en achtervolght
moeten werden, published in Haarlem in 1649.

30



Netherlands in the mid-seventeenth century, demonstrating its originality and

relevance in Brussels and within the larger Netherlandish tradition.

Sweerts in Art Historical Scholarship

Scholars regularly regard Sweerts as a mysterious and isolated outsider in the
narrative of seventeenth-century Netherlandish art. The unusual quality of his
paintings — in both style and subject matter — has proved resistant to scholarly
consensus. Even so, the early confusion surrounding Sweerts’ life, the attribution of
his works as well as his nationality — he was long considered to be Dutch — resulted in
a relatively small number of studies on the artist.®® Willem Martin first reintroduced
Sweerts to the art historical world in two articles in The Burlington Magazine at the
beginning of the twentieth century. In a 1905 article, Martin used Sweerts’ studio
paintings to illustrate the life of a Dutch artist, and two years later he reconstructed
Sweerts’ oeuvre for the first time.®” Rolf Kultzen’s 1954 dissertation on Sweerts
followed these articles nearly half a century later, and in 1958 the first monographic

exhibition devoted to the artist was held in Rome and Rotterdam.%®

% Sweerts’ “Dutch” nationality also explains the reason why his works are not found in any Belgian
museums. The date of Sweerts’ birth was also long believed to be 1624 (instead of 1618). And until
the end of the nineteenth century, his paintings were mistaken for Gerard ter Borch, Karl du Jardin and
even Johannes Vermeer. Adolf Beyersdorf first attributed a work (An Inn Parlour, Munich) to Sweerts
in 1896. As a result of these misattributions, he was only known in the nineteenth century for his
graphic work (most of which was signed), instead of his paintings.

%7 Willem Martin, “The Life of a Dutch Artist in the Seventeenth Century,” The Burlington Magazine
7 (1905): 125-128; Willem Martin, “Michiel Sweerts als schilder: proeve van een biografie en een
catalogus van zijn schilderijen,” Oud Holland 25, no. 1 (1907): 132-156.

%8 Rolf Kultzen, “Michael Sweerts (1624-1664)” (Ph.D. Dissertation, University of Hamburg, 1964);
Rolf Kultzen and J.C. Ebbinge Wubben, eds., Michael Sweerts e i bamboccianti (Rome and
Rotterdam: Lorenzo del Turco, 1958). For a review of the exhibition, see Malcolm Waddingham,
“The Sweerts Exhibition in Rotterdam,” Paragone 9, no. 107 (1958): 67-73.
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Kultzen’s dissertation, finally published in 1996, provides an indispensable
catalogue raisonné of Sweerts’ life and works.®® Yet Kultzen hardly questions
Sweerts’ views on artistic theory and practice. Rather than looking to Brussels or
even the academic circles with which Sweerts was in contact in Rome, Kultzen
emphasized the influence of the French genre painter Louis Le Nain (1600/1610-
1648) on Sweerts’ development.”’ While Kultzen did point to Sweerts’ use of
classical statuary in his studio paintings and genre scenes — observations that showed
the importance of antiquity for the artist’s academic outlook — he did not consider
Sweerts’ work in relation to broader academic traditions. He also minimized the
importance of Sweerts’ academy in Brussels.”*

Aside from these monographic studies, Sweerts remains primarily situated
within the literature of the Bamboccianti, a point first argued in the 1958 exhibition
on this group of artists.”” Giulio Briganti also included Sweerts in | Bamboccianti,
the extensive exhibition he organized in Rome in 1983. Although Briganti
recognized that Sweerts’ art differed from that of Van Laer and his followers, he

maintained that Sweerts, like the Bamboccianti, painted conventional scenes from

% Kultzen, Michael Sweerts.

70 Martin first expressed this idea by calling Sweerts the “Dutch Le Nain” in 1907. Sweerts is not
documented as having traveled to France, thought it has been speculated that he passed through on his
way to or from Rome.

e Rolf Kultzen, “Michael Sweerts als Lernender und Lehrer,” Miinchner Jahrbuch der Bildenden
Kunst 33 (1982): 109-130. Other scholars who have also addressed Sweerts’ use of classical sculpture
and its unusual manipulation are Horster, “Antikenkenntnis in Michael Sweerts’ ‘Romischen
Ringkampf™”’; Thomas Doéring, “Belebte Skulpturen bei Michael Sweerts: Zur Rezeptions-geschichte
eines vergessenen pseudo-antiken Ausdruckskopfes,” Wallraf-Richartz-Jahrbuch 55 (1994): 55-83.

2 Kultzen and Wubben, Michael Sweerts e i bamboccianti.
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everyday life.”® This view went unchallenged until David Levine’s dissertation in
1984, which, as discussed below, interpreted the work of these Northern artists in
Rome as more than scenes of everyday life. A series of articles followed Levine’s
dissertation in the 1980s, culminating in the 1991 exhibition, | Bamboccianti:
Niederlandische Malerrebellen im Rom des Barock, which also included Sweerts.”™
Levine’s scholarship positioned the Bamboccianti within an intellectualizing,
literary tradition of irony and paradox. He argued that, despite their low-life art, the
Bamboccianti were well-inclined towards the classical tradition, bringing the profane
and the elevated together in order to challenge conventional artistic truths.”” Levine’s
development of the motivations of the Bamboccianti’s work and their paradoxical
relationship with tradition furthers our understanding of Northern artists in Rome."
Yet, like Briganti before him, Levine situated Sweerts within this context and located
his intentions within the tradition of irony. It is argued here, on the other hand, that

while Sweerts relied in part on the bambocciante tradition, the didactic and

& Briganti, Trezzani, and Laureati, The Bamboccianti.

4 Levine, “The Art of the Bamboccianti”; Levine, “The Roman Limekilns of the Bamboccianti”;
Levine, “The Bentvueghels: Bande Académique”; Levine and Mai, | Bamboccianti.

" Levine demonstrates this idea in Van Laer’s Small Limekiln in Budapest, a work that depicts a group
of beggars playing the lowly finger-game of Morra before an oversized limekiln in the Roman
cityscape. Although Morra was a game that required little skill or intellect (it relied on chance), it
carried a certain degree of nobility because of its classical origins. The limekiln behind the men was
one of many in Rome that was used to convert marble and travertine blocks into quicklime for building
in the city, an act that many viewed as an abuse of the availability of Rome’s antique monuments as a
source of raw material. Van Laer’s juxtaposition of the destruction of Rome’s physical past with the
Morra-playing beggars makes a biting commentary on the enduring quality of ignoble things and the
destructibility of antiquity. See Levine, “The Roman Limekilns of the Bamboccianti.” The tradition
of raising moral issues through ignoble subjects had its origins in the philosophy of Socrates, who
established that base things could act as vessels for divine truths.

" Levine has also suggested that the Bentvueghels could be considered as a kind of “academic band” in
their own right. He associates the meaning of the word “vueghel” with the members of ancient Greek
academies who were mockingly called “birds” by their contemporaries. Even if the Bent was indeed
making such an association between their name and an ancient academic tradition, it relates to a very
different set of intentions than with Sweerts. See Levine, “The Bentvueghels: Bande Académique.”
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pedagogical concerns guiding his work were quite different than those that inspired
these artists.

Most recently, Sweerts was the subject of a monographic exhibition held in
Amsterdam, Greenwich and San Francisco in 2002. The exhibition, Michael Sweerts,
1618-1664, presented an overview of Sweerts’ life and work, and an up-to-date
assessment of recent scholarship.”” Jonathan Bikker’s archival work offered the most
significant contribution to the exhibition. His essay expanded upon a 1998 Simiolus
article, in which he demonstrated that Sweerts worked for Camillo Pamphilj and Jean,
Jeronimus and Joseph Deutz in several different capacities.”® While this exhibition
provided an important reevaluation of Sweerts, many unanswered questions persisted
about his attitudes towards artistic practice and the education of artists, and like
Kultzen, it ignored the context of Sweerts’ formative years in Brussels.

This dissertation thus builds on the foundation of Sweerts’ scholarship already
in place. Itis not my intention to divorce the artist from the community of
Netherlanders in Rome — including the Bamboccianti — to which he undoubtedly
belonged. As is evident in his paintings of artists at work, however, Sweerts held
artistic interests and goals that differed fundamentally from those of most of his
Northern colleagues in Rome. By viewing Sweerts’ work through the lens of

academic traditions and the artistic environment to which he was exposed in Brussels,

77 Jansen and Sutton, Michael Sweerts.

8 Bikker, “The Deutz Brothers, Italian Paintings and Michiel Sweerts.” For example, Sweerts acted
as an agent in the purchase of art and antiquities for the Deutz family from Rome. Bikker’s findings
also appeared in a volume of Kunstschrift that accompanied the exhibition; see Bikker, “Een
miraculous leven.”
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this dissertation revises our understanding of Sweerts and the larger artistic and

academic traditions he knew and responded to in the Netherlands and Italy.

Sweerts in the Southern Netherlands

This dissertation explores the artistic and cultural framework of Brussels in
the mid-seventeenth century, a subject that has long been neglected by scholars.” As
the seat of the Habsburg court and home to one of Europe’s most important centers of
tapestry production in the early modern period, Brussels maintained a dynamic and
unique artistic culture. The important role played by Italian and classicizing art in its
cultural life fundamentally shaped Sweerts’ attitudes towards these traditions before
he left for Rome. This context subsequently encouraged him to return to Brussels and
led to his decision to establish the academy there in the 1650s.

By emphasizing the importance of Brussels as an artistic center, this
dissertation seeks to lend a balanced perspective to the study of Flemish art, which
traditionally focuses on Antwerp, where Peter Paul Rubens (1577-1640) lived and

worked for most of his career.*® As the most important Flemish artist of the period,

™ Unusually little is known about seventeenth-century art in Brussels due to the destruction of many of
the city’s archives in the fire of 1695, as well as a general lacuna in the art historical scholarship. My
discussion of Brussels during this period largely relies on Hans Vlieghe, Flemish Art and Architecture,
1585-1700 (New Haven: Yale University Press, 1998); Hans Vlieghe, “Flemish and Dutch Paintings in
the Seventeenth Century: Changing Views on a Diptych,” in Rubens, Jordaens, Van Dyck and Their
Circle: Flemish Master Drawings from the Museum Boijmans Van Beuningen, ed. A. W. F. M Meij
and Maartje de Haan (Rotterdam: NAI Publishers, 2001), 13-23.

8 There is also a general neglect in the scholarship to address Flemish art after Rubens, particularly art
in Brussels. Relatively few studies of Flemish art in the second half of the seventeenth century exist,
and while this disregard is slowly changing, a significant amount of work remains to be done. See, for
example, Joost vander Auwera, ed., Rubens: A Genius at Work (Tielt: Lannoo, 2007); Ann Diels, The
Shadow of Rubens: Print Publishing in 17th-Century Antwerp (Turnhout: Harvey Miller Publishers,
2009); Leen Kelchtermans, Katlijne van der Stighelen, and Koenraad Brosens, eds., Embracing
Brussels: Art and Art Production in Brussels (1500-1800) (Turnhout: Brepols, 2013). The latter book
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Rubens casts a long shadow over the study of other accomplished and relevant
Flemish artists, including Sweerts. Rubens thus assumes a supporting role in my
narrative, as does Antwerp. Sweerts, rather than being understood as an anomaly in

Flemish art, is here brought into a more inclusive Netherlandish context.

Early Modern Academic Traditions and Classicism in the Netherlands

The literature on early modern academies traditionally focuses on Italy since
the first formal, institutionalized academies of art developed in Florence and Rome in
the late sixteenth century.®* This emphasis is evident in Nikolaus Pevsner’s
Academies of Art: Past and Present, the first book to treat comprehensively the rise
of the early modern academy.®? Originally published in 1940 and subsequently
revised in 1973, Pevsner’s text concentrates on academies in Italy and France. He
mentions Van Mander’s Haarlem academy in passing, and spends several pages

discussing the Antwerp Academy of Art.® In both instances, however, he

emerged from a 2010 symposium at KU Leuven, which addressed seventeenth- and eighteenth-century
art and culture in Brussels. Koenraad Brosens has taken up the subject of tapestry in the last quarter of
the century. See Koenraad Brosens, A Contextual Study of Brussels Tapestry, 1670-1770: The Dye
Works and Tapestry Workshop of Urbanus Leyniers, 1674-1747 (Brussels: Koninklijke vlaamse
academie van Belgi€ voor wetenschappen en kunsten, 2004).

8 The establishment of the Accademia del Disegno in Florence in 1563 was followed by the
Accademia di San Luca’s founding in Rome in 1593, and the formation of smaller academies in
Bologna in 1573 and Milan in 1620.

82 paysner, Academies of Art, Past and Present.

8 pevsner treats the history of the academy as an institution from the Renaissance to the twentieth
century, so his scope is quite expansive.
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emphasizes the role of the craft guilds in hindering the development of the academy
in the Low Countries.®*

Since Pevsner, most scholarship on academies has continued to focus on
Italian examples, notably studies by Charles Dempsey, Karen-edis Barzman and Peter
Lukehart, although a few focused studies on academies in the North have appeared.®
In 1984, an exemplary catalogue based on an exhibition at Brown University,
Children of Mercury, treated the theme of the education of artists in a series of essays
on both the North and the South.?® A 1989 volume of the Leids Kunsthistorisch
Jaarboek, Academies of Art between Renaissance and Romanticism, revisited the
development of the early modern academy with the intention of updating Pevsner’s
study, and contained four essays on the Netherlandish example.?’

The most important studies on Dutch academies are those of Hessel Miedema

and Pieter van Thiel, who studied the case of Haarlem, and Maarten Jan Bok has

8 This interpretation has held steadfast in the scholarship on academies, and the Northern tradition is
generally dismissed. The neglect of the art historical scholarship to recognize the presence of a viable
academic tradition in the Netherlands is still largely bound to the idea articulated by Jan Emmens of a
“pre-classicist” and “classicist” phase of Dutch art. According to this model, rational rules defining
the instruction and practice of art — and thus a kind of “academic” tradition — did not develop until the
end of the seventeenth century with the advent of the classicist ideal of beauty. See Jan Emmens,
Rembrandt en de regels van de kunst (Amsterdam: G.A. Van Oorschot, 1979).

8 Charles Dempsey, “Some Observations on the Education of Artists in Florence and Bologna during
the Later Sixteenth Century,” The Art Bulletin 62, no. 4 (1980): 552-569; Karen-edis Barzman, The
Florentine Academy and the Early Modern State: The Discipline of Disegno (Cambridge; New York:
Cambridge University Press, 2000); Lukehart, The Accademia Seminars. The Center for Advanced
Studies in the Visual Arts at the National Gallery has also created a website that publishes archival
documents from the Accademia from the period from approximately 1590-1635.

8 Children of Mercury. A more recent collection of essays explored similar themes relating to artistic
practice and education in the studio; see Mariétte Haveman, ed., Ateliergeheimen: over de Werkplaats
van de Nederlanse Kunstenaar vanaf 1200 tot Heden (Amsterdam: Kunst en Schrijven, 2006).

87 Anton Boschloo, ed., Academies of Art: Between Renaissance and Romanticism. Leids
Kunsthistorisch Jaarboek, vol. 5-6 (The Hague: SDU Uitgeverij, 1989). Although the LKJ volume
contains four essays on the Netherlands, by Hessel Miedema, E.A. de Klerk, Pieter Knolle and L. Th.
van Looij, respectively, only two of these focus upon the seventeenth century.
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addressed Bloemaert’s academy in Utrecht.®® Peter Schatborn discussed related ideas
of academic drawing in his catalogue, Dutch Figure Drawing, of 1981.%° The
Netherlandish drawing book and its relationship to the academic tradition have also
received attention, including Jaap Bolten’s important study from 1979, Method and
Practice: Dutch and Flemish Drawing Books, and more recently, Cécile Tainturier’s
studies on Crispyn van de Passe’s ‘t Light der teken en schilder konst, the most
important Dutch drawing book produced in the middle of the century.® In the
Southern Netherlands, the key text on the Antwerp Academy remains Franz J.P. van

den Branden’s outdated Gescheidenis der Academie van Antwerpen from 1867.%

8 Miedema, “Kunstschilders, gilde en academie. Over het probleem van de emancipatie van de
kunstschilders in de Noordelijke Nederlanden van de 16de en 17de eeuw”; P. J. J. van Thiel, Cornelis
Cornelisz Van Haarlem, 1562-1638: A Monograph and Catalogue Raisonné, trans. Diane L. Webb
(Doornspijk: Davaco, 1999); Bok, ““Nulla dies sine linie:” De opleiding van schilders in Utrecht in de
eerste helft van de zeventiende eeuw.” Paul Knolle has addressed the development of drawing
academies into the eighteenth century, as well as the development of the academy in The Hague. See
Joop van Roekel, Paul Knolle, and Marjolijn van Delft, Haags naakt: geschiedenis van het tekenen
naar naakt model op de Haagse Academie van Beeldende Kunsten (Utrecht: Impress, 1982); Paul
Knolle, “Tekenacademies in de Noordelijke Nederlanden: de 17de en 18de eeuw,” in De Lucaskrater:
historie en analyse van en meningen over het beeldende-kunstonderwijs aan de kunstacademies in
Nederland, ed. M. Van der Kamp and P.G.J. Leijdekkers (Assen: Van Gorcum, 1984), 19-34; Paul
Knolle, “Dilettanten en hun rol in 18de-eeuwse Noordnederlandse tekenacademies,” in Academies of
Art: Between Renaissance and Romanticism. Leids Kunsthistorisch Jaarboek, ed. Anton Boschloo, vol.
5-6 (The Hague: SDU Uitgeverij, 1989), 289-301.

8 Schatborn, Dutch Figure Drawings from the Seventeenth Century.

% Bolten, Method and Practice; Cecile Tainturier, “A Crossroad of Pedagogical Endeavors: The
Drawing Method of Crispijn Van De Passe,” in The Low Countries: Crossroads of Cultures, ed. Ton
Broos, Margriet Lacy Bruyn, and Thomas F. Shanon (Munster: Nodus Publikationen, 2006), 33—45.

*! Franz J.P. Van den Branden, Gescheidenis der Academie van Antwerpen (Antwerp: J.E. Buschmann,
1867), 103-104. Zirka Filipczak also discusses the Antwerp Academy in the context of her larger
study; see Zirka Zaremba Filipczak, Picturing Art in Antwerp, 1550-1700 (Princeton: Princeton
University Press, 1987). The role of prints in the education of artists in the Southern Netherlands,
particularly in the context of Rubens, has recently received sustained attention. See Michael W.
Kwakkelstein, “Tekenen naar prentkunst in de opleiding van de schilder tussen circa 1470 en 1600,” in
Beelden van de dood: Rubens kopieert Holbein, ed. Kristin Lohse Belkin and Carl Depauw (Gent:
Snoeck-Ducaju en Zoon, 2000), 35-62; Victoria Sancho Lobis, “Artistic training and print culture in
the time of Rubens” (Ph.D. Dissertation, Columbia University, 2010).
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Most recently, scholars have addressed the development of Dutch art theory.
Thijs Westeijn published his book on Samuel van Hoogstraten’s theory of art in 2008,
and Lyckle de Vries undertook a study on Gerard de Lairesse’s theoretical drawing
book in 2011.%% These studies examine the character of Dutch and Flemish classicism
in the latter half of the seventeenth century. The distinction between the “pre-
classicist” ideas in the tradition of Van Mander and the classicist ideas of later
seventeenth-century artists — argued by Jan Emmens in his Rembrandt en de Regels
van de Kunst in 1969 — still remain present in the scholarship.”® Efforts to address
these issues, notably in the Dutch Classicism exhibition in 1999, concentrate on
particular centers rather than the broader definition of Netherlandish classicism as a
whole and its intersection with a growing academic tradition.

Nonetheless, there has been no attempt to chart the development of the
Netherlandish academic tradition in the North and South over the course of the
seventeenth century. While this dissertation is not a comprehensive study of the
subject, it seeks to fill a significant lacuna by using Sweerts’ art as its focus. It also
argues for an inclusive Netherlandish academic tradition that, while influenced by
different social and artistic factors in the Northern and Southern provinces, ultimately
produced a single academic identity. It is my hope that this dissertation will enhance
the study of the Netherlandish academy in the seventeenth century and the diverse

factors and influences that shaped its development.

% Weststeijn, The visible world; Vries, How to Create Beauty.

% Emmens, Rembrandt en de regels van de kunst; Albert Blankert, ed., Dutch Classicism in
Seventeenth-Century Painting (Rotterdam: NAI Publishers, 1999).
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Chapter 1: Sweerts’ Early Years and the Italian Tradition in
Brussels

The first decades of Sweerts’ artistic training and work in Brussels represent a
fundamentally formative and significant aspect of his career. Nevertheless, beyond
the most basic information — Sweerts was born in Brussels in 1618 to David Sweerts,
a textile merchant, and Martynken Balliel — nothing is known about his artistic
education and no records exist documenting his registration in the Guild of St.
Luke.”* There are also no known drawings or paintings from these years. Sweerts
presumably served an apprenticeship in a master’s studio in Brussels, beginning in
the late 1620s or early 1630s, and worked in the city until the early or mid-1640s

when he departed for Rome.*

% Sweerts was baptized in the Catholic Church of St. Nicholas on 29 September 1618. Brussels,
Stadsarchief, Registres de Baptémes (hereafter cited as SAB, Parish records), Paroisse de Saint-
Nicolas, vol. 460, fol. 11v. He had two older sisters, Maria and Catherine, and several nephews to
whom he would act as godfather in the 1650s. Records do not survive for the baptisms of Maria and
Catherine, although the earliest parish records only date from 1618. For Sweerts’ presence at the
baptisms of his nephews, see Chapter 4. For David Sweerts’ profession, see C. Verwoerd, “Michael
Sweerts, een nederlandsche kunstschilder uit de XVIlde eeuw Aspirant Broeder-Missionaris,” Het
Missiewerk 18 (1937): 167. Among later sources, David Sweerts’ profession is alternatively referred
to as textile, linen or silk merchant. The name Sweerts seems to have been relatively common in the
Southern Netherlands in the seventeenth century. Kultzen, who at the time of his monograph was
unaware that Sweerts indeed received the title of cavaliere from the Pope, tried to locate —
unsuccessfully — the noble lineage of the Sweerts name. The name Michael Sweerts does not appear in
the Biographie Nationale de Belgique, vol. 24 (Brussels, 1926-29) but it does appear in the
Biographisch Woordenboek, 1113, though only in regard to Sweerts” work as an etcher. Michael
Sweerts also does not appear in Nicole Decostre, Les registres du lineage Sweerts, Genealogicum
Belgicum 5 (Brussels, 1964), 1-239.

% Sweerts is first listed in the annual Easter census in the parish of Santa Maria del Popolo in Rome in
1646, living on the Via Margutta. There is a possibility that he arrived in the city earlier, as a record
from 1640 describes a “Gherardo, Flemish, painter, with his companion Michele” also living on the
Via Margutta. This formula is nearly identical to another record that appears in 1648, which mentions
two artists living on the Via Margutta, a “Ghirardo, fiamengho, pittore. Michele suo companio.” It is
unclear whether the former reference indicates our Sweerts or another man of the same name; a
“Michael Swerts” is also listed in attendance as the godfather at the baptism of a certain Johannes
Hackaert in Brussels on 7 June 1644. Since we can only determine with certainty that Sweerts was in
Rome beginning in 1646, | will maintain this date as his entry into the city. However, in light of
Sweerts’ connection to the Accademia di San Luca in 1646, | leave open the possibility that he could
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This chapter investigates the artistic and cultural contexts of Brussels in the
first half of the seventeenth century and the artists who were active at the archducal
court, including Wenzel Coebergher (1560/61-1634), Peter Paul Rubens (1577-1640),
Theodoor van Loon (ca. 1580/82-1649) and Gaspar de Crayer (1584-1669). It brings
to light the importance of Italian and classicizing art in Brussels’ artistic culture,
demonstrating how Sweerts’ initial encounter with these traditions was fundamental
for his development as an artist and his attitudes towards the making of art. | address
the influential roles that these Italian-trained painters may have played in Sweerts’
early years as artistic and intellectual models.*

This chapter also examines the artistic, social and economic dynamics of
tapestry, Brussels’ most important industry in the early modern period. It underlines
tapestry’s role in developing the taste for Italian art in Brussels, providing a greater
perspective on the city’s artistic culture. I suggest that Sweerts’ connections to
tapestry, which emerge in his drawing academy in the 1650s, began before he ever
left for Rome and may have developed as a result of his father’s profession as a
textile merchant. Through the exploration of this distinctive set of artistic dynamics,
this chapter locates the roots of Sweerts’ knowledge of Italian and classicizing

traditions in the context of seventeenth-century Brussels. As such, it provides an

have arrived in Rome several years earlier. For the stati delle anime records, see Hoogewerff,
Nederlandsche Kunstenaars te Rome, 1600-1725, 8:83-86. For the 1640 document, see G.J.
Hoogewerff, “Nadere gegevens over Michiel Sweerts,” Oud Holland 29, no. 1 (1911): 135. For the
1644 record, see Bikker, “Sweerts’ Life and Career — A Documentary View,” 25, 34, note 7. For
further discussion of Sweerts’ residence in Rome, see Chapter 2.

% Although in a few instances scholars have made passing mention of Van Loon’s potential influence
on Sweerts, no thorough argument has been made or the subject fully explored. See, for instance, the
brief notes made by Hans Vlieghe, “Review of Michael Sweerts, Amsterdam, San Francisco,
Hartford,” The Burlington Magazine 144, no. 1192 (2002): 444; Denis Coekelberghs, L eglise Saint-
Jean-Baptiste au Beguinage a Bruxelles (Brussels: Monographie du Patrimonie artistique de la
Belgique, 1981), 189.
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important framework for understanding his subsequent engagement with the Italian

academic tradition and the classicism of Frangois Duquesnoy and Nicholas Poussin.

Brussels in Perspective: a Brief History

Brussels, as the capital and court city of the Southern Netherlands and
residential seat of the Habsburg crown, presented a unique environment to a young
artist in the early decades of the seventeenth century.®” The Archduke Albert (1559-
1621) and Archduchess Isabella (1566-1633) had been granted sovereign reign of the
Habsburg Netherlands from Isabella’s father and the King of Spain, Phillip II (1527-
1598), upon their marriage in 1599. Their rule as sovereigns, rather than governors as
was customary, gave them the autonomy to pursue vigorously the economic and
religious revitalization of the region in the wake of the most destructive years of the

Eighty Years® War (1568-1648).® While this revitalization meant, on the one hand,

%" Brussels had been the ruling seat of the Netherlands since the fifteenth century under the Burgundian
court. During the reign of Maximilian | (1459-1519), the Habsburgs had emerged as the major ruling
family in Europe. In 1477, Maximilian married Mary of Burgundy, heir to the duchy of Burgundy,
thus uniting the Holy Roman Empire and the provinces of the Netherlands. This inheritance continued
through Charles V’s rule and then abdication in 1555. At that point, the empire was divided in two:
the Austrian Habsburgs kept central Europe and the imperial title, and the Spanish Habsburgs retained
Spain and the Netherlands. Jonathan I. Israel, The Dutch Republic: its Rise, Greatness and Fall, 1477-
1806 (Oxford: Clarendon Press, 1995), 21-23. For a complete, still useful history of Brussels, see
Alexandre Henne and Alphonse Wauters, Histoire de la ville de Bruxelles, 3 vols. (Bruxelles, 1845).

% Albert had already arrived in the Netherlands to assume the post of Governor General in 1596. The
decision to marry Isabella, which was made in 1598, ensured the continuity of his rule. Phillip Il
granted Albert and Isabella sovereignty under the Act of Cession on 6 May 1598 (they were married in
1599), which allowed them, for example, the right to create and administer laws, print money and
receive ambassadors. However, the Act of Cession stipulated that the Southern Netherlands would
remain in Spanish hands should the Archdukes leave no legitimate heir. When Albert died in 1621
without a successor, Isabella’s position was reverted back to governor, which placed more power in the
king’s hands. See Peter C. Sutton, “The Spanish Netherlands in the Age of Rubens,” in The Age of
Rubens, ed. Peter C. Sutton and Marjorie E. Wieseman (New York: Harry N. Abrams, 1993), 106-130;
Werner Thomas, “Andromeda Unbound: The Reign of Albert & Isabella in the Southern Netherlands,
1598-1621,” in Albert & Isabella, 1598-1621: Essays, ed. Luc Duerloo and Werner Thomas
(Turnhout: Brepols, 1998), 2—7.
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the support of local industries and the founding of new financial institutions, it also
meant the rebuilding — both literally and spiritually — of the Catholic faith.** Guided
by the goals of the Counter-Reformation, Albert and Isabella sought to re-educate the
populace and re-establish the dominance of the Church on all levels of society.

Like the rest of the Low Countries during the last decades of the sixteenth
century, Brussels had suffered from the religious and political consequences of the
Netherlands’ revolt against Spanish control. Phillip 11, who ascended the throne as
the King of Spain in 1556, had inherited the rule of the Netherlands from his father,
the Holy Roman Emperor Charles V (1500-1558). Phillip’s governance differed
considerably from that of Charles, whose sympathetic rule had created a strong and
prosperous Netherlands. Phillip preferred a government in Brussels largely
dominated by Habsburg loyalties, which created fissures among the provinces. He
increased the number of Spaniards in local governments and appointed his
illegitimate half-sister, Margaret of Parma, to rule in his place.’® Most severely,
Phillip brought to the Low Countries the full wrath of the Inquisition, a series of
measures implemented to stamp out heresy. These measures were intended to quell

the rapid growth of Protestantism and to assert the dominance of the Catholic Church.

% For the Archdukes’ efforts to promote Catholicism, see, for example, Sutton, “The Spanish
Netherlands in the Age of Rubens”; Paul Arblaster, “The Archdukes and the Northern Counter-
Reformation,” in Albert & Isabella, 1598-1621: Essays, ed. Luc Duerloo and Werner Thomas
(Turnhout: Brepols, 1998), 87-92; Eddy Put, “Les archiducs et la réforme catholique: champs d’action
et limites politiques,” in Albert & Isabella, 1598-1621: Essays, ed. Werner Thomas and Luc Duerloo
(Turnhout: Brepols, 1998), 255-265. One way that the Archdukes sought to restore the region’s
economic prosperity was through the establishment of institutions that lent money to struggling
industries, known as the Bergen van Barmhartigheid or Monts-de-piéte. This organization was
supervised by Wenzel Coebergher as part of his role at the court in the 1620s. See Bernadette Mary
Huvane, “Wenzel Coebergher, Theodoor Van Loon and the Pilgrimage Church at Scherpenheuvel”
(Ph.D. Dissertation, Columbia University, 1996), 68-77.

190 See Sutton, “The Spanish Netherlands in the Age of Rubens,” 106-130.
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Phillip’s policies produced strong political and religious tensions in the
Netherlands, which erupted in the Iconoclasm of 1566.*°* In April of that year, two
hundred Protestant noblemen marched to Brussels to appeal to Margaret of Parma for
an end to the Inquisition. They presented her with the Smeekschrift der Edelen, or
Petition of Compromise, published in Dutch, German and French, which threatened
armed revolt should the Habsburg government fail to revoke the anti-heresy
measures.’®® Margaret acquiesced to the protesters. She temporarily suspended the
anti-heresy placards and sent the petition to Spain to appeal to the king, an action that
revealed the slow disintegration of Habsburg authority and allowed Calvinists to gain
more confidence. Calvinist ministers began to preach openly in the months following
the submission of the petition, contributing to the rise in tensions that finally erupted
with the iconoclast riots in August of that year.'®® Rioters stripped churches of their
artwork, damaged paintings and sculpture, and in some cases, destroyed entire
structures.'®

In 1567 Phillip responded to these destructive acts by sending the Duke of
Alva, Don Fernando Alvarez de Toledo (1507-1582), to crush the uprising and the

Protestant heresy. Alva’s brutal reign, which lasted until 1573, further polarized the

191 See David Freedberg, Iconoclasm and Painting in the Revolt of the Netherlands, 1566-1609 (New
York: Garland, 1988); David Freedberg, “Painting and the Counter-Reformation in the Age of
Rubens,” in The Age of Rubens, ed. Peter C. Sutton and Marjorie E. Wieseman (New York: Harry N.
Abrams, 1993), 131-145; Israel, The Dutch Republic, 145-53.

102 The Edelen, or nobles, which included Catholics as well as Reformed Protestants, first drafted the
petition in 1565.

193 Freedberg, Iconoclasm and Painting in the Revolt of the Netherlands, 1566-1609; Israel, The Dutch
Republic, 145-153. Subsequent outbreaks occurred in 1576-77 and 1580-81.

104 See Freedberg, “Painting and the Counter-Reformation in the Age of Rubens.”
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northern and southern provinces.’® The situation worsened in 1576 when mutinous
Spanish soldiers sacked the city of Antwerp, in what became known as the Spanish
Fury. Antwerp temporarily regained its position as a Calvinist stronghold after the
siege, and Brussels, too, fell to the Calvinists in 1577. The city was forced to submit
to the military government of Olivier van Tympel (1540-1603), a colonel in the army
of William of Orange (1533-1584).*% In 1585, however, the Spanish, led by
Alexander Farnese, the Duke of Parma (1545-1592), reclaimed control of Antwerp
and Brussels, along with the rest of the Southern Netherlands.®’

Brussels and its artistic community suffered significantly through these
events. During the Calvinist dominance of the city, one of Brussels’ most prominent
churches, Sint-Jan Baptist ten Begijnhof, was looted and partially razed.*® The
churches of Saint Nicolas and Sainte Catherine were also pillaged, as were the
churches of Sainte Elisabeth and the Bogards; even the royal chapel was robbed of its

ecclesiastical ornaments in the summer of 1579.'%° Many artists, too, had fled during

the years of Alva’s persecution, thereby threatening the city’s artistic culture,

195 |srael, The Dutch Republic, 155-168.

1% Raymond van Uytven, Andries van den Abeele, and Jan van Oudheusden, Geschiedenis van
Brabant: van het hertogdom tot heden (Zwolle: Waanders, 2011), 302-303.

107 11 1578 Farnese had already established the Union of Arras, forming a cohesive Southern
Netherlands that maintained Catholicism and the rule of Spain. Shortly thereafter, in January of 1579,
the Northern provinces responded by forming the Union of Utrecht. The union formed a united
Protestant territory and maintained its rights against the foreign power of Spain.

1% See, for example, Eelco Nagelsmit, “Art and Patronage at the Brussels Beguinage During the
Counter Reformation (ca. 1610-1640)” (M.A. Thesis, Leiden University, 2008); Coekelberghs,
L’eglise Saint-Jean-Baptiste au Beguinage a Bruxelles, 15-33.

199 Coekelberghs, L 'eglise Saint-Jean-Baptiste au Beguinage & Bruxelles, 22-23.
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particularly its tapestry industry, which relied on a large network of artists, craftsmen,
merchants and weavers.'*°

The beginning of Albert and Isabella’s reign in 1599 was seen as a welcome
relief for the Southern Netherlands, and their commitment to revitalizing the region
ushered in a period of sustained artistic production. Driven by the need to repair
destroyed churches, monasteries and convents and to create new Catholic monuments
and altarpieces, they began a vigorous campaign of rebuilding and redecoration. The
signing of the Twelve Years’ Truce between Spain and the Northern Netherlands in
1609, which provided a prolonged period of peace and stability, facilitated the
Archdukes’ ongoing patronage efforts. As a result, Brussels emerged as an important
center of the Counter Reformation and experienced a period of artistic revitalization
in the first half of the seventeenth century unmatched almost anywhere else in

Europe.'**

119 For the emigration of the tapestry workers in the period following the revolt, see Guy Delmarcel
and Gaspard De Wit, eds., Flemish Tapestry Weavers Abroad: Migration and the Founding of
Manufactories in Europe: Proceedings of the International Conference Held at Mechelen, 2-3 October
2000 (Leuven: Leuven University Press, 2002).

1 The city of Antwerp was also a major artistic and religious center of revitalization during this
period. Most notably, the college of the Jesuits was based in Antwerp, and the city had a large number
of religious orders and lay societies that developed during the first half of the seventeenth century. As
the economic powerhouse of the Netherlands since the fifteenth century — displaced by Amsterdam’s
rise to power in the seventeenth century — Antwerp had also long been home to one of the largest
artistic communities of the region. For Antwerp, see, for example, Sutton, “The Spanish Netherlands
in the Age of Rubens,” 117-124; Jan van der Stock, Antwerp, Story of a Metropolis: 16th-17th
Century (Gent: Snoeck-Ducaju, 1993). For the importance of Brussels and its court as the heart of the
Counter-Reformation, see Thomas Glen, “Rubens and the Counter Reformation” (Ph.D. Dissertation,
Princeton University, 1975), 11-12; Put, “Les archiducs et la réforme catholique: champs d’action et
limites politiques.”

The period of revitalization in the Southern Netherlands was also comparable to the surge of artistic
productivity that occurred in the Northern provinces during this time. The situation in the north was
largely influenced by the emigration of many Flemish artists to cities such as Amsterdam and Haarlem,
as well as the great economic prosperity of Amsterdam through the rise of trade and new industries.
For the broader consideration of the transitional period from the end of the sixteenth century and into
the years of the Twelve Years’ Truce, see Ariane van Suchtelen et al., Dawn of the Golden Age:
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The Artistic Fabric of the Court and the Circle of Rubens in Brussels

From their palace on the Coudenberg, the Archdukes Albert and Isabella
provided a wealth of patronage to artists from within and outside of Brussels. They
fostered a vibrant artistic culture distinguished by a steady flow of artists who moved
among the city’s court, churches and tapestry workshops.**? The Archdukes favored
the work of Flemish artists, both those who worked in Antwerp, such as Peter Paul
Rubens (1577-1640), Anthony van Dyck (1599-1641), Jan Brueghel the Elder (1568-
1625) and Joos de Momper (1564-1635), but also artists in Brussels, including
Wenzel Coebergher (1560/61-1634), Antoon Sallaert (ca. 1580-1650), Theodoor van
Loon (c. 1580/82-1669), Gaspar de Crayer (1584-1669), Jacques Francquart (1583-
1651), Pieter Snayers (1592-1666/67), Denijs van Alsloot (ca. 1570-1626) and

Hendrick de Clerck (ca. 1570-1630).™ Each of these artists served the court in

Northern Netherlandish Art, 1580-1620, ed. Ger Luijten (Zwolle: Waanders, 1993); Eric Jan Sluijter,
“On Brabant Rubbish, Economic Competition, Artistic Rivalry, and the Growth of the Market for
Paintings in the First Decades of the Seventeenth Century,” Journal of Historians of Netherlandish Art
1, no. 2 (2009).

112 The most thorough study of the patronage of Albert and Isabella remains M. De Maeyer, Albert en
Isabella en de schilderkunst. Bijdrage tot de geschiedenis van de xviie-eeuwse schilderkunst in de
zuidelijke nederlanden, Verhandelingen van de Koninklijke VIaamse Academie voor Wetenschappen.
Letteren en Schone Kunsten van Belgié 9 (Brussels: Klasse der Schone Kunsten, 1955). More
recently, see Jonathan Brown, “Der spanische Hof und die flimische Malerei,” in Von Brueghel bis
Rubens: das goldene Jahrhundert der flamischen Malerei, ed. Ekkehard Mai and Hans Vlieghe
(Cologne: Locher, 1993), 93-101; Werner Thomas and Luc Duerloo, eds., Albert & Isabella, 1598-
1621: Essays (Turnhout: Brepols, 1998); Sabine van Sprang, “Les peintres a la cour d’Albert et
Isabelle: une tentative de classification,” in Sponsors of the Past: Flemish Art and Patronage 1550-
1700. Proceedings of the Symposium organized at the Katholieke Universiteit Leuven, December, 14-
15, 2001, ed. Hans Vlieghe and Katlijne van der Stighelen (Turnhout: Brepols, 2005), 37-46. This
courtly culture distinguished Brussels among other cities in the Spanish Netherlands, particularly
Antwerp. See note 111 above.

113 Relatively few monographic studies exist on these Brussels artists, although this disregard is slowly
changing. See, most notably, Hans Vlieghe, Gaspar de Crayer, sa vie et ses oeuvres (Brussels:
Arcade, 1972); Huvane, “Wenzel Coebergher”; Baldriga et al., Theodoor van Loon; M. Van der
Vennet, “Le Peintre Bruxellois Antoine Sallaert,” Bulletin Des Musées Royaux Des Beaux-Arts De
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different capacities, including in the production of altarpieces, portraits and tapestry
designs as well as in architectural and civic projects."* In the following overview, |
will focus attention on four of these masters, Rubens, De Crayer, Coebergher and Van
Loon, artists who would have served as logical and important sources of influence for

the young Sweerts.'*

Belgique 23-29 (1980 1974): 171-197; Sabine van Sprang, Denijs Van Alsloot (Turnhout: Brepols,
2009). Leen Kelchtermans at KU Leuven is currently preparing a doctoral dissertation on Pieter
Snayers. For a broader consideration of the artists during this period, see Paul Huys Janssen et al.,
Meesters van het Zuiden: Barokschilders rondom Rubens (Ghent: Snoeck-Ducaju & Zoon, 2000).

1 These differences were also reflected in an artist’s status in courtly circles and the number of
economic and social privileges that he may have received. For a thorough analysis of the various
positions at the court and their significance, see Sprang, “Les peintres a la cour d’Albert et Isabelle:
une tentative de classification,” 37-46. The reasons for such differences of rank and treatment by the
court were varied, and not always clear. Rubens, for instance, who was appointed as an official court
artist in 1609, was granted the privilege of residing in Antwerp rather than in Brussels, and was still
able to enjoy the economic and social benefits of his position. Sallaert, on the other hand, who worked
as a painter and tapestry designer for Albert and Isabella, never received any of the privileges bestowed
upon some of his contemporaries. See, for instance, Christopher Brown, “Rubens and the Archdukes,”
in Albert & Isabella, 1598-1621: Essays, ed. Luc Duerloo and Werner Thomas (Turnhout: Brepols,
1998), 121-128.

15 Significantly, the Archdukes displayed a particular interest in artists who had spent time in Italy and
returned home with the knowledge of Italian and classical traditions. One of the first artists they
employed was Rubens’ teacher, Otto van Veen (1556-1629), who had been to Rome in the 1570s. For
Van Veen’s work for the court, see De Maeyer, Albert en Isabella en de schilderkunst, 62-82. As will
be examined in greater depth below, Coebergher and his brother-in-law, Francquart, who both spent a
considerable amount of time in Italy, were appointed as court artists in the early 1600s. Van Loon,
who traveled back and forth to Rome throughout his career, executed some of the most important
commissions in Brussels in the first half of the century. For a general discussion of the Archdukes’
patronage interests, see, most notably, Brown, “Der spanische Hof und die flimische Malerei,” 93—
101; De Maeyer, Albert en Isabella en de schilderkunst. Even though Frangois Duquesnoy’s father,
the sculptor Hiéronymous Duquesnoy (before 1570-1641/42), never traveled to Italy himself, he was
greatly admired by the court for his restrained, early classicist style, which was influenced by the work
of the Italianate sculptor, Cornelis Floris (1514-1575). Very few of Hi€ronymous’ works survive,
though he was active in completing commissions for the court, as well as the Churches of Saint
Nicholas, Saint Géry, Saint Gudule, Saint Catherine and the sanctuary of the Jesuits in Brussels,
among others. The most notable of his surviving works is the marble Tabernacle for the Church of
Saint Martin in the town of Aalst. For further discussion of Hi€ronymous’ influence on his son and
the beginnings of his classicist style, see Chapter 3 and Lydie Hadermann-Misguich, Les du Quesnoy
(Gembloux: J. Duculot, 1970), 7-14.

The Archdukes did not have a significant collection of paintings by Italian artists, except for a large
number of works by Titian, which they inherited from the Habsburg collections. Inventories for the
court also demonstrate that Albert and Isabella collected paintings by the Flemish Caravaggisti, such as
Gerard Seghers. See De Maeyer, Albert en Isabella en de schilderkunst, 132, 277-278.
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One of the most important artists to work for Albert and Isabella in the first
half of the seventeenth century was Peter Paul Rubens.™*® Freshly returned to the
Netherlands after a nine year sojourn in Italy, Rubens was appointed as an official
court artist in 1609."*" The high regard with which he was held at the Brussels court
was evident in the number of privileges that he received from the Archdukes. Unlike
many of his contemporaries, Rubens was permitted to continue residing in Antwerp,
rather than Brussels as was customary, and was exempt from the standard regulations
of the guild, including registering his pupils, which allowed him the freedom to
develop his large Antwerp studio.**® Even so, Rubens maintained a tangible presence
in the court city as a result of the numerous commissions that he received from the

Archdukes, Brussels’ monastic orders and other aristocratic patrons.**® Among those

118 For Rubens’ role at the court in Brussels, see Brown, “Albert and Isabella”; Sabine van Sprang,

“Rubens and Brussels, More Than Just Courtly Relations,” in Rubens: A Genius at Work, ed. Joost
vander Auwera (Tielt: Lannoo, 2007), 12-17.

7 Rubens, however, had gained introduction to Albert before he left for Italy through his teacher, Otto
van Veen. He completed his first commission for Albert in Rome for a series of altarpieces in the
Chapel of St. Helene in the church of Santa Croce in 1602. The Archduke had received his cardinal’s
hat some years earlier in this church, which he remained titular cardinal until 1598. For Rubens’ stay
in Italy, see Jaffé, Rubens and Italy; Stechow, Rubens and the Classical Tradition.

8 For Rubens’ studio, see Hans Vlieghe, “Rubens’ Atelier and History Painting in Flanders: A
Review of the Evidence,” in The Age of Rubens, ed. Peter C. Sutton and Marjorie E. Wieseman (New
York: Harry N. Abrams, 1993), 163-164. In the letter patent that granted Rubens the title of court
artist, dated 23 September 1609, he was given a handsome annual pension and the right to enjoy a
number of honors, liberties and exemptions bestowed upon servants of the court. Work performed for
Albert and Isabella was paid on top of his annual pension. He was also presented with a sword, a gold
chain and a medal bearing the Archdukes’ portraits. For the letter patent, see De Maeyer, Albert en
Isabella en de schilderkunst, doc. 62; Brown, “Albert and Isabella,” 121. For the larger context of
privileges at the court, see note 131 and Sprang, “Rubens and Brussels, More Than Just Courtly
Relations.”

9 Outside of Antwerp, more of Rubens’ paintings were in Brussels than in any other city. See
Sprang, “Rubens and Brussels, More Than Just Courtly Relations.” Beyond his religious
commissions, Rubens also produced mythological paintings for the Archdukes, which included a
Bacchus, a Discovery of Romulus and Remus, Ganymede, Satyrs, Nymphs and Leopards, Samson
Breaking the Jaw of a Lion, The Head of Cyrus Presented to Queen Tomyris and a Kitchen Scene by
Snyders with Figures. For further references, see Ibid., 14.
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were three paintings commissioned around 1621 for the new oratory in the Palace of
Brussels, The Nativity, The Adoration of the Kings and a Pentecost; a 1621
commission from Isabella for a Nativity and the Descent of the Holy Spirit and
Epihany for the Church of St. Gudule; an Assumption of the Virgin for the high altar
of the newly constructed Carmelite Church; and in the early 1630s the lldefonso
altarpiece for the Chapel of the Brotherhood of St. Ildefonso in the Church of Sint
Jacob op den Coudenberg.'?

The vigorous monumentality of Rubens’ classicizing works, rendered with
great naturalism and immediacy, satisfied the aims of the Counter Reformation: to
educate and inspire the populace with the Catholic faith.*?* This visual language
significantly influenced Gaspar de Crayer, one of Brussels’ most important history
painters and an artist who has been seen as Rubens’ closet counterpart in the court
city during the first half of the seventeenth century.*? Born in Antwerp, De Crayer
spent his entire career in Brussels, working first for Albert and Isabella, and later for
Cardinal Infante Ferdinand (1609-1641) and Archduke Leopold Wilhelm (1614-

1662).'2 After an apprenticeship with Raphael Coxcie, he became a master in the

120 Rubens also completed, among others, a Story of Job (1612-1613) in the Church of St. Nicolas for
the Musicians Guild; Dead Christ Mourned by the Virgin and Friends with St. Francis (1618-1620) in
the Capuchin Church for Prince Charles of Arenberg; Delivery of the Keys and Pasce over Meas
(1616) for the Church of St. Gudule for Nicolas Damant. See Glen, “Rubens and the Counter
Reformation,” 255-262; Sprang, “Rubens and Brussels, More Than Just Courtly Relations.”

12 Rubens’ interest in antique sculpture, as well as his contributions to tapestry design, will be

discussed below.
122 See Vlieghe, Gaspar de Crayer.

123 Ferdinand was appointed as the new governor in 1634 by Phillip IV (r. 1621-1665).
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Brussels Guild of St. Luke in 1607."** Although De Crayer never worked in Rubens’
studio, and no contact between the two artists is documented, he would have been
familiar with Rubens’ works in Brussels, and may have visited the master’s studio in
Antwerp on occasion.'?®

De Crayer’s idealized, robust figures, exemplified, for instance, in his
Alexander and Diogenes (fig. 23), recall Rubens’ classicizing forms from his first
decade back in the Netherlands. This stylistic approach and De Crayer’s propensity
to impose his works with clarity and expressiveness are also evident in his slightly
later Mocking of Job (1619), Judgment of Solomon (1621-1622) and Martyrdom of St.
Catherine (1622).2%® De Crayer’s Rubenism must have appealed to audiences in
Brussels as his altarpieces evoked the positive convictions of belief that were
essential to the Counter-Reformation. Yet later in his career, De Crayer also

developed his own distinctive manner of painting, rendering his figures with softer,

124 De Crayer served as the guild’s dean from 1613-1619 and was an alderman of the municipal
government of Brussels in 1626. See Henne and Wauters, Histoire de la ville de Bruxelles, 2: 545.
As early as 1612 he acted as a buyer of art for Archduke Albert and after the latter’s death became an
“archer noble” in the court of Isabella. Early in his career, De Crayer fell under the influence of artists
such as Maerten de VVos and Hendrik de Clerk. See Vlieghe, Gaspar de Crayer, 59-60.

1% Vlieghe argues that De Crayer must have frequented Rubens’ studio, even if only as a visitor, in the
1610s and 1620s. Motifs from Rubens’ work can be found in De Crayer’s oeuvre from this period,
such as in his Saint Macaire among the Pests, which uses elements from Rubens’ Daniel in the Lion’s
Den and Miracle of St. Ignatius. De Crayer’s Triumph of Scipio Africanus, a preliminary sketch set up
for the triumphal entry of Ferdinand, also demonstrated his familiarity with Rubens’ sketch for the
Triumph of Henry IV, which would only have been visible in Rubens’ studio. Whatever their
relationship might have been, De Crayer was described in a 1640 letter from Rubens as “pogo amigo,
and later acted as a mediator at the sale of Rubens’ paintings after his death in 1640. See Vlieghe,
Gaspar de Crayer, 37-38, 64, 8283, doc. 52, 310; Vlieghe, “Rubens’ Atelier and History Painting in
Flanders: A Review of the Evidence.”

2

126 De Crayer’s Job demonstrates the first real influence of Rubens, in this case probably the result of
his familiarity with Rubens’ Story of Job in the Church of St. Nicholas from 1612-1613. Vlieghe,
Gaspar de Crayer, 61.
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more delicate forms that eschewed the solidity and powerful immediacy of Rubens’
example.'?’

De Crayer’s influence also extended to other artists in Brussels, including,
most notably, Antoon Sallaert.®® Sallaert became a master in the Brussels’ guild in
1613, and enjoyed a healthy career in the city, receiving commissions from the newly
built Jesuit church and the town hall. Sallaert’s fame, however, can be more readily
applied to his work as a tapestry designer. He became dean of the tapestry guild in
1646, and soon thereafter was granted the privilege of exemption from taxes for the
contribution he had made to the city."®® The tapestry guild stated that he had already
designed over twenty-seven tapestry sets, and even more importantly, “had not only
gained a new style or manner in its work, but in addition [the city] had been relieved
of the need to seek such cartoons from painters in other cities.”*°

Although there is no evidence to suggest that Sweerts was directly influenced
by Rubens, De Crayer or even Sallaert, he came of age in a period when these masters

were the dominant artistic force in Brussels. Their work establishes the larger

pictorial vocabulary that Sweerts would have known, and the importance of

127 ge Brown, “Albert and Isabella.” By the 1630s, De Crayer was increasingly influenced by
Anthony van Dyck, a change evident in the softer, more emotional evocation of Christ in The Raising
of the Cross. Information concerning contact between De Crayer and Van Dyck is even rarer than with
Rubens, but the latter executed two portraits of the artist: a drawing for his inclusion in the
Iconographie, and a painted portrait now in the collection of the Prince of Liechtenstein, dated c. 1627-
1632. Vlieghe, Gaspar de Crayer, 38.

128 See Vlieghe, Flemish Art and Architecture, 1585-1700, 70—71; Van der Vennet, “Le Peintre
Bruxellois Antoine Sallaert.” Sallaert, too, was influenced by Rubens, but more so through the work
of De Crayer. His Martyrdom of St. Bartholomew evokes Rubens’ weighty and muscular figures, but
it also closely relies on De Crayer’s painting of the same subject.

129 Guy Delmarcel, Flemish Tapestry (New York: Harry N. Abrams, 1999), 239-240.

130 1hid., 240.
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classicism and naturalism within Brussels’ Counter-Reformation artistic culture.™!
This approach found different expression in each of the artists discussed above, but it
introduced Sweerts to a distinctive manner of handling the human form and the

importance of engaging with the classicist tradition.

Wenzel Coebergher and the Italian Tradition

In the early decades of the Archduke’s reign, Wenzel Coebergher, painter,
architect and antiquarian, played a major role in shaping the artistic landscape of
Brussels. He received one of the first appointments to the newly formed court in
1605 after spending nearly twenty years in Rome.*> Coebergher had attracted the
attention of Albert and Isabella with an altarpiece of the Martyrdom of St. Sebastian
that he completed (from Rome) for the guild of the Jonge Handboog in the Cathedral
of Antwerp in 1599