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Sweet Splendour:  
Drawings of Desserts in the  

Eighteenth-Century Dutch Republic 
   

t h e  r i j k s
m u s e u m

b u l l e t i n

•  a l e x a n d e r  d e n c h e r  •

ne of the most remarkable 
features of elite dining culture 

in eighteenth-century Europe were the 
spectacular centrepieces, then referred 
to as ‘desserts’. Usually composed of 
figures made from sugar that could be 
painted and gilded, these centrepieces 
were often supplemented with porce
lain and glass ornaments, candles, 
flowers and fruit to create impressive 
tablescapes. In the Dutch Republic, 
desserts were served on important 
occasions, such as the reception of 
Stadholder William v of Orange and 
Princess Wilhelmina of Prussia in the 
Amsterdam Town Hall in 1768 (fig. 1).1 
Desserts were supplied by specialized 
confectioners, in Dutch called confi­
turiers or suikerbakkers (sugar bakers), 
who sculpted endless varieties of 
statuettes, buildings and ornaments 
using sugar. Intended for display rather 
than consumption, desserts generally 
remained in place for the full duration 
of the meal. On occasion, they were 
also exhibited to the public before or 
after the meal was served.

Because these extravagant 
centrepieces almost always marked a 
particular occasion, it was necessary 
for the confectioner to consult with 
the patron to personalize each dessert’s 
composition. The confectioner would 
have to adapt his skills and resources 
depending on the commission; for the 
most elaborate orders, he sometimes 

	 Detail of f ig. 10 solicited help from other artists. Despite 
their prestige at the time, little is known 
about the design of these ephemeral 
works of art. Moreover, very few 
sources exist that enable us to examine 
this question. While a number of writ- 
ten descriptions survive, only the most 
magnificent Dutch desserts were repro
duced in print; rarely do such images 
show the centrepieces’ intricate com-
positions.2 However, a small group of 
drawings may shed additional light  
on the design and creation of desserts, 
a very complex process in which  
drawings are certain to have played  
an important role at various stages. 

Scant scholarship exists regarding 
the role of drawings in creating con
fectionary centrepieces, in part because 
attributions are lacking. Often unclear 
is whether drawings were executed by 
the confectioner himself or an artist in 
his employment, and what purpose they 
might have served in the design process. 
Also difficult to assess is whether all 
the dessert’s components were made 
of sugar, and if not, which components 
were formed from other materials. 
Nevertheless, the examination of these 
drawings provides new insights into 
their design and creation. This article 
will therefore consider the following 
questions: Who made the design and 
who made the drawing and what pur
pose did these drawings serve? The an
swers to these questions will allow us 

<	O
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sugar as decoration. These regulations, 
however, do not appear to have had a 
major effect.5 Amsterdam would even
tually become a leading centre for sugar 
refinement in the seventeenth century, 
with over a hundred refineries for the 
raw sugar imported via the West India 
Company.6 Through enslaved labour, 
the Dutch exploitation of the colonies 
established in Brazil and Suriname 
greatly increased the availability of sugar, 
although it remained a luxury product 
throughout the eighteenth century.7

Confectioners were admired for 
their ability to transform costly and 
rare materials into works of art. Figures 
were sometimes carved from conical 
sugar loafs by sculptors (fig. 2), but the 
introduction of gum paste and cast sugar 
had made it possible (and more econom- 
ical) for confectioners to fabricate elabo
rate figures themselves. These techniques 
appear to have arrived in Western 
Europe from Byzantium or the Islamic 
world via Venice.8 Gum obtained from 

to better understand the creative 
process of Dutch confectioners and 
their collaborations with artists, as 
well as the contemporary notions of 
authorship and the status attributed 
to desserts and their makers by 
eighteenth-century consumers. 

Confectioners and Centrepieces 
in the Dutch Republic

The art of making sugar sculptures was 
introduced in the Low Countries during 
the Burgundian period, when Bruges 
was a principal harbour for the importa
tion of sugar.3 In the second half of the 
sixteenth century, there were some 
attempts to establish suikerbakkerijen 
in Holland, but the first ‘suikercierder’ 
or ‘sugar decorator’, probably of Flemish 
origin, was not registered in Amsterdam 
until 1597.4 Demand for talented con
fectioners is certain to have existed 
well before this date, as sumptuary laws 
were already introduced in that city in 
1601 forbidding the excessive usage of 

	 Fig. 1 
simon fokke ,  
Dinner Held for 
William v and 
Wilhemina of Prussia 
in the Alderman’s 
Room in the 
Amsterdam Town  
Hall in 1768,  
detail, 1772-73. 
Engraving,  
305 x 408 mm. 
Amsterdam, Rijks- 
museum, inv. no. 
rp-p-1944-2075.
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of wooden moulds surviving from  
the late seventeenth century show the 
wide range of forms used to press the 
sugar paste into a variety of simple and  
complex shapes (fig. 3).9 The second 
method involved pouring sugar syrup 
into moulds; though resulting in a 
rougher surface, this made it possible to 
create larger figures. The technique of 
creating marzipan from sugar, almonds 
and rosewater provided confectioners 
with another suitable technique to 
create lifelike forms.10 Although 
technically edible, eighteenth-century 
tablescapes were not intended for  
consumption. On occasion, they were 
preserved by the patron or confec
tioner: Princess Carolina of Nassau 
kept the dessert made by Pieter de 
Gelleke for the court in 1749 in her 
apartments; Adriaen Kock exhibited 
the dessert he made for Gerrit Hooft 
and Hester Hinlopen in his shop after 
their anniversary celebrations.11

In the course of the eighteenth 
century, sugar sculpture more often 
formed part of larger ensembles known 
as desserts. In most cases, the dessert 
was composed in the form of a garden 
and placed on a mirrored plateau. 
Plateaus were used to create a raised 
platform along the axis of a table, allow
ing guests to admire the ingenuity  
of the confectioner’s art.12 This style  
of arrangement can be observed in  

the tragacanth plant was employed as 
a binding agent to create a paste of 
powdered sugar that could be sculpted 
into a variety of ornamental shapes by 
hand or with moulds. When the paste 
hardened, it acquired a semi transparent, 
iridescent white surface likewise suit
able for painting or gilding. A number 

	 Fig. 3
Wooden mould 
for sugar sculpture, 
or dragantvorm , 
Dutch, early 
eighteenth century. 
Hattem, Nederlands 
Bakkerijmuseum, 
inv. no. b0242.

	 Fig. 2
jan luyken ,  
De Suikerbacker 
(confectioner),  
part of the series 
Het Menselick 
Bedr yf, 1694. 
Etching, 140 x 81 mm. 
Amsterdam, Rijks- 
museum, inv. no. 
rp-p-ob-44.501.
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the confectioner Pieter de Gelleke’s 
dessert made in 1746 for the Austrian 
diplomat Baron Franz von Reischach 
to celebrate the coronation of Emperor 
Francis i (fig. 4), as depicted in the 
earliest print of such a dessert in the 
Netherlands. Placed on four tables,  
the desserts were all shaped like gar
dens encircling a central architectural 
element, usually a pavilion or temple,  
in what appears to have been the 
standard layout of desserts made by 

Dutch confectioners. The gardens 
were composed of symmetrical 
patterns known as ‘parterres’, which 
were often created with powdered 
sugar. According to one contemporary 
source, the temples were made of 
‘poured’ (cast) sugar, and De Gelleke 
was responsible for both the dessert’s 
invention and execution.13

This manner of presentation was 
sometimes called a surtout de table, 
possibly referring to any kind of 

	 Fig. 4
jan caspar philips 
after franciscus 
schluymer ,  
Dessert on Four 
Tables for the 
Festivities Given 
by the Baron von 
Reischach to 
Celebrate the 
Coronation of 
Emperor Francis i 
of Austria , 1746. 
Etching and 
engraving,  
408 x 310 mm. 
Amsterdam, Rijks- 
museum, inv. no. 
rp-p-ob-83.837.
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decorative centrepiece on a raised 
platform made by a goldsmith or con-
fectioner (fig. 5). The French chef 
Joseph Gilliers defined the term in 
1768 as ‘a silver centrepiece placed in 
the centre of the table for the duration 
of the meal; it is customarily equipped 
with containers for oil and sugars, 
lemons and bitter oranges. There are 
other forms of [centrepieces] that  
are made with sugar confections, and 
that are decorated with caramels,  
sugar pastes and artificial flowers.’14  
Confectioners supplied the ceramic 
figurines and the mirror plateaus, as 
well as the dessert’s confectionary 
elements.15 Ceramic figures were an 
important element of desserts, with 
table decorations produced in Meissen 
soon after porcelain began to be manu
factured in this Saxon town.16 Although 
Dutch manufacturers of ceramics,  
such as the porcelain manufactory in 
Weesp, also produced figurines (fig. 6), 

	 Fig. 5
anonymous , 
Centrepiece with Two 
Boys and Garlands , 
Augsburg?, c. 1760. 
Pen in black ink, 
graphite and brush in 
grey, 462 x 661 mm. 
Amsterdam, 
Rijksmuseum, inv. no. 
rp-t-2018-56-3, 
purchased with  
the support of the 
Decorative Art Fund/
Rijksmuseum Fonds.

	 Fig. 6
nicolas-joseph 
gauron  for the 
Weesper porcelain 
manufactory, Figure 
Group of a Shepherd 
and Shepherdess  

near a Ruin , c. 1764. 
Biscuit porcelain, 
26.6 x 17 x 4 cm. 
Amsterdam, 
Rijksmuseum,  
inv. no. bk-1983-78.
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German porcelain was particularly 
fashionable in the Dutch Republic. Al
most all porcelain acquired in Germany 
was known as ‘Saxon’ porcelain, even 
when not originating from Meissen.17 
One of the most spectacular examples 
of such an object purchased by a Dutch 
client was a temple, produced in 
Meissen circa 1750, that would have 
occupied the centre of an elaborate 
tablescape (fig. 7).18 

Confectioners in the Dutch Republic 
were sometimes organized in guilds, like 
those in The Hague and in Amsterdam. 
However, not much is known about 
their status as artists. Pieter de Gelleke 
was one of several eighteenth-century 
confectioners who enjoyed some 
measure of celebrity during his life-
time, and whose creations for the 
stadholders’ court were publicized in 

writing.19 After De Gelleke’s death in 
1758, his business – along with his ice 
cellar and inventory of figures – was 
taken over by Gabriel Berkemeyer, 
another well-known confectioner 
living in The Hague.20 The more famous 
confectioners from The Hague and 
Amsterdam also travelled to other cities 
in the Republic to provide desserts  
on official occasions.21 The renown  
of these confectioners implies that  
they were capable, autonomous artists, 
who could design their creations 
without having to rely on patrons or 
other artists. Whether the same was 
true for other confectioners remains 
unclear.

Adriaen Kock’s Dessert  
for Gerrit Hooft and  
Hester Hinlopen, 1757

The earliest known drawing of a Dutch 
dessert depicts the Amsterdam con
fectioner Adriaen Kock’s dessert made 
for the fiftieth wedding anniversary of 
two prominent figures in Amsterdam 
society, Gerrit Hooft (1684-1767) and 
his wife, Hester Hinlopen (1689-1767) 
(figs. 8, 9). Gerrit Hooft was a former 
mayor of Amsterdam and had held 
various positions in the city council. 
The couple had strong family ties to 
the Dutch colonial enterprises import
ing sugar: Hooft himself was governor 
of the Dutch West Indies Company 
and had been director of the Society  
of Suriname (Sociëteit of Suriname)  
in 1710-16. His father-in-law was a 
governor of the Dutch East Indies 
Company and had also fulfilled the 
position of director of the Society  
of Suriname in the last decade of the 
seventeenth century.

Kock’s dessert was the culmin- 
ation of the couple’s golden wedding 
anniversary celebrations, held on  
28 June 1757. These began at 3 pm with 
a luncheon in the Oudezijds Heeren
logement, or ‘Gentlemen’s Hotel’,  
used by the city to house prominent 
guests and by the Amsterdam elite to 
host special occasions. A contemporary 

	 Fig. 7
johann joachim 
kaendler (design),  
Centrepiece in  
the shape of a  
Temple with the 
Goddess Minerva, 
Meissen porcelain 
 c. 1750, gilded 
wooden base  
c. 1755-65.  
H. 114.3 cm, with-
out the base. 
Marquess of  
Bath, Longleat, 
Warminster, 
Wiltshire.
Photo: Baarsen 2007 
(note 18), p. 111, fig. 11
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description recounts that Kock had 
used coloured sugar powder to  
render his patrons’ monograms and 
coats of arms in the dessert’s parterres, 
with their ancestral escutcheons 
suspended from garlands hanging 
between the temple’s pillars.22 The 
couple’s portraits were held by  
a celestial figure standing on clouds 
that rose above the temple in the 
centre (see pp. 236). At the temple’s 
base, symbols and personifications  
of the couple’s virtues gathered, 
with maidens representing the City  
of Amsterdam and the Province of 
Holland presiding at either end of the 
dessert. All the sculptures were made  
of sugar, as were the clouds hovering 
above the temple. The gardens’ edges 
were lined with ‘crystalline [glass] 
arches’ and figurines of ‘Saxon porce-
lain.’23 Upon its presentation, Kock’s 
‘beautiful work of art’ was met with 
shouts of admiration from the crowds 
that had gathered outside.24 

The centrepiece for this occasion is 
in fact recorded in two drawings and a 
commemorative print (figs. 10-12); this 
is very rare, particularly because one  
of the drawings is dated and signed by 
the confectioner’s son, ‘David Kock 
del’ (fig. 10). This drawing, executed  
in ink and wash, was probably not a 

preliminary study for the etching by 
Simon Fokke (fig. 12). The careful 
rendering of the outline and volumes 
suggests the drawing was realized at an 
advanced stage in the creative process 
of the dessert’s invention, perhaps 
used for presenting the design to the 
patron or as a two-dimensional model 
by the confectioner. The drawing also 
includes a sketch of the couple’s coats 
of arms surmounting the centrepiece, 
providing a clearer representation of 
the heraldic details. Its composition 
was adapted in the second drawing  
(fig. 11), which was intended as the 
model for Fokke’s print. Unsigned,  
this latter drawing was done in 
graphite and chalk; it was likely made 
by Fokke, given that its composition is 
more similar to that of the print. With 
respect to the attitudes of certain 
figures lining the dessert’s edges, the 
print differs from Kock’s drawing; it 
also generally displays a higher level  
of finished detail. The incision marks 
and remains of black chalk on this 
drawing’s reverse indicate it was used 
to transfer Kock’s composition to a 
waxed copperplate or another sheet  
of paper. The grid lines on this sheet, 
as well as those later added to Kock’s 
drawing, were also inserted to aid the 
printmaker.

	 Figs. 8, 9
jan wandelaar , 
Portrait of Gerrit 
Hooft (1684-1767) 
and Portrait of Hester 
Hinlopen (1689-1767), 
1758.  
Pastel on paper, 
535 x 440 mm. 
Amsterdam, 
Amsterdam Museum, 
inv. no. ta 64, 647.
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	 Fig. 10
david kock ,  
Dessert for the Golden 
Wedding Anniversar y 
of Gerrit Hooft and  
Hester Hinlopen on  
25 June 1757, 1757.  
Graphite, pen and 
brush in grey, the  
coats of arms with  

Although it was David Kock who made 
the drawing, his father claimed the 
dessert’s invention, i.e. its design and 
execution. In the print, the inscription 
‘Geïnventeerd en gemaakt door Adriaen 
Kock’ has been placed inside the frame 
line, while the inscriptions ‘D. Kock del.’, 
‘F. Houttuyn excudit’ and ‘S. Fokke 
fecit’, referring to the illustration’s 
creation, are situated below the frame 
(fig. 12). The son’s authorship should 
not be seen as proof that Adriaan Kock 
was incapable of drawing himself. The 
testament of Adriaan’s other son, the 
confectioner Isaac Kock, compiled in 

pen in brown ink, 
squared in graphite,  
300 x 1290 mm, 
composed of three 
separate sheets of  
paper affixed together. 
Amsterdam, Rijks- 
museum, inv. no. 
rp-t-00-3689.

	 Fig. 11
Attributed to simon 
fokke , Transfer 
Drawing of Adriaen 
Kock’s Dessert, 1757. 
Graphite, squared in 
graphite, incision

marks, evidence of  
black chalk on the 
reverse, 188 x 456 mm. 
Amsterdam, Rijks
museum, inv. no. 
rp-t-00-3688.
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1769, mentions an inventory valued  
at the very considerable sum of 3,000 
guilders, which included ‘Saxon 
porcelain, books, drawings and prints, 
and all the tools’ ‘to make sugar and 
dessert works’, as well as an ice cellar.25 
This shows that Kock researched the 
design of his desserts and collected 
drawings, and that he was also 
probably capable of drawing them. 
Isaac would have inherited his father’s 
inventory, including the collection of 
books, prints and drawings. By leaving 
the tools of the trade to his brother,  
he apparently sought to ensure they 

remained in the family. Interestingly, 
the will stated that any ‘finished wares 
and compositions, or the loose sugar’ 
were to be excluded, as these could  
be sold separately.26 It is not known 
what David Kock’s occupation was  
at the time he made the drawing of  
his father’s design. In 1769, he was  
the director of a French school in 
Oosterhout, where he also taught 
drawing lessons. Although he even
tually moved back to Amsterdam,  
it is unclear whether he followed in  
his father’s and brother’s footsteps  
as a confectioner.27 

	 Fig. 12
simon fokke after 
adriaen kock , 
Dessert for the 
Golden Wedding 
Anniversar y of  
Gerrit Hooft and 
Hester Hinlopen , 1757.  
Etching, 135 x 460 mm. 
Amsterdam, Rijks- 
museum, inv. no. 
rp-p-ob-84.499.
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The case of Adriaen Kock’s dessert is 
significant, as it implies that confec
tioners were capable of drawing their 
own creations. Kock Sr raised his sons 
to work as confectioners. Although 
David did change careers, his brother’s 
will indicates he possessed the 
capacity to use these tools. Is David’s 
presentation drawing possibly a more 
refined version of a no longer extant 
working design sketched by his father?

Cornelis Beeldemaker’s Dessert 
for Isaac Scheltus, 1768

A second drawing (fig. 13a), recently 
acquired by the Rijksmuseum, shows 
the dessert presented on 14 September 
1768 to Isaac Scheltus (1739-1799) and 
his wife Maria Elisabeth de Rasière 
(1737-1804) (figs. 14, 15). Scheltus was 
the director of the Landsdrukkerij in 
The Hague, which operated as the 
official printing company of the States 
of Holland. The dessert marked the 
centennial celebration of his family’s 
management of this prestigious 
company.28 A lengthy description 
attached below the drawing identifies 

	 Fig. 13a
cornelis 
beeldemaker , 
Dessert Presented 
to Isaac Scheltus  
on the Occasion  
of the Centennial 
Anniversary of the 
Landsdrukkerij on  
14 December 1769, 
1769.  
Pen and brush in  
black and grey ink, 
373 x 983 mm. 
Amsterdam,  
Rijksmuseum,  
inv. no. rp-t-2019-380, 
purchased with  
the support of the 
Decorative Art Fund/
Rijksmuseum Fonds 
and Veilinghuis 
Peerdeman, Utrecht.

	 Fig. 13b
Detail from the 
drawing of the 
Scheltus dessert.
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the various figures in the ‘vercierde 
dessert’ (decorated dessert) and ex
plains both the centrepiece’s allegorical 
meaning and its relation to the patrons.

Seated in the central temple is the 
female personification of printmaking, 
recognizable by her robe decorated with 
letters. She extends her blessing to the 
sexton Laurens Janszoon (c. 1370-1440) 
of Haarlem, then thought to be the 
inventor of the printing press by many 
in the Dutch Republic (fig. 13b). On  
the right, three figures – Isaac Scheltus, 
Maria de Rasière and their son –  
approach the temple; their coats of 
arms hang in nearby palm trees. The 
family is greeted by a bearded man 
holding the ouroboros; he stands next 
to an altar adorned with a cornucopia, 
a symbol of the fame and abundance 
brought by the printing press. Left  
of the temple, the goddess Minerva 
chases the donkey-eared figure of King 
Midas – an allegorical representation 
of how knowledge disseminated by  
the printing press drives ignorance 
away. Personifications of the States  
of Holland and the City of Haarlem, 
seated at opposite ends of the dessert, 
represent Scheltus’s ties to the power-
ful States of Holland and the purported 
birthplace of printing respectively. The 
winged figure of Fame surmounting 

the temple proclaims the Scheltus 
family’s achievements to the assembled 
guests. 

Although the description makes no 
mention of the materials used, one may 
reasonably conclude that the figures 
and ornaments were probably made of 
sugar, supplemented with ceramic or 
glass elements. Some of the pastoral 
figures recall figurines produced by the 
porcelain manufactories in Weesp at 
this time (fig. 6). Unlike the other two 
drawings presented in this article, this 
drawing shows the dessert resting on  
a long platform comprising mirror 
plateaus with scalloped edges and 
rocaille-shaped feet. The depiction  
of the plateaus gives some indication  
of the dessert’s size. By counting the 
number of feet in the drawing, one  
can ascertain that the dessert was con
siderable in length, comprising seven 
plateaus. 

The dessert was presented to Isaac 
Scheltus and Maria de Rasière during 
festivities held at the family’s town
house on the Wagenstraat in The 
Hague, or at the country estate 
Arentsburgh in nearby Voorburg, 
which Scheltus had recently acquired.29 
During the meal, friends and employ
ees read aloud laudatory poems, some 
of which referred to the centrepiece’s 

	 Figs. 14, 15
jean humbert , 
Portrait of Isaac 
Scheltus (1739-1799) 
and Portrait of Maria 
Elisabeth de Rasière 
(1737-1804), 1767.  
The Hague, rkd 
Netherlands Institute 
for Art History, 
image nos. 125583  
and 125584.
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content.30 On this occasion, Scheltus 
and his wife also received an engraved 
glass goblet and a silver tray, or salver, 
today still held in the possession of his 
descendants. The salver bears the marks 
of the city of The Hague and the fashion
able silversmith Martinus van Stapele 
(1731-c. 1803/06). Like his father 
François (1698-1775) and son Reynier 
(active 1764-95), Martinus was among 
the most important silversmiths in The 
Hague. He supplied table services and 
candlesticks to the stadholders and 
their court.31 The salver’s form recalls 
that of the plateaus used for the centre
piece; perhaps Van Stapele produced 
tableware like that depicted in the 
drawing.

The drawing is executed in pen and 
black ink with grey wash, over traces  
of an underdrawing in graphite. The 
accompanying description of the centre
piece indicates it was meant be kept as  
a family record of the festivities. In fact, 
the description is a transcription of an 
older text, replaced in 1875 due to water 
damage.32 This historical restoration  
is confirmed in an auction catalogue 
of 1877, stating that the drawing of a 
‘versierd tafelstuk’ (decorated centre
piece) was accompanied by a damaged 
description and a copy of the same text.33 
This transcription was almost certainly 
the work of Ludolph Jacobus Hendrik 
Scheltus van Kampferbeke (1791-1876), 
who owned the drawing up until his 
death in 1876.34 Perhaps the original 
text he replaced was composed by Isaac 
or someone advising the patrons and 
confectioner on the desired iconography 
or dessert. Scheltus van Kampferbeke 
also added a rather long-winded account 
of the genealogy of his forebears and 
their descendants, right up until his 
own day.

The description provides no informa
tion about the confectioner charged with 
making the centrepiece. Nonetheless, 
the signature ‘C. Beeldemaker’ in the 
lower right corner is almost certainly 
that of the draughtsman – even if it was 
written in an ink other than that used 

for the rest of the drawing and there
fore likely added later. The artist can 
probably be identified as Cornelis 
Beeldemaker, although it seems that,  
in 1769, there were several artists  
of this name active in The Hague.35  
A likely candidate is one Cornelis 
Beeldemaker, who worked under the 
supervision of Pieter de Swart on  
the Palace of Nassau-Weilburg in The 
Hague. Described in an invoice dated 
‘December 1767’ as ‘master painter’, 
his work was nevertheless confined to 
tracing the court architect’s designs for 
the stone masons. Another potential 
draughtsman of this work was the local 
master painter and verver Cornelis 
Gerard Beeldemaker (c. 1715-1769).36 
Registered as a member of the Guild  
of St Luke in The Hague in 1742, this 
artist was likely the son of painter 
Adriaen Cornelisz Beeldemaker  
(1618-1709).37  

Whichever Cornelis Beeldemaker  
it might have been, the concerned 
draughtsman almost certainly collab
orated with the aforementioned con
fectioner Pieter de Gelleke on a famous 
dessert celebrating the Treaty of  
Aix-la-Chapelle, the agreement that 
brought an end to the Wars of the 
Austrian Succession (1740-48). On  
13 June 1749, the court of Stadholder 
William iv celebrated the achieved 
peace with a lavish fireworks display  
in The Hague, designed by the prince’s 
court architect, Pieter de Swart (fig. 16). 
On this occasion, Beeldemaker worked 
with the confectioner on a dessert 
designed to reproduce De Swart’s 
fireworks display. After the event,  
one contemporary source described 
the piece as ‘made of sugar pastry, 
complete with all the illuminations, 
decorations, inscriptions and emblems 
… made by the confectioner de 
Gelleken, and all the painting [of the 
sugar sculptures] done by the painter 
Beeldemaker’.38 Partly composed of 
‘Saxon’ porcelain, the dessert stood  
on a ‘modern’ mirror plateau with 
silver edges. It was subsequently 
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Although the identity of Beeldemaker’s 
collaborator on the dessert for Isaac 
Scheltus remains unknown, certain  
is that it was a confectioner from  
The Hague, as the local guild forbade 
outsiders from working there.40  
Beeldemaker’s courtly connections  
and the social aspirations of the 
dessert’s patrons point to one of the 
city’s leading confectioners. Isaac 
Scheltus and Maria de Rasière would 
undoubtedly have been familiar  
with the desserts created for the 
stadholders and their courtiers. 
Moreover, Scheltus emphasized his 
ties with the court by referring to 
himself as the ‘Ordinary Printer of  
His Highness’.41 Possible candidates 
are the fashionable confectioner 
Gabriël Berkemeyer, who had taken 
over Pieter de Gelleke’s business  
after his death in 1758, or perhaps 
Berkemeyer’s brother-in-law with 
whom he frequently collaborated, 
Ambrosius Sasselee.42

offered to the stadholder’s daughter, 
Princess Carolina, who kept it in her 
apartments.39 A similar collaboration 
may possibly have occurred with the 
Scheltus dessert, though without the 
involvement of Pieter de Gelleke, who 
had died by the time the Scheltus dessert 
was created in 1768. 	

The scant information available  
on Beeldemaker suggests he might 
have drawn and perhaps even painted 
elements of the dessert; even so, con
temporaries would not have viewed 
him as the designer. Of the three 
drawings discussed here, this second 
drawing is the only one finished in ink 
and wash, giving it the appearance of a 
finalized presentation drawing versus  
a design yet possibly to be adapted.  
It shows a close partnership between 
the confectioner and the draughtsman, 
with the latter included in the early 
stages of the dessert’s creation, long 
before the presentation of the final 
product on the actual day of festivities. 

	 Fig. 16
jan caspar philips 
after l.s.  de 
creuznach , 
Firework in The Hague 
for the Treaty of 
Aix-la-Chapelle, 1749, 
1749.  
Etching and 
engraving,  
383 x 449 mm. 
Amsterdam, 
Rijksmuseum, inv. no. 
rp-p-ob-60.037.
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Jan Honkoop’s Dessert for 
Leiden University, 1775

A third drawing shows the dessert com
missioned by the governors of Leiden 
University from the local confectioner 
Jan Honkoop to mark the institution’s 
bicentennial anniversary on 8 February 
1775 (fig. 17a). This commission is well-
documented thanks to the correspon
dence between Honkoop, the university 
trustees and the mayors of Leiden 
following their initial meeting on  
29 December 1774. The dessert was 

only one part of the lavish celebrations, 
which concluded with a grandiose  
firework display, with Stadholder 
William v and his courtiers, and a 
number of notable academics attending.

Honkoop’s letter provides a detailed 
description of the dessert’s composition 
that matches the drawing. The entire 
centrepiece was to consist of twenty-five 
plateaus carrying fruits and sweets, with 
the middle three plateaus supporting  
a temple surrounded by allegorical 
figures (fig. 17b). This central part was 
to be closed off at either end by ‘two 
beautiful triumphal arches and the 
corresponding ornaments.’43 In their 
response, the committee tasked with 
organizing the festivities wrote to 
Honkoop that the central figure in the 
dessert was to be a representation of 
Minerva, patroness of the university, 
accompanied by personifications of 
Leiden and Holland, with the total 
expense set at 1500 guilders.44

A description of the dessert was 
subsequently published in an official 
account. It reported that the dessert 
was made entirely of sculptures of 
‘sugar modelled like white marble’, 
although some of these pieces were 
possibly made from other materials.45 
The dessert was composed as a garden 
consisting of ‘coloured parterres’,  
for which Honkoop probably used 
powdered sugar.46 Honkoop also 
supplied the porcelain services, table 
linen, glassware and silverware, and 

	 Fig. 17a
jan honkoop , 
Design for a Dessert 
for the Dinner on  
the Occasion of 
Leiden University’s 
Bicentennial 
Anniversar y on  
8 Februar y 1775. 
Graphite and brush  
in grey ink,  
415 x 2210 mm. 
Leiden, Erfgoed 
Leiden en 
Omstreken.

	 Fig. 17b
Detail from the 
drawing of the  
Leiden University’s 
bicentennial 
anniversary dessert.
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was compensated for any missing or 
broken elements.47 

The drawing is the largest known 
representation of a dessert on paper, 
measuring 41.5 by 221 centimetres, most 
likely reproduced to scale. The design 
differs only slightly from Honkoop’s 
initial proposal for the dessert and from 
its description in the official account, 
showing the triumphal arches located 
more towards the middle instead of at 
the dessert’s outer ends.48 The drawing 
was possibly made after Honkoop’s 
initial consultation with the university, 
with the design later adapted for an 
optimal presentation of the dessert’s 
various components. The rendering  
in grey wash and graphite suggests  
the drawing was made for the dessert 
design’s presentation to Honkoop’s 
patrons, as is further supported by  
the sheet’s very considerable size.

Although the only drawing attributed 
to a confectioner, it has been suggested 
that the ‘quality’ of the draughtsmanship 
perhaps indicates it was instead made by 
the artist Abraham Delfos (1731-1820), 
the head of the Leiden academy of 
drawing from 1761 onwards.49 If an 
artist like Delfos had in fact been 
involved in the drawing of the dessert, 
however, one would arguably expect  
to find a signature distinguishing the 
draughtsman from the inventor. With 
the drawings of the Hooft-Hinloopen 
and Scheltus desserts, this is indeed 
the case. Moreover, Honkoop’s letter 

clearly conveys that he was considered 
the designer – he emphasizes that 
his proposal also takes the number  
of guests and the room dimensions 
into account, as well as the preceding 
courses of the meal.50 Lastly, though  
it is true Honkoop’s patrons speci- 
fied certain iconographical elements, 
telling is that the official account 
credits him for the splendour of the 
dessert, not the university academics, 
who are indeed mentioned in the 
description of the firework displays  
at the close of the bicentennial 
celebrations.

The Design and Drawing of 
Desserts

Although ambitious confectioners 
probably realized the potential of 
making drawings of their compositions, 
evidence of their ability to do so them
selves remains ambiguous. Honkoop is 
the only confectioner who could have 
made the drawing of his dessert himself 
– Kock employed his son, while the 
Scheltus dessert’s creator engaged the 
artist Beeldemaker. To better under
stand the aforementioned case studies, 
it is worthwhile to assess the relation
ship between drawings and designs  
in the work of other confectioners,  
as described in historical sources. 

Eighteenth-century accounts report 
several cases where confectioners were 
supplied with drawings. The majority 
worked in The Hague, where the icono
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graphy of the public desserts ordered 
by the court, governmental or civic 
institutions possibly required greater 
coordination than commissions by 
private individuals. On 15 March 1763, 
Gabriël Berkemeyer and Ambrosius 
Sasselee supplied a centrepiece to the 
Guild of St George in The Hague that 
was made ‘after the invention and 
drawing’ of Albertus Frese (1714-1788), 
who had devised the ‘pictures, emblems  
and inscriptions’ used in the dessert.51 
Frese supplied Berkemeyer and Sasselee 
with another invention later in the 
same year to mark Hendrik Mollerus’s 
instalment as president of the Council 
of Holland, celebrated in the Maurits-
huis in The Hague.52 Important public 
occasions may have necessitated 
that confectioners in The Hague 
collaborate with other artists. In 1749, 
the architecture designed by Pieter  
de Swart served as a model for De 
Gelleke and Beeldemaker. The court 
architect also inspired the confec
tioners supplying the wedding of 
Princess Carolina of Orange-Nassau 
and Prince Charles Christian of 
Nassau-Weilburg in 1760. For these 
festivities, the desserts resembled the 
future palace to be built in The Hague 
by De Swart as commissioned by the 
young bridegroom.53

Confectioners were often lauded  
for their adaptation and execution of 
designs devised by other artists. The 
Nederlandsche Mercurius, for example, 
praised the ‘master confectioners’ 
Berkemeyer and Sasselee for their 
‘skilful adaptation and realisation’ 
of Frese’s drawings.54 It appears that, 
even when supplied with designs  
by other artists, confectioners were 
ultimately held responsible for the 
artistic success of such desserts. After 
all, it was their supply of confectionary 
recipes, moulds and plateaux that 
determined the overall appearance of 
the centrepiece, and which shaped its 
layout and content. When it came to 
figures or ornaments that could not be 
made from a mould, it was the con

fectioner’s task to sculpt these from 
marzipan or commission a wood-
carver to make a mould.55 To create  
the patterns of the parterres, being  
an integral part of the dessert, they 
would also have drawn the patterns  
to fabricate stencils.56 

Because the confectioners’ works 
were ephemeral and infrequently 
recorded, it is sometimes forgotten 
that eighteenth-century confectioners 
were viewed as capable of invention  
as any architect or sculptor.57 In the 
Dutch Republic, talented confection
ers were also eager to assert their 
reputation as inventors of elaborate 
table settings, as evidenced by the 
renown of the Amsterdam confec
tioner Adriaen Kock. After supplying 
various intricate desserts to mark the 
occasion of the stadholder’s family 
visit to Amsterdam in 1750, Kock 
collaborated on a publication in which 
he was referred to as a ‘Master of 
Sugar Art Works’.58 He also displayed 
spectacular creations of sugar in his 
Amsterdam shop, including the dessert 
served to Mayor Hooft in 1757 follow
ing the anniversary celebrations.59 The 
prominence of Kock’s dual role as an 
inventor and creator conveyed on the 
commemorative print of that dessert 
perhaps also suggests he himself had 
pushed for this dessert’s publication to 
promote his confectionary skills. Later, 
when supplying the city of Veere with 
an impressive dessert on the occasion 
of the entry of William v in 1777,  
Kock was described as the ‘Zuiker-
Kunstwerker’(Sugar-Artificer).60 

An ambitious artist like Kock is 
certain to have had some experience  
in drawing. Furthermore, his sons’ 
legacy indicates that the family business 
possessed the necessary tools to draw 
his designs out on paper. Manuals on 
confectionary arts published from 
the middle of the eighteenth century 
onwards also show it was expected 
that confectioners were able to draw 
their own designs. In Le Cannameliste 
français (1768), the French chef Joseph 
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Gilliers argues that drawing was a 
necessary skill for the confectioner, 
and as important as modelling, because 
a drawing could easily be shown to a 
patron, as well as a ‘florist or glass
maker’ enlisted to supply other elements 
of the design.61 Such manuals not only 
provided recipes, but also instructions 
on composing the table. This involved 

considering its geometry and the  
perspective of the guests. They  
also included examples for the  
readers to follow (fig. 18). A Dutch-
language manual by Gerrit van den 
Brenk, published in 1751, promised  
that instructions on such matters 
would be provided in a second 
volume.62  

	 Fig. 18
joseph gilliers , 
Le Cannameliste 
français , Nancy/Paris 
1768 (see note 14), 
plate ii.
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An important aspect of elite dining culture in eighteenth-century Europe were  
the impressive centrepieces made of sugar, also known as desserts. Little is known 
about the design of these ephemeral tablescapes. Although often surviving in 
literary descriptions, the appearance of these objects was rarely documented in 
visual sources. To gain more insight into the creative process that underpinned  
the design and execution of confectionary centrepieces, as well as the status of  
confectioners as artists and artisans, this article considers the authorship and 
function of three very rare drawings depicting desserts made by Dutch con-
fectioners. 
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This was ultimately never realized, 
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able and illustrated publications had by 
that time already saturated the market 
for practical instructions on designing 
and making desserts.

Drawings of desserts are exceptionally 
rare. The sheets examined here provide 
a unique source for understanding the 
artistic quality of eighteenth-century 
desserts and the often collaborative 
nature of their design and realization. 
Each case has shown that confection
ers played a prominent role in deter- 
mining the dessert’s composition as 
well as in executing the design, and 
that drawings were realized either in 
close consultation with them or after 
their designs. 

Even though magnificent desserts 
enjoyed popularity throughout Europe 

in the eighteenth century, most 
previous studies have focused on 
aristocratic or royal commissions.  
The drawings discussed here show  
that the demand for fashionable, elite 
table decorations also extended to 
private citizens and civic institutions.  
It should be noted, however, that such 
individuals followed the example set 
by the stadholders’ court in The Hague, 
which closely adhered to international 
trends. Like elsewhere, desserts in this 
style became less common towards 
the end of the eighteenth century  
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century, by which time porcelain 
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in sugar entirely.63 Only when no 
appropriate element in ceramic or glass 
could be found were confectioners 
called upon to supply a confectionary 
creation.64
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