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FOREWORD 
 
 
 
As he stood irresolute a door across the hall opened and a man of his own 
age came out. Through the doorway, which the young man held open for 
an instant while he answered a question from somebody within, Ashe had a 
glimpse of glass–topped cases. 

Could this be the museum—his goal? The next moment the door, 
opening a few inches more, revealed the outlying portions of an Egyptian 
mummy and brought certainty. It flashed across Ashe’s mind that the 
sooner he explored the museum and located Mr. Peters’ scarab, the better. 
He decided to ask Beach to take him there as soon as he had leisure. 

P.G. Wodehouse, Something Fresh (1915), republished in The World 
of Blandings by Arrow Books: London, 2008, 128. 

 
Lord Emsworth’s museum at Blandings is set up in a private part of the 
castle near the library. It cannot be accessed freely by members of the 
house party, but guests are taken there on request and as a special honour. 
In this novel, however, the hero, Ashe, and Mr. Peters, owner of a coveted 
Cheops scarab of the Fourth Dynasty gain access to the museum on 
several occasions for reasons of their own and – occasionally – without 
Lord Emsworth’s permission. 

The quote above provides some useful keywords for this latest volume 
in the series Collecting Histories. It mentions modes of display, the 
museum as a goal to be reached, doorways that offer a tantalising glimpse 
of the exhibits. The museum at Blandings is not quite a kunst- and 
wunderkammer nor is it yet a public museum. It is private in the sense that 
access is limited and that the holdings are based on the owner’s 
idiosyncratic taste. 

The essays in this book demonstrate how collectors controlled access 
to their collections, not only through the organisation of the spaces of their 
display but also by creating public awareness to enhance their reputation. 
This aspect of collecting has rarely been studied and portrays the life of 
the collection beyond the personal space of the collection. Using archival 
research these essays demonstrate the importance of analysing methods of 
publicity as a means to deepening our understanding of the value of the 
collection. 
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Many of the collections discussed in this book exemplify the personal 
nature of collecting, usually reflecting the intellectual interests and 
curiosity of their owner and in many cases are the result of particular tastes 
and passions. Through the relationship between the collection and its 
space, whether physical or theoretical, the collection takes on more 
nuanced meanings than ambition and reputation, revealing the many 
meanings the collection had for its original owner and increasingly for a 
wider public. 

In 2019, the international forum Collecting and Display held a 
conference dedicated to matters of access to collections and museums 
from the early modern period to present times. Its aim was to investigate 
how rules of access and etiquette influenced and modified museum 
practice and how potential visitors managed to gain information on 
exhibitions and collection objects. The essays presented here discuss in 
some detail exhibitions and catalogues, as well as visitors and their modes 
of access to the great collections before at least some of them became 
public museums. 

Today, access to private collections, whether royal palaces, country 
homes or house museums, is often easily obtained, while many other 
collections have become or been created as museums for the public 
benefit. In general, access is dependent on purchasing a ticket, although in 
some instances museums can now be entered freely by anyone wishing to 
see the exhibits. In the past, however, collections were mostly owned by 
collectors who displayed these treasures in their houses and palaces. 
Access to the owners’ apartments was usually limited, whether they 
housed collection objects or not, while particular areas of the building 
were occasionally set aside for a programmatic display of selected works 
of art or of the natural sciences. Even such separation of the owners’ living 
space did not permit access for all interested visitors. Clean attire, 
education, a letter of introduction, opening hours and the imposition of the 
collectors’ rules in their absence excluded a considerable proportion of the 
wider public. 

“Collecting” and “display” are the keywords that characterise the 
scholarly aims of the international forum founded by three scholars in 
2004 (www.collectinganddisplay.org). The group has run a series of 
research seminars at the Institute of Historical Research, University of 
London since 2005 and managed a chapter in Florence from 2008 to 2012. 
From 2006, Collecting & Display have organised summer conferences in 
London, Ottobeuren, Florence, Irsee, Memmingen, Munich and Jerusalem. 
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The present publication is the ninth in the series of conference proceedings 
and it is our hope that there will be many more, dedicated to particular 
aspects of collecting and display. 

Our first conference took place in July 2006 at the Institute of 
Historical Research and discussed the connection between collecting and 
dynastic ambition (CSP 2009). It was followed by the conference on 
collecting and the princely apartment (CSP 2011) and by one on female 
collectors (CSP 2012: Women Patrons & Collectors). The conference 
Collecting East & West (CSP 2013) examined the often vicarious encounters 
between different worlds via the objects imported from foreign cultures 
and displayed in settings that were intended to give at least a flavour of 
their original provenance. In 2013, Collecting & Display turned to 
collections of naturalia and artificialia (Collecting Nature, CSP 2014) in 
collaboration with Schwabenakademie Irsee. In 2014, two conferences 
took place: the first on collections of prints and drawings (Collecting 
Prints and Drawings, CSP 2018) and the second, which addressed the 
interesting effects of the study of historical collections on trends in 
museology. In late 2016, a conference on collecting and provenance was 
held at the Israel Museum in Jerusalem (CSP 2020), while in 2014 we 
discussed matters of Collecting and Museology (CSP 2019) at a 
conference held at the Strigel and Antoniter Museum in Memmingen and 
with the administrative support of MEWO Kunsthalle. The present volume 
looks at matters of access, first discussed at a conference in Munich and 
London in 2019. Outside the series Collecting Histories, following two 
sessions held by Collecting & Display in London and Paris in 
collaboration with the National Institute for Art History (INHA), a further 
volume was published by Bloomsbury in 2022: Art Markets, Agents and 
Collectors. 

—London and Munich, 
March 2025 

 



INTRODUCTION 

STÉPHANE CASTELLUCCIO 
 
 
 

Following on from the previous volumes of studies edited by Susan 
Bracken, Andrea Gáldy and Adriana Turpin on the history of collections in 
Europe, their formation, composition, presentation and future, this latest 
volume tackles the important and hitherto rarely studied subject of their 
accessibility and the nature of the public allowed to come and visit them. 
The various studies presented here bear witness to a constant expansion in 
the accessibility of collections since the sixteenth century, both physically 
and through publications, at a different pace depending on the country, the 
period and the persons involved. 

Arrangements made to access the French royal collections can provide 
a valuable insight into the procedures of courts in the seventeenth and 
eighteenth centuries. A tradition of opening collectors’ cabinets existed in 
France from the Renaissance until the end of the eighteenth century. In 
addition, from the reign of Louis XIV, the importance attached to the arts 
in Paris, with its academies, royal commissions, salons, art critics and 
further types of debates, fostered a growing interest in old masters and 
contemporary art. The numerous mentions of collectors’ cabinets thought 
worth visiting in Paris and the provinces published in guidebooks and 
descriptions since the seventeenth century bear witness to this fact. Their 
authors describe their contents, and sometimes the most remarkable works, 
with varying degrees of precision, but rarely indicate how to gain access to 
them. This omission presupposes established practices known to those 
interested in discovering these collections. 

Private Collections 

Diverse levels of access characterised private cabinets, which were not 
freely accessible to the general public. At the end of the eighteenth 
century, specific collectors, such as the financier Nicolas Beaujon or 
Philippe Henri, Marquis and later Maréchal de Ségur, Minister of War, 
only allowed visits with their “approval”, in the form of a ticket signed by 
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them. Those granted permission presented it to a servant, who then let 
them in.1 This principle implied a strict level of selection: to obtain an 
entrance ticket, one had to be known personally, by reputation or by 
recommendation to the collector. 

The most reputable private collections seem to have been more easily 
accessible: it was generally sufficient to present oneself at the door of the 
residence and ‘ask to see the collection.’2 In 1764, the German painter 
Christian de Mannlich regularly visited the Palais-Royal paintings gallery 
‘in the morning to study. The concierge usually locked me in and came to 
open the door around noon.’3 Thirteen years later, Joseph II visited this 
same gallery under the guidance of the ‘garçon d’appartement’ and not of 
the Duc d’Orléans, due to a problem of etiquette.4 Without the latter, the 
Duc d’Orléans would certainly have shown his gallery to this prestigious 
guest himself. In the case of private owners, the master of the house would 
undoubtedly have personally honoured family members, friends and even 
the best-known connoisseurs with a tour of his collections. 

Other visitors discovered the cabinets under the guidance of one of the 
house servants, a concierge, valet or steward, who was customarily given a 
gratuity at the end of the visit. These social and economic filters excluded 
the common people. The large number of descriptions of cabinets in Paris 
in guidebooks, memoirs, journals and the correspondence of French and 
foreign travellers in the seventeenth and eighteenth centuries testify to 
their relatively easy access given to art lovers, both official, such as the 
editors of guidebooks, and unknown, such as in the case of some foreign 
travellers. 

Another opportunity to view private collections arose in the 1740s 
with the development of auction sales after the death of a collector. The 
works of art were exhibited to art lovers and potential buyers with free 
access for three to fifteen days prior to the sale. The collections of the Duc 
d’Aumont were exhibited for as long as a month. These exhibitions took 
place at the home of the deceased and, more rarely, at the auction house,  

 
1 La Roche 2012, 102; Bachaumont 1784–1789, XXIII, 109–110, 19 August 1783; 
Thiery de Sainte-Colombe 1787, I, 104–105. 
2 Brice 1684, II, 218. 
3 “le matin pour y étudier. Le concierge m’y enfermait ordinairement et venait 
m’ouvrir vers midi.” Mannlich published by Joseph Delage 1948, 156. 
4 Genlis 1825, II, 379. 
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Figure 0.1: Charles Nicolas Cochin père d’après Charles Nicolas Cochin fils. 
“Connoisseurs examining the collection pieces at the presentation of Mr Quentin 
de Lorangère’s collection prior to the auction,” in Gersaint (Edme François), 
Catalogue raisonné des diverses curiosités du cabinet de feu M. Quentin de 
Lorangère, Paris: Jacques Barois, 1744, frontispiece (private collection). 
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either the Salle des Grands Augustins or the Hôtel de Bullion.5 While the 
possessions of Quentin de Lorangère were presented in the mornings from 
nine to noon, and then from two to six in the afternoon, in the second half 
of the century, preference was given to opening in the morning, often from 
ten to one.6 These pre-sale exhibitions were open to all, with no financial 
conditions attached, although they were limited in time and duration. They 
allowed visitors to examine works of art, furniture, objets d’art and 
curiosities in complete freedom (Fig. 0.1), without having to be 
accompanied or supervised by a servant. From the 1760s onwards, they 
even became a social gathering place.7 

The Royal Collections 

From the reign of Louis XIV, the royal collections played their part in 
expressing the glory of the monarchy, a role that modified the conditions 
of access. Paintings and objets d’art from the royal collections were used 
to decorate the sovereigns’ apartments. Nonetheless, while in the sixteenth 
century they were displayed in private chambers off the king’s bedroom, 
accessible only by invitation of the sovereign and in his company, during 
the reign of Louis XIV, paintings owned by the Crown were displayed in 
the public areas of the king’s apartment, such as the Ambassadors’ Gallery 
in the Tuileries Palace in the 1670s.8 At Versailles, from the winter of 
1682˗1683, between twenty-five and thirty paintings adorned the salons of 
Abundance, of Mars, of Mercury and Apollon in the Grand Appartement, 
and they were displayed seasonally from All Saints’ Day to Easter.9 No 
small bronzes or hard stone vases were shown, since their fragility, value 
and small size would have made them easy to steal. For the first time, and 
contrary to previous practice in royal residences and private homes, some 
of the paintings in the royal collections were accessible to all, without 
requiring a recommendation and without being supervised by a servant. 

At the same time, other paintings appeared in the second antechamber 
of the king’s apartment. Placed within the boiseries, their decorative role 
was important, but they were also visible to the public in these official 

 
5 Le Brun 1781. 
6 Gersaint 1744, ii; Rémy and Glomy 1756, x; Rémy and Julliot 1767, I, xix–xx; 
Le Brun 1781; Le Brun 1781; Julliot and Paillet 1782. 
7 Bauchaumont 1784–1789, XXI, 217–218, 6 December 1782. 
8 Brice 1684, I, 29–30; Brice 1687, I, 39–40; Brice 1698, I, 60–61; Félibien 1685–
1688, II, 3–4; Schnapper 1994, 322. 
9 Constant 1976, 157–173; Schnapper 1994, 322–346; Castelluccio 2018, 37–58. 
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spaces. Beyond these, Louis XIV devoted his Petit Appartement to the 
display of paintings and objets d’art. In his two antechambers, paintings by 
the most prestigious French painters, including Poussin, Le Brun and 
Mignard, dominated. They were displayed as part of the boiseries, playing 
a decorative role above all. Subsequently, in the Salon des Tableaux and in 
particular in the Petite Galerie, the high point of the king’s Petit 
Appartement, the paintings were displayed on red damask wall-hangings, 
surrounded by bronzes, gold and silver filigree and vases of coloured 
stones and rock crystal, placed on tables, the chimneypiece and gilded 
wooden consoles fixed to the wall-hangings around the paintings.10 

Here, Louis XIV received members of the royal family and invited 
guests, a favour granted sparingly.11 Nonetheless, despite its status as the 
king’s Petit Appartement with restricted access, even for members of the 
royal family and courtiers, this secluded part of the king’s apartments 
allowed access to visitors in the king’s absence, for example when he was 
attending mass, hunting or staying in another residence. As it was not a 
public space, however, unlike the Grand Appartement, visitors had to be 
known to the king, have a recommendation from a senior figure or be in an 
official capacity, and always had to be accompanied, as in the case of 
private collections. Abbé Bourdelot visited in 1683, accompanied by an 
official of the Garde-Meuble of Versailles.12 This relatively wide access 
explains the large number of descriptions of the Petit Appartement du Roi, 
ranging from that of the Swedish architect Nicodemus Tessin in 1687 to 
that of Sophie von La Roche, a German tourist in 1785.13 Félix, Comte de 
France d’Hézecques confirmed that private individuals were able to enter 
these areas without difficulty at the end of the reign of Louis XVI.14 

The Cabinet des Médailles had an intermediate status, since it was not 
open to the public, despite being accessible from the Grand Appartement. 
It was a prestigious place because of its location and the wealth of its 
décor and contents, with fifteen to twenty paintings set into the boiseries, 
thus playing an essentially decorative role, and a large number of the most 
beautiful bronzes and vases of coloured stone and rock crystal arranged 

 
10 Castelluccio 2002, 97–112. 
11 Dangeau 1854–1860, VI, 40–41. 
12 AN, O1 29, fols. 436v–437v; BnF, mél. Colbert 307, fol. 36v; Bourdelot 1683, 
44. The Garde-Meuble of Versailles was in charge of the management of the 
furnishings of the palace. 
13 Tessin 1926, 150–167 and 267–300, see 282–286; La Roche 2012, 306–307, 
340–341. 
14 France d’Hézecques 1873, 155. 
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right up to the cornice.15 It could be visited at the invitation of Louis XIV, 
if you were well known, or an art lover like André Le Nôtre, and on 
recommendation. A place of prestige par excellence, it was shown to 
official visitors to dazzle them, such as the Doge of Genoa in 1685, and 
the ambassadors of the King of Siam the following year. 

In the eighteenth century, Louis XV and then Louis XVI were not 
lovers of older art, and Louis XIV’s collecting cabinets gradually 
disappeared between 1739 and 1752. The collections of objets d’art were 
returned to the Garde-Meuble, the administrative body responsible for 
furnishing the royal residences. The paintings went to the Cabinet des 
Tableaux de la Surintendance des Bâtiments du Roi, responsible for the 
construction and maintenance of the royal residences, along with 
collections of large sculptures and paintings. 

The Cabinet des Tableaux had ten rooms as storerooms.16 These were 
accessible to visitors on request and by recommendation, as at private 
collections. Thus, from the 1740s onwards, with the exception of about 
thirty paintings on display in the winter in the Grand Appartement at 
Versailles, the other paintings in the royal collections remained difficult to 
access. At the same time, a debate was developing about the supposed 
decline of the French school of painting and the importance of works by 
the old masters in the education of young artists. Many intellectuals, 
principally Étienne La Font de Saint-Yenne in 1747, demanded the 
opportunity to see the royal collections and suggested that they be 
displayed in the Grande Galerie of the Louvre.17 

This debate led to a twofold reaction on the part of the Directeur des 
Bâtiments du Roi. In 1750, he had the ten rooms of the Cabinet des 
Tableaux at Versailles renovated to open them more widely to an art-
loving public and, above all, to young artists who had come to copy the 
paintings.18 He also took up the suggestion of arranging the Louvre as a 
museum. Pending the renovation of the Grande Galerie, he had around one 
hundred paintings displayed at the Palais du Luxembourg in four rooms 
open to the public for two hours twice a week.19 The principle of 
unrestricted visits, without recommendation or guidance by a servant as in 

 
15 Castelluccio 2002, 112–117. 
16 Marie 1972, I, 182–187; Caffin-Carcy 1993, 77, 5–19; Castelluccio 2009, 21–
54. 
17 La Font de Saint Yenne 1747, republished 1752, 228–229. 
18 Castelluccio 2009, 34. 
19 On the Luxembourg palace, see Laran 1909, 154–202; McClellan 1994. 
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the Grand Appartement, was thus revived. Unlike at Versailles, these 
spaces were devoted solely to the enjoyment of art lovers and to the 
education of young artists through the choice of masters, schools, subjects 
and their treatment as models to follow. Although the Luxembourg 
remained a royal residence, it no longer played a part in court life, and the 
collections were now detached from the person of the sovereign. 

This remained the case until 1778, when the palace became an 
apanage of the Count of Provence, Louis XVI’s brother, to be used as his 
Parisian residence. The paintings on display at the Luxembourg were 
transferred to the Louvre’s storage, pending the opening of the future 
museum. From then on, and until the French Revolution, only the works 
kept in the Cabinet des Tableaux at Versailles and about thirty displayed in 
the Grand Appartement of the Château in winter remained visible to art 
lovers. In 1778, Charles Flahaut de la Billarderie, Comte d’Angiviller, 
Directeur des Bâtiments du Roi, presented his latest acquisitions destined 
for the future Musée du Louvre.20 

At the same time, when the Garde-Meuble de la Couronne moved to a 
purpose-built mansion in Place Louis XV, now the Hôtel de la Marine on 
Place de la Concorde, the director, Pierre Élisabeth de Fontanieu, had two 
salons and a gallery set up behind the colonnade to showcase in succession 
the Crown’s collections of armour and weapons, of the finest fabrics and 
hardstone vases. These rooms were opened to the public from 1777 on the 
first Tuesday of each month, from April to November.21 The Garde-
Meuble de la Couronne thus became the first Parisian museum, in the 
current sense of the term, freely open to the public eighteen years before 
the Louvre, inaugurated in 1793 by the revolutionary government to 
commemorate the first anniversary of the fall of the monarchy. 

The same principle governed access to private collections and part of 
those of the Crown, with a social selection for visits led by a servant. The 
presentation of some of the Crown’s paintings in the public space of the 
Grand Appartement at Versailles, however, heralded the principle of free 
access to a museum, which distinguished the royal collections from those 
of private individuals. From the mid-eighteenth century onwards, this 
possibility was undoubtedly at the root of the demand for greater access to 
the works of art outside the environment of the court. This project was 
carried out under the direction of the administrative directors with the 

 
20 Castelluccio 2018, 46–47. 
21 Castelluccio 2002, 198–224. 
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agreement of the king, but without his participation. This allowed the 
directors of the Bâtiments du Roi and of the Garde-Meuble de la Couronne 
to be the initiators of new principles of presentation in line with changing 
demands and sensibilities. Henceforth, the royal collections, detached 
from the person of the sovereign, were increasingly considered to be a 
shared asset to which everyone should have access and no longer to be 
used solely to adorn the royal residences. At the Luxembourg, access to 
the works of art was more restricted than at the Grand Appartement, but 
visitors could observe them and young artists could copy them without 
being disturbed by the crowds at Versailles. Their move to the Luxembourg, 
a royal residence not occupied by the sovereign, was a decisive step in 
France towards the establishment of a museum in the modern sense. The 
French Revolution precipitated and completed this development with the 
seizure of the royal collections, their unification and their presentation in 
the Louvre Museum. 

Drawing on examples from all over Europe, the ten essays in this 
volume trace the motivations and the material, economic and psychological 
factors specific to each country and each collector that accelerated or 
slowed down the desire to give access to the collections and the extent to 
which they were made accessible, from the privileged few to the many. 

The importance of the social role played by art collections from the 
sixteenth century onwards in expressing the status of their owners initially 
served as a driving force to providing access to a more or less select 
public, as shown by the example of Jörger in Nuremberg in the essay by 
Orsolya Bubryák. Anne Nellis Richter discusses the changing focus in 
London at the beginning of the nineteenth century in her essay on the 
Leveson-Gower collection at Cleveland House, while the essays by Isobel 
Macdonald and Pawel Ignaczak demonstrate how this tradition continued 
in the twentieth century in Scotland and Poland. 

At the same time as these private, princely or royal collections were 
being opened to the public on a more or less permanent basis, a number of 
projects were being developed, such as the ideal palace designed by the 
German architect and mathematician Leonhard Christoph Sturm, in which 
a series of rooms was devoted to the presentation of a princely collection 
(Virginie Spenlé). Projects such as these reflected the importance of art 
collections as an expression of social status, and of opening them up to the 
public with the aim of making them accessible to as many people as 
possible. Sturm’s architectural projects, however, never came to fruition, 
perhaps because they were so ambitious. 
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The desire to open one’s collections to a wider public in order to 
express its status was not universally shared. For example, the Russian 
empress Catherine II, who over a period of ten years had assembled a very 
rich collection of old master and contemporary paintings in order to show 
that she could compete in this field with the other monarchs in the Europe 
of the Enlightenment, reserved access to them for a privileged few 
(Catherine Phillips), contrary to the changing attitudes in Europe, where 
art lovers and artists were increasingly demanding access to the great 
collections. Catherine II may have felt that she did not need to open her 
collections to as many people as possible in order to show the importance 
of her rank, while Russian intellectual and artistic life had not yet reached 
the level of development seen in the kingdoms of Western Europe, with 
the debates, criticism and expectations that characterised them. 

Accessibility to other collectors, art lovers and friends was part of the 
tradition established in the sixteenth century with the cabinets and 
kunstkammern set up by Italian and German princes. The manner in which 
access was granted varied according to their content and the purposes 
assigned by the owner to their collection. Natural history cabinets were not 
only assembled by aristocrats, but also by scholars and the curious from 
different social backgrounds (Mary Malloy). Their educational purpose, 
and the importance of comparisons and exchanges between the scientists 
who made up a European republic of scholars devoid of class prejudice, 
explains why they became the most immediately accessible to the greatest 
number of people. Collections of works of art however elicited different 
types of reaction to their potential availability to a wider public. The ways 
in which they were made accessible reflected both the spirit of the times 
and that of their owner. From the seventeenth century until the mid-
eighteenth century, art collections in Europe were generally used for the 
aesthetic pleasure of their owners, their families and their friends. It 
eventually became customary for private collectors to open their cabinets 
more widely, beyond the circle of family and friends, to art lovers and the 
curious. Nonetheless, a public drawn from different social categories or 
from the collecting community, was excluded in order to maintain a social 
and intellectual group. This led to a strict selection of visitors, as in the 
case of Catherine II at the end of the eighteenth century. 

From the middle of that century, all over Europe, art lovers and artists 
exercised greater and greater pressure to obtain access to collections of old 
masters in great royal, princely or private collections for their own 
aesthetic enjoyment, but also with the purpose of the education of young 
artists. The old masters continued to be the models to study and copy to 
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complete that artistic education. At the same time, rulers, princes and 
collectors participated to a greater or lesser extent in this concept of a new 
role for collections, even though opening them added to their prestige. 
Such openings took different forms, from the display in a wing or a 
building which was not occupied by the prince or the ruler, to the 
construction of a separate building, exclusively for the display of works of 
art. Access was often free and without restrictions; thus began the first 
museums in Europe. The Leveson-Gowers followed this tradition in 
London at the beginning of the nineteenth century in opening the 
collection to mitigate the lack of a great collection of old master paintings 
open to the public and to artists. 

Reservation, if not resistance, to unrestricted access was based on 
class prejudice, in the belief that in the absence of an artistic education 
specific to the aristocracy, scholars and art lovers, classes considered 
inferior would not understand anything and it was therefore pointless to 
allow them access to art collections. Social selection was also based on 
money, with entrance fees or gratuities imposed to limit access to as many 
people as possible, something which would not be achieved until the 
nineteenth century. Cecilia Riva and Stefania Ermidoro take this concept 
of privileged access further in their essay, arguing that Henry and Enid 
Layard used their portraits to portray themselves as collectors, thus 
providing insights into their collections only to the privileged few with 
access to the portraits. 

The publication of a description, illustrated or not with engravings, 
represented another way for the public to gain access to a collection and 
for its owner to disseminate it to a wider circle than merely visitors. This 
practice appeared at the same time as the kunstkammer. Natural history 
collections seem to have been rapidly published in greater numbers, 
despite the relatively high cost, in order to facilitate sharing and exchanges 
between scholars throughout Europe. It seems that art collections were 
published less quickly and to a lesser extent, but in very diverse forms. 
The concise list of works of art in the form of a simple inventory, 
handwritten or printed in varying numbers of copies, reflects a desire for 
limited distribution, often revealing equally limited opening to the public. 
In addition, the number of travel guides and city descriptions increased 
steadily from the second half of the seventeenth century onwards. They 
provided travellers and art lovers with practical information about private 
collections, including the address and more or less detailed contents of the 
cabinet, which could take the form of a list with the name of the artist, the 
title of the work and, occasionally, an engraving. In general, paintings and 
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sculptures received more attention from the authors. There was rarely any 
mention of a fee to be paid, however, it was customary to give a gratuity to 
the person, usually a servant of the house, who welcomed visitors and 
showed them around. 

Other collections were the subject of publications rich in historical, 
artistic and aesthetic information, descriptions and engravings, particularly 
in the second half of the eighteenth century. Royal and princely collections 
in particular benefited from such works, which were funded by the prince. 
In her essay, Anne Harbers discusses the political and personal importance 
of the publications on the Royal Natural History Collection in Sweden. 
These publications echoed the spirit of the guides to natural history 
collections, with the aim of disseminating and sharing knowledge with a 
wider circle. Putting public collections and their archives online is part of 
the same dynamic, using new resources (Ulrike Müller). It makes aesthetic 
pleasure accessible to as many people as possible and facilitates the 
exchange of information, which in turn advances knowledge of the history 
of the collection and the works it contains, extending the study to the 
economic history of the art market, the history of taste and social history. 
Quantifying the distribution of publications, the size and composition of 
their readership or their influence on the quality and number of visitors 
remains a perilous if not impossible exercise, except for website analytics, 
which only indicate the number of readers but not their sociological or 
professional profile. 

Although today private collections are generally more difficult to 
access than in the seventeenth and especially the eighteenth centuries, 
museums represent the culmination of this desire and demands to give 
access to collections to as many people as possible, without distinction. 
Although access to the great public collections now seems almost self-
evident, this was not the case in the past, and this book traces the long, 
complex and fascinating beginnings of the process. 
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