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Abstract

This paper considers some aspects of the collections of luxury goods in the peculiar economic and 
cultural context of the Dutch Golden Age. The representations of some categories of luxury products 
are taken into consideration, such as shells, porcelains and tulips, both from the point of view of their 
technical execution and of the value they had to contemporary eyes.
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Resumen

Este texto pretende considerar algunos aspectos del coleccionismo de artículos de lujo en el par-
ticular contexto económico y cultural del Siglo de Oro de los Países Bajos. Se tienen en cuenta las 
representaciones de algunas categorías de productos de lujo, como conchas, porcelanas y tulipanes, 
tanto desde el punto de vista de su ejecución técnica como del valor que tenían para la sensibilidad 
de la época.
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The recent increase in stu-
dies of luxury has had impor-
tant theoretical and conceptual 
implications, both in the his-
tory of art and in other disci-
plines. These studies highlight 
how the concept of luxury 
took on different aspects and 
meanings depending on the 
era, the historical context, and 
the cultural environment1. The 
expansion of the trade routes 
brought enormous changes, 
not least in the introduction of 
luxury goods, popular tastes 
and collecting, and, over the 
sixteenth century and increasingly in the seventeenth, the composition of collections, the demand for 
rare and precious objects2, and the structure of the market associated with those objects all underwent 
profound changes. This phenomenon affected all of Europe, but the fundamental importance of the 
Low Countries as an international center of trade3 ensured that in these lands the trend was particular-
ly evident. There were several causes: the influx of precious goods and exotic products from the colo-
nies4; the different social makeup and the sudden accumulation of wealth of the bourgeois mercantile 
class, which created a socio-economic panorama so varied and mobile as to allow almost anyone to 
afford luxury goods5; and an awareness of scientific areas of study including natural history. In the 
seventeenth century, in this greatly-altered context of trade and collecting, the desire for the precious, 
the exotic and the unique blended with the demands of collectors and the creations of artists, giving 
form to conceptual and aesthetic representations of a culture of exhibition. This became ostentation 
of the economic and intellectual status of society in a Europe bent on all-encompassing geographic 
and financial expansion. Collections could boast precious objects created with materials from far-off 
regions of Asia, Africa or America, becoming a reference not only to wealth, but also to a widening 
of economic and intellectual horizons to include almost all the known world6.

1 Just some of the publications of the last ten years: Rittersma (2010). Michaud (2013). Veratelli (2013 [1614]). Baghdiantz McCabe 
(2014). Cox (2016). De Munck et al. (2016). McNeil et al. (2016). Ilmakunnas et al. (2017). Van Heesch et al. (2018). 

2 Pérez de Tudela et al. (2001: 1-128). MacDonald (2002: 649-663). Jordan Gschwend et al. (2003: 27-44). Rittersma (2010). Bleich-
mar (2011: 15-30). Swan (2013: 49-63). Keating et al. (2011: 283–300). Maxwell (2014: 45-66). Markey (2016). Groom (2018).

3 Lesger (2016).

4 Lach / Van Kley (1970). Wills (1993: 133-147). Berger Hochstrasser (2007).

5 Bryson quotes the words of Melchior Fokkens: “Within, the houses are full of priceless ornaments so that they seem more like royal 
palaces than the houses of merchants...” (Bryson, 1990: 110). See also: De Mandeville (1724: 206).

6 In 1602 the Dutch East India Company was founded.

Fig. 1. Peter de Hooch, Leisure Time in an Elegant Setting, ca. 1663–1665, New York, 
Metropolitan Museum © The Metropolitan Museum of  Art.
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An important collection offered the aristocracy, but also the new emerging bourgeois classes7,the 
opportunity to underscore their wealth and status8. But if the possession, and especially the ostenta-
tion, of luxury objects and goods was one of the key aspects of political and economic propaganda, 
it also reflected the sensibilities of a broad community of humanists and scholars who collected evi-
dence of the variety of the world and of the marvels of nature9. They built up cabinets of curiosities, 
wunderkammer and galleries10, and possessing and collecting scientific instruments and naturalia 
was another particular luxury11. Another group to succumb to the fascination of Oriental craftsman-

7 Meadow (2002: 182-200).

8 Findlen (2002: 297-323).

9 Samuel Quicchelberg, the Flemish advisor to Duke Albrecht V on collecting, believed that the foremost goal of collecting works of 
art and naturalia was to improve one’s knowledge of the world (Quicchelberg, 1565). See also: Vander Ploeg Fallon (2003: 95-107). 
Prosperetti (2006: 387–413). Smith et al. (2007). Bleichmar (2011).

10 Von Schlosser (1908). Stoichita (1998 [1993]: 110-51). Pomian (1987). Olmi (1992). Findlen (1994). Impey et al. (2001). Lugli 
(2006). MacGregor (2007). Van Suchtelen et al. (2009). Marr (2010b: 5-25).

11 Prosperetti (2006). Dupré (2010: 53-78, 70). Marr (2010a: 1-4). Baadj (2012: 202-237). Alpers (1984: 11) observed that images 
are associated with the advancement of knowledge, and the importance of the study and acquisition of knowledge in Dutch society of 
the time was also expressed by works of art. According to Alpers, paintings were a stratagem for taming the world, re-dimensioning it, 
and reproducing it in miniature in the privacy of one’s own home. For the importance of images to studying the world and nature, see 
also Schmidt (2015).

Fig. 2. Cornelis de Man, The Curiosity Seller, 
ca. 1672-1677, private collection. 
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ship, expressions of tropical nature and new spices were artists, who depicted them in their composi-
tions, as demonstrated by Albrecht Dürer who, among other things, had not only received the gift of 
some parrots – as well as sweetmeats and quince electuary – from the Portuguese Rodrigo Fernandez 
d’Almada, but had also bought a tortoise, a monkey, ivories and Chinese porcelains, seashells, buffalo 
horns, drugs, Indian coconuts, and more besides12.

In addition to paintings that represented specific collections (such as those of the Francken family, 
David Teniers the Younger, Cornelis de Baellieur, Willem van Haecht or Adriaen Van Stalbemt), these 
exotic objects were also introduced into much more basic compositions13. Art criticism of the era gen-
erally did not greatly appreciate still life14, but the artists who produced them revealed an extremely 
high opinion of themselves and of their work15. The introduction of such objects was in fact also due 
to the specific surface qualities that made them a privileged choice for artists who strove to obtain 
particularly effective luminous effects and a perfectly imitative rendering of physical characteristics 
and chiaroscuro16. The artistic literature of the time held that an extremely naturalistic depiction of 
subjects was fundamental, and that an essential quality of a good painter was to use light and shadow 
to “make many things which are almost impossible to imitate with the brush and colors look almost 
real”17. With their obsessive perfectionism of execution and their representation of surface effects, 
these representations ended up becoming luxury objects in their own right18. Here we will examine 
only some types of still life, principally the type known as Pronkstilleven19. 

12 For a complete list see: Massing (1991: 115-119). Meadow (2002).

13 Brook (2016). 

14 While De Lairesse concealed his disdain and acknowledged some merit in painting flowers (De Lairesse, 1787: 473-477. Žakula, 
2013-2014: 110-28), Van Hoogstraten considered still life the lowest genre of painting but accepted its value in terms of execution 
(Weststeijn, 2008). On still life, see: Bergström (1983). Segal (1989). Bryson1990). Stoichita (1998 [1993]: 27-39). Berger Hochstrass-
er (2007). Woodall (2012: 977-1003). Tokumitsu (2016: 30-43).

15 Brusati (1991: 168-182; 1997: 144-57). Sluijter (1998: 184, 196). Weststeijn (2008: 302).

16 Grootenboer (2006). This heavily imitative painting technique had two approaches: painting from life, less used, and painting from 
memory, in which the artist worked from drawings, sketches, and his own impressions (Alpers, 1984: 40).

17 Angels (1642: 39). See also: Alpers (1984: 118). Bryson (1990: 124-26). Melion (1991: 70-2). Žakula(2013–2014). There are many 
references to the fact that often a still life seems real and not painted, and in particular even more beautiful than the actual objects it 
portrays. In addition to the example of Goethe, who despite the beauty of a nautilus cup would probably have preferred the painting that 
portrayed it (Bryson, 1990: 124), it is worth quoting the dashing Florentine merchant adventurer Francesco Carletti, who in a letter from 
Antwerp to Andrea Cioli, his Florentine correspondent, enthusiastically describes a type of painting new to him, showing everyday 
images, and whose chief accomplishment is the incredible realism with which they are portrayed: 

“Ey in questo genere io ho visto tra l’altre cose un quadretto dove era dipinto una panieretta piena d’uve con altre poche frutte, tanto 
squisitamente inmitate al naturale, che a gran pena si poteva conoscere se erano dipinte, ò vere: e queste vendono sino a scudi ottan-
ta l’una. Ma molto più belli, e molto più cari vendono, e fanno certi quadretti piccoli di pittura, che rapresentano figure di tutte sorte 
d’animali terrestre volatici, e acquatici, e pesci, e conchiglie, et ogni sorte di frutte e fiori fatti tanto al naturale quanto desiderare 
si possa: E di questi simili quadretti ne ho visti tra molti uno fatto per li quatro elementi rapresentati da tutte quelle spetie di cose 
ch’in essi vivono, tanta eccelentemente dipinti da maestri di tanta stima, che li vendono più di scudi trecento l’uno: Opere in vero 
curiose, e bello quanto immaginare si possa in questa sorte di pitture, come d’altre diverse, et in numerabili sorte d’esse, molto rare 
che ci sono, e piccole e grandi ancora: In oltre fanno [vasi] di fiori tanto bene dipinti molti vagliono in sino a cento scudi l’uno, ma 
sono tanto vaghi che si gustano molto più che li naturali stessi...” (Archivio di Stato di Firenze, Mediceo del Principato 1379, not 
numbered folio, 27 June 1619, Francesco Carletti to Andrea Cioli, MAP Doc ID# 24162). 

The traveler also reports the high prices with astonishment.

18 Bryson (1990: 108). Paintings of this type could be produced and sold only in a certain context and under certain economic condi-
tions. They were extremely costly works and their execution often required a great deal of time, and their creators generally enjoyed a 
decidedly high level of affluence (Alpers, 1984. Sluijter, 1988: 15-55, 26. Smith, 2004: 213).

19 Segal, 1989: 15-17.
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One of the objects that best represented the collection of exotic luxury goods is a seashell, a perfect 
identification of naturalia and artificialia. Collecting seashells was an activity that the educated and 
well-to-do had pursued since ancient times20, and in the seventeenth century keen collectors were 
willing to pay exceptional sums for the rarest and most beautiful shells21. Their perfect form, the re-
flective surfaces and the gleam and sparkle of the shells made them particularly prized both for their 
beauty and for their geometry, while their exotic and recherché allure, and the carved decorations by 
artists of the caliber of Cornelis Bellekin, added technical mastery to the perfection of nature and to 
the value of the seashell in itself. Seashells therefore perfectly represented both scientific collecting 
and the more hedonistic and social sort of collecting. In addition to written testimony22, it is useful 
to refer to visual sources, with their wealth of subject matter and their great appeal, which present us 
with many facets of passionate interest and painstaking attention to detail: the engravings with sea-
shell borders of Crispijn van de Passe the Elder, some cabinets of curiosities such as those of Hierony-
mus and Frans Francken II, Georg Hinz and Domenico Remps, but above all the incredible miniature 
made for a dolls’ house belonging to Petronella Oortman23. There are many dozens of well-known 
depictions of bouquets or baskets of flowers with seashells, such as those of Jan Brueghel the Elder 
and Balthasar van der Ast, but there are also still life works that are composed exclusively of seashells 
of various kinds and sizes24. These can be categorized under a more essential criterion that favors a 
small number of pieces highlighted by a skillful use of chiaroscuro, such as the works of Adriaen Co-
orte, right up to the triumphs of seashells and corals of Abraham Susenier, or the anonymous painting 
of seashore ruins with shells and birds from east Asia at the Kunsthistorisches Museum in Vienna, 
which contain unmistakable evocations of voyages, the colonies, collecting, and the study of nature. 
But some of the most spectacular examples of these compositions are the paintings of Willem Kalf 
(véase figura 3), who more than any other artist was able to capture the shine and reflections of the 
iridescent surfaces of seashells. The shells offer up surfaces now smooth, now jagged to the light, 
creating unusual luminous effects and enlivening the reflections against a dark background. 

20 Prosperetti (2006). Leonhard (2007: 177-214).

21 Engels (1939: 247-346). Dance (1966). Among the best-known collectors were personalities of the caliber of Erasmus of Rotter-
dam and Ulisse Aldrovandi, but the activity attracted people from all walks of life, from the fish merchant and amateur ichthyologist 
Adriaen Coenen to figures of the stature of Cosimo III de’ Medici, who in 1682 had bought the seashell collection belonging to Georg 
Rumphius. It must also be noted that naturalists and collectors were in contact with each other; Jonker mentions the fact that Rumphius 
knew of the existence of a very rare type of shell in the collections of Petronella de la Court, mentioned earlier (Jonker, 2015: 206-
207). Seashells were also given as refined gifts to illustrious recipients: on 25 August 1606 Jan Brueghel wrote to Cardinal Borromeo 
announcing that he was sending a special gift: “12 coccilli delli più belli et raro che uengeno del India con li naui hollandesi” [“12 
of the most beautiful and rare seashells, which come from India in Dutch ships”] (Crivelli, 1868: 75), and they were even sent to the 
courts of sultans (Swan, 2013: 54). 

22 There are a great many scientific texts: one of the most curious is Adriaen Coenen’s Visboeck, but useful details can also be found 
in references to everyday life, such as the memoirs of John Evelyn which, in 1644, mention: “... a shop called Noah’s Arke, where are 
sold all curiosities natural or artificial, Indian or European, for luxury or use, as cabinets, shells, ivory, porselan, dried fishes, insects, 
birds, pictures, and a thousand exotic ex travagances” (Bray, 1827: 70).

23 Amsterdam, Rijksmuseum, inv. n. BK-NM-1010-2. (Vander Ploeg Fallon, 2003: 101-103. Broomhall, 2007: 47-67. Moseley-Chris-
tian, 2010: 341-63. Broomhall, 2016: 99-122).

24 Of these, worthy of note is the link between the garlands of Jan van Kessel and the decoration of the Oostkerk at Middelburg (Van 
Benthem Jutting, 1968: 15-20). This vogue for creating still life scenes composed exclusively of seashells also spread beyond the Low 
Countries, as shown by the works of Jacques Linard, Sebastien Stoskopff, François Boucher, Anne Vallayer-Coster, and Bartolomeo 
Bimbi.
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Very similar collecting 
urges led to a demand for 
porcelain objects25. These 
were imported principal-
ly from China (see Fig. 
4), and the exceptionally 
high quality of these cre-
ations made them rapidly 
sought-after on the Euro-
pean market, so much so 
that they became an essen-
tial part of the furniture in 
the homes of the wealthy. 
The high cost of import-
ing porcelain spurred 
the development of local 
production, so as to offer 
more affordable porcelain 
to compete with the very 
costly Chinese pieces. 
This resulted in a refine-
ment of the production of 
ceramics at Delft26, where 
makers created thinner 
pieces that had whiter and 
more reflective surfaces. 
The luminosity of the ma-
terial and the charm of the 
tiny designs of Chinese 
porcelain attracted the at-
tention of painters who 
added plates, bowls, boxes 
and vases to their compositions27. Once again it is Willem Kalf to whom we owe the execution of 
some of the finest paintings of porcelain objects portrayed as part of a still life (see Fig. 5). Kalf depic-

25 Lach / Van Kley (1993). Baghdiantz McCabe (2014: 121-151). Van Campen et al. (2014).

26 Before this, an attempt was made in Florence with Medici porcelain, which was produced under the patronage of Grand Duke 
Francesco I from 1575 to 1587 (Cora et al.,1986).

27 Virginia Treanor comments that the porcelain objects seen in still life scenes even came to lose their function as utensils, becoming 
decorative elements in their own right. (Treanor, 2015: 174-176).

Fig. 4. Unknown 
(Netherlands?), Interior 
of a Chinese shop, 1680-
1700, London, Victoria 
& Albert Museum  
© Victoria and Albert 
Museum, London.

Fig. 3. Willem 
Kalf, Pronk Still Life, 
1678, Copenhagen, 
National Gallery of  
Denmark  
© National Gallery 
of  Denmark.
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ted refined and elegant pie-
ces, sometimes embellished 
with gold edging28, con-
centrating on the gleams of 
light falling on the smooth, 
reflective surface and on the 
sinuous curves of the forms. 
The darkness of the back-
grounds made the porcelain 
objects depicted even more 
evocative, allowing them to 
emerge like stains of light 
beside the splendor of other 
precious materials29 such 
as silver goblets, nautiluses 
or fruit peel. In addition to 
references to contemporary 
studies of optics, as for sea-
shells, the introduction of 
these masterpieces of East-
ern craftsmanship into com-
positions shattered the spa-

tial/temporal dimension of the artwork, projecting it towards faraway worlds, towards the voyages that 
were a crucial element of the Dutch economy and of scientific knowledge of the time, and towards a 
conquest – real or virtual – of far-off lands that often were never experienced in person. This exotic 
and voyage-oriented component, which is often not explicit but was apparent to contemporary eyes, 
increased the fascination of these groupings of objects, which were heterogeneous yet united by a 
subtle metaphorical connection.

No proper examination of luxury objects in still life paintings can overlook specimens from the 
botanical world30. Before they caused one of the biggest financial bubbles of the era, tulips reached 
dizzying prices: a bulb could be sold for sums equaling more than ten times the annual salary of a 
qualified artisan31. The extreme prices made the trade in bulbs the focus of heavy criticism against the 

28 It was common to adorn bowls and jugs with gilded edges and finishes, as seen for example in the splendid Still Life with Ewer and 
Basin, Fruit, Nautilus Cup and other Objects at the Thyssen-Bornemisza Museum in Madrid, no. 204 (1981.77). 

29 The objects depicted in these compositions were often copied from pieces in collections that the artists were able to visit, as in the 
case of the so-called Holbein Bowl belonging to Henry VIII painted by Kalf in the Pronk Still Life in Copenhagen (National Gallery 
of Denmark, no. KMS1531).

30 The crucial role played by tulips in the Dutch economy is well known: Garber, 1990: 35-54. Bianchi, 1999: 88-102. French, 2006: 
3–14. Goldgar, 2008, 2010: 67-84. Dash, 2010. Baghdiantz McCabe, 2014: 154-85.

31 Catalogs of the era are invaluable documentary sources for tulips and their sale. An essential work is the Verzameling van een 
meenigte tulipaanen, naar het leven geteekend met hunne naamen, en swaarte der bollen, zoo als die publicq verkogt zijn by Pieter Cos 
(Haarlem, 1637), in which the author even gives the weight of the bulbs and the price for which they were sold. 

Fig. 5. Willem Kalf, Still Life with a Silver Jug and a Porcelain Bowl,1655–1660, Amsterdam, 
Rijksmuseum © Rijksmuseum.
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waste and folly of such spending –criticisms that were expressed both through writings and through 
visual sources32– but this did not stop the Dutch from bankrupting themselves to obtain the bulbs of 
the rarest and most beautiful tulips. Brought to Europe by the Turkish Empire from the uplands of 
Anatolia, the tulip immediately became a prized flower. It appears in paintings dating from the period 
immediately after its introduction to Europe, and Ambrosius Bosschaert the Elder was one of the first 
to celebrate its beauty and simplicity. But tulips were also placed, like stains of color and light, in 
much more elaborate and complex compositions, of which the best known are undoubtedly the floral 
arrangements by Jan Brueghel the Elder. Artists copied the rarest flowers and blossoms that enabled 
them to exhibit the highest technical mastery, irrespective of when they bloomed33. This enabled them 
to create compositions, as precious as they were impossible, of flowers that were almost never repea-
ted except to show different perspectives of their corollas, and which competed with the materials of 
the vases that contained them – often glass or porcelain – to create effects of light and color.

Lastly, owing to their importance in representations of luxury in Dutch genre paintings, a brief 
mention must be made of some animals which, because of their provenance and extravagance, were 
considered luxury objects and were sought-after and exhibited – live or stuffed – as treasures in their 
own right, worthy of collection34. We have already mentioned the examples of Albrecht Dürer and 
the anonymous still life with shells and seashore ruins in Vienna, but there are a great many examples 
that should be mentioned. To cite just one, van der Veen recalls that Adriaen van der Goes wrote from 
Vienna to ask his brother Willem, who lived in the Hague, to procure some rare objects for him for 
the collection of Archduke Leopold Wilhelm. Willem traveled to Amsterdam to purchase porcelain, 
pietra dura objects, precious fabrics, cocoa and exotic seashells, but also a red-crested parrot, and 
a bird of paradise, which was extremely prized for its rarity35. Among the iconographies most often 
visited by artists are aviaries and paintings depicting exotic birds36, but also still life compositions, 
cabinets of curiosities once again, and views of interiors. 

In the genre of pronkstilleven, therefore, the exceedingly frequent presence of objects originating 
from far-off lands was charged with a play of meanings whose complexity went far beyond superficial 
values and economic value. We have seen that they contain a mixture of allusions to the extent and 
prosperity of trade in the Low Countries, to the wealth of the person who owned the objects and could 
afford such paintings (but also to the person who could afford such voyages and, by voyaging, made 
the far-off lands he visited his own), to the idea of conquest implicitly indicated by the allusions to 

32 From Roemer Visscher’s Sinnepoppen (Amsterdam, Willem Iansz., 1614) to paintings like Hendrik Pot’s Flora’s Malle-wagen 
(Haarlem, Frans Hals Museum). 

33 To create bouquets that were as beautiful and precious as possible, artists put together flowers that bloomed at different times and 
in different places (Segal, 1989: 31. Bryson, 1990), favoring the most exotic and precious blossoms. In a letter of 14 April 1606, Jan 
Brueghel the Elder told Federico Borromeo that he went to Brussels especially to copy flowers that were not found in Antwerp (Crivelli, 
1868: 63-4).  

34 Lazzaro, 2004: 200-526. Pérez De Tudela et al., 2007: 419-447. Jeggle, 2010: 25-44, 51. Baadj, 2012: 225. Maxwell, 2014. Rik-
ken, 2014: 401–433, 417-425. Silver, 2014: 291-327. Groom, 2018. For the portrayal of exotic animals in relation to their provenance, 
consideration must also be given to the Four Continents by Jan van Kessel (Schmidt, 2015: 258-77).

35 Gonnet, 1899-1909: 1; 150-160; 163. Van der Veen, 2015: 135-141, 134. Of the birds of paradise in the collections, and in the 
descriptions and representations of the sixteenth and seventeenth centuries wrote among others: Swan, 2013. Herrin, 2014: 359-364. 
Rikken, 2014.

36 Rikken, 2014: 411-412.
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distant lands already colonized or yet to be colonized, and to the luxury of the status as humanist and 
amateur of the new sciences, who had both the means and the time to dedicate himself to his scientific 
and naturalistic inclinations. 

A final word is necessary on the complexity of the term itself. Pronk37, in fact, in reality could 
also refer to a condition that is desired but not necessarily achieved. That is to say, it is not so much 
a painting of ostentation and wealth38as the representation of what one aims to possess or how much 
one would wish to flaunt. And this does not refer only to the end result of a model perfected by the 
artist’s technical ability and mastery of the use of light, described by Angels, but to seeing on the can-
vas goods that, in reality, were not owned. The hyper-realism with which artists defined their objects 
in reality would appear to have represented an illusion, recreating in the composition (a painting, i.e. 
something that is not real) the twofold illusion, of a simulacrum of something that does not exist. 
This is precisely what Dutch rhetoric of the seventeenth century condemned: not so much the luxury 
itself, but pomp and splendor that did not reflect the actual status of the person who flaunted it. While 
the Sinnepoppen of Roemer Visscher used the examples of seashells and tulips (see Fig. 6) to show 

37 Segal (1989: 15) and Bryson (1990: 130) wrote that these representations were the dream of wealth.

38 See also Temple’s comments (1673: 168) on how Dutch people spent their money:
“What they can spare, besides the necessary expence of their Domestick, the Publick Payments, and the common course of still 
encreasing their Stock, is laid out in the Fabrick, Adornment, or Furniture of their Houses: Things not so transitory, or so prejudicial 
to Health, and to Business, as the constant Excesses and Luxury of Tables; Nor perhaps altogether so vain as the extravagant Ex-
pences of Clothes and Attendance; At least, these end wholly in a Man’s self, and the satisfaction of his personal Humour; whereas 
the other make not only the Riches of a Family, but contribute much towards the publick Beauty and Honour of a Country.”

Fig. 6. Roemer 
Visscher, Sinnepoppen, 
1614, The Hague, 
Koninklijke 
Bibliotheek, 
Nationale 
bibliotheek van 
Nederland © 
Koninklijke 
Bibliotheek 
/ Nationale 
Bibliotheek van 
Nederland, The 
Hague, KW 341 
C 4.
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the absurdity of certain purchases and the rapidity with which a fool and his money were parted, and 
much of the criticism was against the absurdity of this extremely costly ephemeral collecting, Jan de 
Vries and Anne Goldgar39 observed that in reality part of the criticism of luxury did not address all its 
forms. The complexity of meaning of compositions like those shown in pronkstilleven therefore has 
further ramifications, taking on other facets and contradictions. 

39 De Vries (1999: 73-78). 
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