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[ ChApter 3 ]
A Distance in Time: 

The Dutch Revolt

3.1 Introduction: re-imagining old material

Printed images of violence have been central to the imagination of the Dutch Revolt 
ever since its inception in the 1560’s.1 Numerous propaganda prints were produced 
in the early phase of the conflict, flooding the Low Countries with partisan 
interpretations of religious persecution, political executions, and the escalating civil 
troubles. This enormous corpus included many detailed and complicated allegorical 
prints on religious strife, civil unrest, and the horrors of war, as well as an ever 
growing number of news prints that commented on recent sieges, massacres, and 
pitched battles.2 Yet as the war dragged on across the threshold of the seventeenth 
century, historians, publishers, and printmakers also started to concoct illustrated 
histories of the conflict – reflecting in word and image (as well as from a temporal 
distance) on the origins, consequences, and ongoing progress of the war. Already 
in the first quarter of the seventeenth century, the Dutch Revolt became the topic 
of extensively illustrated histories. During the Twelve Year’s Truce (1609-1621) 
especially, history books packed with engravings, woodcuts, and etchings flew off 

1. This chapter is partly based on a paper presented at the workshop ‘Bilder in Aktion’, Villa 
Vigoni June 2018. I would like to thank the participants of the conference for their helpful 
feedback on the presented material.

2. For allegorical prints, see: Daniel R. Horst, De Opstand in zwart-wit: propagandaprenten uit 
de Nederlandse Opstand 1566–1584 (Zutphen, 2003); for news prints, see: Ramon Voges, 
Das Auge der Geschichte: Der Aufstand der Niederlande und die Französischen Religion-
skriege im Spiegel der Bildberichte Franz Hogenbergs (ca. 1560–1610) (Leiden, 2019).
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the printing presses in the Dutch Republic. This first ‘cluster’ of Dutch illustrated 
histories on the Revolt, as I would like to term it, included the famous works of 
Pieter Christiaenz. Bor, Willem Baudartius, and Johannes Gysius, which would 
provide the backbone of an emerging proto-national history on the spectacular rise 
of the Dutch Republic.3

While the editions produced during The Truce were certainly not the 
earliest histories on the Revolt, they were the first histories produced in the 
Dutch Republic which were extensively illustrated. Each of these works contained 
numerous reworked etchings from the late sixteenth century, as well as a number 
of newly made contemporary prints.4 As historian Jasper van der Steen has noted, 
these publications were closely connected to contemporary memory politics and the 
heated discussions on war and peace that took place during the Twelve Years’ Truce.5 
The more radical Protestant writers especially reminded their readers at every turn 
of the horrible cruelties inflicted by Spanish troops in times past, and hoped to 
instil in the Dutch populace the fear that peace would eventually lead the Republic 
back to Spanish lordship. In a straightforward manner, these anti-peace activists 
argued that the violence inflicted by the Spanish Crown needed to be remembered 
by society at large, and that especially the young – who might not have experienced it 
first-hand – needed to be instilled with a clear sense of their ancestors’ suffering. For 
such purposes, there also existed history books aimed first and foremost at children, 
some including printed images introduced with rhymes on the cruelties that were 
depicted in them.6 Baudartius even called for such violent images to be engraved and 
painted on all street corners, so that the bloodshed of the Revolt would literally be 
‘imprinted’ (‘ingeprent worden’) on the minds of later generations.7

3. Simon Schama, The Embarrassment of Riches: An Interpretation of Dutch Culture in the 
Golden Age (New York, 1987), 84-85.

4. For the balance between old and new prints, see: Dirk Mulder Bosgoed, ‘De prenten in 
de uitgaaf van 1621 van Bor’s “Nederlantsche Oorloghen”’, Bibliographische Adversaria 3 
(1876), 202-205.

5. Jasper van der Steen, Memory Wars in the Low Countries, 1566-1700 (Leiden, 2015), 74.
6. See for example figure 3.12, and: Pettegree and Der Weduwen, The Bookshop of the World, 

157-159.
7. ‘alsoo onse nakomelinghen, van eeuwe tot eeuwe ingeprent worden’; S.n., Spieghel der 

jeught, ofte een kort verhael der voornaemste tyrannije […] (Amsterdam: Ot Barentz, 1644). 
See also: Wolfgang Cilleßen, ‘Massaker in der niederländischen Erinnerungskultur: Die 
Bildwerdung der Schwarzen Legende’, in: C. Vogel (ed.) Bilder des Schreckens: Die mediale 
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This flurry of publications sparked by the disagreement over the nature 
and purpose of the Twelve Years’ Truce, however, was followed by a relative dearth 
in newly illustrated books on the Revolt. The downturn was in line with a more 
general slump in the Dutch printing industry at this time, when most publishers 
either relied on the reproduction of older plates, or forwent the inclusion of images 
altogether.8 Naturally, there is the exception which proves the rule. Jacobus Savery 
III, an engraver and book seller from Dordrecht, published a Dutch translation 
of Famiano Strada’s De Bello Belgico, which included a number of new prints of 
‘histories’ (as he termed them himself on the title page).9 These original and well 
executed prints should be seen in the light of Savery’s role as a frontrunner in the 
business of illustrated books. The Dordrecht printmaker was, for instance, also 
responsible for the production of the lavishly illustrated edition of Van Haemstede’s 
martyr book published in 1657, described by art historian Michiel Plomp as an early 
example of a new wave of high quality illustrated books in the second half of the 
seventeenth century (this edition of Van Haemstede’s martyrology will be discussed 
in chapter 4).10 However, apart from this translated edition of a foreign Latin work, 
no new illustrated histories on the Dutch Revolt appeared. The first edition of P.C. 
Hooft’s famous Historien, published in 1642 (Louys Elzevier, Amsterdam), included 
no images beyond the frontispiece, whereas the edition of 1654/1656 included only a 
handful of portraits.11 Similarly, Hugo Grotius’ history on the Revolt, first published 
in Latin in 1657 (Joan Blaeu, Amsterdam), included only a frontispiece and a 
portrait of the author. Even with such sober designs, an author like Hooft thought 
that the modest first edition of his work had one illustration too many. In a letter 

Inszenierung von Massakern seit dem 16 Jahrhundert (Frankfurt am Main, 2006), 93-135: 
103.

8. Van der Coelen, ‘Illustrations and Decorations’, 66.
9. For Strada’s 1655 Dutch translation, see: Famiano Strada, De thien eerste boecken der Neder-

landtsche oorloge, in ‘t Latijn beschreven door Famianus Strada: verduytscht door Guilliam 
van Aelst (Dordrecht: Jacobus Savery, 1655).

10. Michiel C. Plomp, ‘Gerbrand van den Eeckhout’s Illustrations for Adriaen van Haemst-
ede’s Books of Martyrs of 1657 and 1659’, The Burlington Magazine 148 no. 1236 (2006), 
180–186: 180.

11. In addition, the earliest Elzevier editions were made of lower quality paper and lacked 
typographic decorations as well as a decent layout. See: Paul Dijstelberge, ‘De lof der onlees-
baarheid: de Elzeviers en de vormgeving van het Nederlandse boek’, in: B.P.M. Dongelmans, 
P.G. Hoftijzer and O. Lankhorst (eds.) Boekverkopers van Europa: het 17de-eeuwse Neder-
landse uitgevershuis Elzevier (Zutphen, 2000), 281-289: 287.
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to Gaspar van Vosberghen he confided that he saw no need even for a frontispiece 
(which he derogatory called a ‘kermiswerk’ – i.e. something that appears impressive 
but holds little actual substance). The initiative for the addition of a frontispiece 
came entirely from the publisher, who had assured Hooft that ‘vain people’ would 
more easily part with their money if they could gaze at a pretty title page.12

This lack of illustrations, however, was to be broken in the course of 
the second half of the seventeenth century, as enterprising publishers sought to 
differentiate their books by the inclusion of new, and often high quality, printed 
images.13 From the 1670s onwards, reissues of histories on the Revolt were illustrated 
with brand new prints that accentuated new visual themes from the Eighty Years’ 
War. This formula extended to the genre of profane and religious history works in 
general. Extensive world histories, such as Gottfried’s Historische kronyck (Leiden: 
Pieter van der Aa, 1698-1700) included numerous unique prints that brought to 
life fanciful stories of the Revolt that had hitherto escaped the imagination of 
printmakers.

This new production concerns what I would call the second cluster of 
illustrated histories on the Revolt. It was initiated largely by a select collective of 
Amsterdam publishers: the widow of Joannes van Someren, Abraham Wolfgangh, 
Hendrick and Dirck Boom. In 1677 they republished Hooft’s Historien, now for 
the first time in illustrated format; between 1679 and 1684 they produced a new 
edition of Bor’s work, lavishly adorned with new double-folio etchings, and in 1681 
they brought to the market the first illustrated Dutch translation of Grotius’ history.

In the Dutch Republic, large illustrated histories on the Revolt were 
thus mainly produced in the first and last quarter of the seventeenth century. 
Unsurprisingly perhaps, the content of these book illustrations was subject to 
change. Over the course of 50 years, the particular events chosen for etchings shifted, 
their physical dimensions changed, as did the use of perspectives and the relationship 
to text. And, most importantly for this study, it was above all the violence that had 
been so central to the imagination of the Revolt that acquired a new intensity: new 
iconic images were created, whereas traditional themes were reimagined in creative 
ways. In the late seventeenth-century prints, one found new stories, new victims, and 

12. H. W. van Tricht (ed.), De briefwisseling van Pieter Corneliszoon Hooft vol. III (Culemborg, 
1979) 420.

13. Rasterhoff, The Fabric of Creativity in the Dutch Republic, 159-160.
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new perpetrators. Despite this profound shift, however, such differences have largely 
remained in the margins of scholarship on the Eighty Years’ War. This has partly 
to do with the privileged place of text within the domain of history as has been 
described in chapter 2.4. Such a statement is especially true for the historiography of 
history writing, which has traditionally been a strongly text-focused field of research 
in spite of the many images produced for early modern history works.14

When it comes to images on the Revolt, this lacuna is now slowly being 
filled. In the past years, a number of works have appeared that delve more deeply 
into the close relationship between the Eighty Years’ War and the printed image. 
Examples of these approaches are Daniel Horst’s De Opstand in zwart-wit (2003), 
and Christi Klinkert’s Nassau in het nieuws (2005).15 Both from the art historical 
domain, these studies deal with the use of propaganda and military news prints 
relating to sources from 1566-1584 and 1590-1600 respectively. More recently, the 
historian Ramon Voges has published on the importance of Frans Hogenberg’s 
prints as historical sources sui generis,16 whereas art historian Lisa de Boer has 
expanded on the place of Hogenberg’s prints in early seventeenth-century Dutch 
history books.17 Studies on later postwar seventeenth-century illustrations on the 
Revolt, however, have remained largely outside the scope of historical research. 
An exception in this respect is art historian Wolfgang Cilleßen’s article on the 
prominence of illustrated books on the ‘Spanish Tyranny’ from 1620 onwards.18 
Importantly, Cilleßen has shown how these popular works concerning atrocity 
propaganda were printed more or less throughout the largest part of the seventeenth 

14. Behr, Usborn, and Wieber, ‘Introduction’, 428.
15. Horst, De Opstand in zwart-wit; Klinkert, Nassau in het nieuws.
16. See specifically Voges’ contribution to the BMGN: Ramon Voges, ‘Power, Faith, and Pic-

tures: Frans Hogenberg’s Account of the Beeldenstorm’, BMGN - Low Countries Historical 
Review 131.1 (2016), 121-139; as well as his published PhD-dissertation: Voges, Das Auge 
der Geschichte.

17. Lisa De Boer, ‘Hogenberg and History: Popular Imagery of the Golden Age and the Making 
of Dutch History’, in: Lambert Zuidervaart and Henry Luttikhuizen (eds.), The Arts, Com-
munity and Cultural Democracy (London, 2000), 214–232.

18. Cilleßen, ‘Massaker in der niederländischen Erinnerungskultur’. For the transformation of 
a ‘Spanish Tyranny’ into a ‘French Tyranny’ from the 1670s onwards, see: Haks, ‘De Franse 
Tirannie’.
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century, before being supplanted by books on the more presently felt ‘French 
Tyranny’ from 1672 onwards.19

Where Cilleßen has shown continuity in the use of atrocity propaganda in 
popular print, this chapter will add a perspective on the changes in the violence that 
was portrayed in illustrated books aimed at a prosperous and/or learned public, as 
presented mainly in the works of Bor, Grotius, and Hooft. In contrast to popular 
illustrated histories, the expensive and lavishly illustrated books reinvented the 
violence of the Eighty Years’ War visually, building on, and sometimes replacing, 
the themes that had dominated older publications. At the same time, I wish to 
connect these works to a number of claims concerning the shifting textual content of 
history writing on the Revolt in the course of the seventeenth century. These textual 
changes have been placed within a framework of a new late seventeenth-century 
approach to history, in which narratives became more personal, and more emotive 
in character.20 Yet, as I will argue here, the changes in printed images on the Revolt 
were rarely based directly on a shift in textual content. In fact, prints did at times 
something distinctly different from other forms of media, and changed drastically 
even if the textual basis for illustrated histories remained more consistent over the 
course of the seventeenth century.

In this chapter, I will analyse how the violence of the Dutch Revolt was 
visualized through the printed image as it was reinvented by a booming publishing 
industry, and increasingly bound to the particular format of expensive illustrated 
folio books. In particular, I will focus on the different forms of violence portrayed in 
these works, and analyse how temporally distant events like executions, massacres, 
and sieges, were reimagined through the printed image. What did these new prints 
do with the violence that had ever since been a central aspect to the imagination 
of the Dutch Revolt? How did printmakers and publishers remould this violence 
through the creation of new illustrations for old texts? And how did a distance in 
time help in reimagining the different forms of violence that had been central to the 
rise of the Dutch Republic as one of Europe’s central political actors?

19. Cilleßen, ‘Massaker in der niederländischen Erinnerungskultur’, 133–135.
20. Marianne Eekhout, Material Memories of the Dutch Revolt: The Urban Memory Landscape 

in the Low Countries, 1566–1700 (PhD dissertation; Leiden University 2014), 212.
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3.2 A new market for the Revolt

When a selection of Dutch publishers started to focus on the production of 
expensive illustrated books in the 1670s, established history works on the Revolt 
would have made a relatively ‘safe’ investment. Bor, Hooft, and Grotius were well 
known and respected authors that appealed to a learned and prosperous reading 
public. The fact that their works on the Revolt had already been published earlier 
in the seventeenth century was no obstacle to such a venture. In fact, old books and 
their perceived defects provided plenty of incentives to print new editions. Outdated 
spelling was updated, transcriptions of historical documents were added,21 and – 
most importantly for this chapter – new printed images were commissioned. These 
concerns regarding the defects of older editions were mostly clearly articulated in 
the 1679 edition of Bor. The production of this book, with its new and large double-
folio prints, presented a significant undertaking and required a collaborative effort. 
The venture was taken up by a collective of Amsterdam publishers: the already 
mentioned widow of Joannes van Someren, Abraham Wolfgangh, and Hendrick 
and Dirck Boom. A significant part of the new etchings included in the book 
concerned the first big project of the Amsterdam artist Jan Luyken, who would 
rise to become one of the most productive and influential printmakers of the late 
seventeenth-century Dutch Republic. Other well-known printmakers that worked 
on the edition included Romeyn de Hooghe (though only in a design executed by 
Luyken) and Coenraet Decker. Importantly, the publishers themselves were keen 
to stress what they had done differently this time in terms of printed images. In 
their address to the reader, they stated that one of the improvements over the old 
1621 edition was that they had gotten rid of ‘the old bad, artless prints’.22 Clearly, 
they thought that the early seventeenth-century prints were outdated (and hoped 
that their potential clientele would agree), unfit for a luxurious new edition of Bor’s 
history.
The fact that such extensive changes in expensive folio books were not part of a 
more general trend is made clear by the contemporaneous production of cheaper 

21. Bor, Oorsprongk, begin, en vervolgh der der Nederlandsche oorlogen, beroerten, en borgerlyke 
oneenigheden vol. I, introduction, 3.

22. ‘d’oude slechte, konsteloose printen’. See: Bor, Oorsprongk, begin, en vervolgh der Neder-
landsche oorlogen, beroerten, en borgerlyke oneenigheden, vol. I, introduction, 3.
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works on the Revolt. The popular books on the Spanish Black Legend as described 
by Cilleßen kept recycling the same themes and images throughout most of the 
seventeenth century, providing readers a mix of prints creatively adapted from the 
sixteenth-century works of Frans Hogenberg and Theodor de Bry.23 Yet these older 
works ceased to be the blueprint for images in the extensive histories marketed for a 
learned and/or rich reading public. Claartje Rasterhoff has argued that the period 
of growth in the Dutch printing industry from 1670 onwards saw a widening of 
‘the gap between cheap illustrated books and expensive illustrated books’.24 As will 
be shown here, this change was especially salient for history works on the Revolt. 
The inclusion of newly made images was essentially confined to expensive illustrated 
books written by, and for, an audience of ‘a more liberal and learned temperament’.25 
In contrast, the works of popular Reformed historiography were excluded from this 
evolution. Illustrated books on the cruelties associated with the ‘Spanish Tyranny’ 
remained focused on older images and tropes, whereas the histories of Baudartius 
and Gysius, representing the highbrow exponents of more popular ‘folk’ history 
with a strong Reformed spirit,26 were left out of the renewed production cycle from 
the 1670s onwards.

The growing divide between popular and learned, between affordable and 
expensive, is most clearly present in the new illustrated editions on the history of the 
Revolt by Bor, Hooft, and Grotius: works that were taken on by the same small group 
of Amsterdam publishers already named in relation to the 1679 edition of Bor. These 
new editions of Hooft (1677),27 Bor (1679) and Grotius (1681), which had changed 
little in terms of textual content (though in Grotius’ case, the translation from Latin 
was a first), were made attractive by an overlapping corpus of high quality etchings, 

23. Cilleßen, ‘Massaker in der niederländischen Erinnerungskultur’, 103-114.
24. Rasterhoff, The Fabric of Creativity in the Dutch Republic, 160.
25. Benjamin Schmidt, ‘The Past in a Foreign Country: Patriotic History and New World 

Geography in the Dutch Republic, c. 1600-1648’, in: Jane Fenoulhet and Lesley Gilbert 
(eds.), Narratives of Low Countries History and Culture, Reframing the Past (London, 
2016), 18-25: 23.

26. Ibid., 22, 23.
27. Some of the etchings included in this work were based on prints from seventeenth-century 

editions of Famiano Strada’s De Bello Belgico. For a description of these prints, see: Meredith 
Hale, ‘The Production of History: Famiano Strada’s De Bello Belgico’, in: Mark Stocker 
and Phillip Lindley (eds.), Tributes to Jean Michel Massing: Towards a Global Art History 
(Turnhout, 2016), 91-104.
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with each work containing some original prints not present in the other books.28 
The importance of the new etchings was not only stressed by the aforementioned 
stab of the booksellers at the old ‘artless’ Hogenberg prints of Bor’s 1621 edition. 
It was also underlined by the fact that both the new editions of Bor and Grotius 
included an index of images at the beginning of the book with corresponding page 
numbers. This was not simply a list to inform the bookbinder where to put the 
prints, as was common in this period, but an actual index or ‘register’ that the reader 
could have used to skip directly to a specific image. This is suggested, for instance, 
by the fact that an instruction to the bookbinder was often explicitly labelled as 
such (which is not the case in either Bor or Grotius), and normally put at the end 
of a book. However, it is important to note that the prints themselves did not have 
page numbers, and for all practical purposes a bookbinder would still have inserted 
the prints between two numbered pages with text. As the prints were unnumbered, 
the register itself pointed the reader to the page before or after the print.

The introduction and promotion of these new printed images reached its 
peak in 1703, as a new generation of publishers created the iconic fourth edition of 
Hooft’s history. This new edition included both the prints of the older 1677 edition 
of Hooft, as well as the prints from Bor’s 1679 edition. The publishers in question, 
consisting of Henrik Wetstein, Pieter Sceperus (both based in Amsterdam), Daniel 
van den Dalen (based in Leiden), and Willem van de Water (based in Utrecht), were 
very keen to stress exactly which images were new to this publication of Hooft’s 
work. After the dedication, we again find an overview of all the images included 
in the text (see figure 3.1).29 These are now sorted in two categories: small (single-
folio), and large (double-folio). As stated in this index, all images marked with an 
asterisk (*) are new ones not found in the previous edition, undoubtedly to prove 
the value of this edition above its older incarnation from 1677.30 As the text would 
have differed little, pointing to newly added prints would have been a sensible sales 
strategy (though it must be remembered that most illustrations were already more 
than 25 years old by this time). At the same time, it is important to note that the 

28. For the use of these works in different books, see: Pieter van Eeghen and Johan Philip van 
der Kellen, Het werk van Jan en Casper Luyken (Amsterdam, 1905) vol. I, 7–15.

29. P.C. Hooft, Nederlandsche Historien vol. I (Amsterdam/Utrecht/Leiden: Henrik Wetstein, 
Pieter Sceperus/Daniel van den Dalen/ Willem van de Water, 1703).

30. ‘Those [prints] that are newly added, are marked with *’ (‘Die nu op nieu bygevoeght 
worden, zyn met * geteikent’). Hooft, Nederlandsche Historien, vol. I.
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Figure 3.1: List of figures from P.C. Hooft, Nederlandsche Historien vol. I (Amsterdam/Utrecht/
Leiden: Henrik Wetstein, Pieter Sceperus/Daniel van den Dalen/ Willem van de Water, 1703).
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use of such detailed image indexes was a rather unique innovation. As much as they 
do point to the importance of images in the publications at stake here, the image 
index seems not to have been the subject of imitation amongst book publishers at 
large, and I have not been able to find similar indexes in other illustrated books.

In conclusion, the creation of a new corpus of printed images on the Revolt 
was strongly shaped by very particular market forces, took place in a narrow subset 
of reruns of expensive illustrated folio books, and was initiated by a select number 
of Amsterdam publishers. Yet as this chapter will show, these new images would 
strongly reconfigure the visual history of the Revolt and its associated violence. 
What, then, did these new ‘artful’ prints do differently from their so-called ‘artless’ 
predecessors?

3.3 ‘Old bad, artless prints’

Prints on the Revolt came in all kinds of shapes and sizes: portraits, allegories, maps, 
as well as narrative interpretations of particular events like executions, sieges, etc. 
These types are, of course, not absolute; they could overlap or appear in combination 
with one another. One could easily find execution prints that included portraits 
(either of victims or of the authority figures held accountable), maps that overlapped 
with narrative scenes, and any creative combination including complicated and 
many layered allegorical constructions and biblical references.31 However, illustrated 
histories from the two clusters in question contained prints relating mostly to the 
category representing specific events, often of a violent nature. They offered sights of 
battles, sieges, executions, and massacres. As such, I have chosen to ignore illustrated 
books that contained only portraits and limited their visualized history to the faces 
of persons of power.32 Printed portraits used in histories (often relentlessly copied) 
remained rather stable across the seventeenth century and provided limited room for 

31. See for some examples, Rijksmuseum Amsterdam, RP-P-OB-78.983, http://hdl.handle.
net/10934/RM0001.COLLECT.444673; FMH 525-b http://hdl.handle.net/10934/
RM0001.COLLECT.440692 (Accessed on 20 April 2019); for the many rich allegorical 
prints on the Eighty Year’s War, see: Horst, De opstand in zwart-wit.

32. See for example: Everhard van Reyd, Oorspronck ende Voortganck vande Nederlantsche 
Oorloghen (Arnhem: Jacob van Biesen, 1633).
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change as they often drew upon ‘the respectful lines of the original commission’.33 
As Simon Schama has pointed out, caricature – prolific in the German Reformation 
and the French Wars of Religion – was ‘not yet a characteristic mode of history 
illustration in the Netherlands’ at the time of the Revolt.34

In the first cluster of publications, most prominent and numerous were 
those illustrations that had been copied from or modelled on sixteenth-century 
‘news prints’, the historiographical term for single sheet broadsheet prints on 
contemporary news events.35 In format, these news prints consisted of a printed 
image in broadsheet format together with a short text or poem that expanded on 
the scenes presented to the reader.36 Prints such as these related often to important 
military feats, such as pitched battles, sieges, and naval warfare, or ceremonial pomp, 
including marriages, burials, and coronations. The term ‘news print’ itself might be 
misleading in the sense that these prints could still be sold years after the relevant 
event had taken place, and were eagerly copied and recycled to serve a variety of 
purposes. Indeed, as shown by the recycling of news prints in history books on the 
Revolt, news value was hardly the single or most dominant aspect of these prints 
and their rich afterlife.37

The most influential sixteenth-century news prints were without a doubt 
those of the Cologne-based publisher Frans Hogenberg (1535-1590), whose work 
provided the foundation of virtually all Dutch illustrated histories on the Revolt 
published in the first quarter of the seventeenth century. Hogenberg himself was 
thoroughly shaped by his earlier work as a cartographer and his religiously motivated 
flight from the Low Countries. Born in Mechelen, Hogenberg had worked for the 

33. Schama, The Embarrassment of Riches, 87; For portraits where propagandistic value is 
situated in attributes and ornamental frames rather than physical appearance, see: Horst, De 
Opstand in zwart-wit, 194–195.

34. Schama, The Embarrassment of Riches, 87. See also Meredith Hale, ‘Drie koningen, een 
haan en een ezel: de spotprenten’, in: Henk van Nierop et al. (eds.), Romeyn de Hooghe: de 
verbeelding van de late Gouden Eeuw (Zwolle, 2008), 100-111: 104.

35. Van Nierop, ‘Profijt en propaganda, 73–74. For the merit of the term ‘news print’, see: Ilja 
Veldman, ‘Een riskant beroep: Crispijn de Passe de Jonge als producent van nieuwsprenten’, 
in: Johannes de Jong et al. (eds.), Prentwerk 1500-1700 (Zwolle, 2001), 154-185: 155.

36. Van Nierop, ‘Profijt en propaganda’, 73–74.
37. Maureen Warren, ‘A Shameful Spectacle: Claes Jansz. Visscher’s 1623 News Prints of Exe-

cuted Dutch “Arminians”’, in John R. Decker and Mitzi Kirkland-Ives (eds.), Death, Torture 
and the Broken Body in European Art, 1300–1650 (Farnham, 2015), 207-230: 211.
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famous Plantin printing house in Antwerp and contributed to Abraham Ortelius 
Theatrum Orbis Terrarum (1565) before fleeing first to England and later to 
Cologne because of his Protestant leanings.38 Despite the Catholic character of 
Cologne, Hogenberg’s workshop quickly became a successful venture, feeding 
on the numerous news events concerning war and religious strife, as well as the 
multiconfessional reservoir of readers that lusted after information on the troubles 
in France and the Low Countries.

The earliest prints that came from the Hogenberg workshop were mostly 
related to recent historical events, with a full album relating to the French Wars of 
Religion.39 Later works, however, focused mostly on news events. The ‘simplified 
style’ of the Hogenberg workshop made sure that prints could be produced as fast as 
six days after news had reached Cologne.40 In combination with the central place of 
Cologne in the European news network, Hogenberg could make sure that his prints 
had significant news value and were published quickly in reaction to important 
events. In the early seventeenth century, Hogenberg’s workshop was still producing 
news prints on the current progress of the Eighty Years’ War. Being a highly 
collaborative effort and employing a number of printmakers,41 the Hogenberg firm 
had outlived the death of its founder in 1590 – and continued to be in production 
until 1631 under the guidance of Frans’ son, Abraham.

All of the prominent illustrated history works concerning the Revolt from 
the early seventeenth century drew heavily from these influential prints produced by 
the Hogenberg workshop. Bor’s Oorspronck, begin ende vervolgh der Nederlantsche 
Oorlogen (Leiden/Amsterdam: Govaert Basson/Michiel Colijn, 1621-1634) relied 
largely on smaller copies of Hogenberg’s prints. The same goes for Baudartius’ 
history of the Eighty Years’ War from 1615, Afbeeldinghe, ende beschrijvinghe van 
alle de veld-slagen, belegeringen [...] (Image, and description, of all battles and sieges 
[…]) essentially a picture book of Hogenberg’s news prints with additional textual 
descriptions.42 Similar to Bor’s work, Warachtighe beschrijvinghe ende levendighe 

38. Voges, ‘Power, Faith, and Pictures’, 129.
39. Phillip Benedict, Graphic History: The Wars, Massacres and Troubles of Tortorel and Perris-

sin (Geneva, 2007), 190.
40. Ibid.
41. Klinkert, Nassau in het nieuws, 57, 58.
42. Willem Baudartius, Afbeeldinghe, ende beschrijvinghe van alle de veld-Slagen, belegeringen 

en ghevallen in de Nederlanden […] (Amsterdam: Michiel Colijn, 1615).
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afbeeldinghe vande meer dan onmenschelijcke ende barbarische tyrannije bedreven 
bij de Spaengiaerden inde Nederlanden […] (1621, s.n, s.l.) (True description and 
lively images of the more than inhuman and barbaric tyranny executed by the Spanish 
in the Netherlands) reproduced Hogenberg’s designs in smaller format.43

In the early seventeenth century, Hogenberg’s work, which had largely been 
created within the context of contemporary news events, was thus transformed into 
a series of book illustrations on more distant historical events. Yet despite their 
changing function – from single sheet news prints to illustrations in extensive 
history books – the appearance of these prints remained largely unaltered. This was 
not necessarily in conflict with the practice of Hogenberg himself. As printer and 
publisher, Hogenberg did not only produce prints on contemporary events, but also 
granted his news prints a second life as part of extensive picture albums. Historian 
Philip Benedict has pointed out that many of Hogenberg’s later prints ‘were first 
published as single sheets shortly after the event in question, before subsequently 
being collected into suites.’44 The bundled series of prints on the Revolt repurposed 
the ‘news print’ as a singular impression of a news event to an image that functioned 
in a larger sequential chain of prints on historical events. In a complete suite of 
Hogenberg’s print, events neatly followed one after the other, each image telling one 
piece of the story of the Revolt, and refining them into ‘well-defined episodes’.45 In 
this manner, Hogenberg’s prints could suggest cause and effect, as well as a linear 
sense of history.46

The persuasive influence of the news print in broadsheet format is clearly 
evident in the illustrated edition of Bor’s history on the Revolt published between 
1621 and 1634. Most prints in this work were directly copied after Hogenberg 
and reworked into a smaller format so as to fit as in-text illustrations. Thus, many 
of these book illustrations used the same cartographic format so characteristic of 
Hogenberg’s news prints, providing a bird’s-eye view of the presented events, and 
relying largely on topographic cues.47 This was not only the case for the prints copied 

43. Mulder Bosgoed, ‘De prenten in de uitgaaf van 1621 van Bor’s “Nederlantsche Oorloghen”’, 
204.

44. Benedict, Graphic History, 190.
45. Van der Steen, Memory Wars in the Low Countries, 1566-1700, 46.
46. Ibid.
47. For the role of cartography in the Dutch Revolt, see: Ramon Voges, ‘La Révolte des Pays-Bas 

à travers l’estampe : espaces contestés et formation de l’identité’, in: Stéphane Haffemayer et 
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directly after Hogenberg. A number of new prints by the Dutch printmaker Simon 
Frisius, originally produced in 1613-1615 (mostly on the basis of Dutch news prints), 
followed Hogenberg’s cartographic focus, and consisted mainly of broad overviews 
from (at times fictional) hills and bird’s-eye views.48

By the grace of the large overviews Hogenberg’s prints tried to give, sieges 
and pitched battles were often presented in such a manner that the reader could get 
a good view of the major troop movements, siege works, skirmishes, etc. Rather than 
representing a single dramatic moment, the Hogenberg prints in Bor’s 1621 book 
followed a diachronic format which tried to capture events with the suggestion of 
being ‘truthful’ and all-encompassing – a claim that often served partisan readings of 
history.49 The distinct use of cartographic elements was similarly not without reason. 
As Voges has pointed out, Hogenberg used his prior experience in publications 
on cartography to add to the veracity of his news prints.50 The dominance of the 
siege as a central theme in the Eighty Years’ War equally favoured the prominence 
of mapmakers in the creation of news prints; if sieges were to be shown in their 
entirety (or at least provide the suggestion of doing so), the map provided a useful 
framework.51

The large diachronic overviews so characteristic of Hogenberg were not 
confined to his more cartographically oriented works on siege warfare. Prints on 
public events, plundering troops, and executions often retained a bird’s-eye view and 
featured the inclusion of extensive cityscapes with recognizable iconic buildings.52 

al. (eds.), Images & révoltes dans le livre et l’estampe (Paris, 2016), 149–166; for the overlap 
between news and cartography, see: Helmer J. Helmers, ‘Cartography, War Correspondence 
and News Publishing: The Early Career of Nicolaes van Geelkercken, 1610–1630’, in: J. 
Raymond, and N. Moxham (eds.), News networks in early modern Europe (Leiden, 2016), 
350-374.

48. ‘Simon Frisius’ I, in: Nadine Oreinstein and Huigen Leeflang (eds.), The New Hollstein 
Dutch & Flemish Etchings, Engravings and Woodcuts, 1450-1700 (Oudekerk aan den IJssel, 
2008), XX; ‘Simon Frisius’ II, 3.

49. De Boer, ‘Hogenberg and History’, 220; Ramon Voges, ‘Augenzeugenschaft und Evidenz: 
Die Bildberichte Franz und Abraham Hogenbergs als visuelle Historiographie’, in: Sibylle 
Schmidt, Sybille Krämer, and Ramon Voges (eds.), Politik der Zeugenschaft : Zur Kritik 
einer Wissenspraxis (Bielefeld, 2011), 159-181: 180. For a philosophical discussion on maps, 
truth, and maps as cultural techniques, see: Bernhard Siegert, ‘The Map is the Territory’, 
Radical Philosophy 169 (2011), 13-16.

50. Voges, ‘La Révolte des Pays-Bas à travers l’estampe’, 157, 162.
51. Klinkert, Nassau in het nieuws, 42.
52. Marianne Eekhout, ‘Furies in beeld’, 251.
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These cityscapes captured the event through the visualization of its broad and general 
impact rather than through a singular or personal narrative. The famous images on 
the Spanish Fury in Antwerp, for instance (see figure 3.2), provide a number of 
cityscapes with plundering soldiers, maltreated citizens, and corpses strewn across 
the streets – stressing the enormity of the violence inflicted upon Antwerp’s citizens. 
In the case of Hogenberg’s most famous and iconic image of the fury, we look upon 
a street with open doorways and missing walls that provides a look at the horrible 
torture that takes place within the once homely settings of Antwerp’s denizens: 
the Spanish soldiers hang their victims in all manner of impossible positions, some 
men by their genitals, women by their breasts. Again, as with the more cartographic 
prints by Hogenberg, the images provide an overview, or more specifically in this 
case, an inventory of cruelty and violence. Yet as will be shown in the next section, 
this exhaustive gaze was hardly self-evident in the new prints made in the second 
half of the seventeenth century, as perspectives shifted away from the birds-eye view, 
and narratives of violence would become more intimate and personal.

3.4 Bor revisited

As shown in the previous section, the first cluster of illustrated history books 
on the Revolt were heavily indebted to the broadsheet prints that had delivered 
visualizations of news events from the late sixteenth century onwards. Many even 
relied on outright copies. In this sense, one can speak of a relative visual continuity. 
The new folio editions of the works of Bor, Grotius, and Hooft, however, were 
all illustrated with prints produced in the second half of the seventeenth century. 
Naturally, here too there remained a certain level of continuity. Older prints 
provided the basis for new prints in varying degrees;53 portraits remained a popular 
staple of history books, as did the detailed maps of the Dutch Republic and its 
most prominent cities (invariably under siege). Yet the composition of many other 
of these newly made prints, their focus on particular personal stories, as well as the 
condensation of dramatic events, marked a clear break from Hogenberg’s prints. 

53. Luyken’s print on the capture of Hoy was directly based on the 1613 print of Frisius, which 
in turn was loosely based on an older Hogenberg print. See: Frederik Muller, De Neder-
landsche geschiedenis in platen: beredeneerde beschrijving van Nederlandsche historieplaten, 
zinneprenten en historische kaarten vol. I (Amsterdam, 1863), 124.
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This is especially salient in the aforementioned history of Bor, which was completely 
revamped in the new edition published in four parts between 1679 and 1684.

Many of the new prints in this edition on traditionally explicit and violent 
themes like furies, massacres, and executions were produced by Jan Luyken – who 
provided no less than 27 double folio prints for the work. What then, did Luyken 
do differently from his forebears that had craftily repurposed the Hogenberg prints? 
The most important change was perhaps the distinctly new use of perspective and 
the dramatic condensation of violence. A number of examples can clarify this point. 
The first one concerns the massacre at Naarden in 1572. The destruction of the 
city and the massacre of its inhabitants was an important event in the early phase 
of the Revolt. As has been shown by Erika Kuijpers, the situation in Naarden was 

Figure 3.2: Frans Hogenberg (attributed), Ware Kontrafactur Der statt Antorff sambt Darin 
verloffnen hanndlungen anno 1576 den 4 novemb, 1577, etching 37,1 x 45,4 cm., Amsterdam, 
Rijksmuseum: RP-P-OB-76.862.
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extremely complex, with the city internally divided between rebels and loyalists.54 
The supporters of the Revolt, however, were to get the upper hand in 1572. They 
closed the gates to Spanish forces twice and later invited a regiment of Geuzen into 
the city. When at the end of 1572 the Spanish army closed in on Naarden, it soon 
became clear that the entire city was in grave danger. Seeing few options to defend 
themselves, the citizens of Naarden handed over the keys of the city to the Spanish 
Lieutenant-Colonel Juliano Romero in the hope of being spared the gruesome fate 
of other fallen rebellious cities.55 Soon after, Spanish soldiers entered the city in 
force and gathered the men of Naarden in a chapel under the pretext of overseeing 
a renewal of the citizenry’s oath of loyalty to the king. Once inside, Spanish troops 
massacred Naarden’s menfolk, and afterwards burned and plundered the rest of 
the city. The destruction of Naarden gained an important place in Dutch ‘patriotic 
scripture’ as an atrocity tale that confirmed the presumed untrustworthiness of 
the Spanish.56

Bor carefully narrated the bloodbath in his history work, describing the 
false pretext under which the citizenry had been called to the chapel, as well as 
the massacre and plundering that unfolded afterwards. In the 1621 edition, this 
story was illustrated by a copy of Hogenberg’s news print produced shortly after 
the event in 1572 (see figures 3.3 and 3.4).57 In this print, we see a cityscape with 
the surrounding region. The different pivotal moments of the sack are represented 
simultaneously; the Spanish troops amassing outside the city, entering through one 
of the gates, the murder of the citizenry, and, finally, the ensuing plundering and 
burning of the city. In contrast to the popular version of the massacre as described 
by Bor, Hogenberg had shown the citizens (including women and children) being 
amassed on the market square rather than in the chapel. Hogenberg’s caption in 
the original print underlines this interpretation and states that women, men and 
children were gathered on the market square to be slaughtered: ‘Then the women, 

54. Kuijpers, ‘Fear, Indignation, Grief and Relief ’.
55. Kuijpers, ‘Fear, Indignation, Grief and Relief ’, 99–100.
56. Schama, The Embarrassment of Riches, chapter 2.
57. Pieter Christiaensz Bor, Nederlantsche oorloghen, beroerten ende borgerlijcke oneenicheyden 

[…] vol. I (Leiden/Amsterdam: Govaert Basson/Michiel Colijn, 1621-1634) book 6, fol. 306 
recto.
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men and children / Are helplessly gathered on the market / There they are killed / 
With great wailing, misery, and distress.’58

The distinct visual and textual interpretation of Hogenberg could simply 
have been caused by reliance on early, ill-informed news sources. The print was 
published quickly after the massacre, and it could very well be that Hogenberg did 
not have access to detailed information on the massacre at the time of publication. 
The choice might also have been an artistic one; if the massacre unfolded within the 
chapel, it could not have been shown as part of the Naarden cityscape. In contrast, 
the open market allowed for a more prominent place for the bloodbath in the print. 

58. In the original (see figure 3.3): ‘Dan ire weiber man und kind / Werlois auf den mart ver-
samelet sindt / Da Seie allsamentlich getodt / Mitt großen iamer, elend und nodt’. I want to 
thank Ramon Voges for providing helpful input for the translation into English.

Figure 3.4: Anonymous after Frans Hogenberg, Massacre at Naarden (no title), 1613-1615, etching 
13,7 x 16,1 cm., used in: Pieter Christiaensz Bor, Nederlantsche oorloghen […], Amsterdam/Leiden 
1621, vol. I, book 6, folio 306 recto. Amsterdam, Rijksmuseum: RP-P-OB-79.210.
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Regardless of the reasons underlying Hogenberg’s choices, with the re-use of the 
image in Bor the illustration now clearly contradicted the accompanying textual 
description.

The inconsistency between text and image was to be remedied in the new 
1679 edition. Luyken’s print on Naarden condenses the massacre to the dramatic 
moment in the chapel with the Spanish commander signalling for the massacre to 
start (see figure 3.5). The point of view is shifted to a lower stage, so that the reader 
is positioned as standing on the floor of the chapel. The chain of events is minimal, 
and consists of the Spanish commander gesturing, the Spanish troops entering the 
chapel, the simultaneous unfolding of the massacre, and finally, a number of men 
fleeing the onslaught by climbing along the walls or seeking refuge at the altar.

Luyken’s interpretation of the Naarden massacre merits comparison to two 
other prints. First of all, there is the aforementioned print of Hogenberg. In this 
case, the differences are striking. Instead of providing a full overview of the sack of 
Naarden, Luyken’s print dramatizes the fateful start of the massacre and portrays the 
pivotal moment that signals the start of the destruction of the city. Not the complete 
event, shown diachronically, but a very specific moment is central to the 1679 print. 
Such a characterization connects to the distinction Frans-Willem Korsten makes 
between ‘event’ and ‘moment’. If Hogenberg made possible an imagination of history 
as a sequence of ‘events’, Luyken’s ‘moments’ of intense, affective violence portray 
history as a split moment in which new realities are created and others destroyed.59

Secondly, there is merit in comparing Luyken’s work to Hogenberg print on 
the Vassy massacre from the French Wars of Religion.60 Around 1570, Hogenberg 
had issued a print on the 1562 Vassy massacre, an event which had taken place in a 
Huguenot church, as part of his album copied after the woodcut series of Jacques 
Tortorel and Jean Perrissin (see figure 3.6). The print resembles that of Luyken more 
closely in that it portrays a massacre in a church. Apart from the soldiers rushing 
into the church with a central gesturing commander, the print resembles that of 
Luyken in portraying people fleeing the onslaught by climbing towards the roof 

59. Frans-Willem Korsten, A Dutch Republican Baroque: Theatricality, Dramatization, 
Moment, and Event (Amsterdam, 2017), 29-30.

60. I want to thank Ramon Voges for pointing out to me the similarities between Luyken’s 
Naarden print and Hogenberg’s Vassy print. For a description of the prints of Hogenberg 
and Tortorel and Perrissin, see: Benedict, Graphic History, 28, 263.
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of the church. It is not unlikely that Luyken would have been familiar with this 
scene, either through the original work of Tortorel and Perrissin, or the copy of 
Hogenberg. However, the print of Luyken still differs from the Vassy prints in terms 
of overview and perspective. In Hogenberg’s print, the viewer is positioned on a 
higher plane and has a complete overview of the church. The church itself is ‘opened 
up’ by removing the entire wall from the side facing the reader (a technique often 
used by Hogenberg),61 and the buildings and figures outside the church are part of 
the composition. As with the Hogenberg print on Naarden, there is the intention to 
portray a complete ‘truthful’ image with a privileged place for the reader, who can 
oversee the entire space of the church and its surroundings.62 In itself, this technique 

61. See for example Hogenberg’s print on the iconoclastic fury. Voges, ‘Power, Faith, and Pic-
tures’, 135.

62. The claim of providing a ‘true portrait’ of the events shown was a general one in news prints 
produced in France, Germany, and the Low Countries during the Wars of Religion, and was 
also made by printmakers like Tortorel and Perressin. See: Benedict, Graphic History, 120. 
For the case of the Dutch Revolt, see: Lisa de Boer, ‘The Sidelong Glance: Tracing Battlefield 

Figure 3.6: Frans Hogenberg after Jean Perrissin, Massacre at Vassy (no title), 1565-1573, etching 
21 x 28 cm., Amsterdam, Rijksmuseum: RP-P-OB-78.671.
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functions not unlike the use of cartography: it provided the reader with an extensive 
visual overview that defied the singular views of an eye-witness, an overview that 
could only be captured in the format of (printed) images. In Luyken’s print, however, 
such concerns are discarded. Instead, the reader is positioned on the chapel floor, 
with a limited view of the interior. The exterior is only seen vaguely through the 
door of the chapel. In contrast to the Hogenberg prints, Luyken employs strong 
light-dark contrasts to further strengthen the immersive nature of the print, and 
the light falling through the open door divides the otherwise chaotic massacre into 
three well-ordered horizontal lines (front: dark, middle: light, back: dark).

The focus on a condensed and dramatic moment is present in other prints 
made for the reissue of Bor’s work. It can, for instance, be discerned in Luyken’s print 
on the capture of Briel, Breda, as well as the French and Spanish Furies in Antwerp. 
All of these prints shift the viewpoint to a lower elevation, and condense time and 
place in order to dramatize and intensify the violence they portray. Luyken was 
not alone in this particular approach. Similar characteristics, for instance, can be 
found in the print on the assassination of William of Orange – a work executed by 
Luyken but designed by Romeyn de Hooghe.63 Here too we find a close-up, focusing 
on the fateful pistol shot by Balthasar Gerards and the shocked reactions of alerted 
bystanders. In all aspects. It was a far cry from the Hogenberg news print on the 
same topic that carefully showed the different events leading up to the assassination, 
all comfortably squeezed into one broadsheet print.64

Of these other contributions Luyken made to the 1679 edition, the print 
that most drastically broke with older images of the Revolt was the one concerning 
the Spanish Fury in Antwerp. This work by Luyken provides an especially interesting 
angle as the image privileged the unverifiable personal story of a ransacked Antwerp 
wedding over Hogenberg’s exhaustive overview of the fury in terms of cruelty and 

Emotions in Dutch Art of the Golden Age’, in: Erika Kuijpers and Cornelis van der Haven 
(eds.), Battlefield Emotions 1500-1800: Practices, Experience, Imagination (London, 2016), 
207-228: 214-218.

63. Jan Luyken after Romeyn de Hooghe, De Moordt des Prinsen van Oranje, tot Delft, in den 
Jaare 1584, 1679. Rijksmuseum Amsterdam, RP-P-1896-A-19368-60, http://hdl.handle.
net/10934/RM0001.COLLECT.142471 (Accessed 20 April 2019).

64. For the Hogenberg print, see: Frans Hogenberg, Untitled, 1584-1586. Rijksmuseum 
Amsterdam, RP-P-OB-78.784-229: http://hdl.handle.net/10934/RM0001.COL-
LECT.442057 (Accessed 20 April 2019).
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military relevance (see figure 3.7).65 Apart from the general description of the chain 
of events that led to the capture and plundering of Antwerp, Bor served up the story 
of an Antwerp couple that celebrated their wedding on the fateful day the Spanish 
Fury in Antwerp took off. With the onset of the plundering, soldiers had entered 
and ransacked the house of the newlywed couple. The groom is murdered, the bride 
assaulted. Enraged, the father of the bride kills one of the mutineers in a blind rage, 
and in turn, is killed himself in a beastly manner by the remaining plunderers. The 
bride, forced to witness this horrifying chain of events, is then dragged through the 
streets to be locked up in the Castle. Left alone as her captors go back to plunder the 
city, the bride seeks to hang herself with her necklace. However, she is caught in the 
act by her returning captor, who beats her bloody in a fit of rage. After enduring the 
beating, the bride is robbed of her jewellery and dragged out into the streets again, 
where she is apparently left to her own devices. Desperate, she seeks to hide from 
the still ongoing carnage, yet a random bypassing soldier finds her nonetheless and 
finally strangles her to death.66

It is unclear where the popular story of the Antwerp bride originated 
from. As Peter Arnade and Simon Schama have pointed out, Hooft would further 
exploit this story in his 1642 history of the Revolt, where he augmented it with the 
personal experience of his wife’s grandmother – who herself had been a refugee from 
Antwerp.67 Yet even if Hogenberg created no less than six prints on the Spanish Fury 
in Antwerp, none of these were concerned with the fate of the anonymous bride. 
Instead, Hogenberg’s iconic prints on the Spanish Fury focused on the presentation 
of a hellish cityscape with the Antwerp city hall in flames, people driven over the 
city walls, the torture and execution practiced by the mutineering troops, as well as 
a bird’s-eye view of the city showing troop movements, arson, and fleeing citizens 
(see figure 3.2). These were the prints that would be used in the illustrated histories 
of the early seventeenth century, as well as in popular propaganda. The hanging 
of Antwerp citizens in their own houses especially became the iconic image of the 
Spanish fury, and was chosen to represent the event in many popular propaganda 

65. Horst, De Opstand in zwart-wit, 175.
66. Bor, Nederlantsche oorloghen, beroerten, ende borgerlijcke oneenicheyden, vol. I, book 9, fol. 

184 verso.
67. Schama, The Embarrassment of Riches, 255–56; Peter Arnade, Beggars, Iconoclasts, and 

Civic Patriots: The Political Culture of the Dutch Revolt (Ithaca, 2008), 256-257.
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booklets produced during The Twelve Years’ Truce (see figure 3.8).68 While these 

68. For instance, a 1644 edition of the ‘Mirror of Youth’ represented the ‘Spanish Tyranny’ 
through a woodcut print that combined Hogenberg’s torture image of the Spanish Fury in 

Figure 3.8: Anonymous, Spaensche Furie tot Antwerpen, 1618-1624, etching 17,5 x 13,5 cm., 
Amsterdam, Rijksmuseum: RP-P-OB-78.996.
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prints, with their overwhelming amount of violence, can certainly be described 
as ‘dramatic’, they did not personalize the suffering of the Antwerp citizens. In 
fact, the large overviews by Hogenberg, filled with small figures, can even be seen 
to dehumanize some of the actors and victims of the Spanish Fury. It is precisely 
in these aspects that the 1679 edition of Bor made a sweeping change. Thus, in 
Bor’s new edition, not a single one of Hogenberg’s iconic and gruesome prints was 
reproduced. Instead, the Spanish fury was now condensed into the new and singular 
image of the Antwerp bride.

In Luyken’s print, we more or less look at the close-up of a space resembling 
a theatrical stage (see figure 3.7).69 Right of the middle, we see the bride sitting on 
the lap of her aging mother – who is described as being ‘more dead than alive’.70 At 
her feet lies the body of the groom; around her, the mutineers ransack the house. 
On the left, we see the father of the bride driven into a blind rage, readying a knife 
and setting his teeth in the shoulder of the soldier that has put his hands on the 
bride. The iconic and traditional Hogenberg image of the plunder of Antwerp as 
popularized in the late sixteenth century, with a focus on the hanging of civilians, 
is pushed to the background and can only be seen through the door opening on 
the left.

With the renewed effort to illustrate the history of the Revolt, the story 
of the Antwerp bride, already more than 60 years old, was now finally captured 
in print, signalling a changing visual interpretation of the Spanish Fury. Not only 
did the focus of the image shift to the personal, the violence itself also became 
more varied and layered. For example, a simple fact that has hitherto escaped 
the scholarly interpretations of this iconic image is that the print does not only 
show the violated bride, her dying mother, and the dead groom, but also a Spanish 
soldier being bitten and stabbed by the crazed father of the household. In their 
earlier interpretations, Schama and Arnade have both focused too much on the 

Antwerp with the iconic image of the murder of a pregnant woman in Oudenaarde. See: s.n., 
Spieghel der jeught, sig D2r.

69. The composition bears resemblance to Jan Miense Molenaar’s painting of a theatre scene of 
Bredero’s ‘Lucelle’. I wish to thank Yannice De Bruyn for pointing out this connection. See: 
Jan Miense Molenaar, Scene from Bredero’s ‘Lucelle’, 1636. Muiderslot, Muiden. PubHist. 
https://owl.english.purdue.edu/owl/resource/747/08/ (Accessed on 26 June 2018).

70. ‘meer dood dan levende was’: Bor, Oorsprongk, begin, en vervolgh der Nederlandsche oorlo-
gen, vol. I, 731.
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theme of Dutch victimhood, and in doing so interpreted the image as one in which 
the violence is purely Spanish. Arnade, for instance, suggests that Luyken’s print 
portrays the bride being torn from her father’s hands by one of the soldiers. In fact, 
the roles are reversed, and the print shows the father assaulting the mutineer who has 
laid his hands upon his daughter – as is clearly described both in Bor’s and Hooft’s 
histories.71 The soldier can be identified by the saber which hangs at his side, while 
the father is made recognizable by his crazed stare and improvised assault: clawing, 
biting, stabbing, and lacking a proper military weapon. Schama, in turn, changes the 
passage by Hooft on the Antwerp bride into a strange story of dishonour, and states 
that the father is killed in flight – even as Hooft’s text asserts that he is murdered 
after killing one of the soldiers in blind rage.72

Luyken had a clear eye for detail, and his print is invested in this neglected 
aspect of the story: he works a crazed stare into the visage of the father, and takes 
artistic freedom in channelling the father’s rage (undefined in terms of practical 
violence in the textual content) in his vicious bite and frenzied clawing at the 
soldier’s eyes. Violence is thus also shown as a form of desperate resistance, adding 
to the cruelty of the Spanish soldiers, but also redeeming the father in his traditional 
role of protector of the household. As historian Amanda Pipkin has argued, the 
violation of Dutch women by Spanish soldiers was often used to articulate the 
place of Dutch men as heads of the household with a patriotic and patriarchal duty 
to protect (and control) Dutch women. As such, a fleeing father could hardly be 
imagined – especially within the clearly partisan discourse that is followed both 
by Bor and Hooft.73

The examples given here show how events like the sack of Naarden and 
the Spanish Fury in Antwerp – which had already been the topic of prints in the 
sixteenth century – were reinterpreted through the creation of new printed images 
in the second half of the seventeenth century. Yet at the same time, the renewed 
production of images also brought to life events that had hitherto never been 
captured in print. In the 1679 edition of Bor, the most prominent example is that 

71. Arnade, Beggars, Iconoclasts, and Civic Patriots, 256-257.
72. Schama, The Embarrassment of Riches, 255–56.
73. Amanda Pipkin, ‘“They Were Not Humans, but Devils in Human Bodies”: Depictions of 

Sexual Violence and Spanish Tyranny as a Means of Fostering Identity in the Dutch Repub-
lic’, Journal of Early Modern History 13:4 (2009), 229-264: 264.
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of the execution of Pacieco, a Spanish nobleman that had fallen into the hands of the 
Geuzen by unwittingly sailing into the rebel held city of Vlissingen (see figure 3.9).74 
According to Bor, the rebel commander Willem Bloys van Treslong orchestrated the 
hanging of Pacieco so as to avenge the death of his brother, who had been executed 
on the orders of Alva in 1568. In this, the story concerned a typical case of how 
violence begets violence.

Luyken’s print of the event is a highly detailed double folio etching, 
which condenses Pacieco’s fate to the final moments preceding his execution. The 
nobleman has reached the end of the ladder, his hands clasped in prayer and his 
face is directed towards the heavens. Meanwhile, the executioner fastens the rope 
around the gallows. Two of Pacieco’s compatriots are already dangling lifelessly 
from the gibbet. Instead of showing the stereotypical executions connected to the 
persecution of Protestants by the Spanish crown, the only execution print in Bor’s 
new edition concerned the hanging of an unfortunate Spaniard – a complete reversal 
of the established iconography of the Revolt. Like the massacre at Naarden, the 
print condenses the story into its dramatic high point, and like the print of the 
Antwerp bride, it focuses on a single person whose unfortunate end is singled out for 
visualization. At the same time, the violence shifts drastically as it is now no longer 
the Spanish who inflict it, but the Spanish who must suffer it. That this made for 
a more ambiguous story is clear by Hooft’s interpretation of the event, in which he 
argued that the execution of Pacieco showed that a community (‘gemeente’) was 
capable of gruesome acts if it was pushed over the edge by constant ‘provocations’.75 
It thus seems that Hooft assumed that the hanging of the Spanish noblemen was 
something that required an explanation more sophisticated than the argument that 
the Spanish enemy deserved their harsh treatment simply for being Spanish.

The tendency to search for the dramatic and the visually new was equally 
exploited in more extensive histories that touched upon the Revolt. For the 
aforementioned Gottfried’s Historische kronyck (Leiden: Pieter van der Aa, 1698-
1700), Jan Luyken and his son Casper produced around 200 new prints, of which 

74. Bor, Oorsprongk, begin, en vervolgh der Nederlandsche oorlogen, vol. I, 370.
75. ‘Al ‘t welk ik wel stuxwys heb willen verhaalen, ten spieghele, wat een’gemeente al doet, 

oft wat ze niet ongedaan laat, als haare lydzaamheit, door terghen op terghen in raazernye 
verkeert.’ (All of this I have wanted to tell, to show, what a community does, or what she 
does not leave undone, when her patience, by provocation after provocation turns into fury). 
Hooft, Nederlandsche Historiën, vol. I, 237.
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a number dealt with events from the Eighty Years’ War.76 Naturally, there was the 
obligatory print portraying the torture and execution of Protestants during the reign 
of Philip II.77 Yet other prints focused on new topics that portrayed either personal, 
dramatic or obscure events that had not been the subject of the visual history of the 
Revolt. As such, the chronicle included a print on a cease-fire during the 1637 siege 
of Breda, showing Dutch and Spanish soldiers meeting on friendly terms and sharing 
drinks with one another.78 However, the most striking example is undoubtedly the 
print on the 1622 Spanish siege of Bergen op Zoom, in which we see a complete 
reversal of the stereotypical portrayal of the Spanish Black Legend (see figure 3.10). 
This particular etching concerned the miraculous story surrounding the death of a 
pregnant Spanish camp woman and the salvation of her unborn child. According 
to the chronicle, the woman was washing clothes in a nearby water when she was 
suddenly hit by a stray cannonball shot from the besieged city, completely severing 
her upper body. A number of Spanish soldiers dragged the woman’s smashed remains 
on land only to find that the child she was carrying had emerged unharmed.79 The 
child then is sent to the Infanta Isabella, who, upon hearing of the miraculous 
story, promises to take care of the child’s upbringing. In itself, the choice for the 
illustration of this wondrous event was already a departure from the older modes of 
representing siege warfare. As Kunzle has pointed out, even if many textual accounts 
of sieges produced during the Eighty Years’ War itself were full of ‘supernatural or 
occult phenomena’, such events remained outside the scope of the contemporaneous 
visual media – which preferred technical and orderly designs for the representation 
of siege warfare.80

Interestingly, the staunchly Reformed writer of the extended chronicle, 
Simon de Vries,81 relayed the clearly Catholic miracle story of the camp woman 
without any further comments. De Vries’ account of the siege was mostly based 

76. Van Eeghen and Van der Kellen, Het werk van Jan en Casper Luyken, vol. I, 356–82.
77. Gottfried and De Vries, Omstandigh vervolgh op Joh. Lodew. Gottfrieds Historische kronyck 

vol. I, 425.
78. Jan Luyken, Untitled, 1698. Amsterdam, Rijksmuseum: RP-P-1896-A-19368-1437 http://

hdl.handle.net/10934/RM0001.COLLECT.144556 (Accessed on 20 April 2019).
79. Gottfried and De Vries, Omstandigh vervolgh op Joh. Lodew. Gottfrieds Historische kronyck, 

vol. I, 1327, 1328.
80. Kunzle, From Criminal to Courtier, 454.
81. Arianne Baggerman, Een drukkend gewicht: leven en werk van de zeventiende-eeuwse 

veelschrijver Simon de Vries (Amsterdam, 1993), 122.
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on a Dutch contemporary printed siege journal, Iovrnael ofte dagh-register, waer 
in vertoont werdt des vyandts scherm-slagh voor Berghen op Zoom [...] ( Journal 
or logbook, in which is shown the enemy’s battle at Bergen op Zoom) (Leiden: 
Nicolaes van Geelkercken, 1622).82 Unabashedly partisan in its narrative, the 
journal contained a section on ‘strange events that have taken place within Bergen 
op Zoom’,83 in which a number of wondrous events involving cannonballs are 
recounted. Children blown away by the impact of Spanish cannon fire remain 
unharmed; Spanish soldiers throwing dice on a drum have their improvised 
gambling table shot out under their noses – again emerging unharmed. Tellingly, 

82. On the publisher of this particular siege journal, see: Helmers, ‘Cartography, War Corre-
spondence and News Publishing’, 360.

83. In the original: ‘vremdicheden binnen Berghen op Zoom ghebuert’, in Iovrnael ofte 
dagh-register, waer in vertoont werdt des vyandts scherm-slagh voor Berghen op Zoom 
(Leiden: Nicolaes van Geelkercken, 1622), sig. E1v.

Figure 3.10: Casper Luyken, Spanish soldiers rescue a newly born child at the siege of Bergen 
op Zoom (no title), 1698, etching 10,9 x 15 cm., in: Johann Ludwig Gottfried, Joh. Lodew. 
Gottfrieds Historische kronyck, Leiden 1698, vol. I, p. 1327. Amsterdam, Rijksmuseum: RP-P-
1896-A-19368-1431.
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this section was titled: ‘The bigger the villain, the bigger his luck’.84 Other ‘villains’ 
were not as lucky. In this specific case, for instance, the shot continues its trajectory 
into a line of seven Walloon soldiers, leaving all of them with one leg less. The 
narrator then ads an ironic twist in claiming that the particular shot was produced 
in Liège, stating: ‘evil pays its own master’.85 Such partisan stories involving cannon 
balls were common across distinct Christian religious beliefs, and were certainly not 
a specific Catholic or Protestant phenomenon.86 In her dissertation on the material 
memory of the Dutch Revolt, Marianne Eekhout has shown how cannonballs and 
the miraculous stories surrounding them became a central part of the history of 
the Revolt, both in the Southern and Northern Netherlands, popular amongst 
Protestants as well as Catholics.87 However, in the case of the account of the siege 
of Bergen op Zoom in Gottfried’s chronicle, the dividing partisan lines – North-
South, Catholic Protestant – start to blur. The story of the Spanish camp woman 
had not been part of the original partisan Dutch siege journal, and De Vries seems 
to have deliberately added it to his account of the siege in the chronicle. In itself, 
this was not out of line with the overall character of De Vries’ work. Despite his 
support for orthodox Protestantism, he regularly added ‘superstitious’ folk stories 
and Catholic narratives to his books for commercial reasons.88 In such cases, it was 
up to the reader to use his or her common sense and to separate fact from fiction – 
or simply to be entertained by the stories in question.89

What is interesting then, is that of all the sufficiently strange events 
supposedly having taken place during the siege of Bergen op Zoom, it was precisely 
the Catholic miracle involving the camp woman that was selected to be illustrated. 
Stereotypically, and in Hogenberg’s print specifically, Spaniards were often portrayed 
as inhuman beasts that killed women and children with few reservations. In his print 
on the sack of Oudewater, for instance, the Cologne printmaker added a gruesome 
scene to his typical cityscape (see figure 3.11) – drawing upon tropes of Spanish 
cruelties in the Americas, as well as the ‘Turkish Terror’.90 In the left corner, we see 

84. ‘Hoe grooter Boeff hoe grooter geluck’, in Iovrnael ofte dagh-register, sig. E2r.
85. ‘quaet loont zijn eyghen Meester’, in Iovrnael ofte dagh-register, sig. E2r.
86. Eekhout, Material Memories of the Dutch Revolt, 70.
87. Ibid., 79-96.
88. Baggerman, Een drukkend gewicht, 129-133.
89. Ibid., 162-164.
90. Cilleßen, ‘Massaker in der niederländischen Erinnerungskultur’, 112-115.
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Spanish soldiers cutting open a pregnant woman and removing her unborn child – 
certainly amongst the blackest of Black Legend cruelties.91 This grisly sight was used 
again in the 1620’s, with the new composition discarding most of the Oudewater 
cityscape and focusing almost completely on the pregnant woman (see figure 3.12). 
Besides her hanging mutilated body, one could now even see how a Spanish soldier 
readied his sword to run through the child that had only just been removed from 
the mother’s womb. However, none of the traditional anti-Spanish tropes were 
reproduced in the print of Bergen op Zoom. In Casper Luyken’s work, the soldiers 
gather around the child in amazement of the miracle, as one soldier carefully holds 
out the child to present it to a Spanish officer. Instead of being framed within the 
visual tradition of the Black Legend, the Spanish soldiers are placed in relation to the 
theme of the miraculous salvation of children. This connection is underlined within 
the chronicle itself, where the same composition is used in a print by Jan Luyken 

91. Erika Kuijpers, ‘The Creation and Development of Social Memories of Traumatic Events: 
The Oudewater Massacre of 1575’ in: Michael Linden and Krzysztof Rutkowski, Hurting 
Memories and Beneficial Forgetting: Posttraumatic Stress Disorders, Biographical Develop-
ments, and Social Conflicts (Amsterdam, 2013), 191-200: 194–95

Figure 3.11: Frans Hogenberg, The massacre at Oudewater (no title), 1575-1577, etching 21 x 28 
cm., Amsterdam, Rijksmuseum: RP-P-OB-78.784-133.
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that portrays a child emerging unscathed from under a fallen church bell (see figure 
3.13). Yet the print on the siege miracle might also remind readers of Biblical images 
of the rescue of Moses from the river, especially through the act of raising the child 
out of the water. Compare, for instance, the miracle at Bergen op Zoom with two 
prints of the finding of Moses by Casper Luyken (see figure 3.14). In all cases, we 
see a number of figures standing by a riverbed, with a city on the horizon. A central 
figure – either the Pharaoh’s daughter or the Spanish commander – is presented 

Figure 3.12: Anonymous, Grouwelyckheyt tot Oudewater, 1618-1624, etching 14,3 x 12,9 cm., 
Amsterdam, Rijksmuseum: RP-P-AO-10-66.
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by a kneeling figure with the saved child, as other figures look on, some expressing 
their amazement by the raising of hands.

At the time of the siege itself, in 1622, printers had focused on the 
production of highly detailed siege maps, as is illustrated by the works of the 
Amsterdam based Jan Claesz. Visscher and the output of the Hogenberg workshop.92 
The aforementioned 1622 siege journal had included bird’s-eye views of trenches, 
siege works, and a cross section of exploding mines – focusing on the technical 
peculiarities of siege warfare. Around 1700, almost 80 years later, the siege in 
question received a strikingly different treatment, with Casper Luyken moving 
away from the theme of the orderly and technical siege map to that of an obscure 

92. For Visscher’s prints, see: Claes Jansz. Visscher, Nieuwe gecorrigeerde en verbeterde 
Caerte [...], 1622. Amsterdam, Rijksmuseum: RP-P-OB-80.997. http://hdl.handle.
net/10934/RM0001.COLLECT.457707 (Accessed on 26 June 2018). For Hogenberg’s 
print, see: Hogenberg workshop. Untitled, 1622-1624. Amsterdam, Rijksmuseum: 
RP-P-OB-78.785-386 http://hdl.handle.net/10934/RM0001.COLLECT.442284 
(Accessed on 26 June 2018).

Figure 3.13: Jan Luyken, A child rescued after an earthquake in San Severo (no title), 1698, 
etching 11,2 x 15,6 cm., in: Johann Ludwig Gottfried, Joh. Lodew. Gottfrieds Historische kronyck, 
Leiden 1698, vol. I, p. 1445. Amsterdam, Rijksmuseum: RP-P-1896-A-19368-1445.
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siege miracle. In turn, the macabre old Black Legend counterpart of the Bergen op 
Zoom miracle, as found in prints of the torturous death of the pregnant woman 
from Oudewater, had lost most of its relevance by this time, and no new prints of 
the Oudewater sack were produced for the expensive illustrated books published at 
the end of the seventeenth century.

By 1700, book illustrations on the Revolt had thus radically changed in 
function and form. Moving away from the detailed and informative siege maps and 
cityscapes of the late sixteenth and early seventeenth century, warfare could now be 
captured through a print of a miraculous event that showed Spanish soldiers saving 
a child whose mother had been blown apart by ‘Dutch’ cannon fire. Just as Spanish 
soldiers were no longer simply portrayed as walking Black Legend stereotypes, other 
forms of violence were subject to visual reiterations. Execution prints were no longer 

Figure 3.14: The finding of Moses compared to the miraculous salvation of children in Gottfrieds 
Historische kronyck (selection by author). From left to right, top to bottom: (1) Casper Luyken, 
The finding of Moses (no title), 1698, etching 7,7 x 8,9 cm., in: Flavius Josephus, XX. boeken 
van de oude geschiedenissen der joden, Amsterdam 1698, vol. I. Amsterdam, Rijksmuseum: 
RP-P-OB-44.655. (2) Casper Luyken, The finding of Moses (no title), 1712, etching 11,1 x 14,6 
cm., in: Jan Luyken, De schriftuurlyke geschiedenissen en gelykenissen van het Oude en Nieuwe 
Verbond, Amsterdam 1712, vol. I, p. 89. Amsterdam, Rijksmuseum, RP-P-OB-45.798 (3) Figure 
3.10. (4) Figure 3.13.
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solely concerned with ‘Spanish cruelty’, but also with the execution of a Spanish 
nobleman, in the same manner that prints on generalized atrocity tales had shifted 
to condensed dramatic moments or the fate of specific individuals – anonymous 
or named. The image of the Revolt in illustrated histories had moved away from 
reworked news and propaganda prints and now included plates concerning ‘human 
interest’ stories. In short, through the new prints made for late seventeenth-century 
illustrated histories, the violence of the Revolt had become a more varied, personal, 
and wondrous affair. The images had shifted towards scenes of condensed and 
dramatic moments that presented old textual accounts of violence as something that 
could be explored anew and more closely by visual means. How should we account 
for, and contextualize, this change in the visualization of the violence of the Revolt?

3.5 A new vision for the Revolt?

Historian Judith Pollmann has argued that descriptions of the recent and distant 
past became far more emotive and personal in the late seventeenth-century Dutch 
Republic.93 This was a change that covered different forms of media. Martyr prints 
became set on new sensibilities – portraying not only gruesome executions but also 
the heartrending separation of families and the fate of orphaned children.94 Stage-
wrights, historians and preachers moved in the same direction, with a new focus on a 
more emotive style and personal stories of grief, horror, and violence. In this regard, 
Eekhout has shortly touched on Luyken’s prints for the 1679 edition of Bor, placing 
them within this broader framework of a new emotive and personal approach to 
history and contrasting them with the works of Hogenberg.95 Yet the change in 
printed images on the Revolt was not only based in a general shift in Dutch memory 
culture and history writing. It was also related to the nature of the prints themselves, 

93. Judith Pollmann, ‘A Taste for Misery: Re-Experiencing History in the Golden Age’, Artistic 
and Economic Competition in the Amsterdam Art Market, c. 1630-1690. Conference, 
Amsterdam 9-10 December 2011. I would like to thank Judith Pollmann for sharing the text 
of this presentation.

94. Sarah Covington, ‘Jan Luyken, the Martyrs Mirror, and the Iconography of Suffering’, The 
Mennonite Quarterly Review 85:3 (2011), 441–476; Judith Pollmann, ‘Met grootvaders 
bloed bezegeld: over religie en herinneringscultuur in de zeventiende-eeuwse Nederlanden’, 
De Zeventiend Eeuw 29.3 (2014), 154-175.

95. Eekhout, Material Memories of the Dutch Revolt, 212.
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and the economic and material conditions underlying their production. As shown 
in the previous section, the textual content for many of these new prints had already 
existed for many years, in some cases dating back a full century. With this relative 
textual continuity, the reinterpretation of the Revolt and its violence was instead 
channelled through the new printed images that accompanied the reruns of older 
textual content. In the cases described here, the visual as captured in the printed 
image did something distinctly new when contrasted with the printed word.

To fully appreciate the changes encapsulated by the prints discussed in 
this chapter, it is important to disentangle the conflation of text and image that is 
common in the historiography of the Dutch Revolt. The heartrending personal story 
of the anonymous Antwerp bride, for example, had already circulated in textual 
form in printed history works for at least half a century before it was finally turned 
into a printed image. Importantly, this particular print was made specifically for 
Bor’s 1679 edition, which, as shown here, had already included the story of the 
bride in its older 1621 incarnation. While authors like Schama and Pipkin have 
privileged Hooft’s account of the ransacked Antwerp wedding, its content did not 
differ meaningfully from Bor’s older version. As shown by the historian J.C. Breen 
already in 1894, Hooft had tried to retrieve the names of the anonymous bridal 
couple through his family connections, without any success. Consequently, Hooft’s 
reiteration of the story brought no new facts to the table.96 Indeed, the story of the 
bride itself did not significantly change in Hooft’s work. He followed the exact 
structure of Bor’s story, copying most of the details and chronology. Only by the end 
of the story, when the bride is taken to the Castle (the part of the story not captured 
in the print), does Hooft use significantly more words than in the original of Bor 
(see Appendix: The Spanish Fury in Bor and Hooft for a side by side comparison of 
the two texts).97 Thus, even if Hooft clearly differed in his style of writing from Bor, 
his version of the Antwerp bride was largely dependent on and indebted to the older 
work of his predecessor. In this vein, it is not surprising that the print of the bride 

96. J.C. Breen, Pieter Corneliszoon Hooft, als schrijver der Nederlandsche historiën (Amsterdam, 
1894). 94.

97. As can be seen in ‘Appendix: The Spanish Fury in Bor and Hooft’, Hooft’s input is primarily 
visible in his dramatization of the attempted suicide of the bride and her subsequent thrash-
ing – an aspect that is not part of the Luyken print on the event.
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made for Bor’s 1679 edition only entered into Hooft’s history as late as 1703, with 
the aforementioned iconic and extensively illustrated fourth edition.

The simple fact that the story of the Antwerp bride was far older than 
the print, as well as Hooft’s reiteration of the story, has perhaps not received the 
attention that it is due. Pipkin, for instance, has argued that Hooft went beyond 
the ‘epic style’ of Bor by ‘adding’ the personal story of the bride, yet as shown here, 
this anecdote had already been used by Bor himself as early as 1621.98 In the end, 
it all boils down to a simple observation: in Bor’s edition of 1679, it was not the 
story itself that was new, but rather the printed image of the story. Visually, Bor’s 
narrative, which had included both a general overview of the Spanish Fury and a 
detailed personal story in the form of the Antwerp bride,99 was now reduced to 
the personal, while the overview as captured by Hogenberg’s maps and cityscapes 
was simply discarded.100 Without a doubt, this facilitated a different reading of 
the text: in the 1621 edition, the images supported only the first half of the text 
(the general description); in the 1679 edition, the image supported only the second 
half of the text (the Antwerp wedding as an example of Spanish cruelty). Text, 
then, remained relatively static, while images were becoming more important in 
articulating a changing imagination of violence and the place it held in the history of 
the Eighty Years’ War. Another 50 years later, the image itself had even displaced the 
textual content of Bor and Hooft altogether. When the first part of the translation 
of Jean LeClerc’s history of the Dutch Republic was published in 1730, it included 
a reworked version of Luyken’s print of the Spanish Fury.101 The story of the bride 
itself, however, had disappeared, and LeClerc is far more concise than his Dutch 
predecessors (if only because he wanted to cover not just the history of the Revolt as 
such, but rather the Dutch Republic as political entity). The Spanish Fury is covered 
only shortly and LeClerc does not dwell upon the details of the cruelties inflicted 

98. Pipkin, ‘“They Were Not Humans, but Devils in Human Bodies”’, 251.
99. Horst, De Opstand in zwart-wit, 175.
100. The prints were also added to older editions of Bor’s work, signaling that the revised text was 

of secondary importance for some owners. A 1621 copy in the library of the Vrije Univer-
siteit Amsterdam (identifier: 30000020409524, parts 3-5) includes etchings of the 1679 
edition next to those in-text prints based on Hogenberg.

101. Jean LeClerc, Geschiedenissen der Vereenigde Nederlanden, sedert den aanvang van die 
republyk tot op den Vrede van Utrecht in ‘t jaar 1713 […] vol. I (Amsterdam: Zacharias 
Châtelain, 1730), 77.
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by the Spanish mutineers. Effectively, the work of imagining the violence visited 
upon Antwerp is now mostly delegated to Luyken’s print of the bride. The image 
had effectively survived Bor’s and Hooft’s stories, and for a closer description of the 
ransacked wedding, the reader would now simply have to do with an edited version 
of the print’s caption from 1679: ‘example of the horrible cruelty of the Spaniards, 
shown towards a bride, during the plundering of Antwerp Anno 1576.’102

The change in images and their representation of violence as described here 
should not simply be described as one of changes in taste, or in artistic styles (in 
terms of baroque, classicism, etc.). If new and expensive illustrated books reworked 
the image of violence in relation to the Revolt, there certainly were other contexts in 
which older forms of visual violence remained relevant. In this light, a children’s book 
such as the Nieuwe spiegel der jeught (New mirror of youth), illustrated with crude 
woodcuts portraying infanticide, plundering, and torture, could unproblematically 
present itself as a direct sequel to the familiar ‘old’ mirror of youth concerning 
Spanish atrocities.103 Yet this type of continuity was not only found in reprints of 
popular works concerning ‘Spanish Tyranny’. It could, for instance, also be found 
in the high quality prints by Romeyn de Hooghe on the Disaster Year of 1672. 
Despite De Hooghe’s undisputed inventiveness, many of his famous propaganda 
prints on the invading French forces drew upon the violent tropes that had served 
the anti-Spanish discourse of the Eighty Years’ War. Infanticide was an especially 
poignant theme that De Hooghe used to place his own work in a long tradition of 
atrocity propaganda.104 The impalement of children on pikes by French soldiers, 
as portrayed by De Hooghe, was a tested theme going back at least to sixteenth-

102. ‘Voorbeeldt van d’afgryselyke Wreedtheit der Spanjaarden, aan seekere Bruydt getoont, by ‘t 
plonderen van Antwerpen Ao 1576’. Rijksmuseum Amsterdam, RP-P-OB-44.063, http://
hdl.handle.net/10934/RM0001.COLLECT.142463 (Accessed on 11 April 2019).

103. Cilleßen, ‘Massaker in der niederländischen Erinnerungskultur’, 134; Pettegree and Der 
Weduwen, The Bookshop of the World, 158-159. See also: Nieuwe spiegel der jeught, of 
Fransche tyrannye: zijnde een kort verhael van den oorspronck en voort-ganck deses oorloghs 
[…] (Amsterdam: Jacobus Bouman, 1680), 4. The ‘old’ Mirror of Youth had been a popular 
work, reprinted at least 20 times between 1614 and 1670. See: Frijhoff and Spies, Dutch 
Culture in a European Perspective, 261.

104. For a concise overview on the working of atrocity tales in early modern European culture, 
see: Judith Pollmann, Memory in Early Modern Europe, 1500-1800 (Oxford, 2017), 169-
178.
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century German prints on the ‘Turkish Terror’.105 Other scenes portrayed by De 
Hooghe, like the dismemberment of corpses and the cooking of body parts, were 
equally firmly established as tropes of cruelty connected both to Catholicism and 
the ‘Turkish Terror’.106 As will be argued in chapter 5, this overlap received striking 
and new dimensions in the context of the Great Turkish War and De Hooghe’s 
imagination of violence in Europe’s borderlands.

What the transformation of illustrated histories on the Dutch Revolt shows 
is that violence was a visual category that existed on a number of levels on which, 
according to context and form, both continuity and change could be fostered. 
For instance, continuity in the imagination of violence served the anti-French 
propaganda prints, which readily tapped into older visual tropes concerning the 
Black Legend and the Eighty Years’ War. Paradoxically, actual images on the Eighty 
Years’ War, as found in the late seventeenth-century history books discussed here, 
would be subject to change precisely because they no longer needed to serve within 
the narrow bounds of political and religious polemics. In a sense, the violence of 
the Eighty Years’ War was never truly ‘distant’ in contemporary propaganda, even 
by the end of the seventeenth century. Yet in new illustrated books on the actual 
Eighty Years’ War, the older stereotypical image of the Revolt was on the retreat. 
In its place, one could now find the newly made prints discussed in this chapter, 
images that visually and aesthetically reinvented the violence central to the Revolt.

Importantly, the creation of new images was not the only way in which the 
imagination of violence was altered. Changes could also be articulated indirectly 
as negative choices. This was, for example, the case with the disappearance of the 
Oudewater atrocity story as printed image in late seventeenth-century history books. 
In the end, printmakers and publishers created meaning explicitly through the 
production of new images as much as they did so implicitly by the grace of omission. 

105. Cilleßen, ‘Massaker in der niederländischen Erinnerungskultur’, 121; Heather Madar, 
‘Dracula, the Turks and the Rhetoric of Impaling’, in John R. Decker and Mitzi Kirk-
land-Ives (eds.), Death, Torture and the Broken Body in European Art, 1300–1650 (Surrey, 
2015), 164-190: 175.

106. For the impalement of children by French soldiers, see: Rijksmuseum Amsterdam, 
RP-P-OB-77.198: http://hdl.handle.net/10934/RM0001.COLLECT.358887 (Accessed 
on 11 April 2019). For the cooking of body parts, see: Rijksmuseum Amsterdam, 
RP-P-OB-77.195: http://hdl.handle.net/10934/RM0001.COLLECT.358884, (Accessed 
on 11 April 2019).
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Of course, the choice to omit could often be related to a presumed target audience. 
This, for example, was the case with the fervent propagandist Romeyn de Hooghe, 
who created only a small number of isolated prints relating to the Revolt for a Dutch 
reading public. In fact, his magnum opus on the Eighty Years’ War was not meant 
for consumption in the Dutch Republic: it concerned a lavish collection of prints 
for French and Spanish editions of Famiano Strada’s De Bello Belgico, in which he 
portrayed only the victories of the Spanish and none of the traditional Dutch themes 
of ‘Spanish tyranny’.107 As a celebration of the Farnese family, the prints for these 
editions focused largely on Alessandro Farnese’s military feats, with a prominent 
place for pitched battles and siege warfare. Loosely based on previous illustrated 
editions of Strada’s work,108 the prints by De Hooghe reduced the violence of the 
Revolt to spectacular hand-to-hand combat and the intricacies of early modern 
sieges,109 a far more narrow and instrumental interpretation of violence than was 
showcased in the Dutch language books illustrated by Luyken.

In the end, the creation of a new corpus of printed images on the Revolt 
was strongly shaped by particular market forces, and took place in a narrow subset 
of new editions of expensive folio books largely published by a select number of 
Amsterdam entrepreneurs. Most importantly, this initiative allowed for a revision 
of the news print format. In contrast to the original Hogenberg prints, which had 
appeared with only a few lines of explanatory text at the base of the broadsheet, 
prints for the 1679 edition of Bor could count on thousands of pages of printed 
text to fill in the necessary details, and as such, would be able to focus on the 
dramatic condensation of violence instead of the extensive diachronic overviews 
characteristic of Hogenberg’s work. The primary role of these prints was no longer 
to bring (partisan) news to the table, or to convince the reader with the claim of 

107. For details on this peculiar publication, see Paul J. Begheyn, Jesuit Books in the Dutch 
Republic and its Generality Lands: A Bibliography (Leiden, 2014), 185, and Nina Lamal, 
‘“Translated and Often Printed in Most Languages of Europe”: Movement and Translations 
of Italian Histories on the Dutch Revolt across Europe’, in: Matthew McLean and Sara K. 
Barker (eds.) International Exchange in the Early Modern Book World (Leiden, 2016), 124-
146: 134.

108. For an overview of the prints used in earlier editions, see: Hale, ‘The production of history.’
109. The designs for these prints have often been credited to a ‘Don Juan de Ledesma’. However, 

on the prints, the role of De Ledesma is captured in the Spanish term ‘dispuso’, a term which 
more likely suggest a commission rather than the provision of designs (‘ordered by’, ‘made 
possible by’). Email communication with Dr. Emmanuel Ortega, February 6 2019.
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providing factual information, or even to argue against the temporary peace with 
the Spanish – as had been the case for the atrocity propaganda produced during 
The Twelve Years’ Truce. Dominant narratives on the Revolt had already crystalized 
in the 1670s, partly due to the pressure of the French military invasion.110 Within 
this context of (relative) consensus and textual continuity, it was the new visual 
interpretation of the Revolt that reinvented the violence of the Eighty Years’ War. 
After 100 years, the torch had finally been passed from the iconic Hogenberg images 
to a new print series, one that would be reproduced far into the eighteenth century.

3.6 Conclusions: from siege map to siege miracle

As shown here, the extensive and expensive high-brow histories from the late 
seventeenth century provided a fresh visual approach to the Revolt. Where 
Hogenberg had given diachronic and extensive overviews of news events, Luyken’s 
prints moved towards the close-up portrayal of condensed (violent) moments. This 
shift was further underlined by a relative continuity in textual content. The personal, 
if anonymous, story of the Antwerp bride had already existed in the first quarter of 
the seventeenth century. As printed image however, this story appeared only in 1679. 
In a similar vein, contested judicial violence – central to the early print production 
on the Eighty Years’ War – had been given a different visual interpretation. Neither 
the 1679 edition of Bor, nor the 1703 edition of Hooft portrayed the infamous 
executions of Egmont and Hoorne. Yet they did have a place for the dubious 
hanging of Pacieco, whose final moments were captured in a highly detailed and 
thus intensified double-folio etching.

Effectively, the distance in time which characterized the publications on the 
Revolt from the 1670s onwards reconfigured the visual representation of the violence 
that had stood at the basis of the creation of the Dutch Republic. The violence 
itself became more evenly distributed over the different warring parties; it became 
more oriented on personal stories, and, in line with these new preferences, it led 
printmakers to eschew the map as a dominant guiding framework in favour of new 
perspectives and compositions, new victims and perpetrators, as well as wondrous 

110. Van der Steen, Memory Wars in the Low Countries, 285.
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forms of unorthodox violence. In this light, the fact that the Catholic miracle story 
of Bergen op Zoom was included in a book written by a staunch Calvinist polymath 
is no freak accident. As shown, books, and especially illustrated ones, were created 
to be sold. Just as Simon de Vries included folk stories and Catholic miracles in his 
works to extend the reach of his potential audience, publishers sought to distinguish 
their works by the inclusion of new printed images. In both cases, violence became 
something that could be explored beyond the traditional borders of late sixteenth-
century and early seventeenth-century news prints and wartime propaganda. At 
the same time, publishers recognized that reprinting old texts had limited appeal. 
If they were happy to remove the old ‘artless’ prints of Hogenberg, they were just as 
happy to add new ‘artful’ prints. Publishers stressed the importance of new prints 
by the use of registers, and even added innovative aids that told the reader exactly 
which prints were new when compared to older editions. What many studies on 
the historiography of the Revolt have ignored seems to have been a given for late 
seventeenth-century publishers and their prospective customers. They knew that 
what had really changed in these expensive illustrated histories was not the textual 
content, but the images. And it is precisely in this medium of printed images that 
a change in the imagination of violence took place.

What this chapter has shown is how the issue of imagining violence was 
influenced by a number of overlapping factors, including market incentives, the 
relationship between text and image, and artistic choices in printmaking. As a result 
of these interconnected factors, the prints created for expensive ‘high-brow’ histories 
in the second half of the seventeenth-century approached violence from a new angle 
which went beyond the old issues of news, truthfulness, and polemics. Paradoxically 
then, a distance in time had spawned a variety of high quality prints that allowed 
the reader to inspect the Revolt’s violence in more detail than ever before.






